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FOREWORD

Stories in the Making

This is the fifth year of a project that has its beginnings in an invitation to give a talk to a group of MA 

students at University for the Creative Arts School of Crafts and Design, about the Crafts Study Centre 

collections. This was in 2012–13 and I had prepared a series of images in a PowerPoint presentation 

to give a sense of what we had to offer as resource.  Digital images seemed a rather dull alternative to 

exploring the vitality of craft in the ‘flesh’, so after the lecture I invited the students to visit our Strong 

Room to see the reserve collections. As a means of engaging with this wealth of material, I suggested 

that each student select an object and write about it, placing the maker within the context of historic/

contemporary craft.  We talked about exhibiting the selection, and reflected on the idea of each 

contributor making a ‘response’ piece to show alongside their choice. The Project, now called Stories 

in the Making, continues. At the beginning of each academic year I take to the designated lecture 

room, a small box of ‘treasures’ from across the Centre’s collections to show to the MA students. The 

enthusiasm is always exciting to see. 

The Project has gone from strength to strength, with each year’s students bringing fresh perspectives, 

and knowledge to the Centre’s collections. This is often achieved through the use of primary sources, 

and in some cases via personal communication with living makers, invigorating and adding depth to 

our collections research. It has also been a learning curve for everyone, and one of the most rewarding 

aspects for me is observing how teamwork and co-operation between students has helped the Project 

not only gain momentum, but to run so smoothly. This year we have increased and diversified the 

numbers of roles involved in delivering the Project, and my thanks go to the many of you who have 

come forward so willingly to make these contributions.   

Jean Vacher

Crafts Study Centre Curator 

2017

INTRODUCTION

All the objects chosen for this year’s Stories in the Making have a tale to tell, and a role to play too in 

the emerging narratives of the participating students setting out to develop their own craft signature. 

The Stories in the Making project offers MA and MRes students at the University for the Creative Arts in 

Farnham the rare opportunity to closely examine and research a chosen craft object from the Collection 

held by the Crafts Study Centre, University for the Creative Arts, Farnham.

By piecing together what we know about its maker, and trying to unpick both the technical and thought 

processes used in its creation, we come closer to understanding an object’s significance. The simple 

handling of the objects, a great privilege offered to students participating in the project, creates an

emotional response, as well as the sort of technical understanding that can only be reached in the

up-close examination of an object. As we turn it over in our hands, we connect emotionally and 

intellectually to that maker or collector, and to all the appreciative hands the object has passed through.

Our craft student makers today can fold some of that understanding into their own work, in creating their 

own response piece, whether the object they have chosen is from their own discipline, or a different one.

MA Textiles student Annette Mills refers to master weaver Peter Collingwood’s book The Maker’s Hand: 

A Close Look at Textile Structures

 ‘Behind my magnifying goggles, looking closely, I feel I have made journeys into the minds of  

 these skilled anonymous makers’ (Collingwood, 1987:1)

By participating in the Stories in the Making project, we understand the importance of experimenting, 

broadening horizons, documenting work, and sharing knowledge. We have followed the narrative 

contained within our chosen object and enjoyed finding inspiration for our own work, as we make 

‘journeys into the minds’ of the creators of these fascinating objects.

Caroline Burvill

MRes Crafts

April 2017



CAROLINE BURVILL

MRes Crafts, 2016–18

Small sided cut bowl, reduced stoneware, grey-blue box ash glaze with iron splash
(glaze recipe: Ash 2, K Fel 2, Kao S1 1, B S1 1 (Pl))

Katharine Pleydell-Bouverie, 1937

KPB seal, VII MOI, 116, 1937 on foot

(P.74.141)

Katharine Pleydell-Bouverie, who made this reduced stoneware bowl, was a pioneer in the study of glazes made from the ash 
of different woods and plants, and the careful handwritten notes in the small record book show the trials, successes and recipe 
adjustments, that formed what would be become for potters the key reference source on the subject.

To make an ash glaze, the wood is selected, in this case Box, and burnt, carefully avoiding any contamination from soil or other 
plants. The resulting fine ash is sieved then washed, and left to dry.

We see that the glaze recipe for Box ash gives this warm, organic greenish grey colour. It is darkest at the outermost-facing edges 
– on the outside of the bowl, where the vertical ridges are, and around the rim. 

The dark red patches were made by blowing iron oxide powder from the bowl of a teaspoon onto the wet glaze. Preferring 
simple shapes, Katharine never used a brush to decorate her pots, so these oxide highlights give the bowl expressionist 
flashes of warm colour, and of course its individuality. 

Before applying the glaze, Katharine made very subtle incised vertical lines on the outside of this thrown bowl, which measures 
just 8.3 x 11.4cm, while the inside of the bowl clearly shows the horizontal rings from when it was being turned on the wheel – 
the trace of the potter’s own fingers. She used a black slip, with white slip decoration, beneath the glaze. 

Fig.1. Cut-sided, reduced stoneware, with wood ash glaze 
© Crafts Study Centre, University for the Creative Arts 

Fig.2. Pages 34 and 35 of the notebook ‘Glazes’ kept by Katharine 
Pleydell-Bouverie  © Caroline Burvill with permission of the Crafts 
Study Centre, University for the Creative Arts

The foot of the bowl is not glazed, and we see the bare stoneware: a small plinth for this dignified little pot to stand on.  

Just above the bowl’s base, beneath where the glaze ends is Katharine’s potter’s seal, and, beneath the base itself, is an incised 
number (116), referring to the clay body, while the brushed Roman numerals VII, refer back to the Box ash glaze detailed in the 
notebook, and MOI is probably the Iron Oxide powder. The year, 1937, brushed in green, dates the pot to Coleshill. 

The garden at Coleshill, her family home, had been planted with a rich variety of trees, and Katharine tested ash collected 
from burning the wood from each one, and many other plants besides, like nettles, ivy and reeds. There are more than 500 
glazes listed in the notebook. Independent financially, Katharine, known to her close friends as ‘Beano’, could take her time to 
experiment: trial and error could be free of anxieties about unsuccessful batches, or no stock to sell.

Katharine, the youngest of three children, was born in 1895. A volunteer for the Red Cross during the First World War, she had 
been devastated by the death of her beloved older brother Edward in the Trenches. After the War, like so many young people 
trying to adjust to life again, Katharine cast around to find something purposeful to do. On discovering the work of Roger Fry 
and Bernard Leach, who each exhibited in London, she persuaded Leach to take her on as an apprentice at his pottery in St Ives.

In her time there, much was to be learnt by observing the masters Leach, and his friend and co-potter Tsurunoske Matsubayashi 
– or ‘Matsu’. There were evening lectures and group discussions, and Katharine, the good student, took meticulous notes and, 
although she did not throw any pots herself at St Ives, came away from her time there with knowledge and friendships, which 
would last a lifetime.  

There were many exhibitions, but the most complete was the Retrospective Exhibition ‘Katharine Pleydell-Bouverie: A Potter’s 
Life 1895-1985’ organized by the Crafts Council in association with the Crafts Study Centre in Bath in 1986.

Katharine Pleydell-Bouverie was a supporter and trustee of the Crafts Study Centre at its opening in Bath in 1977, donating 
many works, including this pot, in December 1976. The notebook was one of several bequeathed to the Crafts Study Centre 

after Katharine Pleydell-Bouverie’s death in 1985.
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KATE-LUCY COTTAM

MA Textiles, 2016–18

Multi-coloured and monochrome handwoven silk belts, ikat-dyed warp, acid dyes

150cm (l) x 15.5 (w) and 150 (l) x 10cm (w) 

Mary Restieaux, 1985

Two of seven belts by Mary Restieaux gifted to the Crafts Study Centre by the British Council

(2006.20.111 and 2006.20.112) 

‘Without her bold, intuitive use of colour, the beautiful ikat weaving for which she is celebrated would be altogether different’.
(Pavey. 2002.) Mary Restieaux is renowned for her colourful, tightly-woven ikat pieces where the ‘dense through and through 
nature of the colour… is not just laid on top of the fabric, but is actually part of it.’ (Pavey. 2002) Mary’s use of colour and 
time-consuming technique of ikat is what drew me to discover more about the maker behind these woven belts. 

Restieaux first developed a love for the feel and touch of cloth as a child. Years later, when at Chelsea College of Art, she
experimented with different dyeing techniques, including dip-dyeing warps. During her time at university ‘She found that
nothing could match the brilliance of warp-dyed colours and that painstaking though the process might be, it had excitement 
and an unpredictability as the warp moved when wound onto the loom. The feathering between the colours combined with 
their intensity has been her preoccupation and enthusiasm ever since.’ (firstelevenstudio.com)

Fig.1 Monochrome handwoven silk ikat belt, Mary Restieaux, 1985 
© Crafts Study Centre, University for the Creative Arts. 

Fig.2. Multi-coloured handwoven silk ikat belt, Mary Restieaux, 1985 
© Crafts Study Centre, University for the Creative Arts.

The belts, made in 1985, were part of the ‘Modern craft from the British Council’ exhibition which toured Japan in 1989. 
In 2006 they were acquired by the Crafts Study Centre and have been in the collection since. The belts are a set of seven: 
two are of monochrome design and the remaining five are colourful combinations of white, yellow, bright blue, aqua, red, 
purple, pink, red and green. The belts are woven on a very close sett of 120 ends per inch using 100/4s spun silk. This 
creates a focus on the warp rather than a weft pattern. Each belt is 150cm long and varies from 10-–15.5cm in width. These 
geometric, vibrantly harmonious and contrasting-coloured belts are created using the traditional ikat dyeing method.  

‘Ikat fabrics are some of the oldest known patterned textiles in the world, and arguably the most perennially vibrant.’ 
(lesouk.co) The term Ikat comes from the Malay-Indonesian word ‘mengikat’ meaning “to tie”. This refers to the binding, 
tying or waxing of individual or groups of warp and/or weft threads before dyeing to create pattern with colour. Pinpointing 
exactly where ikat originates from is tricky, largely due to the fact that fabric perishes over time. Historians believe it may 
have evolved independently in several locations across Central and Southeast Asia. Similar patterns and techniques from 
various countries suggest that the craft spread with the migration of Austronesian peoples, including aborigines of Taiwan, 
Malaysia, Indonesia, Polynesia and Madagascar. (strandofsilk.com) Earliest examples of surviving ikat textiles are from the 
Middle East and date from the 10th century and earlier from 7th century Indian cave paintings which show ikat-like textiles. 
Ikat fabrics were typically a status symbol due to the skill and time consuming nature of the work. (lesouk.co) 

The colourful ikat technique is intrinsically linked with Restieaux’s woven pieces, another integral aspect of these belts 
is her considered use of colour. Restieaux describes her work as an ‘abstract exploration of the relationships between 
colours—including black and white’. (Pavey, 2002) Colour in design and the study of the relationships of colour is hugely 
subjective but also universally accessible. David Batchelor in the Luminous and the Grey states that ‘colour is best described 
as ambivalent: most of us are both drawn to and repelled from colour’. (2014) He goes on stating that ‘colour is uniquely 
beguiling and elusive…one of the absolute givens of human visual experience, both conscious and subconscious, remains 
so resistant to analysis and, not least, to language.’(2014) One could say that colour is another language, it is an ‘important, 
sometimes subconscious, constant in our lives, one that enriches and informs us...colour speaks all languages and also has 
a language all its own’. (Alexander, 2012) Colour is part of our interpretation of the world we live in and Restieaux’s use of 
colour evokes a response from the viewer.

The colourful belts vibrate with colour, which dances along the cloth. There is a movement that can only be achieved with 
the dyeing method used by Restieaux and the choices of colour for the blocks and stripes. She takes into account the 
different characteristics colour can have in response to what it is next to. One can see influences from renowned colour 
theorist Johannes Itten and weaver Anni Albers in her constant variation of blocks, stripes and use of colour.

Differing from the belts where the concentration lies with studying the interaction of colour, the black and white stripe and 
ikat belts concentrate more on detail, precision and the dynamic of contrast. White repels all light and is an absence of 
colour. Black absorbs light but is also an absence of colour. Black and white are similar in that they are both often thought 
of as a non-colours, both can be described as the ‘sum of all colours’. (Alexander, 2012) Black in design conveys a sense of 
power and strength, the colour of many words. White is pure and equal and minimal. 

Mary Restieaux uses more of a fine art approach to textiles, concentrating more on the visual impact of the pieces rather 
than the usefulness of the object created. She helped to change how art textiles were perceived and continues to inspire 
with her work. Her concentration on colour relationships and the quality of cloth produced are the result of a lifetime 
commitment to learning, experimentation and research. As a weaver one can see the processes and techniques used, and 
sometimes the process of getting to the final woven cloth is the most rewarding and often the most time consuming. The 
use of colour in Restieaux’s work is what first drew me to the belts, the liveliness and playfulness of them. There is value in 
understanding the processes, thoughts and history behind such beautifully woven pieces. 



Fig.3. Hand-woven ikat wall hanging, Kate-Lucy Cottam, 2017.
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STEVEN EDWARDS

MA Ceramics, 2016–18

This diary is part of Irene Wellington’s unique calligraphy collection at the Crafts Study Centre, Farnham. It was inspired by 
the memories of a holiday on the road that Wellington and her first husband, Jack Sutton, took in the early summer of 1934. 

Wellington is a major figure in contemporary British calligraphy (Heath, 2004). The diary is one of many personal works that 
she produced during a career which included the period of the 20th century calligraphic revival, initiated by her teacher
Edward Johnston, and the more personal and boundless interpretation of lettering that we see today. The diary demonstrates
an informal exploration of the calligrapher’s vocabulary which has become, along with other works by Wellington and 
Johnston, the main part of the lettering resource at the Crafts Study Centre today.

Irene Wellington was born in 1904, to a family who lived in Lydd, Kent. She attended the Royal College of Art from 1925 to 
1930 where she studied calligraphy. From 1927 to 1930 she was an assistant to Edward Johnston in his calligraphy class.

Fig.1. Diary (26 days and 25 nights of summer), Irene Wellington Educational Trust  
© Crafts Study Centre, University for the Creative Arts

Fold out page from a diary, 26 days and 25 nights of summer. The main passage is in formal black 
handwriting, with side notes and headings in formal red italic. The Diary of which there are 77 page 
is bound in dark brown leather.

24.5(w) x 30(h) cm (bound size, closed)

Irene (Sutton) Wellington, 1934

(C.84.29)



Working with and befriending Johnston, Wellington shared his belief in searching for the truth of the ‘thing’1 in writing and 
how writing should be alive. In calligraphy, she found an opportunity for personal expression, and adopted a unique and 
distinctive style. By arranging the vocabulary of calligraphy, she was able to create a look and feel which reflected her own 
relationship with words. She enjoyed the challenge of spontaneous expression caused by the immediate response from 
mark-making. A special language evolved from her own complicated imaginative qualities, which she was able to arrange 
into a harmonious structure. 

After leaving the Royal College of Art, Wellington married her first husband, Jack Sutton, and the couple moved to Edinburgh
in late 1930, where she began teaching, writing and illuminating part-time at the Edinburgh College of Art. During this period,
the Arts and Crafts movement was developing an alternative attitude to artistic and craft skills, asserting that spontaneity 
and vitality were more highly valued than technique (Harrod, 1999:148). Undoubtedly the culture associated with the Arts 
and Crafts movement2 would have influenced Wellington, although she did work in an isolated way during this period. 
Wellington believed that ‘handwriting is always an expression of its own culture’( Prestianni, 1984:22).

Wellington produced the diary in 1934. The pages of the diary are set as an experiment with layout, written in an informal 
italic hand using black ink with red paint for smaller formal italic squibs – all scribed with a traditional broad-edged pen. It 
includes an eye-catching fold-out page that sits in the first few pages of the book, encouraging the reader to fold out two 
panels (the right fore edge and bottom strip) to reveal an at-a-glance map of the couple’s journey.

Appearing complex at first glance, closer inspection of the map reveals how the complexity is a carefully balanced geography
of the elements. Four individually crafted panels, constructed from words, drawings and colour, interplay with each other to 
create a harmony in which each retains its linear individuality. 

The basic ordering of the layout could have been influenced by her teacher, Johnston. He compared ordering a layout to 
organising a military regiment, saying that ‘the small black text would be the privates, other ranks would be represented 
by capitals, changes of scale and colour, up to the commanding officer’ (Farleigh, 1950:118). Considered ‘the master’ by 
Wellington, Johnston was a major influence on her work. Johnston’s revival of calligraphy was achieved by studying original 
medieval manuscripts and returning to historic tools and techniques, mainly focusing on the fluid action of the broad-edged 
pen that enables the combination of thick and thin lines. 

The dominating circle in the third panel of the map is squared off by four sets of text and anchored by the four winds which
have scribed hair. The use of white space allows breathing room for both the drawings and the experimental line spacing, 
allowing varying levels of space to sentences and ensuring the characters have sufficient room for the ascenders and 
descenders to flourish, yet retain control of legibility. The writing is layered, using different weights of text to create a 
hierarchy of the content, displaying titles in capitals and black text in italics to ensure rhythm and a ‘free style’ of writing. 
This personal expressive approach to writing became a significant feature throughout Wellington’s work where she built up 
layers of complexity and depth to create an insight into her thinking.

The map opening has served as a point of influence in contemporary calligraphy. Ann Hechle is a major figure in British 
calligraphy today, and her explorations in sacred geometry, draw detail from the creative process and the mathematical 
relationship of page layout. 

Hechle has a direct link to Wellington, having been taught by her at the Central School of the Arts in 1958 and 1959. Shortly 
after Wellington left the School in 1959, calligraphy was dropped as a separate subject. This was part of a trend, started by 
the Royal College of Art in 1953, when calligraphy was merged into the three-year graphic design course, practised over 
only a few days. Calligraphy thus did not develop as much in education after the 1950s. This explains why a large percent of 
the calligraphy collection at the Crafts Study Centre predates 1960 (Clayton, 2004:63).

The collection of Wellington’s work at the Crafts Study Centre is particularly impressive as it is rare to have a complete 
record of an artist’s working life. This fits with Wellington’s aim to ensure that her work was made freely available for 
exhibition and study for the future benefit of the craft (Hechle, 1986:52).

1 Edward Johnston’s search for the truth of the ‘thing’ opened a whole language by demonstrating that by doing, by practising the art of calligraphy, an understanding of 

it is found, and this can extend to the spiritual. (Vacher, 2013:5)

2 The Arts and Crafts movement contributed significantly to the revival of calligraphy. The movement led to the establishment of schools of arts and crafts which 

provided training in writing, illuminating and lettering – influencing generations of students in Europe and America to this day (Jackson, 1986:28).

Fig.2. Truth of the Thing, Steven Edwards, 2017.

Inspired by the expressive marks and geometric layout of the map opening, my response piece explores building a grid of 
sequential calligraphic shapes, using the immediate mark making qualities of clay. The piece is constructed with relief tiles, with 
each tile angled at forty-five degrees to reference the calligraphic writing process.
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POLLY HEATLEY

MA Ceramics, 2016–18

Makeba Lewis the acclaimed and highly successful woven textile artist and designer graduated from Central Saint Martins 
and the Royal College of Art and in 2005 she was awarded a Crafts Council Setting-up Award, which enabled her to 
establish her design practice. Lewis’ work has become known for its classic aesthetic and appeal with a great sensitivity to 
colour, structure and process. She creates luxury fashion accessories and interior fabrics. Her trademark products include 
Pleat, reversible hand-woven scarfs and neck pieces in 100% silk. The attraction of Lewis’ work is that it can be appreciated 
by and appeals to both men and women equally. Lewis’ textiles and weaving have been exhibited and sold worldwide. 

Lewis is engaged in ongoing research practices while being a practising Textiles Artist and Lecturer. She is known for using 
precious metals and sustainable fibres in her weaving. This aspect is included in this work as it examines, studies and 
explores craft, science and sustainability. 

Fig.1. Woven Scarf, Makeba Lewis Textiles, 2008

Handwoven silk scarf, with different twill structures used in bands which, once finished, creates a 
collapsed wavy movement. One side has landscape colours of green hues pinstriped down the 
centre of each section, whilst the other has hues of blues creating the same effect

173.5cm (l) x 39.5cm (w)

One of four prototype designs commissioned by the Tate’s for its Turner Landscape series. The limited 
edition machine-woven scarves were retailed in 2010

Makeba Lewis, 2008

(2013.11.8.1)

The work observes the incorporation, merging and assimilation of traditional weave techniques and cutting edge fibres 
such as sterling silver, copper and milk protein (Ruthin Craft Centre, 2009). Her processes and outcomes are varied and 
diverse with an aim to create and produce pieces that are aesthetically rich and sustainable whilst possessing subtle healing 
properties (Ruthin Craft Centre, 2009).  

 “Every natural substance has a unique vibration that creates an energy field. Metal is no exception” (Wright, 2013).

Energy is the source for the healing powers in metal. Copper is grounding and energising, while silver has antibiotic properties 
for curing diseases. Gold is the most powerful metal (Sabri, 2013). Gold has been known since ancient times to strengthen 
confidence and symbolize wealth (Wright, 2013). 

Another reason Lewis weaves with metal is to allow the silk fabric to be sculpted and manipulated while still holding itself in 
the original pleated textured form and arrangement. This adds strength and helps give the scarfs’ elegant warp a tactile 
and pliable feel. The metal edge details invite the wearer to play and sculpt the cloth. Lewis has made this scarf in response 
to Turner’s paintings that were exhibited at Tate Britain in 2010. She was inspired by the unique colour pallette and 
unpretentious subjects, and places that he used and worked with in his most iconic paintings. 

On Turner’s paintings, John Ruskin, usually his staunch supporter, was surprised at his devotion to such prosaic, straightforward
and ordinary places, but it had always been Turner’s genius to make great art from familiar experiences, as much as from 
specific pilgrimages to exceptional places, and it was on his return to London from a trip to Margate that he saw the scene 
that was to become The Fighting Temeraire, his great elegy to the days of sail. (Blayney Brown, 1990)

The object was designed and made as a one off piece within Lewis’ Turner Collection. Beautiful and gorgeous, the scarf is 
made from woven silk. The texture is soft and lush and the colours resemble the colours used in Turner’s famous historical 
paintings. On examining the scarf, I reflected on Turner’s use of colours, which were woven into the detailed weft and pattern 
within the scarf. The two colours that stood out to me were a beautiful blue and a sun orange. I felt this could be interpreted 
within my work beautifully. There was also a gold thread woven through the whole length of the scarf, which I deeply 
admired and felt would combine well within my ceramics ideas.

I started to make some models and maquettes with white porcelain clay, textured with the ribbing to reference the scarf’s 
texture. This was a process that required patience and experimentation, as it was hard to get the ceramic clay, which is 
firm and rigid when fired, to look soft and flowy like textiles. On completing my practice pieces, I was delighted with the 
outcome and decided to carry on experimenting with the porcelain clay.

My collection has been inspired from my love of families and grouping works together and also my research and reflective 
knowledge of Turner and the beautiful use of colour and tone within his work bringing all this together with response to the 
scarf that was made by Lewis. 

I concluded that my response was to combine Lewis’ scarf with Turner’s famous painting of a battleship being brought into 
harbour. The colours that were used in this painting are truly inspirational, unique, bright and true to the sun on that day. 
I love these two colours together simply because they are opposites on the colour wheel and also work successfully when 
worked with clay and fired.

My love of coloured glazes within my ceramics pieces is clear in the objects, artefacts and artwork that I design and produce. 
Having made the pieces I bisque fired them to 1000°. I then started to paint on the glazes. Mirroring the woven texture of 
the scarf within the ceramics, selecting my colour choice was very precise and in reference to Turner’s famous painting. 
I narrowed down my colour palette to the main five colours that I eventually finally chose working with test pieces and glazes. 
I continued to design my collection and on completing the process I glazed it and re-fired the work to 1000°. 

I added gold lustre representing the golden thread woven through the original scarf. This whole collection has been incredibly 
enjoyable. It was hard to reference Turner at first and hopefully I have taken my inspiration from him and the beautifully made
scarf and made the response to it my own. I’m thrilled with these works of art. I hope they’re a great reference to Turner, 
using artistic historical referencing and his use and love of the English landscape, coasts and seas for his work. My work 
echoes the brilliance of both Turner’s artistic skill and his wonderful use of colour and Lewis’s skills as an acclaimed and 
highly successful woven textile artist.



I am thrilled with the outcome, paying homage in the modern style of my contemporary artwork. I hope people can see the 
connections but understand that art from the past creates the art of the present and the future, which I hope is perfect for 
this exhibition.
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Fig.2. Response piece, Polly Heatley, 2017.

COLLEEN HILLMAN

MA Ceramics, 2016–18

The Crafts Study Centre, Farnham has an extensive and comprehensive collection of artefacts relating to the life and works 
of Lucie Rie. Most of the archive was given to the CSC by Dr. Max and Mrs Yvonne Meyer in 1999. I did not find it difficult to 
choose a piece for this project as this particular bowl stood out. I loved the form; it flares out from a narrow foot giving it a 
look of elegance. I like the contrast between the white glaze and the manganese copper rim. It was purchased from Yvonne 
Meyer in 1976 for the CSC.

Lucie Rie is one of the most important studio potters of the twentieth century. Her work is famous for its elegant and simple 
forms unknown to British Studio pottery of the 1930s and 1940s when more robust, useful pots were considered worthy. She 
was already a talented and successful potter before she arrived in London from Vienna in 1938. She was a well-travelled, 
educated and confident young woman born into an affluent secular Jewish family in Vienna in 1902. 

Fig.1. Bowl, by Lucie Rie  (1975) 
© Crafts Study Centre, University for the Creative Arts

Porcelain bowl, thrown, dolomite glaze with tin copper overall and a manganese copper rim

Lucie Rie, 1975

LR seal impressed on foot

(P.76.3)



There had been a strong, new artistic atmosphere in Vienna since 1897 with the forming of the Secessionist Movement led
by Gustav Klimt. They wished to create art that had a more contemporary influence and to unite fine and applied arts. 
Lucie Rie’s family’s interest in the arts informed her views from a young age. Her father took her on visits to the Wiener 
Werkstätte, a working community of visual artists that was set up in 1903. Their radical ideas and forward thinking evolved 
from the Vienna Secession. Here she would have been introduced to modern, progressive designs in a range of disciplines 
including ceramics. 

Her father was a medical doctor and had his consulting and waiting rooms designed by Eduard Wimmer, a talented 
architect associated with the Werkstätte. The style of the rooms was modern and simple reflecting contemporary ideas 
in design and very unlike the heavy, dark, traditional interiors of the time. Alexander Wolf, her uncle, taught her a great 
deal. He was a cultured man, passionately interested in the Arts. When Lucie left school in 1921 he took her on a tour of 
Italy spending time in Venice, Florence, Siena, Naples, Amalfi, Capri and Sorrento. He was a keen archaeologist whose 
discoveries interested Lucie. He once gave her a small Etruscan figurine which she kept and displayed throughout her life. 

Her education played an important part in her artistic development. She decided to study art at the progressive School of Arts 
and Crafts in Vienna, the Kunstgewerbeschule. It was here that she found her vocation - learning to throw on a potter’s wheel. 
Her talent was soon recognized and she was given the opportunity to exhibit work throughout Europe. In 1922, in her first 
year at the Kunstgewerbeschule, her work was shown in an exhibition in Munich. It was also shown at the Palais Stoclet in 
Brussels and included in the Austrian Pavilion in the prestigious Exposition Internationale des Arts Decoratif et Industriels 
Modernes in Paris in 1925. 

She was thought of as a gifted student and was given an excellent report when she left the Kunstgewerbeschule in 1926. 
Michael Powolny, a successful ceramicist, must have been impressed because he took her on in his private studio for six 
months. She eventually found a studio of her own which enabled her to pursue her career as a professional potter. She 
continued to attract attention and began to build an international reputation. Her pots were sold in several European cities 
and her work was included in the Austrian Exhibition of 1934 in London. Her work was praised in an illustrated article in 
Design for Today by Dr. P.W. Born who reviewed the exhibition of her work. (Cooper, 2012:85). In 1935 she was awarded a 
gold medal at the Exposition Universelle Internationale in Brussels. The following year she once again received the Diploma 
de la Medaille d’Or at the Milan Triennale.

The political situation in Vienna became increasingly tense between Austria and Germany and when Hitler invaded Austria 
much anti-Semitic feeling erupted. Those Jews who could leave did so at the earliest opportunity. Lucie Rie and her 
husband Hans left for London in 1938. She must have had every confidence of re-establishing her practice in Britain. She 
had planned ahead and arranged for two potter’s wheels, an electric kiln and other tools and equipment to be shipped to 
London. She was fortunate enough to find premises in Albion Mews, West London, to set up a studio and home.

Her unique and individual style was not appreciated in Britain at that time. When she showed her work to William Staite Murray, 
then Professor of Pottery at the Royal College he asked her when was she going to stop playing and start making pots. 
(Birks, 2009: 33). Bernard Leach, one of the leading potters of the day, thought her work too thinly glazed and too thinly 
potted. (Birks, 2009: 33). She attempted to make pots in the manner of Leach but eventually had the confidence to return 
to her own method of creating and continued to develop her style for which she is famous. She made original, finely crafted 
pieces considered beautiful in their simplicity and minimal decoration.

I have not only admired her work but also her as a woman: a woman of courage, determination and a strong sense of self-belief.
She achieved much in her sixty years as a potter; her legacy can be seen in many collections, galleries and museums around 
the world. Emmanuel Cooper, a distinguished potter in his own right, said that he wrote the biography, Lucie Rie: the 
modernist potter ‘in order to reveal the genius that was Lucie Rie’ (Cooper, 2012:5). Her modernist approach continues to 
influence contemporary studio pottery today. 

My response to this piece was to make a vessel in the spirit of Lucie Rie, not to emulate her but to create a pot of which she 
might approve. I have slip cast a simple vase in porcelain using an original model and mould. The body has not been glazed 
but has been polished before it was fired. It has a manganese copper rim.

Fig.2. Inspired, vase by Colleen Hillman, 2017.
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JENNIFER JONES

MA Textiles, 2016–18

The Sea Shell Cowl is a knitted wearable piece of art. It has been constructed in one long piece that, once finished, has been 

seamed together making a deep circular band. It is flexible, soft and, by merit of its weight, is fluid and drapeable. It measures 

around 54cms in circumference and 19cms in depth. There are 144 pockets, formed by two layers of knitted, smoke-coloured, 

monofilament yarn. Each contains a small sea shell or cold-water coral, tiny starfish, bits of mother-of-pearl shells, polished 

pebbles, gemstones or mother-of-pearl buttons.

Susie Freeman trained as a weaver and during her MA studies at the Royal College of Art she started combining knitting in 

her work. It was at this time she began using collections of found objects to add narrative to her work. Collecting had always 

featured in her life and she writes of herself on her website: 

Fig.1.  Sea Shell Cowl by Susie Freeman (1985)  
© Susie Freeman / Crafts Study Centre, University for the Creative Arts

Knitted Sea Shell Cowl, smoke-coloured Nylon Monofilament, sea shells, small pebbles and gemstones

Susie Freeman, 1985

Gifted to the Crafts Study Centre by the British Council 

(2006.20.97)

 ‘Aged seven, my Allen & Hanburys bead swap tin often came to with me to school. At playtime I especially longed

 for the glittering, this desire once getting the better of me when I swapped most of my collection for a single  

 facetted iridescent gem. Since then the collecting of tiny objects and their subsequent ordering has become a   

 lifetime obsession. The methodology of pocket knitting, which as an artist I have used for the past thirty years,  

 enables me to ensnare, arrange and use this system of containment to extract new meaning from the process 

 of juxtaposition.’

Having completed her MA, Susie was invited to make a piece for an exhibition at Aspects Gallery. She wove, dyed and 

fashioned cloth to make a kimono-shaped coat in silk yarns. The colours she dyed the silk yarns were inspired by a 

collection of shells that she had from a Cornish holiday. To accessorise the coat, she intended to make a scarf and a bracelet 

in her knitted pocket technique; the pockets were to contain the shells that inspired the colours for the coat. During the 

construction process it became apparent that a full size scarf was going to be too heavy and stretch too much and whilst 

experimenting with some samples she pinned a piece of the work into a loop and pulled it over her head. Susie loved that it 

looked more like a necklace than a scarf and decided it was the perfect solution to her problem.  

Susie says she was ‘pleased but also sad that the original cowl sold and regrets very much that I did not photograph it’. 

It was the first neck cowl she made, but many more were to follow, one of which is the piece we have here at the Crafts 

Study Centre. Susie also says that making the cowls, which were half the size of a scarf ‘meant they were affordable to more 

people and that selling them became both a major source of income and an enjoyable way to connect to an audience’.

The first pieces included the mother of pearl buttons, but fairly early on they were excluded as Susie decided that ‘the 

conceptual link of nets and lines capturing things from the sea in their pure state was important’. This decision was the first 

indicator of how Susie was to allow concepts and ideas to influence her thinking and development in her future work. 

Susie has moved on to make many and varied pieces, usually on a much larger scale. Each piece consists of a carefully 

arranged collection of objects. The juxtaposition of colour and meaning being duly considered, the end result draws the eye 

of the viewer to the work and they are left without any doubt about the message the piece contains. She has used her skill 

and expertise in making to display objects that, in isolation, might seem ordinary and everyday, but when shown together 

present an altogether different story. These pieces can be thought-provoking and open up the debate on many subjects.

Recent work, which she makes in collaboration with her partners in Pharmacopoeia, (Dr Liz Lee and David Critchley), largely 

make statements about health, pharmaceutical matters, surgery and contraception. These are sometimes done in a playful, 

but poignant way. For example, in her piece Gretel (2009) she depicts a little girl in a pretty dress that has been constructed 

in knitted pocket fabric. The pockets contain sugar-coated and encapsulated medicines that look like sweets, the point 

being that children can overdose on all sorts of drugs in the mistaken belief that they are sweets. This can be considered 

a playful illustration of a very serious point whereas in Cradle to Grave (2003) the piece is a long pocketed strip, around 

thirteen metres long and is laid out flat in a purpose built cabinet. It is divided into halves and the pockets contain the 

medication a man or woman would be likely to take in a lifetime. There is nothing playful or pretty about the starkness of 

this piece which is on permanent display in The British Museum in London. 

In addition, Susie often employs photography to emphasize her point. In A Packet a Week (2000) which was to raise 

questions about the effects of cigarette smoking on an unborn child, she had the piece (in which pockets contain 840 

cigarette butts, a packet a week for an average pregnancy) modelled by a beautiful, heavily pregnant women, slumped in a 

chair ‘enjoying’ a cigarette. The impact of that photograph alone sets Susie apart in her field. 



Fig.2. A Packet a Week by Susie Freeman (2000)             Fig.3. Trapped, detail of fisherman’s sweater by Jennifer Jones 2017.
Photo: Chloe Stewart. By kind permission of Susie Freeman.

My response to Susie’s shell cowl, and indeed her more current work, continues on the seashore theme, but instead of being

for a decorative purpose it is a wearable piece with a rather more sinister message. Every year 640,000 tonnes of discarded 

fishing materials are hauled from the world’s seas in an effort to reduce the damage it does to the environment and wildlife. 

It is referred to as ‘Ghost Gear’ and is man-made from indestructible fibres and coatings. I have used a similar technique to 

Susie, but to weave rather than knit, a fisherman’s smock. The fabric is pocketed containing items of ghost gear, the neck and 

sleeve openings end in fishing net-like structures with drawstrings. Hence the fisherman wearer is trapped in his own waste.
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TARA KENNEDY

MA Textiles, 2016–18

Cultural identity was a subject of great interest to the English weaver Ethel Mairet. The belt I have chosen was part of an 
extensive collection of items she purchased on her travels to Yugoslavia, one of her many trips abroad. She documented her 
trip in a journal which is held, along with the belt, in the archives collection at the Crafts Study Centre in Farnham. This little 
orange notebook describes in great detail all that she observed, particularly the cultural traditions.

This belt was worn as part of one of the traditional costumes of Yugoslavia where each village had its own identifiable designs 
and embroidered patterns. This idea fascinated Ethel Mairet and was an influence in her work. She wrote ‘each country has 
its own expression, and it is rare, or practically impossible that good results can be obtained by copying one another’ (Mairet, E. 
1929, cited in Robertson, K. 2005). Clothing is often used to express the identity of a society with particular designs associated 

Fig.1. Woven belt from Ethel Mairet Source Collection. 
© Crafts Study Centre, University for the Creative Arts.

Woven woman’s belt (possibly tablet or ply-split), elaborate applique decoration in centre, beaded 
ends and metal fastner

170cm (l) x 7.5cm (w).

Unkown maker, late 19th / early 20th century. Bosnia / Croatia

Ethel Mairet Source Collection

(2004.202.46)



with different geographical areas. Other examples of this could be the many different tartan fabrics from the clans in Scotland 
or the intricate beadwork of the different tribes of the Maasai.

Ethel Mairet was born in 1872 in Devon and in 1902 she married Ananda Coomaraswamy, an Anglo- Ceylonese geologist. 
The following year they moved to Ceylon, now Sri Lanka, and it was here she took up weaving and became very interested in 
various cultural arts and crafts. Her interest in Indian culture and the Independent Movement led to her becoming an Indian 
Nationalist and Cultural appropriator. She wrote to friend and writer Janet Ashbee of her hatred of racism: ‘A culture that is 
not of the West is no culture in the eyes of the majority, How impossibly unsympathetic and unimaginative it all is.’ (Mairet, 
E. quoted in Coatts, M, 1983:32, cited in Roberston,K.) Her eventual knowledge of traditional Indian weaving techniques 
led Mahatma Gandhi to seek her advice during his mission to revive old Indian weaving traditions across India. In 1911 she 
returned to England moving to Ditchling as part of an artist community and consequently had her own home and workshops 
built where she lived until her death in 1952.

In her Yugoslavian journal she documented everything she saw with meticulous descriptions – the scenery and buildings, the 
markets she visited, the food she ate and the locals and their traditional attire. She notes a visit to the Ethnographical Museum 
in Zagreb full of textiles from all over Yugoslavia being of particular interest to her. From her travels she collected items from 
northern Croatia, a predominantly Christian region to Kosovo in the south, a mostly Muslim region, noting the differences she 
saw in their cultures and costumes. She was fascinated by the indigenous crafts, the hand-spun yarns and the traditional fabrics, 
purchasing many items including this belt.

Belt no. 2004.202.46 is from Imljania, a small village in Bosnia. It is a tablet-woven 
belt of black, blue, natural, green and brown yarn with sections of red and blue fabric 
and chain-stitch embroidery in red, blue, orange and natural cotton thread. It also 
has a long fringe of twisted yarns on one end, which would have hung to one side at 
the hip with the other end being tucked in. Belts from Bosnia, known as a tkanica 
pojas (braid/sash belt) were mostly made from woven wool or sometimes hemp or 
linen. They had multi-coloured embroidery with individual regional designs. This 
particular belt was part of the Transformations exhibition at the Tanner Gallery, Crafts 
Study Centre in Farnham in 2005. The exhibition asked how the meaning of objects 
can change as they travel through time and space and how they influence and inspire 
other artists.

Traditional costumes were an important part of life in the Balkans. The design and 
embroidery used varied significantly from region to region expressing their individual
ethnic identity. Most of the traditional belts were probably made using a tablet-weaving 
or ply-split braiding technique. Tablet weaving created a very strong narrow weave 
ideal for belts and sashes. This ancient technique uses square cards with holes in each 
corner for the yarn to pass through. Several cards can be put together enabling the 
weft to be passed through and create a loom effect. The cards can be rotated or 
flipped to weave many different patterns. Ply-split braiding involves a cord being 
pulled through the centre of other cords, which creates mostly geometric designs.

Ethel produced a huge amount of textiles throughout her life and her influence on 
English and Indian textiles was of great importance to textile production of the early 
twentieth century.  Her love of travelling gave her much inspiration for her work and 
her quest to find high-quality textiles was invaluable in her mission to revive the craft 
industry. She was an advocate in educating and re-educating people in the quality of the 
craft and how to proceed with it in the modern world. As such a major innovator she is 
an invaluable figure for the Crafts Study Centre.

I found this belt incredibly striking and as a result I have made a response piece of my own to place alongside it in this exhibition. 
In response to this belt, and my own recent trip to the Ethnographical Museum in Dubrovnik, Croatia, I have made a piece with
ideas of tassels and the wrapping around and holding in effect of belts. Using similar colours with ropes and yarns, I have 
stitched, coiled and bound this piece together.

Fig.2. Bound and Stitched Piece, 
Tara Kennedy, 2017.
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Jewellery ‘derives not from necessity but the sheer propensity for delight,’ according to Ewington (2013: 222). This certainly 
seems to be the case for Annie Sherburne’s Fantasia Earrings, which are a joyous, sensuous representation of movement. The 
earrings reference traditional Indian dance movements and Mughal Indian patterns (Sherburne, 2017). Yet they are also clearly 
located in the cultural space of the New Jewellery movement of the late twentieth century, with its bound-breaking freedoms 
and departures from the traditional (den Besten 2012; Wilson 1992).

The earrings are made of plywood, which represents a departure from traditional, ‘precious’ jewellery materials of gold, gemstones 
and organics. Plywood is both strong and light, making the earrings eminently wearable despite their size. Sherburne hand-sawed 
the pieces, used a belt sander and finished the sanding by hand, before drilling holes for the links. The earrings are hand 
painted with sign writers’ matt enamels, which the artist discovered to be more effective and more durable than gouache 
(Sherburne, 2017). Thus we can see that the processes used are mainly traditional and labour intensive, giving these earrings a 
more personal touch than the production jewellery which is traditionally associated with ‘non-precious’ materials. 

Fig.1 Fantasia earrings by Annie Sherburne (c. 1984)

Fantasia Earrings, Wood, enamel paint, beads, coins, rhinestones.

Annie Sherbune, c.1984

Part of the British Council donation to the Crafts Study Centre of the All That Glisters. . . New 
Jewellery in Britain, touring exhibiton.

(2006.20.71)

The shape of the jewellery is based on drawings of Indian dancers, which Sherburne observed in the early 1980s (Sherburne, 
2017).  Sherburne (2017) says of the effects of her trip to the sub-continent that:

 ‘I was completely inspired and came back working with colour inspired by Indian miniatures and fine embroidery  
 from Mogul tents in the Ahmedabad Museum of Textiles. These earrings are my best piece in my opinion. The   
 shapes are based on drawings of dancers, and the components resonate with Berber jewellery. The pattern is lifted  
 by the addition of diamante in order to have a transcendence of colour inspired by the pointillists.’ 

The form of the earrings is not traditionally Indian, although the size, the moving parts and the vibrant colours and patterns 
certainly do reflect traditional Indian jewellery. (Untracht, 2008; van Cutsem, 2001). Sherburne’s background in textiles and 
felt-making1 is evident in the colour combinations, the detailed patterns and the swish of the beaded components which so 
effectively recreate the movement of fabric in a dancer’s skirt.

During the 1980s the Fantasia Earrings were shown at the British Designer Collections (Sherburne, 2017). In 1992 the earrings, 
along with other pieces by Sherburne and eighteen other makers, were included in a British Council exhibition, ‘All that 
Glisters… New Jewellery in Britain’, which travelled from the Philippines, through Thailand, Bahrain and several newly open, 
post-Communist Balkan states to Sierra Leone between 1994 and 1997 (British Council, 1994). The aim of the exhibition was to 
‘demonstrate something of the vitality of jewellery design in Britain today,’ (Wilson, 1992: 7)2. 

The collection was exhibited again in January 2007, curated by Jean Vacher at the Crafts Study Centre (CSC) in Farnham, 
following its donation to the CSC where it remains in the archives (Vacher: 2017). A decade after the original exhibition, 
Blackburn (2007) was able to judge that, ‘The jewellery in the show indicated an important social turning point,’ as one-off 
jewellery became accessible to all, rather than only the very wealthy. 

The ‘All that Glisters…’ show certainly represents a turning point in terms of acceptance of the new jewellery by traditional, 
conservative authorities such as the British Council.  However, Sherburne’s Fantasia Earrings form part of an ongoing rejection 
of traditional gold and gemstone jewellery. Muriel Wilson, the curator of the ‘All that Glisters…’ exhibition, spoke of a 
childhood experience which indicates that the roots of this movement lie as far back as Arts and Crafts:

 ‘… and they learned to make jewellery.  Very simple, very Arts and Crafts, and they used to proudly bring these  
 pieces home and show them to me. At that point, little Muriel realised that jewellery didn’t have to be gold, diamonds,
 rubies and sapphires and things, but could be something you could make. Wow!’ (Draper, 2014)

In 1961 Roland Barthes, mainly referring to costume jewellery and the effect of figures such as Coco Chanel, wrote that, ‘there 
has been a widespread liberation of jewellery; … it is now an object that is free … to be used in an infinite variety of ways,’ 
(Barthes, 1961).  This democratisation of jewellery led to the minimalist ‘author’ jewellery of the ‘60s and ‘70s, produced by 
figures such as Gijs Bakker (den Besten, 2012; Ewington, 2013), and eventually to the highly conceptual jewellery of the 1990s 
and early twenty-first century.

During the 1980s, ‘jewellery makers were looking into the relationship between the body, movement and gestures and 
geometric forms,’ (den Besten, 2012; 129) and returning to an exploration of ornament as more than mere surface decoration 
(den Besten, 2012).  Sherburne’s Fantasia Earrings fit smoothly into this cultural space, both because they translate body 
movements into geometric form, and because they investigate pattern as symbolic. However, this is precisely the space in 
which the maker also locates herself as part of a far older tradition. Sherburne (2017) says, ‘you could say there is an aspect of 
amulet and protection about [the earrings].’  

Van Custem (2001) and Untracht (2008) trace the ancient origins of amuletic jewellery through thousands of years. In ancient 
India, according to Van Cutsem (2001; 63), ‘Closely linked to the magic of words, the ear required protections against the 

1  For many years, Sherburne worked with Jean Muir (Sherburne, 017).

2  From the perspective of 2017, we might question the cultural attitudes which underlie the ‘All that Glisters…’ exhibition. Sending work which 
‘take[s] naïve and folk art as a starting point,’ and demonstrates ‘the impact of other ‘primitive’ cultures’ (Wilson, 1992: 7) to some of the countries 
which acted as inspiration for the work, and calling it a celebration of British creativity and vitality, seems rather insensitive today. We should not 
let this tarnish our enjoyment of the jewellery, however, which really is vital and vibrant.



forces of evil, and ornament provided it.’ According to her, the earliest earrings in Asia date from around 6000 BC, and were 
found in the ‘probable cradle of the Hindu civilisation’ (Van Cutsem, 2001; 63).  

The idea of these earrings as amulets certainly fits with Sherburne’s interest in yoga and Vedic prayers (Sherburne, 2017), and 
is supported by the use of coins. Untracht (2008; 120) shows the use of coins as amulets in India back to the first minting of 
coins by the Sah dynasty group around 170BC.  

In conclusion, we see that these earrings represent both a conscious break with dominant jewellery traditions of the European 
nineteenth and twentieth centuries, which prioritised material values, and a ‘continuity through time’ (Ewington, 2013: 222), 
seen in a grounding in older, spiritual traditions.
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ANNETTE MILLS

MA Textiles, 2016–18

I first saw this delightful Japanese twined basket in the Crafts Study Centre’s exhibition More Academic Choice in August 
2016. I was immediately intrigued by its precise and elegant construction. It is named in the Peter Collingwood Ethnographic 
Collection Accession Register as a ‘basket with shoulder handle’ and described as ‘square section with two strand handle’, a 
minimal description for such an interesting piece of vernacular craft.

This basket measures 14x8x8cm. It was given to Peter Collingwood by Reiko Oda in August 2002 and is now one of the 
ethnographic samples which form part of the Peter Collingwood Ethnographic Collection acquired by the Crafts Study Centre, 
with support from the Heritage Lottery Fund, in 2009. As Jean Vacher says, ‘They [the samples] are there because of Peter’s all 
absorbing fascination with structure and the ingenious ways in which these items were made.’ (Vacher, n.d.) 

This small basket was made in the workshop owned by Michiko on Ishigaki Island, to the southwest of the island of Okinawa, 
Japan where, as Mary Butcher points out:

Fig.1. Japanese basket made from root of Adan, unknown maker, late 20th/early 21st century, Ishigaki Island, Okinawa, Japan 
© Crafts Study Centre, University for the Creative Arts

Japanese basket with shoulder handle, made from root of Adan and using weft twining technique.

Unknown maker, late 20th / early 21st century

Ishigaki Island, Okinawa, Japan

(2009.22.19)



  ‘There were strong local traditions making functional baskets for the local village and surrounding areas, each being  
 tailored for its use … String bags … beautiful and well made of local fibrous plants, would have been used all over  
 the country for many purposes …. The basket was ubiquitous and vital for daily life.’ (Butcher, 2015)

It was interesting to ponder on the intended use of this basket as it offered very few clues to a Western eye. Nao Fukumoto 
O’Neill, from the Crafts Study Centre, contacted Dr Yanagi Yoshikuni from Okinawa Prefectural University of Arts who 
suggested that it was intended as a lunch basket, possibly a carrier for rice balls or a drink container.  It is made from root 
of Adan. Adan trees (Pandanus odoratissimus) grow in profusion along the rivers, coast and beaches of Ishigaki Island. They 
provide both protection during the hurricane season and an easily accessible source of natural material for local craftspeople. 

My own interest in basketry centres around the whole process of making: from growing, harvesting and preparing indigenous
materials to the design and completion of the finished artefact. I was particularly fascinated by the precise construction of this 
basket. I discovered it was made from three separate lengths of cordage. Two lengths made the basket and one was threaded 
through the hoops at the top of the basket and knotted to make the long handle. The precision in the spacing of the open 
structure made me think it could have been constructed initially on a frame and then the sides raised and held in place by 
twining, possibly around a block. 

I decided to construct a sample using hemp cordage to see if it was possible to make a basket by this means. Working with a
wooden frame with nails to hold the loops and stakes, I wound one length of cordage vertically backwards and forwards around
the nails securing the end to form the first loop. I then wound the second length horizontally in the same way, but weaving it 
under and over as it crossed the vertical strands in the centre to make the plain weave base of the basket. I continued with one 
length to twine around the square base to hold it in place before continuing to twine two more rounds whilst raising the side 
lengths to make the upright stakes.  Single twining continued to secure the sides with spaces of one centimetre between each 
round. It was completed by two consecutive rounds at the top, leaving one centimetre loops for the handle to be threaded 
through. As this small sample was successful, I began to consider what kind of response I could make to the original artefact. 

I wanted to use the same techniques of twining and weave, and to make the cordage from plants indigenous to the UK. 
I realized it would be more practical to continue to make the cordage as I constructed the basket as it would make it easier to 
manipulate the material. It was also important to mirror its function in some way.

I decided to design a basket to carry a contemporary packed lunch. The basket would hold a container for food with a compartment
for a drink and space for cutlery. I wanted to include a lid in the style of the vernacular  ‘…Isle of Wight Farmer’s lunch basket 
variously called ‘scran bag’, ‘fraail basket’, nammet bag’… or  ‘levver’ basket… documented in W.H. Long’s Dictionary of Isle 
of Wight Dialect published in 1886.’ (Johnson, 2010) which were the traditional lunch baskets of the agricultural workers of the 
south of England. Referencing this tradition led me to consider the indigenous source of plant material used in this area – the 
yellow Iris, or levver (Iris pseudacorus). 

In the same way as the roots of the Adan tree are processed: peeling the outer tough surface, boiling, drying before storing 
and then soaking again to soften before use. I cut the Iris leaves after flowering, dried them for storage and soaked them as 
needed to make into cordage. I used the same process, i.e. a frame, twining and weaving with three separate strands of two-ply 
cordage hand made from the leaves of Iris pseudacorus, and made a contemporary lunch basket as a response to the basket 
from Ishigaki Island.
 
Analysing primary source material to discover how things were traditionally made, allows an understanding of the varied and 
pragmatic solutions developed by different cultures in response to everyday problems. It has allowed me to appreciate some 
of the processes developed and perfected over time and to understand what Peter Collingwood meant when he wrote in The 
Maker’s Hand: A Close Look at Textile Structures:

  ‘Behind my magnifying goggles, looking closely, I feel I have made journeys into the minds of these skilled   
 anonymous makers; journeys which have greatly increased my respect for them.’  Collingwood, P. (1987), cited in  
 Vacher, Jean. https://vads.ac.uk/learning/csc/collingwood/essay.html#section47
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Fig.2. Packed lunch basket, made from the yellow Iris, or levver (Iris pseudacorus), Annette Mills, 2017.



GRACE MORTLOCK

MA Textiles, 2016–18

This geometric, eye-catching panel forms part of the twentieth-century textile collection, which is housed at the Crafts Study 
Centre, University for the Creative Arts. 

I was immediately drawn to this piece due to the compelling, connected, complex structural weave that is defined by colour. 
It is clear from the outset that the maker had an extreme knowledge of pattern, was a lateral thinker, with an immense sense 
for colour. The maker is not trying to be clever – it is the art of simplicity that highlights the maker’s ingenious, fundamental 
understanding of weave and allows this panel to illuminate a room. 

The collections at the Crafts Study Centre, UCA are home to some of Britain’s most outstanding modern and historical craft works,
with Amelia Uden’s work for the weave department featured in this collection. The collection highlights her intense, perfectionist

Fig.1.Textile Panel, Amelia Uden 
© Crafts Study Centre, University for the Creative Arts

Drawloom-woven sample, Procion-dyed cotton in geometrical design of red, blue, white and grey, 
plain weave with mercerized cotton brocading. The technique uses independently weighted thick 
ends, woven on a comber-board drawloom using a hand shuttle.  

Amelia Uden, 1980

(T.82.11)

nature and methodical way in which she works. Looking through her sketchbook and scrapbooks the precision she takes in 
everything she does, from dyeing yarns to collecting oddments, is clear to see. Geometric structures were also incredibly 
significant to Uden’s work, from her panels, to her samples, appearing in her use of graph pages as shown in all her notebooks. 

Very little has ever been written about Amelia Uden that is available on the Internet. Information on her as a maker, or her career 
as a teacher at first seemed hard to come by. Through my own research I discovered that she was a free-spirited, passionate, 
intelligent and driven woman. She was a people person; a natural teacher and above all someone I would have loved to have met. 

She grew up in ‘The Garden of England’, on a typical farm in Kent where she was privately educated. Like a sponge, she absorbed 
creative information from her two struggling freelance artistic parents. She moved to Reigate and enrolled at the Redhill School
of Arts and Crafts in 1963 where she was first introduced to weaving. Chelsea School of Art was Uden’s next adventure. It was 
whilst here that she claimed to have “consolidated my instinctive enjoyment of woven textiles”. The first year bestowed Uden 
with an extensive knowledge of Bauhaus design, something for which she referred to as “an experience for which I will always 
be grateful”. This is clearly apparent when looking at my chosen piece. 

Uden was also able to deepen her enthusiasm for colour through the process of yarn dyeing, whilst attending a three-year 
evening class at Chelsea School of Art. It is clearly evident that Uden was a strong-minded fundamentalist, who loved to 
surround herself with an in-depth knowledge of craft, design, making and education. 

To the untrained eye, most would assume Uden’s panel was created using a jacquard loom – a power loom consisting of many 
tiny shuttles called darts instead of a single shuttle. However, it was created in quite the opposite way. 

Woven on a drawloom, which was given to her by Alice Hindson, Uden was able to create a subtle blend of depth of colour, 
characterised with a sharp, striking line. A drawloom allows the weaver to weave many different kinds of patterns, ranging from 
letters and writing, to flowers and intricate shapes and symbols. It does this by having two sets of shafts.

When looking at Hindson’s weaves it is clear that Uden had no interest in the traditional aspects of the drawloom. Instead she
set out to extend her knowledge on the machine, and incredibly reconfigured the loom to make the machine do what she 
wanted it to do. Uden gained her knowledge through diligent research with Dr. Anna Muthesius into the medieval uses of the 
drawloom, which enabled her work to break the rules. Rooted within UCA, Farnham is the belief that a thorough understanding
of the fundamentals is paramount to encouraging one to break the rules. This couldn’t be truer of Uden’s work. 

Uden also had an extensive appreciation of the quality of materials, influenced and guided by her dear friend Ella McLeod. 
Their deep-rooted passion for crafts, making, tools, materials and technique was rooted in everything they did. Uden, instead 
of channeling this into her own work, took it upon herself to express this dedication in her teaching. From what I have gathered 
she gave her life to teaching, therefore this chosen panel is an unknown rarity. 

It is without question that Uden was a natural maker, from making and creating with her nephews to spending fifteen years 
of her life restoring her cottage from start to finish. However, it was not Uden’s intention to be known and celebrated as an 
innovative, dedicated master of craftsmanship or to be an accomplished artist like her peers, such as Peter Collingwood. She 
was instead a gifted communicator, a lively character with a spring in her step, who did the utmost for weave and education. 
It is for many of the above reasons I chose this panel, as I believe it is high time we celebrate Amelia Uden as an inspirational 
maker, teacher, artist and person in her own right. 

Inspired by this spirit, I am inviting you as the audience to step back and allow yourself not to see for looking, but to look with
an understanding of the maker. Understanding the way Uden thought and the way she created, placing the concept into context. 

In response to Uden’s work, I aim to explore and optimize my knowledge of colour, dyeing and pattern. We work with different 
techniques, however using similar mediums. Staying within my comfort zone of dyeing, discharge and stitching I aim to create 
a response piece that highlights the incredible craftsmanship of Amelia Uden’s work. 



                    

Fig.2. A Rebellious Response, Grace Mortlock, 2017.
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CHRISTINA PIDDINGTON

MA Textiles, 2015–17

For this Object Analysis project I was particularly interested in researching objects that relate to my final project The Puppets. 
From the impressive archive of craft objects at the Crafts Study Centre, I have chosen the String Puppet Front End of Pantomime
Horse by William Simmonds (see fig.1.).  What attracted me was the theatrical quality of the puppet, reminiscent of puppets 
I loved as a child, such as Torchy the Battery Boy (Anderson, 1961). The carving and engineered mechanisms display skilled 
design and craftsmanship. Although the cane was tangled, I was delighted to be able to manipulate the strings. I was very 
interested in how the knee joints worked as these have proved a challenge in my own marionettes.  

Puppets are an unusual part of the Crafts Study Centre’s collection. However, because Simmonds was an important early twentieth 

century Cotswold maker and a pioneer in craft, several more of his puppets are also in the archive.  ‘It’s vital that puppets such 

as these are treasured in our institutions where they can be kept safe and shown to the public’. (Hicks-Jenkins, 2013)

Fig.1. String Puppet, Front End of Pantomime Horse, c. 1930s

String puppet, front end of a pantomime horse. articulated joints of wire, movement mechanism, 
black painted cane and strung with waxed thread, carved wooden head covered with calico, ears 
and mane of white kid, trousers made of unbleached calico, sprayed with grey paint.

William Simmonds, embroidery by Eve Simmonds, c.1930’s

(2003.1.16)



Fig.2. Wolfina, Christina Piddington, 2017.

‘Designed, jointed and strung by an engineer, carved by a sculptor, and painted by an artist, William Simmonds was a man of 

many talents’. (Sarsby, 1994) He was born on the 3 March 1876 in Constantinople and at the age of thirteen started to work 

part-time in his father’s architectural office. Evening classes in art led eventually to a local scholarship at the National Art Training 

School (The Royal College of Art), studying under Walter Crane, and to the Royal Academy Painting Schools from 1899 to 1904.

In March 1912 he married Eve Peart. Eve had also studied painting and was an accomplished needlewoman. Later in the same 
year, when his father was dying, Simmonds sat with him for long periods and began to carve puppets ‘for something to do’. 
(Sarsby, 1994).  Simmonds had always loved nature and children, and from his first puppet show, carving and puppetry were to 
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be his most important artistic activities. Eve added her skills in the puppets’ costumes and scenery. Their first show was at a family 
children’s party, and Simmonds’ first puppets were a clown, an old man, a piebald horse and Columbine, a circus girl.

In 1915 Simmonds went to help with the war effort, working on the design of the first tank and, from 1917, on aircraft design. 
One can see the same interest in the mechanics of movement in his large-scale drawings for puppets. After the war, Eve and 
William went to live in Gloucester and the local elite engaged his professional puppeteering skills.  They played regularly at the 
Grafton Theatre in London in the 1920s. In 1930 they entertained the Duke of Westminster’s guests after dinner, and on one 
occasion the audience included Winston Churchill. A review at the time stated that the puppets ‘could convey their miniature 
agony or gaiety’ (Sarsby, 1994).  The Simmondses played before the cream of the Arts and Crafts movement, either at London 
shows or in their homes: May Morris, Emery Walker, St. John Hornby, the Dolmetsches and the Rothensteins were amongst 
their audiences. ‘William and Eve Simmonds made a reality of Morris’s belief that art could be the visible expression of an 
individual’s delight in work and the natural world’ (Arts and Crafts Museum, n.d.)

At the same period in Munich, Paul Klee was also crafting a series of characters from a childhood love of puppets. Between 1916
and 1925 Klee based his glove puppets on the popular Punch and Judy theatre, but later developed his own fantastical characters 
for his son. ‘Klee’s hand puppets are ambiguous creations and this in several respects. On the borderline between artwork and 
toys, they are also products of a dialogue between child and adult, father and son, between Paul and Felix Klee’ (Hopfengart, 
2006:8). Both Klee and Simmonds shared a family tradition of puppetry inspired by the relationship between father and son. 

Puppets have long expressed hidden aspects of the human psyche and have existed in one form or another in nearly every 
culture throughout human history. Simmonds’ pantomime half-man/half-horse inspired me to make a mythological puppet in 
response, Wolfina, that is half-wolf/half-woman. (see fig.2.)  Using wool, leather, feathers, plastic owl eyes and fur, I have 
felted over deer bones to create a character to symbolise the wildish nature of women. ‘So the word wild here is not used in its 
modern pejorative sense, meaning out of control, but in its original sense, which means to live a natural life...The Wild Woman 
archetype sheaths the alpha matrilineal being’. (Estes, 2008:6) Perhaps in this way I can share Simmonds’ playfulness and love 
of the natural world.



DELIA SALTER

MA Textiles, 2016–18

Fig.1. Teabowl, Ogata Kenzan VI (circa 1910)

Tea bowl, stoneware, thrown, brush decoration of plum blossom in black, white and blue.

Ogata Kenzan VI, c. 1910, Japan

Bernard Leach Source Collection

(P.97.61)

This small ceramic bowl was shown at the Crafts Study Centre as part of the exhibition More Academic Choice during the 
autumn of 2016.  Displayed behind glass, it was possible to view it from all angles. The bowl is delicately coloured, a soft 
grey-brown decorated with painted black branches and white blossom, outlined in blue, suggesting a winter palette with the 
promise of coming spring.  

The bowl was made in about 1910 by Japanese potter Urano Shigekichi, also known as Kenzan VI, a title transferred to him 
following a long tradition, which originated with the first Ogata Kenzan (1663-1743), an eminent and innovative potter from 
Kyoto noted for his individuality in design.  

This renowned first Ogata Kenzan, whom Anna Willman (Willman, 2011) suggests ‘rather approached ceramics as an amateur 
with an eye for design’, passed his successful business to his adopted son but, as Richard Wilson (Wilson, 1999) states, there 
is no evidence of any conveyance of document stating formal succession of the master’s title.  It seems that the transference 
of the title of Kenzan was never intended. In fact, makers’ manuals were often sold to interested parties rather than left to an 
accomplished apprentice. So, less formally, the title was ‘variously passed between potters and dilettantes’ says Wilson until it 
reached Urano Shigekichi. 

Bernard Leach, one of the UK’s most eminent potters of the twentieth century and from whose collection this bowl came, 
himself learned the techniques of Japanese pottery from Kenzan VI while visiting Japan in 1911–12. Leach found solace in the 
philosophy and artefacts of Japanese culture, which he felt would ‘exercise a wonderful influence upon the soulless mechanical 
output of Europe.’ (Harrod, 1999:35)  

He had originally gone to Japan to teach etching and perhaps the same could be said of Leach at this time as was said of
Kenzan I by Willman above, that he was ‘an amateur with an eye for design’. He certainly fully embraced the craft of ceramics 
after his initial tuition, and it became the main focus of his artistic life from that time on.  The Crafts Study Centre, to whom 
Leach bequeathed a significant number of his own pots together with over forty items from his source collection also possesses
his archive of diaries, press cuttings, photographs and exhibition catalogues.

Motifs from the natural world are frequently found on Japanese ceramics as in other visual arts and in poetry.  These ideas stem
from traditional Shinto beliefs that appreciate the changes of the seasons and celebrate the beauty of the natural world, whilst
acknowledging the inevitability of time passing; in other words the importance of learning about the cycle of life and man’s 
impermanence in it. This significance of nature was such that ‘in the production of works of art, the natural qualities of constitutive 
materials were given special prominence and understood as integral to whatever total meaning a work professed.’ (Ulak, 2013)

The tea ceremony in which such bowls were used had been practised since the sixteenth century as a means of strengthening 
social connections within the Japanese élite. The ceremony reveres all objects used in this ritual as well as the actions performed 
by both host and guests. This reverence is due in part to the connection of the objects used with their natural heritage.

 ‘When presented with a bowl of tea, a guest will notice and reflect upon the warmth of the bowl and the color of  
 the bright green matcha against the clay before he begins to drink. The ceramics used in this context—tea bowls,  
 water jars, flower vases, tea caddies, and so forth—are functional tools valued for their practicality as well as artworks  
 admired for their aesthetic qualities’, says Anna Willman (Willman, 2011)

The ritual of the tea ceremony suggests a situation where formalities are observed and repeated but beyond these formalities 
the action of drinking tea is one in which a warm refreshing drink is simply enjoyed. For me it is the tactile qualities suggested 
by the size, shape and texture of this small bowl that are particularly appealing.  It is an object that can be held comfortably 
within the cupping of the hands. And how much more comfortable would this be to hold when filled with a warm, scented and 
appetising drink?

Hence, for me, the particular shape and size of this plum blossom tea bowl have connotations of warmth and well-being. 
And it is this that stimulated my response to make a bowl from felt. The texture of felt equally captures the feeling of comfort 
brought about by holding an object that fits the space of cupped hands and its inherent warmth echoes my initial reaction to 
viewing the plum blossom tea bowl.

The felt bowl is made from British wool fleece that has been carded, felted and shaped. The wool is coloured with natural dyes 
(ivy leaves plus iron for the bowl itself: madder, sappan root and buckthorn berries for the decoration). The fruit and stems 
have been needle-felted on to the bowl’s surface. Insofar as plum blossom is a common and popular Japanese symbol of 
Spring, so is the apple similarly seen as a symbol of English summer.



Fig.2. Felted bowl coloured with natural dyes, Delia Salter, 2017.
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SUSAN STRINGFELLOW

MA Textiles, 2016–18

I am fascinated by this bag as the stitching is so neat that I questioned whether it had been constructed using a sewing machine.
The stitching around the edge of the embroidered front panel of the bag looks like it could have been couched – this is where 
one uses a thicker piece of thread that is then sewn over with finer thread using a sewing machine. In the end, I settled on the 
idea that it is all hand stitched, as the embroidery stitches are the same size as the ones on the seams. This is impressive as one
needs very good eyesight and good lighting, and discipline to produce this consistency of stich. The embroidered stars and 
triangular shapes on the front of the bag are in various reds and yellow silks, whilst the drawstring of the bag is made from 
various green silk threads. The inner dividing fabric, that allows the bag to have two sections, is made of natural linen, not 
dyed at all. The lining of the bag is a different sort of silk to the outside, but is also not dyed.

Dorothy Larcher started out as a painter studying at the Hornsey School of Art, and later taught there. She went on to document
Buddhist frescoes in India with artist Lady Christiana Herringham, to whom she was companion as well as collaborator. She 
remained in India for a decade, during which time she learnt Indian block printing. This led to her collaborative work with Phyllis 

Fig.1. The Embroidered Bag, Dorothy Larcher, (1920s/early 1930s) 
© Crafts Study Centre, University for the Creative Arts.

Hand-stitched drawstring bag made from raw silk, hand embroidered with red, yellow and green 
coloured silks and lined with a gusset. 

Dorothy Larcher, 1920’s / early 1930’s

(T.85.2)



Barron, a hand block printer herself, after they met through a mutual friend, embroiderer Eve Simmonds. Their collaboration
led to the establishment of the hand block printing movement. The two women set up in business together, first living in 
Hampstead, London and then in Painswick in Gloucestershire. They had different styles of printing to each other, with Phyllis 
using more geometrical patterns whilst Dorothy preferred patterns that reflected nature.                                                                                 

Dorothy had been embroidering alongside printing it seems, as the Crafts Study Centre in Farnham has a rectangular purse made
by her. This purse is made from raw silk which has been printed onto, with a positive block print of vertical stripes and zigzags 
in browns. It has then been embroidered with silk threads around the edges, and then vertically down the centre in reds, purples,
green and yellow silk. It has a flap that is fastened with two round glass buttons and the bag itself measures 10 cm by 14 cm. 
It was created during Dorothy’s time in Painswick. The block printing is geometrical suggesting that it could have been done by
Phyllis, with Dorothy just doing the embroidery, but it is also possible that Dorothy may have ventured into printing geometrically.

Fig.2 Drawstring Bag, Dorothy Larcher, (1920s/early 1930s)          Fig.3. Rectangular Purse, Dorothy Larcher, (1920s/early 1930s) 
© Crafts Study Centre, University for the Creative Arts.          © Crafts Study Centre, University for the Creative Arts.

I am impressed by how Dorothy and Phyllis, along with a circle of friends, have had a large influence on the craft movement. As 
well as being noted for her print work with Phyllis, Dorothy has played an important part in keeping the tradition of embroidery 
alive. She was already working in embroidery when an educational charity ‘The Embroiderers Guild’ was established in 1906. 
This, as Lanto Synge notes in his book Art of Embroidery, was set up ‘to promote the craft to the highest possible standards’ 
(Synge, 2001:324). This desire to promote embroidery to a recognised art form, and to give it value, possibly came in the wake 
of the work of William Morris, who had had a great influence in the world of textiles in the mid to late 1800s.

Returning to the embroidered silk bag created by Dorothy, I note that it features no print or dye at all. This has not lessened 
my love of it as I like three-dimensional created objects, especially in fabric, or involving fabric. In this case the simplicity of 
the piece is even more pleasing to me because it doesn’t have printed colour, and I prefer it to the rectangular bag, which 
has both printed geometrical shapes and stitch. My response to this work is to make something that celebrates the work of 
people at home who quietly experiment with materials and techniques, often resulting in ‘happy accidents’, that can in turn 
lead to something new and significant. After all, if we didn’t have these pioneers and experimenters throughout history nothing 
would have ever been invented or discovered. I plan to make an embroidered pincushion in silk as many households have a 
pincushion somewhere as it is an essential part of any sewing box, and is used almost daily by myself as an embroiderer, as it 
would probably have been by Dorothy.

Fig.4. Pincushion – Hand Embroidered on Silk, Susan Stringfellow, 2017.
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KENDALL WYATT-CLARKE

MA Textiles, 2016–18

Double cloth (Jacquard woven), overspun white and elastic yarn, normal twist black yarn, 
machine woven. 

Junichi Arai, 1984, 

Japan

Collingwood Ethnographic Collection

(2009.22.607)

‘We cannot fulfill the needs of people today by mere nostalgia. We must understand the desires of the modern spirit so we can 
create a truly appropriate contemporary fabric.’  Junichi Arai (Sutton, 1989)

Fig.1. Sample of cloth, black and natural, cotton and elastic, Junichi Arai 
© Crafts Study Centre, University for the Creative Arts

This sample of cloth is cut from a larger production piece of double cloth designed by Junichi Arai (1932–), the renowned 
Japanese textile artist who has been described as ‘probably the world’s greatest weaver.’ (Harrod, 2016) It is typical of the 
innovative elasticated Jacquard-woven double cloths which Arai’s textile company Nuno was producing in the 1980s and which 
made its name (Parry-Williams, 2009). Nuno products often blurred the boundaries between industry, craft and art production, and 

 

 ‘incorporated architectural principles into tactile fabrics by reinterpreting textile construction as an expression of   
 volume, voids and three-dimensional structures.’ (Quinn, 2005)

Double cloth is a complex weave structure whereby two warps are woven simultaneously to produce two separate, but 
interlaced, pieces of cloth, with two very different faces. The alternation of black-and-white vertical warp threads here produces
one predominantly black side, with white dominant on the reverse. The sample has been woven with an elastic and high-twist 
yarn in the warp, along with the ‘normal’ black cotton yarn.  The elastic yarn is stretched taut while the warp is under tension 
on the loom, but relaxes once removed causing the fabric to pleat. Sections of the cloth have been left unwoven which allows 
the high-twist warp yarn to ‘escape’, creating unruly and exuberant curls and kinks, adding to the interest and character of the 
final cloth. The denseness of such a small piece is surprising – the combination of yarns and the double-cloth structure creates 
a padded or quilted softness, and an interesting contrast to the starkness of the black-and-white design. The worn, almost 
unfinished appearance of the cloth, with its frayed edges and uncontrolled spirals of yarn, is deceptive and belies the skill 
needed to produce such an apparently informal look.

This weave design illustrates Arai’s experimental approach to materials and intelligence in combining these with weave 
structures to produce fabrics that hadn’t been seen before, much less produced industrially. Many of his innovations came 
about through exploiting the natural properties of yarns, and putting them together in unusual combinations, which caused 
differential shrinkage, and consequently exciting three-dimensional cloth. His use of high-tech factory processes to create 
new yarns and fabric treatments helped put Japan at the forefront of advanced textile production. Other examples of Arai’s 
invention in the Crafts Study Centre collection include a hologram and fiberglass cloth with a mirror yarn on the face and 
polyester on the reverse, and an exhibition poster made from polyester and aluminium ‘melt-off’1 yarn, one of the most 
famous of his more than thirty-six patented processes.

Fig.2. Poster, aluminium and polyester melt-off yarn and other fibres, Junichi Arai 
© Crafts Study Centre, University for the Creative Arts



Arai’s pioneering textile work coincided with the success of Japanese designers such as Issey Miyake and Rei Kawakubo in the 
1980s fashion world and their collaboration in fact changed the relationship between ‘textile planner’ and fashion designer. 
The fashion designer no longer looked for suitable fabrics once their design process was complete: instead their pieces were 
made around the latest creations of the textile designers.

That Arai gifted samples of his work to Peter Collingwood (now part of the World Collection of some 730 items acquired by 
the Crafts Study Centre in 2009) is testament to a long association between the two leading exponents of the art of weaving. 
Their friendship was based on shared interests and approaches, and admiration and respect for each other’s work. Peter 
Collingwood observed ‘structure can become a consuming interest; sometimes I just had to acquire something so I could 
decipher its puzzling technique’. (Collingwood, 1987) He noted a similar curiosity in Arai 

 ‘Like me he is a structuralist; he loves to invent and often does the seemingly impossible in weaving, both by hand  
 and by machine’. (Collingwood, 1996)   

Yet neither saw technical proficiency as the totality of making good work.  Arai has stated that he is ‘more interested in art than 
making fabrics’ (Louie, 1990) and that the weaver carries ‘the responsibility for beauty’. (Sutton, 1989) His textiles demonstrate 
that he is an artist as well as an inventor. Similarly, Peter Collingwood identified with the ‘artist weaver’ rather than the 
‘craftsman weaver’. (Harrod, 2016) Having been trained by Ethel Mairet and Alastair Morton, two weavers who valued design 
as much as technical skill, Collingwood felt that the maker should be ‘alive to contemporary trends in fashion, decoration, 
painting and all the arts’. (Harrod, 2016)

Arai’s work, though contemporary and futuristic, grows out of an interest in the past. Like Collingwood, he has gathered a 
collection of ethnographic cultural artefacts from his travels around the world that has served as a source of inspiration in his 
avant-garde professional work. Such an appreciation of traditions and techniques supports his understanding that cloth and 
textiles are not simply functional items, but have a resonance for and importance in the societies that create and use them. 
Textiles often elicit an emotional response. This is perhaps why he warns ‘there is a danger with modern textiles that too much 
reliance on technology and minimal emphasis on manual work will result in a product with no merit’. (Arai, 2000)  And why 
in his own work we are always aware of the creative achievements of the hand and mind of the maker. ‘The human hand and 
technology must not be separated’. (Arai, 2000)

My response piece is a hand-woven book of fabric samples referencing Arai’s textile designs. The format of the sample design 
book, which are made by manufacturers to show to prospective clients, links to the commercial production of Arai’s cloth 
(it was factory-made rather than hand-woven). The samples are ordered so that they highlight aspects of structure, texture 
and material in his work. The book itself is woven in one piece from paper yarn using a four-layer weave structure, and the 
individual samples use a combination of ‘active’ and non-active yarns in a variety of different weave structures in both single 
and multiple-layer cloths. The hand-woven nature of my piece corresponds to Japanese ‘stripe books’, shimacho, which were 
made at a domestic level by home weavers as a record of the cloth they had made.

Fig.3. Woven Sample Book, Kendall Wyatt-Clarke, 2017.

NOTES

1 ‘Melt-off’ is a similar process to dévorée in that metal is dissolved or melted off selected areas of a metallic or lamé fabric. It 
is most effective when used with a film-slit yarn because of the greater transparency that results when the metal is dissolved.
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THE DISPLAY : STORIES IN THE MAKING EXHIBITION 2016-2017

String puppet, front end of a pantomime horse, articulated joints of wire, movement mechanism, black painted cane 
and strung with waxed thread, carved wooden head covered with calico, ears and mane of white kid, trousers made 
of unbleached calico, sprayed with grey paint.

William Simmonds, embroidery by Eve Simmonds, c.1930s

(2003.1.16)

Response piece:

Wolfina.

Christina Piddington, 2017.

Multi-coloured and monochrome handwoven silk belts, ikat-dyed warp, acid dyes

150cm (l) x 15.5 (w) and 150 (l) x 10cm (w) 

Mary Restieaux, 1985

Two of seven belts by Mary Restieaux gifted to the Crafts Study Centre by the British Council

(2006.20.111 and 2006.20.112) 

Response piece:

Hand-woven ikat wall hanging. Woven from 2/60nm spun silk (20 ends per cm) and dyed with acid dyes.

Kate-Lucy Cottam, 2017.

Woven woman’s belt (possibly tablet or ply-split), elaborate applique decoration in centre, beaded ends and metal fastener 

170cm (l) x 7.8cm (w)

Unknown maker, late 19th/early 20th century

Bosnia/Croatia

Ethel Mairet Source Colection

(2004.202.46) 

Response piece:

Bound and Stitched Piece, mixed fibre yarns, cloth and rope, wrapped, bound and stitched. 

Tara Kennedy, April 2017.

Knitted Sea Shell Cowl, smoke-coloured Nylon Monofilament, sea shells, small pebbles and gemstones

Susie Freeman, 1985

Gifted to the Crafts Study Centre by the British Council 

(2006.20.97)

Response piece:

Trapped.

Fisherman’s sweater.

Jennifer Jones, 2017. 

Drawloom-woven sample, Procion-dyed cotton in geometrical design of red, blue, white and grey, plain weave with 
mercerized cotton brocading.  The technique uses independently weighted thick ends, woven on a comber-board 
drawloom using a hand shuttle.

Amelia Uden, 1980

(T.82.11)

Response piece: 

A Rebellious response. Linen, wool yarn and cotton thread. Screen printed with Procion paste, embroidered with acid-
dyed wool, and machine stitched.

Grace Mortlock, 2017.

Porcelain Bowl, thrown, dolomite glaze with tin copper overall and a manganese copper rim

Lucie Rie, 1975

LR seal impressed on foot

(P.76.3)

Response piece:

Inspired.

Slip cast in porcelain with manganese copper rim.

Colleen Hillman, January 2017.

Double cloth (Jacquard woven), overspun white and elastic yarn, normal twist black yarn, machine woven

Junichi Arai, 1984, Japan

Collingwood Ethnographic Collection

(2009:22.607)

Response piece:

Woven Sample Book. Hand-woven quadruple weave book in paper yarn with hand-woven samples in a variety of 
active and passive yarns, and single and multiple layer weave structures.

Kendall Wyatt-Clarke, 2017.

Japanese basket with shoulder handle, made from root of Adan and using weft twining technique 

Unknown maker, late 20th/early 21st century

Ishigaki Island, Okinawa, Japan

(2009.22.19)    

                                

Response piece:

Packed lunch basket made from the yellow Iris, or lever (Iris pseudacorus) using weft-twining techniques
in the style of the Japanese basket (2009.22.19) in the Peter Collingwood Ethnographic Collection. 

Annette Mills, 2017.

Small cut-sided bowl, reduced stoneware, grey-blue box ash glaze with iron splash (glaze recipe: Ash 2, K Fel 2, Kao S1 
1, B S1 1 (Pl))

Katharine Pleydell-Bouverie, 1937

KPB seal, VII MOI, 116, 1937 on foot

(P.74.141) 



Drawstring bag, made from raw silk, lined with a gusset, hand-embroidered with coloured silks in reds and yellow and 
drawstring greens, handstitched throughout

Dorothy Larcher, 1920s/early 1930s.

(T.85.2)

Response piece:

Pincushion – Hand Embroidered on Silk.

Susan Stringfellow, 2017.

Tea bowl, stoneware, thrown, brush decoration of plum blossom in black, white and blue

Ogata Kenzan VI, c. 1910, Japan

Bernard Leach Source Collection

(P.79.61)

Response piece:

Felted bowl. Made from British wool fleece, carded, felted and shaped. Needle-felted decoration. Coloured with 
natural dyes – ivy leaves plus iron for the bowl itself; madder, sappan root and buckthorn berries for the decoration.

Delia Salter, 2017.

Fold-out page from a diary, 26 days and 25 nights of summer. The main passage is in formal black handwriting, with 
side notes and headings in formal red italic. The Diary of which there are 77 page is bound in dark brown leather

24.5(w) x 30(h) cm (bound size, closed)

Irene (Sutton) Wellington, 1934

(C.84.29)

Response piece:

Truth of the Thing.

Grid system of incised white earthenware tiles, overlay of white/black slip, brush marks and underglaze.

Steven Edwards, April 2017.

Handwoven silk scarf with different twill structures used in bands which, once finished, creates a collapsed wavy 
movement.  One side has landscape colours of green hues pinstriped down the centre of each section, whilst the 
other has hues of blues creating the same effect.

173.5cm (l) x 39.5cm (w)

One of four prototype designs commissioned by the Tate’s for its Turner Landscape series. The limited edition 
machine-woven scarves were retailed in 2010

Makeba Lewis, 2008

(2013.11.8.1)

Response piece:

Hand-built textured white porcelain clay, bisque-fired, painted and glazed and refired to 1000°. Painted with gold 
lustre and then a final firing at 700°.

Polly Heatley, 2017




