


CRAFT
New Zealand

CONTENTS
'I LETTERS

‘3 EDITORIAL

4 FLETCHER CHALLENGE
CERAMICS AWARD, 1993

A howling oi irom CaIiiornia took the
premier award at the Fletcher show this year,
but New Zealand entrants aiiirmed their

status on the world ceramics scene.

Above;
Teapot by Greg Pitts,
USA. Frizewinner in

the Fletcher show p.11.

Below;
I925 Maori Art Ware

irom the Doulton
exhibition p.8.

8 FROM SEWAGE TO
SUNG

Royal DouIton pottery is not regarded as
part oi the contemporary scene, but we have

a lot to learn irom this touring exhibition, as
Mark Stacker points out.

12 IN BRIEF

News about commissions, exhibitions and
events.

Above; A rare show oi work by James Greig held
recently at Avid in Wellington, p. I2.
Above right; Iorge pots by Auckland potter Peter Collis,
p.24.

20 WAIKANAE SCULPTURE
GARDEN

BiddyFraser-Daviesis enthusiastic abouta
civic project on the Kapiti Coast.
22 FIBRE FUSIONS

Sally Vinson backgrounds two Coroman<
deI weavers.
24 PETER COLLIS

He's one at the most dynamic iigures
amongst NZ potters and president oi their
national body. Jess Tooker talks about him
and his work.
26 MARY BARTOS

28 MARK PIERCEY

The standard oi woodturning is reaching
new heights throughout the country. Adri-
enne Rewi interviewed two Christchurch

turners who are spearheading developments
there.

30 KATE WELLS

During her shortvisitto NZ recently, Amer-
ican iibre artist and writer Margo Mensing
made a point oi seeking out this leading
tapestry weaver.

Below; Turned bowl by Mark Piercey p.28.

32 ARCHIE BRENNAN

Kate Batten met world-renowned tapestry

weaver Archie Brennan during his artistrin- ‘
residency at Aoraki Polytechnic.

Above; "The Starcatchers Hot” irom National
Embroidery Exhibition. See review p. 35.

35 REVIEWS

Embroidery, pottery and iibre art - major
shows.

38 ITINERARY

In a new section, Crait NZ provides a
comprehensive listing oi events and opportu-
nities.

LETTERS

ARTS COUNCIL POLICY

I was impressed by the Autumn issue oi
Craft New Zealand. It contains commentary
oi substance and pertinence to the state oi

craits in New Zealand and is a necessary
proiessional voice in the iield.

I take note oi a stance within the editorial
and irom Helen Schamroth that perhaps

Queen Elizabeth II Arts Council is somewhat
distant irom the craits actuality and may have
intentions to merge crait with visual arts.

The council is well aware oithe desirability
but also the diiiiculty oi representing sectors
oi the arts and arts organisations on its panels
which assess iunding applications.

Recent controversy over the structure oi the

literature panel highlighted the desire oi
particular organisations or sectors to be
represented on the panel, on the one hand,

and the risk that such a iorm oi representation
may narrow or control the viewpoint oi the
panel representative. One important char-

acteristic oi craits in New Zealand is the
diversity and variety oi activity, process,
product and inirastructure under the generic
oi ”crait”. Council’s policy is to appoint small
panels oi three or tour members chaired by a
member oi the council. I support that policy.
ltmakes ioreiiicientand economic procedure.
However, such small panels cannot possibly
represent in person all the sectors oithe craits,

and I doubt that such a iorm oi representation

is desirable. During my time as chair oi the
craits panel I have been well satisiied that
panel members, who have been either skilled
and experienced practitioners, or who have
had substantial involvement in the craits iieId,

have been able to give balanced and disin-
terested consideration to the huge variety oi
applications received.

It is the council which appoints panel
members and it wecmes suggestions or

recommendations irom the arts sector ior

panel membership.
The make up oi the Council prohibits ap-

pointments to all panels oi chairs with exper-
. tise in the panel iield. The task at the chair-

person is to ensure that panel members give
'iair and proper attention to every application,
and to provide the best possible summation oi
debate over applications. In my own case I
have a very real interest in the craits and have
some reputation as a iurniture maker and
boat builder and as an arts educator and

painter. These interests I may at times have to
subdue in my role as chair oi the arts panel.

The Arts Council has not debated the
merging oi the craits and visual arts panels ,
and there is no such consolidation in mind.
(The iorthcoming review oi the act governing
the Council may require some overhaul oithe
Council’s structures, butthe bill has yet to iind

a place on the parliamentary agenda. The
craits industry should oi course watch ior the

appearance oi the bill and be prepared to
make submissions at the Select Committee

. stage.)

There has been some rationalisation oi
Council's programmes, ior example, in pub-
lications and international travel and ex-
change. Council was oi the view that by
process oi evolution and history more and
more programmes had been introduced to
meet needs across all the arts sectors. Dupli-
cation oi purposes was evident, resulting in
the division oian already inadequate budget
into ineiiective smaller parcels. In some in-
stances reorganisation has given the craits
sector access to programmes not previously
available.

While Council is not planning any merger
oicraits and visual arts programmes, it is well
aware that deiinition or diiierentiation oi
these sectors is increasingly diiiicult. It is my
personal view that it would be dangerous
indeed ior Council to lay down prescriptive
deiinitions oi who may or may not apply in
either sector, or to try to deiine what are the

”admissible” craits or visual arts. indeed, I

suggest that ”distance looks many ways”.
While there is substantial, sometimes heated,

but always valuable debate over the borders

oi crait and visual arts, there is a much less

pursued debate possible (and close at hand)
over the inclusion in craits at, say, aircrait,

automobile, or boat building, or oi designer
gardens or iloral art.

' Many oi these appear to be areas oi '
extraordinary inventiveness, remarkable de-
sign breakthrough, high technical skill and
periormance, and undoubted aesthetic and/

or expressive quality. To betray one oi my
own enthusiasms I would claim that New
Zealand's wooden boat builders are among
the iinest in the world, but their skills are

rapidly disappearing (with age!) and are not
being renewed because oi major industrial
and technological shiit. There is a case to be
made in terms oi the Arts Council’s stated

‘ goals, ior iunding to sustain this crait.

Perhaps therein lies a useiul diiierentia-

tion. It is not the diiierence in kinds oi objects
produced which creates a diiierence between
'craits' and ’visual arts’. It is the diiierences in
the structures within which the objects are
made, distributed and consumed. There is a

well-documented history oiobject—making, in
terms oistatus oi makers, status oidistributors

or marketers or dealers, status oi owners,

patrons, or consumers, protection systems ior

classes or categories oi makers and distribu-
tors, and organisations and promotion oi
industry, a history which makes it quite clear
that it is rarely the species, iorm or intrinsic
value (whatever that means!) oi the object
itseli which gives it market value, or social,
cultural or spiritual prestige.

A current debate over the recognition oi
and the iunctions oi dealer and public galler-

ies in respect oicrait and visual arts illustrates
my point. UsuaIIyitisthe socio-cultural stance
oi the gallery and its clientele which demar-
cates, not the nature oi the objects displayed.

Craits have irequently, particularly in
western world aesthetics, been ’putdown’ by

the exercise oi specious argument. One such
is oi iunctional as compared with non-iunc-
tional attributes, the ’non»iunctional’ being
regarded by the visual arts industry as ’aes-
theticaIvsuperior' or as requiring a more'
developed intellect and apprehension.

The notion that a so»caIIed ’non represeni
tational’ painting is non-iunctional is one oi
the moreabsurd but dangerously acceptable

by-products oi modernist promotional strat~
egies designed to protect that art industry.

The notion that my highly ’iunctional' ma—
hogany pulling skiii can be assessed without I
reierence to my personal (and non-iunctional?)
biases, predilections, nostalgias and aesthetv
ic choices is equally absurd!

The problems oi deiinition are real; they
are probably notcapable oisolutionsthatwill
satisiy all or any participants. The Arts Coun-
cil has to struggle with the problem like
everyone else. The most useiul iocus in my
view is upon the nature oi the inirastructures
and how they may be moulded and shaped.
'What can assist the council and, I am quite

sure, the craits industry, is'iniormed commen-

tary, open debate, and experienced insight,
and your publication has a vital role in this
respect.

B.P.F. Smith, OBE.

ON PAGE 90 ARTSPACE

Having oiiered a critique oi an exhibition
ior publication my usual sentiment would be
to say my analysis is done and that's that. In
this case, however, the exaggerated reaction

oi David Naylor to my criticism oi Page 90
Artspace (I stand corrected!) and by deilected
insult the heinous crime oi ”monocultural
elitism” in which he implicates me demands a '
response.

I stand by my criticism that Page 90 Art-
space - a trendy word ii ever I heard one - is
depressingly unaesthetic and barn-like. My
view seems to have been vindicated by the

> iact that Porirua's new cultural oiiicer, Darcy
Nicholas, has indicated that he wishes to see
the space reiurbished and made more
adaptable. He seems interested by my sug-
gestions, among others during conversation.
Aiter aII, Porirua owes itseli a decent iaciIity
to serve not only its diverse cultural groups but
the burgeoning populations oi the Kapiti
Coast as well. One would be hard pressed to
iind any architectural indication at Page 90
Artspace oi that rich cultural diversity in what
was purpose built as a iactory.
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NZ embroidery in American exhibition - too clever?

Who are these ”monocultural elites” by l of applying colour; to be critical of it when
whom I seem to have been tainted? Yes, I have
bustled with the crowds in the Uffizzi, the
Musee D’Orsay, the National Gallery, Lon»
don, MOMA, the Paul Getty Art Museum at

among others, but then I have also visited
galleries and museums in places as non-elite
as Peterborough, Gore and the Beth She’an
Valley in Israel.

David Naylor is perhaps unaware thatl in
fact work in Porirua. lam course Coordinator
for the Museum/Gallery course which he
mentions. I would like to think that it is the
strength of, and pride in my cultural heritage
that I am able to contribute to my work here.

Lesleigh Salinger, Wellington.

EMBROIDERY ISSUES
| write to correct a misconception that may

be perpetuated by an article written in Craft
New Zealand, issue 4i, Spring I992. The
article I refer to is ”National Embroiderers’
Conference Exhibitions” reviewed by Noe-
line Brokenshire. The paragraph I refer to
speaks of ”Q imposed w” (to attempt to
combine painting with embroidery) .

Embroiderers in New Zealand and indeed
the embroidery community are an enthusias-
tic group of people and like all communities
when a new ”development” occurs it rico-
chets around the community. All who see it

_.. want to try it. Some will
feel that it is not for them,
some will take this new
”trend" whatever it may
be and learn all that can
be done with it, innovate
and extend and then in
corporate into their pal-
ate or discard as the case
may be. However, in the
privileged role of adiudi-
cator of an exhibition, to
label this as ”an imposed
trend”, a particular style
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LOPDELL GALLERY

exhibitions of contemporary art & craft art

Lopdell House Craftshop

fine new zealand craft

PDELL HOUSE, CNR TITIRANGI & 5TH TITIRANGI RDS,
PO BOX 60-109 TITIRANGI. PH 09 817 8087

Malibu, the National Gallery of Australia '

‘Vyeing, colouring, in fact anything to en-
hance the stitchery has been encouraged,
seemsto me to be stifling. Yes, a good number
of these works probably were presented but
in the final outcome were not selected (only a
few such works being displayed in the exhi~
bition) thus enforcing Noeline Brokenshire’s
view that ”More successful were those where
the whole effect was gained by total stitchery
- doing whatone does best - and not trying to
be too clever.”

Should we then shut up shop and stop
diverging in new directions?

One such work (photograph enclosed)
was requested to be sent to America to be
exhibited alongside the Biscayne Chapter's
exhibition. This particular embroidery sat
alongside 200 American (selected) works
and won lst prize as ”People’s Choice”.

Was this trying to be ”too clever”? - it’s all
a matter of opinion!

Robyn Tubb, Mairangi Bay, Auckland.

Iwould like to think thatthere is going to be
‘ a Yearbook everyyear and that to be selected

for it is something worth working towards.
Kim Gilby, Hamilton .
It is proposed that the Yearbook be a

biennial publication, the second appearing
late in 7994. Ed.

liust had to write a letter to say how thrilled
l was to get the Craft NZ Yearbook. I have

i been a [Crafts Council] member for years, in
fact ever since the magazine was invented,
and realise it has had its ups and downs. So
with a lot of hard work by all involved, we
subscribers have now got a great magazine.

Joan Hall-Jones, lnvercargill

MERT came in today, waving Craft NZ
Yearbook. They want work of five people in ‘
the book to send overseas. Just shows how the

Yearbook is working for craftspeople.

James Bowman, Director, Accolades
Gallery, The Terrace, Wellington.

ABOUT CRAFT NZ
Just a note on the Craft NZ Yearbook. I

personally think itis an excellentbook. I found
it very interesting in the range of crafts hap-
pening in New Zealand.

I have shown the Yearbook to a friend who
has just recently opened a craft shop and she
has taken names from it to see if they would
supply her.

A couple of craflspeople in Hamilton I
know have said that the $350 cost [of inclu-
sion] is too expensive. For advertising in such
a magazine, I thought it was very cheap.

I would have liked the magazine to have
come out a couple of months earlier. This
would have been before the Christmas mar-
ket. This is the only negative comment I can
think of.

The retail cost of the book | feel is worth it.
Please thankall thatwere involved with putting
the Yearbook together.

lam really enjoying Craft New Zealand -
I like the mix of articles in #43 from the
Wearable Art to miniatures to David Tru- !
ibridge’s and other 'heavierdiscussion'. Hence
my renewal! I try my best to encourage
subscribers - butthere are a lot of small minds ‘
and apathy about. For me this magazine is
one of my vital lifelines to what is being clone
and discussed elsewhere. Sewing in my stu-
dio here in Hawkes Bay feels very isolated
from the rest of the country.

Clare Plug, Hawkes Bay

Really enjoy the magazine. Keep up the
good work. Only criticism is that some print -
especially under photos > is very small. | now i
have slightly impaired sight and this drives
me mad - even with magnifying glass the print
blurs! It may be that this only affects me - if so
- so be it!

Mina Thomas

What do other readers think? Ed.

FISHER GALLERY

CONTINUALLY CHANGING
EXHIBITIONS OF FINE

NEW ZEALAND CRAFT AND ART.

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

EDITORLAL

inally the Arts Council of
New Zealand Bill has had
its introduction to parlia—
ment. There are no surpris—

es in the bill. The introductory note
explains: "This Bill provides for the
dissolution of the Queen Elizabeth the Second Arts Council of New Zea—
land, and provides for a new Arts Council of New Zealand. .." The first of
two main features of the bill seems to provide for equal status for Maori
and non—Maori by establishing two boards, one called Te Waka Toi, the
other simply the Arts Board. Funding will not necessarily be the same, with
the six member Council allocating the funds for each.

Secondly, introduction of the bill will see the abolition of the Regional
and Community Arts Councils. The Arts Council will have responsibility:
"To ensure that the arts boards allocate funding to community arts."
However, community groups will have to be better versed in the art of
applying for money and will need a greater awareness of the Art Council’s
operation than they do at present. To balance this, there will presumably
be more money available to them, as Doug Graham has made some mileage
of the fact that of the 3 million dollars currently allocated to the Regional
Councils, 25% is used for administration. This money is in fact only a small
part of the total budget currently allocated to QEII.

In practice, Community Arts Councils have become a part of the
support system for community arts, particularly in provincial areas, and
the introduction of the bill may well mean that small groups ounder
without the expertise and assistance of friendly community faces.

Craftspeople should be assured that very early on in the document,
"Arts" is defined and "includes creative and interpretative expression
through theatre, music, visual arts, literature and crafts." We may have
cause to refer back to this clause over the next few years.

Closer to home, Craft New Zealand magazine has been grappling with the
business realities of establishing a very small publication in a very small country.
It's now a year since the magazine was purchased from the Crafts Council of
New Zealand. In that time, a company has been formed, with a very modest
shareholding. About thirty craftspeople, companies, and organisations involved
in craft have purchased shares to the value of about $13,000. However, we
are still under—capitalised and shares of $100 are still available.

Why do we need mor‘e'capital? In the past year, subscriptions have
doubled. However, there has been no appreciable improvement in retail
sales, except for the Yearbook, which sold exceptionally well. We have
produced four issues with a steadily decreasing loss per issue as subscrip—
tion sales slowly improved. However, we have only survived through the
support of the QEII Arts Council by means of one grant to establish a base
for critical writing in craft and another for audience development, specifi—
cally for the Yearbook.We need capital to put in place the strategies which
will bring us into profit.

The period immediately ahead is critical for the magazine's survival.
We need to continue to increase subscriptions, but more importantly, we
need to increase retail sales. Two strategies should help.

Firstly, the magazine must focus on the prime concern for craft — the
objects which are made. A wider public audience is not as interested in
craft events which have taken place, so we will cut back retrospective
reporting and reviewing to concentrate on showing fine craft, profiling the
people who make it and the venues where it is available. The new Itinerary
section will allow readers to see at a glance what‘s on in the forthcoming period.

Secondly, Network Distributors will take over retail distribution (and
will also henceforth handle our subscriptions). Propaganda will continue
to service galleries and other specialist craft outlets.

The immediate future will bring some financial tightrope—walking for
the magazine, but with your support we'll grow from here.

Peter Gibbs, Editor.
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FLETCHER CHALLENGE CERAMICS AWARD, 1993
BY PETER GIBBS

letcher Challenge Ceramics Award clay as its starting point. The equally
shows invariably take on the imprint of relaxed brushwork was the perfect foil to

the sole selector — in this case Norway’s lllt‘ basic form.
Kari Christensen. This year the exhibi— A [UR/1N0 (earth _ water _ sun), by

tioii seemed to be, more sculptural. Fewer pieces Scungrl 10 Yang leaned heavily (and
had their roots in the normal potter’s grab bag of successfully) on the benevolence of the
references. As a result, 1 found the show took day’s nature and of the fire itself. The
longer to get to grips with. An understanding of ”01.10158 skill here was in providing the
individual pieces often required a long hard look. canvas for the materials and techniques to
in the process of such deep analysis, it was easy to - ; be able to ([0 their work.

,‘ km rm" l5 (rkc. .
0V” 100 0 ( “ml, ( w ) 8 As always, there were plenty of other

The selection 0f the winning piece Was in pieces which could equally have taken the
keeping with the judge’s wide—ranging selection. awards. llanne Matthiesen’s “OLUl With
Lobo California, by Susannah Israel of the United Green Men was a humorous spherical
States won the filSl0,()()() Premier Award. While not form. Box by Johannes Peters (really a
exactly controversial, it did upset some, who found l’idded jar) was ever so casually decorated.
such a radical departure from the conventional to Lara Scobie’s Vessel/or the Sea was
he more than a little unsettling. ‘ tighter, more precise than her winning

798 pieces were entered this year (157 from piece from last year. Arthur Vermciren’s
NZ) and Kari Christensen narrowed this down to Decorated Pot ‘ Raku stuck l” good basic
151 (23 from N7.) for the show. New Zealanders form, hht With quirky brushwork. Kevin
did well in the prize list, taking two of the five Whih‘h“ Jug and Two CUPS (I could have
$2000 merit awards and three of the eleven - SW01“ they were from Japan, "0t Austral—
commendations (80‘. page 6 for list). ia, until i saw the catalogue) combined

lightness and delicacy with cobalt brush—
Ross Mitchelenvon and Bronwvnnc Cornish ,

' ' work. Lana Wilson’s Artt/uct Teapot was
took the two NZ merit awards, and in doing so . .

aggresswe and tight, loosened by a
variegated glaze. Brendan Adam’s Boxed
Obsession would only have revealed a

encapsulated the two consistent threads identifed
by organiser Moyra Elliott in her address at the
opening. The ceremonial object and the vessel were

. . . ' ' : ' m of itse - h 2 viewer. lt wasn7
singled out by Elliott as themes which ran through lm‘ t“ H to t ( tuntil you pulled out all the pieces that the
the show. Mitchell—Anyon’s teapot and jug were a . , ,

mutitudc of little messages were revealed.
direct and honest expression of the domestic-ware
tradition, but with infinite individuality. These A5 usual, the Fletcher show was
common objects bore the iinmistakeablc imprint of thought provoking and stimulating. The
the maker — to some eyes, tooi‘asual, not enough serious StlldCht 0f pottery W‘Hd‘l have

attention to nishing details; but to quibble about needed several days to get l" grips With the
such things is to completely miss the point. These whole show in depth.
pieces were also talking about the nature of clay and Above; Lobo
the re and of one person’s interpretation of those California, by
things. This undoubtedly makes them potters7 pieces. . Susannah Israel.

8 l 3 x 71 l x
508mm
Below;

the rather gauche sculptural statement which many A R IRANC by

Bronwynne Cornils piece has the same appeal.
The treatment of the clay and surface take it beyond

found it to be. For me, decisions like this by the judge i Spuughno Yang.
were a con rmation that the system used to judge the 220 x 560 x

é' Fletcher show is the right one. . 5 l 0min.

The rest of the merits and commendations were. _ . ‘ Facing page,
a mixed bag. As always, I particularly hked those top; Teapot nd

, which drew on my own preoccupations. in this Jug by Ross
' ’ ~ ._ category fell Richard Dewar’s Saltglazed Teapot Nliteln-ll-

' .. ' and Platter with its rich salted surface although Allyt’ll'l30"
the application of slips was a bit heavy handed. I50 xl2(liiiiii.

‘ l' Torbjorn Kvasbo's Chest — Houseform had a rich gullolml Sphinx
surface — the result of the firing. Greg Pitts9 teapot “filimlinnc

~ ' ‘ .. . x * 1 _ leaned on the peculiarities of the teapot form. Cornish. 520 X
l ’, ,r Although very individualisti tally interpreted, the 310 x i60mm

‘ basic structure and the appendages of handle and
. c . 1 ) 4 , ‘

spout received sound traditional treatment. rl he I 110105 h) Hdlll
Saniesliima.bold brushwork further emphasised the maker‘s

' courtesy
personality. 'Fletcher

The very painterly bowl entitled Orchestra, by Challenge
.litka Palmer, took the loose proficient handling of Cci‘aniics Award



FLETCHER CHALLENGE
CERAMICS AWARD
PRIZE LIST, I993.

Wilmer, $10,000 premier award

Lobo California, by Susannah
Israel, USA, 813x71lx518mm,
$52250.
Merit Awards, $2000

Sphinx Box, by Bronwynne Cornish,
NZ, 520x310x160mm, $1500.

Water is..., by Kyoko Hori, Japan,
510x550xl40mm, $1800.

Teapot and Jug, by Ross Mitchell—
Anyon, NZ, 130x150x120mm, $350.

Covered Container, by Gary
Schlappal, USA, 550x240x230mm,
$900.
ARIRANC (earthrwater—sun), by
Seung—Ho Yang, Switzerland,
220x560x510mm, $5630.

Judge's Commendation
Closed Vessel, by Stephen Brad—
bourne, NZ, 620x4n30mm, $650.

Upholding Hidden Truths, by
Helene Czernay, Australia,
580x200x200mn1, $390.

Saltglazed Teapot and Platter, by
Richard Dewar, Franco,
290x450x4-50mm , Elli l 290.

Jyo Kei (Streaks Scene), by l’lideo
Kobayashi, 240x660x220mm, $2810.

Chest—Houseform, by Torbjorn
Kvasbo, Norway, 500x350x200mm,
$1690
Out ofBounds, by Matt McLean,
NZ, 1000x1000x320mm, $4000.

Color Striped Bowl, by Ryo Mikami,
Japan, 100X4I4u0x85mm, $2860.
Cats Cradle, by Susan Milne,
Australia, 500x4700x750mm, $4500.

Orchestra, by Jitka Palmer,
England, 450x400mm, $720.

Teapot, by Greg Pitts, USA,
178x229x127mm, $560.

Ceremonial Elbow, by Ann Verd—
court, NZ, 500x200x350mm, $800.

Above;
Water is... by Kyoko Hori. 510 x 550 x
140111111.
Left;
Covered Container, by Gary Schlappal.
550 x 240 x 230111111.
Photos by Haru Samcshima, courtesy
Fletcher Challenge Ceramics Award

Real Craft '93
Otago Museum Gallery, Dunedin

September 25 — October 10.

{for Excellence 4
The Dunedin Crafts Council seeks entries for this

year's exhibition which offers for the rst time two
$1000 awards.

A further 10 prizes of Craft New Zealand subscriptions will
also be awarded at the judge's discretion.

Information and entry forms from:

Mary Miller, 15 McMillan St, Maori Hill, Dunedin.
Ph 03 464 0601

This advertisement sponsored by Craft New Zealand.

The Candy Craft/ Shop
Specialising in Garden Pottery Pottery

Screen Printing
Basketry

Ocean Beach Road Paintings
Tairua, N Z Leathercraft
David & Pat Boyes Weaving
P O Box 52. Phone 07 864 8526 Jewellery

CAVE ROCK GALLERY

For Fine
New Zealand
Crafts

Original Prints
v Lithographs

Etchings

SALAMANDER GALLERY
OPEN 7 DAYS
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FROM SEWAGE TO SUNG
THE ROYAL DOULTON CERAMICS EXHIBITION

BY MARK STOCKER

Aboye; Robert Allen, Charles Noke and Above: Left; Edward Raby, bone china vase, handpaintcd, 1902-5, 795nm]. Canterbm'y Museum, Christchm'eh.
Leslie Jolmsou, The Dante Vase, Right; Edward Raby, bone china vase, haudpainted, 1902-5, 660mm. Private collection].
1902-5. Bone china, 710mm. Museum Below: Left; Charles Nokc and Harry Dixon, Chang vase, c. I925-30s, 320mm, earthenware, transmutation
of Applied Arts and Sciences, Sydney glazes. Museum of New Zealand, Te Papa Tongarewa.

Right; A collection of Chang wares, signed by Noke and Dixon, e. 1925-305. Private collection.

99don’t like Doulton. is the standard excuse
for avoiding the Courier Post Royal Doulton
Ceramics Exhibition currently on tour.
Anyone saying this should turn rouge flambé

with shame. Since “Te Maori”, few exhibitions have
made such an impact on me. In turn, Doulton movingly
affirms “Taha Pakeha”, the European, more specifically
the very English, cultural heritage of many New Zealand«
ers. We have grown up with Bunnykins, washed our
hands in ceramic basins and have grimaced at Toby
Jugs. Doulton is part of our bloodstream. We are,
moreover, Doulton collectors bar none; hence the
remarkable quality and quantity of the items, mostly
drawn from private collections.

containing handpainted Burslem vases was the highlight.
It does not matter whether Rubaiyat of Omar Khyyam or
nee—Rococo fete galante scenes, portraits of Emma
Hamilton or Edwardian orchids and roses are to every—
one's taste. Technically the vases are masterpieces and
collectively, their emotional impact is awesome.

Praise must go to Jennifer Quérée of the Canter—
bury Museum who has spent three years curating the
exhibition. Her contribution will endure in two publica—
tions7 the souvenir guide and her handsomely illustrated
book, Royal Doulton: Illustrated with Treasures from
W(Canterbury Museum,
$39.95). The latter,”a major addition to Doulton litera—
ture, admirably combines a history of the firm, a

"I don’t like Doulton!” —
Anyone saying this should turn rouge ambé with shame.

The accessibility and affordability of Doulton
arouses the art ma a°s contempt. Initially I approached
a major art periodical to commission this article -
without success. Arguments explaining the crucial role of
Doulton’s women artists cut no ice. Nor did the View that
art history should embrace the so—called “decorative
arts”. Clearly opinions have changed little since the time
when Henry Doulton noted: “There is a great deal of
dogmatism on what is or is not fine art. In art there are
many mansions.” Then there is an image problem.
Doulton is lmsexy and unintellectual. It is dogged with
the twee, bourgeois image of certain collectors. It is
thought hideously over—ornate. Tastes which digest
contemporary New Zealand art choke over china.

I myself dislike some Doulton items. Toby Jugs,
Character Jugs and many figurines leave me cold. But
the sheer diversity, indeed, the manic cclccticism of
Doulton demands admiration of some exhibits. With 780
items, the curatorial philosophy is “Big is beautiful” —
and it works. This applied especially to the Museum of
New aland Te Papa Tongarewa where, the room

discussion of the many different wares and an account of
Doulton exhibitions and marketing in New Zealand.
Here I can only offer a sip of Doulton; may it persuade
readers to visit the exhibition during the remainder of its
tour (Hawkes Bay Exhibition Centre, 3 J lily-15 August;
Auckland Museum, 4 September-31 October).

Accounts often relate how the great self—made
Victorian, Sir Henry Doulton, made a fortune out of
drainpipes and spent it on art. His Art Studios, founded
in 1866, were never financially profitable. Yet they soon
became his passion and from the early Lambeth items
alone we see why. Being thrown on the potter’s wheel
lends them a robustness which The Times contrasted
with “the somewhat namby—pamby prettiness” of
ornamental porcelain. Robustness was, however, often
complemented by charm and ingenuity of design. These
are apparent in works by the Lambeth Art Studio’s first
employee, George Tinworth, admired as “aRembrandt
in terra—cotta”. Tinworth is enjoyed today for his
mischievous stoneware mice but in his lifetime his
religious panel reliefs drew greater admiration. Their
powerfully intense modelling shows how Tinworth, a

Left; George Tinworth,
; . I The Les! Supper.
l x L e. 1882. Terra Cotta

panel. l85x365mm.
Hawkes Bay “usciun,
Napier.



devout l‘ivangelical, was a
conviction artist. Central
to his impact is the Word,
inscribed with semi—literate
erudity on the panels. “So
that’s where McCahon got
his inspi ‘ationl" a col—
league humorously
exclaimed: While Colin
McCahon’s ignorance of
Victorian ceramics makes
this improbable, the
primitivism and spirituale

V" r , . ,
’ 0 if“ ty ol both artists means the

link is less far—fetchct'l than
t} R- “ ' it first appears.

Top; Leslie
Harradiue, Virago

inkwell, c. l905-8.
Salt glazed stone-
ware, 901nm. Sir

Henry Doulton
Gallery, Royal

Doulton (U.K.) Ltd.

Lower; Peggy
Davies, The Marriage

ofArl and Industry,
I958. Slip-cast,

hand-painted. Sir
Henry Doulton
Gallery, Royal

Doulton (U.K.) Ltd.

2]
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In 1877 the business
expanded with the acquisi—

, tion of the firm that
’ I“ ”‘" became Doulton 81 Co,

Bu rslem, in the heart of
the English ceramics
region. After initial
resistance — Henry Doulton
smashed some Limoges
ware with his umbrella —
the emphasis at Burslem
was soon on bone-china.
At the 1893 Chicago
World’s Columbian
Exposition, the display of
over l500 items was seen
by Sir Philip Cunliffe—
Owen, Director of the
Victoria and Albert Muse—
um, as “Henry Doulton’s
greatest triumph.”

A major Chicago
exhibit was the Dante vase
(see 118). A later version,
goldmiedal winner at the
New Zealand International
Exhibition, Christchurch
(1906), is in the current
show. An entire article
could focus on this
remarkable creation, its
vellum glaze mounts, m

sur pate gilding and hand—painted decorations. It
epitomises the Victorian exhibition philosophy of
technical perfection, eclecticism and sheer ornateness.
Multiple styles are fused: a Neo—classical Jupiter at the
top, Art Nouveau reliefs on the stem, Rococo fete "alante
scenes hand—painted by Leslie Johnson below, and the

medieval Dante and Beatrice at the base.

Easier for current tastes to enjoy are vases with
hand—painted sprays of roses by Edward Raby (sec, '18),
also shown at Christchurch in I906. Raby’s prowess was
admired by W. Turner in The Connoisseur: “The brush
with the finest point was the only one used for nish. In
this style, however, the richness, the breadth, the
atmosphere and the colour are all obtained with the
broad, flat wash. The colours ar 3 all transparent and
can only be obtained by continued refiring of one thin
glaze over the other.”

From Raby roses to rabid misogyny: a vital
inclusion in any 1993 exhibition is Leslie IIarradinc"s
The Virago, a salt—glazed inkwell of a grumpy woman
inscribed “Votes for Women". She dates from the

upsurge in Suffragette activity, c. NUS—8. Another
inkwell of a baby is sometimes found similarly inscribed
and symbolises women’s proper responsibilities or else
their perceived political maturity! The hinged heads
surely boosted the lord and masterls sense of patriarchal
hegemony as he opened them to dip his pen.

Doulton cannot, of course, be equated with these
male chauvinist values. The major role of women artists
in the Doulton story is given feminist analysis in Cheryl
Buckley’s book, l’otters and Paintrcsscs (I990). By 19th
century standards, llenry Doultonls employment policies
were progressive, if qualified by Victorian chivalry: “I
still feel that women"s work should be as far as possible
restricted to occupations not involving severe labour,
and as much as p ‘acticable to the Arts that beautify and
adorn life."7 Employment at the Lambeth studios was a
lifeline for women from the middle and artisan classes.
This was recognised in an illuminated address presented
to Doulton in 188] by his “Lady Artists and Assistants".
At the time, 229 of the 2/19 designers, artists and assist—
ants werc. female. Among the best—known were Hannah
Barlow and her sister Florence who applied suraffito
(incised) depictions of animals and birds to stoneware.
Eliza Simmance was a more stylistically adventurous
artist whose works responded to Japan and Art Nou—
veau. Important nursery rhyme tile patterns of 1912 by
Margaret Thompson in Wellington Children’s Hospital
and Christchurch Public Hospital are undergoing rcst—
oration and reinstatement. Phoebe Stabler, a prolific
exhibitor at the Royal Academy (19] I—46) and, more
recently, Peggy Davies, designed many Burslem gurines.

Unlike most Doulton designers, Davies attempted
to address Modernism in her work. Her sculpture, m
Marriage of Art and lndustrv, won the Grand Prix at the
1958 Brussels International Exhibition. Dubbed “Young
love in Brussels” by the then youthful Duke of Edin—
burgh, its elegantly attenuated forms are reminiscent of
sculpture by Elie Nadelman. Davies also admired thc Art
Deco of Paul Manship and claimed “the early work of
Barbara Hepworth made a deep impression on me."
Regrettably her hopes that Doulton would launch
“completely abstract pieces suitable for modern interi-
ors, using coloured bodies and relying on texture for
decoration” remained unfulfilled when she died in 1989.

Doulton today seems unashamedly conservative.
with the Royal Family looming large, together with
recently released figures based on paintings by James
Tissot and Thomas Lawrence. Doulton Character Jugs
portray Croucho Marx but not Karl, and Lennon and
McCartney but not the more “jugular” Jaggerl The best—
known early 20th—century British artists and designers
associated with Doulton — Frank Brangwyn, Gilbert
Bayes, Richard Carbe, Reco Capey — are not noted for
commitment to modern art. Yet to damn Doulton’s
conservatism is futile. In the Post—Modern era of the
I980s and 1990s critics no longer regard Modernism as
the yardstick of all significant 20th—century art. Alterna—
tive styles and individuals find new rcspcct. While studio
potters like Bernard Leach and William Staite Murray
are still admired, there is a place in any history of
pottery for Charles Nokc as well. Nokc, longtime Art
Director at Burslcm. spcarheat‘lcd all that is interesting.
important and innovative in Doulton between 1890 and
I940. His work varies from series—ware plates to Cllal‘aC-
tcr Jugs, the figures on the Dante vase to the experimcw
tal wares mentioned below.

“It is surely better to bear with singularity than to
crush originality" claimed Henry Doulton. and the
superb array of wares from Nol(e"'s reign shows this:

Hyperion, Luscian. Lustre, llolbein, Rembrandt, Rouge
l‘ilambé, Crystalline, Titanian, Sung, Chinese Jade and
Chang. All are in the current exhibition and their only
common trait is their sheer diversity. Two very different
warcs introduced by Noke impressed me most. The marl
clay body of Rembrandt \Varc has a rustic economy yet
the multiple glazes lend it richness. Designs influenced by
17th—century painting, hence the name, are combined
with Art Nouvcau lettering and the fusion works. The
bogusly named Chang ‘Vares (sec [18) are loved or
loathed; the public dislike them but connoisseurs prize
them. Chang is unmistakable for what Jennifer Queree
calls “the characteristic layers of glutinous, iridescent
and brightly coloured glazes”, often deliberately crack—
led, which run in tongues down the sides. Not for nothing

is one such effect called “mutton fat”.

New Zealand ‘Vares are less artistically remarka—
blc but are of obvious fascination. John Bates, the
Christchurch china shop, mounted a spectacular
Doulton display at the 1906 I‘ixhibition. Introduced for
the occasion was the salt—glazed Maori stonewarc, later
known as Kia Ora “(are after its scroll inscriptions.
Motifs of tiki, tattooed faces and scrolls were derived
from illustrations to Augustus Hamilton’s Maori Art. A
Doulton catalogue description claimed “the peculiar style
of decoration, severely conventional as it is, that may be

seen on the utens s, weapons and dwellings of the Maori,
can so easily be applied to Pottery forms now in use that
one wonders it has not been attempted to any extent.”

More commonly encountered is Maori Art Ware,
whose introduction in 1907 coincided with New Zea—
land’s new dominion status. The tableware is decorated
with kowhaiwhai patterns which look as fresh today as
they did when introduced. Especially attractive is the
earthenware teapot (1928), with its yellow ground; the
Art Deco brashness of the colour effectively matches the
pattern. While it would break all the rules to reissue
Maori Art Ware (the very thought would appal collee-
torsl), from the feedback at the current exhibition, its
success would be certain. Its reissue is unlikely to offend
cultural sensitivity: “We want a bigger piece of the

77action. claimed a Maori colleague, who admired the
pattern. Far less acceptable, however, is the Maori
Character J11", which only survives as a 1939 prototype;
war prevented its production. Jennifer Queree likens the
Maori to a weather—beaten English yokel with a moko. It
is so politically incorrect today as to arouse much
bicultural mirth. Also comical is the earthenware teapot
commissioned by John Bates in I924. It has a crazed
ground and a frieze of quaint, strawberry—like kiwis.
New Zealand landscapes, a Maori mother and child, a
sheep farmer and flock are depicted on rack plates; there
are items of transfer—printed thematic ware and a World
War One figure, The Dimrer. As Louise Irvine stated in
The Mavazine of the Royal Doulton International
Collectors Club, these pieces “could form a fascinating
theme collection encompassing local history, geography,
art and ethnography.”

Should we prefer the piety of Tinworth, the
technique of Raby, the elegance of Davies, the creativity
of Chang or the local fascination of New Zealand Wares?
To adapt a quotation of Samuel Johnson, the subject of

ohnson at the Cheshirethe series—ware plate, Dr.
Cheese, “when a man is tired of Doulton, he is tired of
life.” The Royal Doulton Ceramics Exhibition proves
just that.

From top;

Maori \Vare, c. 1906-

205. Salt-glazed
stoneware. Auckland
Museum.

Maori Art \Vare, c
1925. Bone China.
Otago Museum (cup
& saucer, plate).
Auckland Museum
(teapot).

The Maori Character
Jug, 1939. 140111111.

Private collection.



IN BRIEF

JAMES GREIG

Avid Gallery in Wellington recently hosted
a small exhibition of the works 0t James
Greig,now rarelyavailable. TheWairarapa
potter died in I986 just prior to the opening
at his third major exhibition in Japan at the
Tachikichi Gallery, Kyoto. The six works on
show were trom the collection ot Rhondda
Greig.

Writing in the NZ Potter in I967 Helen
Mason asked, ”What particular blend 0t 3
mysticism and practicality is it that makes a
person spend his days tashioning things 0t
clay and then putting them to the test at tire?
Suttice to know that there are people like this
completely dedicated to the potter's way 0t
lite. Jim Greig is such a one.”

Introduced to pottery while studying archi-
tecture at Auckland University he learned his
cratt lrom Len Castle and set up as a tull>time
domestic potter in I 962.

AvisittoJapan in I 978 led to the discovery
at an art term that extended beyond the
naturalism and vitality ottheWestern concept.
Attracted to thework 0t Kanjiro Kawai (master
potter and co-tounder with Shoji Hamada
and Soetsu Yanagi ot the Mingei cratt move-
mentwhich revitalised Japanese pottery ear»
Iy this century) he returned in I982-83 as 0
Japan Foundation Fellow to research his lite.

During this time Greig visited the Fujiwara
Pottery in Bizen. Work he produced there
was selected tor exhibition in the ”Tachibana-
Ten: I 00 Best Potters," (the only Foreign potter
to be included) which toured Tokyo, Osaka
and Kyoto. Invitations to hold two exhibitions
at the Osaka Green gallery, one oi Tokyo’s
most prestigious ceramic dealer galleries
tollowed, again a tirst tor a Western potter.

James Greig’s work is held in collections
worldwide. The list is long and ranges trom
the United Nations Headquarters (New York),
to the Victoria and Albert Museum London, to
many other important Royal Collections and
numerous influential private collectors.

CERAMICS PANELS FOR NEW
HAMILTQN PUBLLC LIBRARY

An old department store in the centre at
Hamilton has been totally transtormed into a
contemporary city library with the art of
Hamilton people incorporated into the de-
sign. Hamilton ceramic artist Lynda Harris
was commissioned to design and make ce-
ramic tile panels to be installed onto tive
pillars at the entrance to the library. A total ot
I4 panels, each I.65m high, Feature land-
marks ot the Waikato, as well as its Hora and
tauna, using strong colours which retlect the
intensityotthe blues and greens otthe region.

Above; Work by James Greig, on Show at Avid
Gallery. Photo; courtesy tondda Greig.

Below; Hamilton Library commission by Lynda Harris;
central column with native bird and loliage images

EDWARD LUCIE-SMITH VISITS NZ

By Julie Warren

Edward Lucie~Smith, British author and art
critic, visited New Zealand during March and
April, supported by the OE” Arts Council and
The British Council. His itinerary was tull.
Around 3,500 people attended his 30 lec-
tures in Polytechnics, Universities and Art
Galleries trom Whangarei to Dunedin.

Acatalogue produced by the Atrium Book-
shop Ltd ot books by Edward Lucie-Smith on
the occasion at his 60th birthday (I 993), lists
a total ot 85, an astonishing 58 titles written
alone, and a turther 27 produced in collab'
oration. Since then his Art and Civilisation
has been published, he’s just tinished a book
on Twentieth Century Latin American Art and
Further titles are planned, including a history
of Twentieth Century Art. He has chosen to
write broadly, rather than specialise, and
encapsulates vast amounts ot intormation in
his books, wanting to presentan easily under-
standable guide For the general reader. It
they are interested beyond that, he recom-
mends they seek out specialist titles.

Edward Lucie-Smith travels trequently,
believing thatas an art critic he needs both an
overview at modern art and lite and an
understanding otthe history otart and society
in order to see how art work and art itseIt
interact with society. In his view people are
obsessed with the idea that art needs to be
explained and that the critic's job is as
spokesman tor the artist, making up tor the
inetticiency at modern art in communicating
its own meanings.

Lectures were targeted at two specitic au-

diences. ”Race, Sex and Gender in Contem—
porary Art” was delivered mainly in Art
Galleries and Universities, and the other, ”ls
Design the Enemy ot Cratt", in the Polytech-

nics. The most successtul sessions in the Poly-
technics were those where there was plenty ot
time tor intormal discussion atterwards. His
lectures were very polished, but students were

keen to seek claritication at his ideas, or to
challenge them.

He believes crattspeople today have devel-
oped an obsession with process, and can end
up making hideous objects in order to break
the boundaries. Objects designed ergonom-
ically are more likely to stand the test 0t time,
even it they are initially unappealing to the
untrained eye. He sees many handcratted
objects which have become parodies at de-
based design, and believes cratt needs to
have more contact with designers, because
the weakness at so much cratt (not only here)
is that it’s well made but badly designed.

He was struck by the links with our relative-
ly recent pioneer past:

”This is a very hands-on society, rather
unlike Britain and quite like America, espe-
cially parts ot the west coast, in that sublimi-
naIIy people retain this pioneer thing. It you
want a particular thing in New Zealand as
likely as not you go out and do it yourselt. I
think that’s a rather attractive aspect ot the
society here and it gives a duality to the way
in which people live.

”Also, a lot 0t people class making things
as a satistying way ot lite and there are many
who are on the cusp ot being simple recrea-
tionalcrattspeople and thosewho make cratts
to sell, that is they hope to sell some ot what
they make, but they make it primarily tor
personal satistaction.

”I think one otthe thingsthatwould helpthe
cratt world is intelligent exhibition planning.
This is a country which clearly likes didactic
exhibitions, as practically every exhibition
I’ve seen here has been didactic. Some oi
them have been so didactic they’ve hardly

a... .4 1
had any art in them at all. I think it there is a
problem over the whole area oi usetuI cratts
then that would be a good thematic basis tor
an exploratory touring show to Hush the
problem out. And similarly I think thatanoth-
er good thematic would be to talk about using
native New Zealand materials tor a show
where everything in the exhibition was abso-
Iute trom New Zealand, and as tar as
possible be absolutely made trom the beginv
ning to encourage people to work even with
quite primitive techniques. I think that would
probably arouse a great deal of interest

because it would lock you into the ecological
thing in New Zealand society which is very
strong here.

”Since you are a bicuIturaI society, and
since this is such a hot issue at the moment,
dialogue exhibitions between Maori and
pakeha would be another good thing. BicuI-
turality is a myth in a sense in that New
Zealand is a multicultural ratherthan a purely
bicuIturaI society. It has a strong Pacitic ele-
ment coming in, as well as people trom all
over the world coming in here, and an exhi-
bition which explored what they broughtwith
them in the way ot cratt ideas would also be
a good thing to do. I think all these things help
to raise awareness.”

Edward Lucie-Smith believes contempo-
rary art and cralt is regionalising itseIt all
around the world and it's not possible any
more to talk about one contemporary art. In

New Zealand he noted the teeding in at
Maori ideasto Pakeha culture, whilethe more

innovative Maori artists were taking on board
notions that were basically European.

In Auckland, 0 number at cratt writers had
the opportunity to take part in a short work
shop with Edward Lucie-Smith. A vocilerous
critic 0t ”Artspeak”, (pretentious gobblede-
gook), Lucie-Smith believes the duty ot the

Lelt,’ Edward Lucie-Smith.
Photo, Peter Gibbs.

critic is to communicate accurately and quick-
Iy with as many people as possible. He
believes that criticism is improved by having
some guiding basis in theory, and that judge-
ments can’t be absolute, as people will be
changed, even a little, by every new work at
art they see.

He had visited a number at galleries on his
trip down the country, and had seen the
Women’s Suttrage exhibition, No Man ’5 Land
at the Dowse. He commented on the number
at cralt shops, and the quality oi the work in

. them.

”The healthiestcral‘ts here otten seem to be
the ones which are linked through to some
aspect at New Zealand lite. This is actually
true For jewellery. The jewellery appears to
tIourish because people have an actual kind
oi teel For New Zealand adornment. Women
wear slightly ditterent things. They treat jew-
ellery slightly ditterently, they dress slightly
ditterently, and quite a lot 0t women, I've
noticed, do wear cratt jewellery and it's clear
trom the quantity otcratt shops thatthere must
be a demand (or it.”

Edward Lucie~Smith's tive weeks in New
Zealand gave him a grounding in the diver—
sity ot the arts and cralts here. He was a
valuable visitor in many ways and is keen to
tollow up leads established this visit and take
up the invitations to return.

LOUISE PURVIS AT
MASTER WORKS

By Carol Bucknell

A menagerie ot metal creatures will soon
descend on the Master Works gallery in
Parnell, Auckland. Working out ot a garage
in a triend's garden, multi-media artist Louise
Purvis is preparing tor the show (July 20 -
August 7), constructing a range at bizarre
and beautitul tigures trom welded metal piec-
es — stalking birds, 0 copper tongued lizard,
a toothsome crocodile, a crabwith outstretched
tans and a larger than lite weta.

The only cost piece in this metallic Noah’s
Ark is a delighttul bronze horse with very
mule-like proportions sitting with his legs
splayed out beneath him. Most ot the animals
are armed with a tormidable set ot jaws,
teeth, spine ortans - demonstrating the idea
ot seIt-protection says Purvis. Two large tish
bristle with spines and teeth in a composition
entitled ”Fishing tor a Compliment.”

Protection is one of the overall themes ot
the show, she explains. The idea began to tirst
emerge in several smaller pieces teaturing
guardian angels, whimsical tigures with cop-
per hair designed to hang on the wall like
crucitixes. This developed into the concept ot
sell-protection and ultimately, anguish - viv»
idly realised in a large copper Figure ot a
howling dog.



Above; Iouise Purvis and work
tor her forthcoming show at

Master Works Gallery.
Photos; Peter Gibbs.

Lizards are the inspiration tor two striking
pieces, one a skeletal ”line drawing" in metal,
the other tuIIy fleshed with a deligh‘t‘tully f
curved copper tongue. ”I've been doing Iiz-
ards since I was at ’tech,” Purvisexplains. ”It’s
a form I keep coming back to.”

She keeps coming back to animals also,
understandably, since she grew up on a term
in Kaitawa, just out at Pahiatua. 50 strong
was her teeling tor animals that she was
determined to become a vet. or a iockey. Art
was something she enjoyed at school but did
not envisage as a career. ”I didn’t realise it i
would get this out at hand,” she says with a
rueIul smile.

In the three years since she graduated Irorn
Hawkes Bay and Waiariki Polytechnics, Pur-
vis has already held one solo show at the

sold through a number at galleries. Last year
she was awarded a Queen Elizabeth II grant
tor emergent artists. In November she will be
staging another solo show in Wellington otter

. which she hopes to travel overseas.
Although her career mighthave developed

ditterently than she expected, work has be-
come ”an addiction” tor the 24 year old

3 Purvis. ”It I don’t work I teel frustrated. It’s

hard work and coming up with ideas can take
six‘ manths.”

Purvis is exacting in her standards. The

taken three attempts, each around 40 hours
I work plus design time. It a piece has 1’an
‘ essence” she will persevere. “ltitdoesn’tgrab

me, it’s not right so I throw it.”

She usually begins by sketching the tigure,
sometimes using a photo or an actual object
as a triggering device. She tries not to pay too

, much attention to the physical reality of the ‘
I tigure, preferring instead to ”capture its es-

sence”. Construction is a Huid process, decid-
l ed in advance or as she works. ”Sometimes
‘ things change. They start out as something

and end up being quite ditterent. I’m quite
open as I work.”

Purvis has experimented with a variety oi
ditterent mediums - clay, bronze, marble - in

copper bird in the Master Works show has :

her short career. ”I have a tetish tor learning I
‘ new mediums,” she admits. But metal is her

Favourite and the medium in which she Ieels
I she has been able to establish her own style.

‘ It’s sharp and cold, and you have to work it .
: with Fire, to heat it to getwhatyou want Irom

llI love the process of working with metal.

I it. I really like that.

”Butyou have to treat itwith respect. I wear
' ‘ a lot of satety equipment. There's a stigma

‘ attached to welding, that it’ s dangerous. But
I tind using a kitchen whizz more dangerous,
particularly it you leave the top oft.

DOWSE SHOWS

Crowds Form, by Christine Thacker is cur-
rently on show at the Dowse Art Museum in
Lower Hutt. The exhibition explores the struc»
ture, texture and nature of clay, and at the
some time explores hands, legs, gures,
groups and gathering crowds.

”Much ofthe work I make in clay is gura-
tive, but it is seldom about anatomy, I use the
figure as an anchor to examine ideas about

j human behaviour, and sometimes just to
examine ideas about form.”

The highly textured ceramic works, includ-
ing larger than lite size legs, a hand and small
tigure are all pinch built using textured gritty

‘ clay. They are then tired several times with
, repeated colour glazes to produce a soft

Bowen Gallery in Wellington and herwork is ‘ painterly quality and depth oI colour.

Crowds Form teatures at the Dowse until
August I.

Another prominent ceramic artist opens at
the Dowse on July 30. Active Lives features
works by Ann Verdcourt made over the past
twelve years.

Arriving in New ZeaIand Irom London in
3 the I9605, Verdcourt’s interest and training

Above;
Vase by Ann Verdcourt from ”Active lives ” at the
Dowse Art Museum.

in painting and sculpture has continued to
manifest itselt in her chosen medium ol ce-
ramics. Three dimensional, modelled ’still
lives’ re-invented otter the paintings at Mo-
randi, Iigurative pieces based on theworks 0t
Magritte and New Zealand's Colin McCahon

. will be exhibited side by side giving insight

. into the tremendous vision (and wit) ot Ann
Verdcourt.

Over sixty works by this artist will be
displayed in the most comprehensive exhi-
bition of her work ever held in this country.

The exhibition closes on September 26.

QUIET COMMISSIONS

By Julie Warren

Earlier this year, ceramic artist Christine
Boswiik received a commission to make state
giIts tor the Prime Minister of Japan, the
Premier at South Korea and the Premier at I
China. The commission came through Celia
Kennedy, who has established herselt as an
independent dealer, specialising in the area
at diplomatic giIts.

Christine's work had attracted great atten-
tion Irom north Asian visitors at the New
Zealand paviIIion atExpo in Seville and itwas
to her benetitthat the Prime Minister had also ,
seen, and remembered her work there.

Artworks are commonly used for state
, giIts, but because at transport problems,

these have previously been small. This time,
however, the Prime Minister was travelling
with the RNZ'AF and was able to take large
pieces.

Christine submitted a brief which depicted
her work Irom Seville and other exhibitions,
and suggested what she would like to do.
Celia Iinalised details at the commission
through the Prime Minister's department.

Strict protocol is followed in the presenta-

Experience therPassion of

- PTElk i
New Zealand's largest
Art & Interior Expo

V

WELLINGTON
23 — 26 September 1993

(Overseas terminal)
CHRISTCHURCH

1 1—14 November 1993
(Show Week)

Enquiries to organisers:
Warwick Henderson

Jillian Bashford-Evers
P O Box 37~602

Parnell, Auckland
Ph/fax 09 524 0543 or 09 309 7513

ACTIVE LIVES
Ann Verdcourt
31 July — 26 September

MUSEUM AND CAFE HOURS
Monday — Friday lOam - 4pm
Weekends and Public Holidays i lam - 5pm
LAINGS ROAD LOWER HUTT PH (04) 5706 500

INTRODUCING
NELSON WHITE

NELSON WHITE [SAN :EARTHENWARE TO A TRANSLUCEN'I' STONEWAR-E.

IT HAS THE'QUAL'ITIESOF BEING ‘BUTTE‘RY SMOOTH AND PURE WHITE.
Specifications:
Recommended Firing Range; Orton Cone 03 - 10 (1100°C - 1300°C)
Bisque to Cone 06 (1000°C)
Recommended best glaze fit: Cone 3-10
Excellent all round plasticity and workability.

A VAILABLE FROM DISTRIBUTORS THROUGHOUT NEW ZEALAND
IF NOTAVAILABLE FROM YOUR LOCAL DISTRIBUTOR, PLEASE CONTACT

,

POITERS CLAY
42 QUARANTINE RD

STOKE
P 0 BOX 2096

STOKE NELSON
PHONE 03 547 3397

FAX 03 547 5704



C'R'A°F'T
CENTRE

Studios and Shops
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Buy directfrom the Artist

1 HOROPITO STREET
(Corner Dominion Road & Horopito Street)

MT EDEN, AUCKLAND
Ph 09 623 0481

OPEN
MONDAY - SATURDAY

10am - 4pm

(Nelson) Ltd

93 Collingwood St, Nelson
Ph 03 548 7288
Fax 03 546 8056

NELSON'S LARGEST
HANDCRAFT SUPPLIERS

- Patchwork Fabrics -
' Leather Work 0 Canework °

0 Sewing Accessories 0
° Jewellery Findings °
- Ribbons and Laces -

' Toy Making Materials °
0 All Craft Books '

0 Ashford Spinning Products 0 Embroidery °
° Cottons and Kits ° Handcraft Supplies 0

Natural Raf a - Hat Blocks etc °
° Lampshades - and much more 0

The New Zealand Hobby, Clay & Craft Co. Ltd
1 - 180 James Fletcher Dr, Otahuhu, Auckland. Ph/fax 09 270 0140

New Zealand's largest supplier of Hobby Ceramic products.

Kiln, Digital Controllers, Glazes, Stains, Clay 3: Slip
Brushes & Tools, Greenware, and much more!

09m ALSO...
High-Fire Stoneware Clay & Glazes

New Clay Tints & Glazes coming soon!
Call and ask for our free INFO PACK

Stir/veil pot/rm qfdiueme talc/2hr praic/ztirzf] t/aai' own work, [nqctliel'
out/7 a gar/[cry programme [/2 ntbcr ”taint/7w, c/mrzgirzq nmnt/r/1/.
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POTTERY V
SUPPLIES

Kilns, clay, raw materials, glazes,
tools, stains, etc.

NZ‘s complete supplier.
Advice, service, mail order.

PO. Box 32024
Christchurch

Phone 03 3667 229
tax 03 3666 847

24 Essex Street
Christchurch
New Zealand
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tion oi state giits. The work must be superbly
wrapped and presented. These pieces (pic-

‘ tured), were swathed in handpainted silk and
I encased in boxes specially made by Trace

Murdoch.

Normal procedure in the exchange oi state
giits is ior the work to be delivered with little
ianiare to the residence oi the head oi state.
News at the gitts is embargoed, so it meant
nothing was heard within New Zealand oi
this important commission.

NATIONAL FIBRE EVENTS

By Ann Packer

This May Wellington has hosted both the
biennial national Quilt Symposium and the
annual National Woolcraits Festival. The
number at supporting exhibitions has oiiered
locals as well as visitors a marvellous chance
to see some outstanding work, not only irom
the overseas tutors and lecturers involved, but

also irom New Zealand’s top quilters, spin-
ners, knitters, weavers-and ieItmakers.

QEII's Wae Wae Tapu scheme has been
used to bring some talented practitioners in
the iibre iield: Archie Brennan - tapestry
weaver, Beth Beede - ieItmaker, and Caryl

; Bryer Fallert - quiltmaker are among those
who have conducted workshops and given
lectures and guided tours.

It’s been interesting to see the some iibre
artists’ names appearing in diiierent roles in
diiierent places: Diana Parkes’ embroidery
ieatures in Cook StraitStitches at Merin SaviII
Gallery, in the Romance oi Embroidery ex-
hibition at Turnbull House (Central Regional
Arts Council’s touring exhibition) and as an
award winner in the Quilt Symposium exhi-
bition, which she also designed. Jocelyn
Seccombe’s exquisite small ieIted quilts are in
both the CRAC exhibition and the Woolcrait
one at the NZ Academy at Fine Arts. Shirley
Dixon, who has written the introduction to the
Romance oi Embroidery catalogue (and re-
viewed it ior CraFt NZ, page 35 this issue -
Ed), was one at the selectors tor the Quilt
Symposium exhibition.

The quilt exhibition was the iirst such na-

tional occasion ior two years. The gymnasi-
um atCIT is not the easiest place to hang such
a collection, nor is it the most accessible, but
it turned out to be enormously popular, with
thousands at visitors most days. There's no
doubt that quilting continues to be a source oi

‘ great personal satisiaction ior many women.
But as an art iorm it has a long way to go in
this country. The work in this exhibition shows
the continuing iniluence oi the American
tradition and the work at particular teachers
and styles. The standard at some pieces is
particularly high, surpassing the craitsman-
ship oi the originals. Yet there is still very little I
truly original work, nothing much that dit-
ierentiates ourwork irom its American origins.
There are the beginnings at a deiinition oi ‘
landscape and some pieces which show in-
dividuality: Heather Harding’s ”Stokes Val-
ley School Fire Quilt” is one, and Mary
McCrossin Metcali’s llSilver Fern" another.

In the tutor’s exhibition, uniortunately hung
in a Iow»ceiIinged side room with no oppor- ‘
tunity ior distance viewing, one New Zea—
Iander's work surpassed even the overseas
contributors'. Gwen Wanigasekera is with-
outdoubt a quiltmaker oi international excel-
lence. Stylishly designed and impeccably
executed, her quilts combine iabric oidiverse
texture and weight with apparent ease, to
stunning visual eiiect.

The National Woolcraits Festival at the
Academy was notable ior its diversity. As well ‘
as work irom the NZ Spinning Weaving and
Woolcraits Society’s members, and the work
oiiibre artists Archie Brennan and Beth Beede.
In contrast to the homogeneity oi the quilts,
there was almost too much variety ior the
viewer this time. The work oi the ieltmakers
was particularly exciting. Some wonderiul
colour eiiects were evident in work oi consist-
ently high standard. Jeannette Green’s award
winning entitled l’Sky Walkers Celebrate
Every Gorgeous Moment (Three Pairs oi
Boots ior Astral Family Travel)” were literally
iantastic. There were other wonderiul weara-
bIe artworks; coats, capes and vests, and

woven iabric iit ior Paris or Rome catwalks.
And the very best oi iine handspun knitwear,
maintaining traditions.

The tapestry weaving was surprising in its
diversity. It’s the iirst national exhibition and
an appropriate gesture on the part oi the
woolcratt people to oiier it space. Many at
these artists have come irom the embroidery
tradition. The range oi technique, presenta-
tion and subject matter is too large to cover in
any detail, but I iound pieces both charming
and thought-provoking, restiul and challeng-
ing. The medium is exciting in its possibilities
and I look iorward to a more cohesive, better

Iit exhibition next time.

Archie Brennan’s pieces were a brilliant
example oiwhattapestry weaving is capable
oi. Supremely ironic, these works are iuII oi
social comment, but some are also connected

to the pastthrough the use oihistorical subiect
matter. Many oi the pieces use tapestry weav-
ing to bring together other woven textile
iorms - a table cloth, curtain and iloor rug, ior

example.

The Romance oiEmbroidery is a selection

irom the Wairarapa Embroiderer’s Guild’s Above;
national competition, which will tour the Cen- "Silver Fern”, quilt
tral Region over the next iew months. The byMa’V,

. . . . . McCrossm Metcali.
selection Is small - lust 3i pieces - but it’s
good, and it will be accessible to many as it Above leit,‘giitior
travels the region in the coming months. i 2719??” gt "k
There’s a really lavish catalogue which does I ”we 05W” ’
credit to the embroiderers represented, most
oiwhom have only one piece in the collection.

There’s also a thought-provoking essay by
Shirley Dixon which provides a New Zealand
context iorthe crait oiembroidery, and oiiers

alternative ways oi evaluating what is pre»
dominantly women’s work. Her challenge is
one ior all iibre artists: to be ”expressive oi the
colours, iorms, images, events, ideas and
emotions oi this country - oi the realities oiour
land and our people.”
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WELLINGTON EXHIBITION

Woodturner Alan Neilsen ioins with QUil— ‘ Above;
ter Jas Norton and Tapestry Weaver Eliza- I "CO”IIWUIIO” Cl
beth Arnold ior a ioint exhibition at The Pet i if; ,Tivnr'iggfrot the
ters Shop in central Wellington irom August . Products awrsd at the
8-I 8. National

. . . . Woodturners
Neilsen was the Winner oithe Pinex Timber Awards,

Products Award oi $2500 and at the Tekna-
‘ tool Award ior Innovatin at the Nationwide E
I

i Woodturning Exhibition in Putaruru Iastyear.




























