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HANCE IS a tricky thing. 1t
can also be expensive: Max
A/ Gimblett risks a few hun-
dred dollars each time he applies
4 coat of gold or silver leaf to a
painting.
How the metal adheres, the crackles
that form, or whether the surface Is gi
lustrous s only partly duc to the skl with
which he manipulates the materials.
At needs something else — and for
Girblett it's chance.
metimes he knows his interior state
dldn't malch what he wanted to do with
inting — and out it goes. The failure rate is
enormous, he says, at between 20 and 30 per

cent.
What he's after is an alignment of hand
it heart,or mind it sou o asponianety
ihat s peterrecogniscd n he Ext tan the
e it's known by me rather clumsy,
Cinkal word “automatiem.”
! The clap of his ands resounds ke
the cash of cymba
e beams and polnts to a
dmwm s ande with one soke of 3
piece of cardboard he found lying around in
his studio. The resemblance to a Chinese ink
drawing of a waterfall is uncanny.
Evena drawing is something of a gamble.
paper on which his cardboard stroke

oan,
expres what he mean: “AY every step tne
pure wind rises.”

g 262888 nlce. doubie-edendsentence of

om: I atea It invested n frestness.”

e Gimblett gri

Tie s Tul. f never think of the cost.”
That he can afford not to, tells something
about his achievement.

Hi name has been on the galery clreut
n Auckland Hamili, Coritciurch 4nd
Wellington almost every year since 1977.
He's skipped only two $ears but that gap is

There’s something of a
gambler in Max Gimblett.
PAT BASKETT finds out
why this very talented
artist can afford to take a
risk.

more than made up for by having two,
sometimes three exnibiions a year — 8
demanding schedule for any artis

But It accounts for only half T output. As
well as 3 Mt Eden Glmblett has
occupied for the past 20 vears an enormous
industrial loft converted into

couple insweden, On top of thathere are sir

and a holf pages of selected group exhibl-
tions he's pzr\'mmled in.
there are about 30 public and private
colletions ahich have bought %orks lnclud-
ing the Museum of Contemporary Art
Sydney and the San Francisco Museum
Moder A, more pagesaf mm\\mmzanﬂ.
1 i or mentioning

Shaer secton of teaching positons ond
residencies hel

What is impressive is the comprehensive
nature of the document. How does he find
time to keep records as well es paint?

It trne out that success bas brougnt the
ebility to muster and pay a team
assisaats one of nom Keeps hit Computer
files up to date.

A range of tasks occupies several others.

‘work in bis recent show at Gow Langstord
was tea d.
ere must 2 team. he says. “I'm a com-

poser, T have the i6cas” e does e draw:
ing, plans the proportions, makes the final
judgment — and pays the bills,

He also apolies a lot of self-discipline and
Is mindful of his actions in other ways. “I'm
conscious of what I eat when I'm painting
well. And you have o be kind to others,
othersise the vibes are off

Precious metals have been included in his
pallet since the iy 191
or appiving the fold lea, is done
by Gimbiett el 1 15 oli-gliding. Water-
gilding requires the skill of a specialist craft
‘worker. Board is needed for this, not canvas.
Sixteen lavers of gesso and fire porcelain
clay are applied and very finel

Cesto & a brillant white preparation of
chalky pigment mixed with glue. It was used
during the Middle Ages and the Renaissance
5@ ground or base for painting and gilding.

Water is poured over the board when the
lovering has been bull up: when It s drld.
Gimblett draws into the ground. The water-
appies the gaid leat, which is 8o
fine that it 15 transparent when held up to the

tight.

MBLETT's paintings use several quali-
tent o 12K whlle gold, 207K Swiss
<1 Eold leat, 22K lemon gold, 18K moon

well as copper leaf and “variegated

ribes the processof gilding os very
emotional. very perso
Gil-iding 15 & simpler technlque but its

surface lacks the buttery, mirror-Jike quality
of water-gilding

‘The ground consists of laers of paint over
which an acrylic size, or glue, Is applied to
hold the gold.
Gimblett has fallen in love with
of using the expensive stuff. It
comes in a tube which he Squeezes over &
board he has prepared with g

s it dries it crackles. Small crackle

shapes are called “fishes row,” larger ones
are "crabs claw:

The nature of the pattern is only partly
determined by the thickness of the gold. If
chance has been kind and the effect is
pleasing Gimblet! finishes the work by rub
bing oil paint into the cracks. Then he seals it
with a coat of shellac.

GimblettsNew Zealand prices area litte
less than what he gets in New York
lowest at Gow Langsford is $4800 for
Smatlisn work wih Siver leat. Several are
priced between $5000 and $3000.

e showpiece of the exhibition,  four-
panelled work called Muuse with one panel of
12K water-gilded white gold, was bought by
Fay, Richwhite for $25,000.

e

® Max Gimblett ... plenty of self-discipline pl\u teamwork .. I'm a composer, | ave the fdems

_H

Critics remark on the similarity of the
suriace texture of some of his works (o the
cracked pold of Russian_Icons and can
Renaissance _paintings. Gimblet! acknow-
ledpes this. The tube 1ot 2 cheat, he says
call it a variation.

The similarity to religious painting is
more than skin deep. A daily practice of
praer and meditation are the wellsprings of

‘The language on which he draws comes
from the tantnic tradition. Zen, Judao-Clris-
tian beliefs and aspects of sacred ritual
Keishnamurtis one of bis spiritual menlors,
Japanese Zen teacher Gibbon Se

Who died in 1837, r. And Carl Jung

e s so n "zt medlmnan in New
York clty and goes on Catholc as well a5
Episcopelian retre:

c believesthat the creation and contem-
plation of art can function as a spiritval
practice in itsel

0 explain the relationship between Zen
andarthe is giving  talk ot the Auckland Art
Gallery on Avgust 2

' sense of the Jnpanese sits strongly n
‘many of his works. Their surface texture and

P
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their sublle, matt colours resemble the glnzes
of Japanese pots. Sometimes he achieves the
effect of density, rather than the superficial-
ity of paint. by applying pure silica sus-
pended in acrylic polymer to the canvas.

He lays the painting flat, pours the mixture
on, then waits for it to pool. Whether the

rocess comes off or not, he say
panning for gold — another chan
ation.

Fottery is part of his personal histors, es
the taree arge dishes n Radiant Fatl the
etruspective exhiition of his work ef e
Fisher Galery, show. re made in
uckland potier Philip Luxton's stulo.

rl\m: path to painting began with a stint as
who

ce oper

tter. Gimblett, who left Auckland in
the late 19505, describes himself as a
drgpat trom Auckland Grammar,

2 respectable job as a textlle
solmin. Bl dsenehantent e him over
seas to Canada where he apprenticed him-
self to 2 potter for two years,
domestic ware on the wheel for no more than
tne privicge o learning how to do

idn't stick to making pots: the wait for
e o vkt Come outof th kit wat 100

T
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of artists and intellectuals. An ever-changing

long. he says. compared with the immediacy
of paintiny

There, nearly 30 years apo, he married
Barbara_ Kirschenblatt, an_ anthropologist,
expert in folklore 2nd social historian. She's
not with him on this trip. but often accompan-
3 him on the annual sojourns,

Alter their marriage in 1964 they lived for
several years in California. It was the hippy
hevday and Gimblett — now a casual but
conventional slacks and Thirt man — wore
felt hats. had a beard, smoked a pipe, and
imbibed Zen

It was also a time of relative impoverish-
‘ment and struggle to live as an artist; it was
13 vearsbetore he could attord heatare o

milestone in another
way, He and his wite moved nto the New
York apartment where they still live.

It sounds a far cry from Mt Eden. There
are painters and sculptors on every floor.
Such names as painters Jaspar Johns and

obert Rauschenbers once had  studios
here.

The area is home to a whole community

=w

of "o
e theres alays sameting 05010
risingly, Gimblett is plannin= ~n ‘n-
m\wng (he amount of time he ... e
He's looking for an old factory where he can
work. But he rebulfs notions of the expat
commq home, In the real sense, he says, he
never Ief
He calls being (rmled like @ \xsnn' “tilt
Py . som: e
Shove me." The ruth is that he 1 fortunate
in being able to live and work in two cities
ers are “culturally exotic”
in New York and Gimblet( considers this o

lus.

Pressing him to explain_some of the
differences between the New York art scene.
and its antipodean, post-colonial smaller ver-
slon s ke Squeering o
T talk sbou the paraliels between al

hological_processes, and what
£0c% of In 3 paining. The painter uses paint
~— gold or plain oil — and hopes for the same
kind of magic transformation that the al-
chemist strove for in turning hase metals into

Gimblett's work appears to tie within that
ategory of abstraction called "mq ernisn”
and al n its parcd-down design el
mmu_  mimimalist” — terms which Imc
come to seem restrictive to his work.

The appropriate term for what he is

doing now is “post-historical ‘never
absolutel post-modernist.” The words
are almost 2 shout.

E explains: “Post modernism became
very taut and deconstructed. Fosthis-
torical means that we need to consider

awork in its own terms so that we textualise

it within that paricular artist's concerns.

not overly concerned with consisi-
ency of identity, since artists can produce
yery diferent things. 115 been very Ireeing
for

A58 hell carry on taking chances —
with o o Atever He the oo aeh
he says, not his

“IU probably won't ever repay me but
that's my pleasure. Art is an expensive
dancing partner.”

he next venture is a_commission to
make a sel of pure gold. hand-hammered
able sculptured — or ‘1 New_ Zeniand
patron



