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Introduction






INTRODUCTION

In this thesis I intend to examine the use of ‘Words’ and ‘Printed imagery’ in
contemporary British Ceramics. Many ceramic makers cross boundaries in their work.
Many makers experiment with forms of communication using clay as a medium. Industry
has exploited print processes on ceramics for hundreds of years. In the past, Industry
aimed to bring inexpensive decorated wares which were easily accessible to the masses.

“Hand-made or thrown ware meant that those working in the ceramic field who

were not throwers or hand builders of ‘forms’ and who had dipped into industrial

processes were in the past viewed as mavericks, sometimes with downright

hostility. At the same time, they were seen by others as working in some strange

little backwater, irrelevant both to the fine arts and industry.”"
Contemporary ceramics presents an abundance of makers whose work does not fit
comfortably into traditional, firmly defined areas. Makers move in and out of the
application of ceramic printing techniques, depending on which particular surface effect
they want to achieve. Words juxtaposed with images are increasingly being applied to
contemporary ceramic surfaces. Words and images enable ceramists to express a direct and
informative meaning. The use of words on ceramic surface has gained momentum in
British ceramics over the last decade.

In order to explore this vast growing area in ceramics, [ have intentionally chosen
three very different artist-makers-Glenys Barton, Paul Scott and Philip Eglin. These
diverse practitioners have one primary element in common: print. They have all

incorporated printing techniques onto their ceramic works at various stages in their artistic

careers. They use clay as their expressive medium.

! Scott Paul, Bennett Terry: Hot off the Press-Ceramics and Print, Bellew Publishing, London, 1996, p9.






Glenys Barton is a graduate from the Royal College of Art in London. She studied
ceramics there from 1968 to 1971. The influence of Bernard Leach, a pioneer of studio
ceramics, was still strong in the 1970’s. At this time Barton made a serious challenge to
traditional ‘craft’ ceramics. Barton is a sculptor using clay as her medium. In 1976 she
accepted a year’s residency to work as an artist on the factory floor at Wedgwood. Barton
used industrial casting processes and developed lithographic and screen-printed transfers to
a high standard. She used bone china to produce her sculptural work. These industrial
procedures did not follow the traditional craft ethos. On completing her year at Wedgwood,
and producing an impressive body of work, Barton decided that it amounted to a ‘dead’
end. Her work has been very different to date. Barton now hand-builds life-size heads and
portraits with earthenware clay. She has completely abandoned the use of printed imagery

in her ceramic work.

Paul Scott trained to be an art teacher at St. Martin’s College in Lancaster in the
1970’s. While studying, he fell out with the painting tutor, and vowed to paint in the
ceramics department. Scott was strongly influenced by ceramic tutor, Barry Gregson, who
said that “anything was possible with clay.” Scott is a painter or printmaker using ceramic
as his main medium. This approach has in the past been viewed with some distaste by the
Craft Pottery movement. Scott is not interested in conforming to preconceptions of what

ceramics should be about. Paul Scott is the author of ‘Ceramics and Print’,(1994) the first

book to be written on printing techniques used in contemporary ceramics. He was the

Editor and curator of ‘Hot off the Press’ Ceramics and Print, (1996) and co-curator of

2 Scott Paul, email interview 1999






‘Glazed Expressions’, an exhibition of contemporary ceramics and the written word in
1998. He is currently writing a new book, which examines the area of printed and painted
ceramics in some depth. His written and ceramic work is catalytic. Scott proposes an
alternative version of ceramic history, one where form and function are not dominant, but
where the development of the ceramic surface is the prime concern. Scott uses ceramic

surfaces to voice intelligently political and environmental concerns.

Philip Eglin completed a post-graduate course in ceramics at the Royal College of
Art in 1983. His work is mainly figurative. Eglin considers himself as an artist-potter and
he refers to his figures as ‘vessels’. Eglin employs printed imagery and word depending on
the particular surface he wants to achieve. Eglin has a vast range of influences, old and
new. He makes connections between fine art and the decorative. He layers printed
imagery on the surface of his ceramic plates, figures and buckets. Eglin’s application of
ceramic oxides is executed like that of a modern painter. His use of daubed words call to

mind the graffiti and vandalism which surround us in contemporary society.

I will outline the use of printed imagery in their work. Scott and Eglin apply words
and printed imagery to the surface of their work. Barton chose to work with printed images
solely in her early work. She now has abandoned the use of printed imagery. An insight
into their influences, techniques and artistic endeavours expressed through their chosen
medium of clay will be explored. I hope to reveal that, by crossing boundaries into other

artistic disciplines, the relevance of ceramic art can be increased.






Chapter 1
Words and Images



Chapter 1 - Word and Printed Image

Words have occupied the fields of modern art with common ease. The use of words
in art is not a new phenomenon. There have been relatively few periods in the history of art
when texts were out of place with images of words. Twentieth-century art has granted the
written word “free entry into images once again’. The written word is clearly evident in
Byzantine, Medieval and even Renaissance art', The illuminated capitals of Medieval
manuscripts provide a rich example of the combination of image and text. However, the
use of words as a narrative in painting became much less frequent after the Renaissance.

The twentieth century has seen a strong re-appearance of the use of the word and
image and its useful ambiguity, where many meanings can be drawn. Around 1912,
Picasso and Braque included words or portions of words in their paintings and collages. In
their early work, words acted as abstract symbols and referents to the real world. It is
evident that even for the Cubists the use of words with images was already packed with
paradox. Which was more “real”-the word or image?

The Dadaists built on the Cubists use of words with specific political intent. They

used the juxtaposition of the visual and verbal to heighten the potential of meaning.

3 Gombrich, E.H, ‘Image and Word in 20" Century Art’ Word Aand Image, Vol, No.3 September 1985
These include the inscribed mosaics of S.Vitale, Ravenna, the text-rich Bayeux Tapestry, and Jan Van Eyck’s
famous ‘Giovanni Arolfini and His Bride’ (where the words ‘Johannes de Eyck fuit hic’ are written above
the mirror in the background.)

* These include the inscribed mosaics of S.Vitale, Ravenna, the text-rich Bayeux Tapestry, and Jan Van
Eyck’s famous ‘Giovanni Arnolfini and His Bride’ (where the words ‘Johannes de Eyck fuit hic’ are written
above the mirror in the background.)






However it was not until Surrealist movement of the 1920’s and 1930’s that the multiple
implications of word and imagery were fully exploited

In the 1950’s Picasso’s use of print on clay as another creative medium was
important in giving validity to the medium in the eyes of the art establishment. Picasso
produced hundreds of ceramic works. He printed from lino-cuts and carved plaster. He
further developed the fine artist’s exploration of print onto a new medium.

In the Sixties, ‘Pop Art’ used words from popular printed material and mass
produced commodities. In America, craft and fine art practices have been more integrated,
the use of words in ceramics being common from the Pop era on. In the late Sixties, Robert
Arneson began to develop his ceramic work away from standard utilitarian forms. Arneson
consistently explored word and image in his sculptural ceramics from the early sixties to
the early Nineties. Arneson pioneered many of the approaches which now preoccupy
contemporary ceramics. These approaches include the use of imprinted and graffitied
words. In these investigations of ambiguity and paradox in materials, a running
commentary on political campaigning and subversive texts was explored. Arneson’s work
began to take on an autobiographical flavour.

In the 1970’s, feminist and political art used controversial words and rebellious
imagery to convey their ideas. Words continued to be used in art throughout the 1980’s
and 1990’s. It is not surprising that the extensive use of words in fine art has had an impact
on ceramics.

It may be considered that ceramics has responded too late to the phenomenal use of
the juxtaposition of word and image, a technique which has been incorporated into fine art
over the last four decades. Arguably the earliest piece of the written word on clay was a

small clay tablet found in Sumeria dating from ¢.2000BC. It is covered with cuneiform






writing relating to copper, silver, cloth and tools. This clay tablet was used as a means to
record documentary or narrative texts. From this example alone, it is evident that words
inscribed or printed onto ceramics have played an important role in history.

The effect of the Bernard Leach tradition which has had such a strict hold on post
First World War ceramics in Europe is now being constantly challenged. Leach put strict

emphasis on the importance of the harmony of form and function. In A Potter’s Book,

Bernard Leach wrote “well painted pots have a beauty of expression greater than pottery

decorated with engraved transfers, stencils or rubber stamps.”

Leach refers to stamp
printing as “vulgar patterns” and the effects they achieve he thought “deplorable”. It is
evident that the development of print on ceramics was seen as a negative thing. Leach
emphasised the importance of the handmade ethos and dismissed industrial processes.

Print processes have been exploited by industry for hundreds of years. With the aim
of making decorative wares available to the masses. Throughout the latter part of
nineteenth and early part of the twentieth century, much ceramic sanitaryware — lavatory
bowls, sinks etc, were highly decorated with copperplate engraved transfers. Most
utilitarian containers were made from ceramics; these containers stored anything from beer,
toothpaste, to fish-paste. The lids of the containers were often elaborately decorated with
printed transfers displaying the properties of their contents. Monochromatic and
polychromatic prints were used, whose quality and depth of colour is still astounding today.
These were produced mainly by the Staffordshire firm of F.R Pratt in the 1850’s, the

technique of multi-colour underglaze printing having been pioneered by the firm.

Ii is evident that throughout ceramic history there has been an insistence on the

% Scott Paul, Ceramics and Print, A&C Publishing, London, p9






application of form and function. In her essay ‘Words and the Ceramic Surface’ for the

catalogue to the Glazed Expressions exhibition in 1998, Dr.Stephanie Brown writes about

past beliefs and the use of words and printed imagery on ceramic surface.

“Words and printed imagery are seemingly at odds with the refined aesthetics,
specialised technical skills and forging of personal visual vocabularies expected of
the serious ceramist.”®
It is evident that traditionalists viewed the inclusion of words and printed imagery in

studio ceramics as a corruption of their ideologies. This inclusion opposed the importance
of the harmony of form and function. As a result, ceramic surface has been a secondary
consideration. The importance placed on form and function has demoted painting or
printing on ceramic surface to be considered merely as decoration.

Priority was given to the harmony of form and function; the expressive touch, rather
than the expressive thought, has long controlled the language of studio ceramics’. Words
were an irrelevant part of the potter’s language. This is because in the past words were
only used on mass-produced souvenirs and commemorative wares such as Puzzle Jugs®,
teapots, ceramic beakers, and plates. Important historical events, royal family scandals, and
political events were advertised on ceramics in the early nineteenth century. At that time
ceramic wares were used to sway public opinions.

Ceramists today have realised that good surface decoration can amplify the aesthetic

range and depth of a piece of art whether ceramic, china or glass. Surface decoration can

¢ Brown Stephanie, Glazed Expressions : Contemporary Ceramics and the Written Word, Catalogue
published by the Orleans House Gallery, Twickenham, London 1998

"ibid

® This includes a Puzzle Jug made by Issac Trotier in Sommerset, dated 1816. The inscription follows: “When
this you see pray think on mee and bear it in your mind for [ am fill times at your house speak By mee as you
find except this geft my dear from mee. (Jean Rose 1816






display the inner meaning of a piece of work. Over the last decade in Britain, ceramists
have combined word and printed imagery on ceramic surfaces in order to express ideas
which depend on the precise combination of word and image. Decorative ceramic surfaces
are no longer purely commemorative. Ceramists now paint and print freely written words
and images to explore their ideas. Words and printed images are expressively used on
contemporary ceramics to give ceramics more meaning. It is important that something new
and interesting is asserted. In the past, moral issues and politics were expressed on the
ceramic surface. Strong examples from English history would be the Staffordshire figures
of ‘Popery’ and ‘Protestantism’. The message:

“He that committieth his conscience to the keeping of another is no longer a free

man. Freedom of conscience and freedom of thought are essential to the freedom of

man. Therefore a nation of Catholics is a nation of slaves.”

Today this message is obscure. Moral issues have ceased to be a fashion in
ceramics, although politics are still a popular subject. The use of print enables ceramists to
respond quickly to news events. The application of text rather than visuals alone allows
ceramics to have a more literal voice, to convey opinions about contemporary society.
Most makers of ceramics do not fit comfortably into the tightly defined areas of craft

tradition. There are a sizeable number of people moving in and out of using printing

techniques as a process to suit work of a particular time or purpose.

? Popery, earthenware clay, decoration printed underglaze and painted overglaze, made in Staffordshire, 1851.






Chapter 2
Glenys Barton






CHAPTER 2 : GLENYS BARTON.

Glenys Barton was born in 1935 in Stoke-on-Trent. She began her career by
training to be a teacher in Bristol, and treated this training as an art school. Barton
concentrated on developing throwing skills. Barton taught at Risinghill, a tough London
comprehensive school for eighteen months, but abandoned it and took up a post as a
potter’s assistant at the Institute of Education at London University. A visiting tutor from
the Royal College of Art accidentally saw Barton’s drawings and encouraged her to apply.
Barton was accepted at the Royal College of Art, where she began her studies in ceramics
in 1968.

As a student, Barton wanted to pursue a career in industrial ceramic design. She
designed a range of domestic wares for Habitat. This range was accepted and put into
production. At that time Habitat was pioneering new attitudes towards the British domestic
environment. Half way through college, Barton Qecided that she could not accept the
compromises which a career in industrial design would entail, with the importance of profit
and the restriction on imagination which seemed characteristic of some of the commercial
manufacturers she came in contact with. At that time, her tutors Eduardo Paolozzi and the
late Hans Coper influenced her decision to return to individual work. However, she found
it impossible to return to her earlier method of working: “After making precise models, I
couldn’t go back to using clay as I had used it before.” ® Barton was strongly influenced by

American Minimal art. In 1973 an exhibition ‘The Art of the Real’ held at the Tate

 Flowers Adrian, Gibson Robin, Lucie-Smith Edward, Glenys Barton, Great Britain, Momentum, 1997
pl4,15



Fig.1 Glenys Barton, .Graphic Permutations 1 No.1 1972, bone china,

10.5x10.5x10.5cms.
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Fig.1 Glenys Barton, .Graphic Permutations 1 No.1 1972, bone china,
10.5x10.5x10.5cms.



Gallery, which explored this new trend, had an impact on her. She identified with the
“direct, powerful simplicity of the sculptural objects,”® Architecture also influenced her
work at this time, such as the IBM headquarters in Portsmouth, which is like “a black glass
slab, solid yet elusive.” She was also influenced by the solid mass of Arne Jacobsen’s
Bank of Denmark in Copenhagen. Barton compared these buildings to contemporary
projects of the French neo-classical architects Boulee and Ledoux. She felt that “The Neo-
classicists, longed for extreme purity and simplicity, yet wanted to arouse emotion through
the use of expressive forms.” Barton wanted to achieve similar purity and simplicity in her
forms. She also wanted to stimulate emotion. Barton did dance training while she was at
college in Bristol. She recalls:

“Dance was for a long time my most vivid artistic experience. It can be so

spontaneously creative: the image and the feeling so close and so controlled, one’s

own body diminutive, moving in a void.”"!

Barton completed her studies at the Royal College of Artin 1971. She moved to St.
Pancras studio which was small and cramped, which she shared with life-long friend
Jacqueline Poncelet. Barton’.s sculptures were extremely precise. Her work was
geometrical in shape and pattern. The use of geometric surface pattern is displayed in her

piece entitled ‘Graphic Permutations 1’ No.1(fig.1) made in 1972, this piece is cast from

bone china. The cramped studio provided most unpromising surroundings for this precise
work. Around 1973 a craft revival was taking place in British ceramics. Barton became

identified at this time, and in 1973 was included in a major survey show-

19 ibid p15.
1 Glenys Barton, ‘A Search for Order’, Ceramic Review, No34, 1975.
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Fig,2. Glenys Barton, Life Diagram I/II/IIl 1977, bone china,24.2cms diameter.
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‘The Craftsman’s Art’,’ held at the Victoria and Albert Museum and in ‘Aspects of British

Crafts.’ held at the Royal Scottish Museum in the same year. Although Barton participated

in these exhibitions, she always resisted the identification with craft. Although, clay is
primarily a medium for her sculpture work, her sculpture forms embodied abstract ideas:
about isolation, about loneliness, about man’s relationship to his environment.

Barton often feels that she has been “disadvantaged, and ignored by critics”"
because her chosen medium is clay, which is directly associated with the world of craft.
Barton’s fanatical concern for precision in her work distinguishes her from the craft potter
who happily accepts ‘accidental’ effects. As a student, Barton reacted against British
pottery traditions. Rivalry between ceramic students about the integration of industrial
techniques was common. Regardless of this, Barton carried on using bone china.

Barton’s small-scale work in bone china, which she made in St. Pancras studio, led
directly to her next phrase. In 1977 Barton was invited to spend a year’s residency at
Wedgwood. She made a serious challenge to English ‘craft traditions’ when she accepted
the residency at Wedgwood. Barton’s work had already ridiculed many of the fundamental
laws of the British craft pottery tradition that Bernard Leach had done so much to initiate.
Leach’s influence was still strong in the1970’s. Unlike his, her work was extreme in
precision. Her aims at that time coincided almost exactly with those pursued by the firm of
Wedgwood. These aims included a concept so thoroughly worked out, that the result was
predictable before the piece was ever formed. Barton’s work divided into three groups:
wall pieces, phrenologists heads and the male nude. The wall pieces were flat discs with
relief and transfer-printed imagery, an example being’ Life Diagram I/I/II1’(fig.2) 24.2cms

diameter. The Phrenologists heads were sectioned or divided to reveal relief patterns or

13 Flowers Adrian, Gibson Robin, Lucie-Smith Edward, Glenys Barton, Great Britain, Momentum, 1997 p17
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Fig.3.Glenys Barton, Time at Yagul, 1977, bone china, height 17.4cms.



transfer printed imagery. Circular discs supported the freestanding figure of the male nude.
Barton’s main subject was the male nude on a small scale. Space and spatial relationships
are essentially what her work at this time was about. Barton places her figure within an
arena. There is a constant awareness of space. Barton writes:
“For the dancer, territory is the area within which he or she dances- the distance
which can be covered by so many steps or leaps, the centre to which the dancer
must return before starting to elaborate another pattern.”"*
Barton placed her figures on bases or plaques. This directly expresses an arena of

space. She applied commercial transfers to the surface of her work at this time. In the

piece entitled ‘Time at Yagul,’(fig.3)_1977,which is 17.4cm high Barton placed a cast

figure of the male nude in front of three monoliths cast and pressed with photolithographic
transfers of clouds. The material she used at Wedgwood was bone china. In ‘A Potter’s

Book’ Leach writes:

“Western potters from the early days of industry, and especially in making
porcelain, have travelled further and further away from the natural conception of
clay towards an ideal of over-refined mixtures which are aptly called pastes.”"”

Leach dismissed industrial process used in the making of craft. In regard to this, Barton
had no hesitations in exploiting the extreme whiteness and translucency of bone china. This
collaboration of an individual artist and an industrial firm was not new. Wedgwood
produced a limited edition of plates with silk-screened decoration based on the graphic
work of Eduardo Paolozzi in 1972. Paolozzi’s plates presented images of the machine age.
He used bright colours reflecting the urban environment, the age of space travel and high

technology.

4 Lucie-Smith Edward and John Mallet, ‘Glenys Barton at Wegwood’, Victoria & Albert Museum, London,
1977.
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Fig.4.Glenys Barton, Sky Plateau 2, 1976/77, bone china 25cms diameter.



Not all makers belong to a definable area at any point in their artistic career. This is
evident in Barton’s ceramic work, although her work at Wedgwood marks a significant
point in the use of print and industrial processes in ceramics.

Barton had to establish a working relationship at the large established factory.
With the help of the skilled workers, she revived the craft of cast-pressing which was
needed to produce an absolutely flat disk of bone china, 37.5 cm in diameter and 1.5¢cm
thick, when fired. She pushed the technique of screen-printing to its limits. Each piece
consisted of components, which were cast-pressed in bone china. Most of the large bases
were solid slabs of bone china. Some pieces were unglazed, some only partially glazed
where necessary, where silk-screen or photolithographic ceramic transfers have been
applied.

A piece entitled ‘Sky Plateau 2’ (fig.4) (1976), 25cms in diameter, is cast from
bone china; the piece consists of a flat disc, which is twenty-five centimetres in diameter, a
small bone china cast figure is placed on the centre of the disc. The entire area of the disc
is decorated with a blue and white cloud-like, photolithographic transfer. This printed
image creates an instant feeling of space. Barton has created an arena for the dancer. By
placing the figure in the centre of the disc, Barton has created an area for the figure to
dance.

Barton produced a body of work, which was unlike that seen in the work of any of
her contemporaries. She developed and employed lithographic and screen-printed transfers
to achieve strong surface decoration. Her use of printing techniques on ceramic surface
marks a significant point in the use of print and industrial processes by a maker in Britain.

Although Barton has now completely abandoned the use of printed imagery on her work,

'S ibid p9
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Fig.6.Glenys Barton, Inside , 1983 bon china, 9.5x15x18cms



the process and materials suited her work at the time. The commercial application of her
work was never fully exploited. She discovered on return to her own independent work in
London that her work at Wedgwood amounted to a ‘dead end’'®

From 1979 onwards Barton had a very different approach in her way of working.
Her studio at this time was —‘large, ramshackle, and not very clean.”'” The condition of the
studio made it difficult to achieve the precision of her previous work, although she still
applied casting techniques of her earlier work. Many of the pieces were still made in
moulds. The form was still firmly controlled. However, this controlling of the form was
contradicted by her new firing and glaze techniques. Barton smoke-fired her new work,
which produced random effects emphasised by heavily crackled glazes.

An example of her new developments in surface techniques is the piece (fig.5)
entitled ‘Ozymandias’,(H.45.5cm) which dates from 1979. The human figure has made
previous appearances in her sculpture work since 1974, but tended to be small in scale and
linked directly related to a setting. ‘Ozymandias’ is life-size and independent of any base:
one can make the connection with ‘reserve heads’ found in certain Ancient Egyptian tombs
of the old Kingdom.'®

From 1980 to 1984 Barton occupied a studio at Barmouth Road in Wandsworth.
She continued experimenting with smoked surfaces and crackled glazes. Her range of

imagery continued to expand. Barton’s piece entitled ‘Inside’(fig.6) made in 1983 was one

of a series of twelve,( 9.5x15x18cms) in scale and gained particular written attention. The

art critic and potter Emanuel Cooper wrote extensively on this piece:

16 Flowers Adrian, Gibson Robin, Lucie-Smith Edward, Glenys Barton, Great Britain, Momentum, 1997 p22

17 s
ibid p22
18 Egyplian ‘reserve heads’ still satis[y our western notion of beauty in their clear and ideal expressions
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Fig.7.Glenys Barton, Peter Moores, 1985, earthenware clay, life-size, h.58cms.



“A figure which, though based on the female body is posed in such a way that the

sex is unimportant, in which the mood is one of self-containment, perhaps,

introspection.”."

This sculpture conveys a ‘crouching’ female with bowed head and arms locked
around her legs. Features have been smoothed away. The figure is cast from bone china.
A creamy white raku glaze is heavily applied. The glaze has been sandblasted to reveal a
fine network of crazing. The head is smoothly modelled without hair. Barton’s work at this
time dealt with self-examination and the idea of a choice of different identities.

In 1984 Barton moved to a new studio in Essex. Barton returned to making heads;
up to now her head sculptures had been less than life-size. She never developed the full

likeness of the model. For the ‘Into the Eighties’ exhibition at the Walker Art Gallery in

Liverpool, Edward Lucie-Smith selected Barton to execute a portrait of Peter Moores.
Barton decided to undertake the challenge of making a life-size head, which was an exact
replica of the art patron. Moores’ compact profile and balding head were not unlike
Barton’s previous head sculptures. Barton carried out rigorous large profile drawings of
him. The Peter Moores(fig.7) piece was monumental in its size and a green, bronze-like
colour and made a complete break from her mould-making techniques. She made the
portrait of Moores using a hand-building technique. Her technical methods have been

mixed from here on, combining hand-building and mould-making techniques.

Barton is strongly influenced by Renaissance art, particularly the famous
Madonna’s head in the “Madonna del Parto’ painted by Piero della Francesca. Barton’s
reached an important decision concerning the actual scale of her work in 1987. She carried

out many experiments, making large ceramic heads covered with mosaic decoration. Her

1 Emmanuel Cooper, ‘Glenys Barton ~ Sculptures and Reliefs’, Ceramic Review, No.85,1984 p.10
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Fig.8. Glenys Barton, Self Portfait with Mask ,1987, 155cms.

Fig.9. Glenys Barton, Facing ,1995, earthenware clay,33x52x33cms



largest piece was made in 1987. This piece, entitled ‘Self-Portrait with Mask’(fig.8), (1987)
was 155cms high. The material used was fibreglass, although this medium was difficult to
work with so she abandoned this work. Barton felt “that these larger pieces in some
mysterious way became ‘invisible’.”*’ Barton writes in her notebook:
“A question of scale. When does one recognise that the scale of the work is right?
At what point can this become a challenge? Rightness or complacency? I think I
have found the right material and scale in which to express myself. Now I have to
expand or consolidate my ideas to reach the ideal expression of the human spirit™*'
Barton’s influences at this time were the early 20" century artists Cezanne, Matisse,
Picasso, Modigliani and Giacometti. Between 1990 and 1995 Barton made two major trips
abroad. In Thailand, Hindu sculpture reinforced her interest in multi-faced imagery. In

India she looked to Jain sculpture. Hindu and Jain sculpture had a significant impact on her

work. Barton made a series of multi-faced pieces. Barton made the form first and the
added the faces. These were organic in form. Barton modelled the faces using a
combination of full relief and shallow re<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>