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E D I T 0 R I A L

The original New Zealand Potters' Exhibition provided the
first opportunity of assessing the quality of the pots beingproduced thrOughout the country. It gave a standard of com-
parison, and no longer was every potter a pioneer digging
away in his own clay pit; he was now a member of a pottery
movement. In the six years since then interest in the crafthas grown rapidly, and the Exhibition has grown with it.
Because of the Exhibition's changing venue, people through
New Zealand have become aware of what is going on, and as well
as an increasing number of potters we have an increasing num-
ber of collectors and connoisseurs. Throughout this time of
development, from the second exhibition onwards, the localorganisations have worked out efficient Systems of administra-tion and have mounted some very effective displays with avigour and determination that has been most refreshing. Invarying degrees the potters have co-operated by keeping someof their best work for this occasion.

The task of this magazine has been to provide a measure of
continuity and co—ordination; to guide,.at times to criticise,and to reflect the current situation as it seemed to us and tothose whose-opinions we scught. We hope to keep this function,but at the same time are thankful to delegate the increasingburden of administration and of making decisions on policymatters to the New Zealand Society of Potters.

This Society, constituted as it is of working potters, shouldnow be able to ensure that the interests of serious pottersgenerally are safeguarded, and that the tradition of theannual national exhibition is consolidated and developed.

-——————_______

POTTERY IN AUSTRALIA, a magazine published by
the Editorial Committee of the Potters' Society of
New South Wales, may be obtained from the Editor,
30 Turramurra. Avenue, Turramurra, Sydney. One
subscription for 4‘ copies is £1 sterling, which in-
cludes postage, or 2 dollars- U.S.A. ’

C H A N G I N G C L I M A T E A collection of Opinions

OWEN JENSEN - Music Critic in the Evening Post, Wellington

To those of us interested in the arts, which should mean al—
most everyone, the membership of the Queen Elizabeth II Arts
Council should be as important as who our next members of
Parliament will be.

If events run true to form appointments to the new Arts Council
vwill not be the result of any strenuous electioneering cam—
paign - no TV talks, interviews or debates, no manifestos nor
affirmation of artistic policy. One day, a bald official
announcement will be made, and no one will be much the wiser
as to who really chose who and why.

Veanwhile, those at the receiving end — the consumers of the
:ts - can do little more than speculate on the matter and

keep their fingers crossed.

Will it be an arts council whose members have been chosen
mostly to placate regional interests; will it be a panel of
experts or of dilettantes; will it include those expert in
the administration of the arts; will it have any consumer
representation; will it be made up of those with an axe to
grind, of those who have never handled an axe and would be
chary of using it in any direction? At the moment it is any—
body's guess.

The members of the former Arts Advisory Council were appoint-
ed, it would seem, for a variety of reasons. In the compara-
tively short time they have been working together, they must
have pleased a lot of people and offended few. They have
been content to follow an orthodox, conservative line, happy
to assist those who asked and had a genuine cause, but discov-
ering few, if any, new paths of cultural development.

Few would complain of the Arts Advisory COuncil's recommend-
ations for grants. True, in View of the still limited amount
of money available, opera may seem to have been given a dis-
proportionate amount and on the other hand, one would have



hoped to see the drama situation more strengthened; but music
generally, youth music in particular and the visual arts,
have by no means been overlooked.

But, taking it altogether, the approach to cultural develop—
ment would seem a somewhat negative one. The Queen Elizabeth
II Arts Council will have to do much better.

"A society develops an art when it needs it, and not before",
writes Hugh McLennan in 'Musical America'. "It is a part of
growing up, arising out of the excitement, the loneliness and
the self-questioning which come to an individual or to a
society, when ties have been cut with a parent or a mother-
land."

Both the individual and the society, growing up, needs to find
itself. McLennan writes of Canada which has an especial prob-
lem culturally as well as in other directions, in escaping
the shadow of its benevolent big brother across the border.
There is an especial urgency in Canada's search for an identity.

The situation is hardly less urgent in New Zealand for already
there are strong external pressures shaping our approach to
the arts, and without a positive and resilient attitude towards
discovering our own cultural beliefs, we are quite likely to
finish up a pale, outmoded imitation of an older and alien
world. We must set out to find an image of ourselves,»a self-
expression that is a true identity and not a reflection.

The new Arts Council should be admirably equipped to initiate
this search. It will not discover anything especially valid
simply by making hand-outs to those who cry "Baksheesh" loud—
est or most insistently. Nor will it make the most apt con-
tribution by superimposing its own idea of a national cultural
image.

.Its job should be to discover and to encourage discovery with
suitable incentives, keeping its finger on the pulse of public
opinion.

For this the Arts Council needs as members men (and women,

too) of vision who understand the arts and are dedicated to

their development unconstrained by sectional interest or
narrow tastes, and tolerant of a diversity of points of view.

Whether we can get anyone of this calibre yet remains to be
seen.
Tne trouble is that there seems to be no machinery by which
those most concerned in cultural affairs, either on the
supplying or consumer side, can exercise their judgment in the
matter of appointments. But at least everyone can make his
views known. If we let the matter go by default and find our-
selves loaded with just another limb of bureaucracy, we will
have only ourselves to blame.

.JOHN STACKHOUSE - opening an Exhibition of Painting by
Jacqueline Mcdonald and Pottery by the Wellington Potters‘
Association in November at the Centre Gallery.

We in New Zealand are getting only now the full impact of
the new attitudes to technique and the possibility of new
materials, unexpected textures and methods of handling which
threaten to disguise the fact that originality - the vital
imprint which distinguishes worthwhile work — is not a matter
of how we do it but of why we do it.

'It is this double meaning of the word originality which often
confuses the layman. Convinced that contemporary work is
supposed to be original in handling he either takes fright and
retires hastily to the shadow of Rembrandt and Raphael, or
else he swallows the movement whole and acclaims only the work
that is graced with unfamiliar presentation.
Since all the paint, canvas, bronze or clay we use is only a
vehicle for an idea — it cannot make any significant alteration
to that idea, and any worthwhile statement must be inherent in
the idea itself. The material does its part in making the idea
lucid. If it is suitable it can develop a great deal that is
included in the idea. It can lend itself to a simple statement
(earthenware) or to a sophisticated elaboration (porcelain) but
no amount of skilful handling will disguise an empty work,
while the simplest means may achieve a masterpiece.
A great deal has been said on the need for content in relation
to painting, but the principle applies just as truly to
pottery. Thoughtless imitation of someone else's work will
always be empty, while there is no limit to the borrowing and
inventing that is legitimate to express an idea that is gen-
uinely felt.



DR. D.F. MCKENZIE - opening an exhibition of Don Peebles
Constructions at the Centre Gallery in September

In recent years we've become bedevilled by modernism.
We patronise the abstract and appreciate textures; we com-
mission murals and go in for mosaics; We deliver ourselves
up to'a thousand thrills in arbitrary effects of angularity,
encrustation, airiness, and sharpness of detail; but in the
absence of_a developed criticism or a truly outstanding
artist, the besetting sin of our appreciation has been to
treat art as decoration. Instead of eschewing style, we've
gone contemporary.

I overstate the point of course, but a.fully—conceived art—
work, whether painting or building, is in this country a very
rare thing. No painter really thinks architecturally, and
few architects in terms of the textures and effects of paint.
We're reduced to ‘activating' areas, to a meaningless titilla-
tion. Where, in New Zealand, do we go beyond decoration to
the substance of structural significance? How often does a
building function, in its total conception, as neither archi-
tect's dream nor sumptuous frame for a series of wall
decoration, but as a fully integrated, structured whole?
Sculpture, murals, varied surfaces — where do they exist in
such an integral way that they couldn‘t be removed without
the whole building falling down — literally?

How much Support Don Peebles would lend me in this View I
don't know, but I think that the expansiveness of much modern
abstract painting and the inventiveness of constructivism are
an expression of the hope for a new union with architecture,
for a new truly public art. The canvas grows to become fresco;
it exploits sculptural forms, reaches out into a third dimen-
sion, begs for its internal structure to be reflected, adum—
brated in the larger, grander conception of building, seeks to
become the structure. It's at this point that Don Peebles'
'work begins to show the shape of things to come. DeSpite new
methods of strengthening, of steel—frame construction or of
concrete—slab construction, our conception of function is such“
that our modern buildings conceal the structure.

We think we're keeping up with 'overseas practice' if we break
clear from late—Victorian and Edwardian-style buildings to

present a clean face and glass—'n—brick matchboxes. We feel
uneasy about veneers, and count it as a great achievement, a
triumph of enlightenment, if we manage to get an abstract
mural on a bank.

We're committed to an orthodoxy of 'form follows function‘;
and I know that even those who teach basic design to architects
insist upon it. Architectural form, it's claimed, derives from
programmatic relevance, and freedom of action is circumscribed
by specific conditions, which are not merely those of the
material and its working properties. The quest for a common
basis for architecture, painting and sculpture is therefore
rejected, though basic—design training may be held a valid
common ground for them. My own View is that this insistence
leads to the death of imagination because we're much too prone
to think of function in a limited, stereo-typed way. I recog—
nise the difficulties, especially in architecture. But on any
serious view, our functions, our very way of life, must be
open to the criticism of art.

NEW ZEALAND'S
ANSWER
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POTTER'S

PROBLEM
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WOODBANK ROAD PHONE '04
HANMER SPRINGS (Jim Nelson)

FOR ALL YOUR POTTERY SUPPLIES:

RAW MATERIALS — KILNS — WHEELS - PUGMILLS - BALLMILLS -

BRUSHES - SPONGES — SUNDRY EQUIPMENT

AND THE BEST POSSIBLE SERVICE 3
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C E R A M I C W A L L

P A N E L S

A N D M U R A L S

by John Kingston and Teruo Hara

These photos are examples of early work of ours done while
working for Design Technics. Most of the pieces shown are
sketches or ideas for large murals, a series of which Teruo
has recently completed for a Washington firm.

This work is but a part of a wide scheme of development of
clay which we, and now Kobo Group, are attempting to rejuve—
nate.
Other aspects which interest us include structural ceramic
units (sculptured blocks for solid wall construction), pierced
sculpture screens, low and high relief decorative ceramic
panels, garden lanterns, garden and court sculpture, planters,
and the like. I suppose you could say our interest in clay is
primarily in work of more heroic proportions, but we
do not entirely neglect the world of utilitarian and decorative
pottery which gives us a small but steady supplementary income,
a great deal of pleaSure and, even more, relaxation from the
battle of moving clay by the ton.

You may be interested in a short description of the manner in
which we go about making and handling the panels and murals.
The clay we are using is a plastic saggar or bonding clay
loaded with grog and/or coffee grounds, sawdust, perlite (a
plaster aggregate of expanded silica, very light weight), or
what you will — is wedged, then cut with marked sticks and
wire to a uniform thickness of 3/8 to 3/4 of an inch depending
on the scale and nature of the relief of the panel, and laid
out on a flat, preferably absorbent surface such as plaster or

dry untreated ply, first coated with a liberal layer of grog
or perlite. We originally worked on 8' x 4' trestle tables,
(we had four at Design Technics with 1” of plaster laid on
3/4” ply with 2” x 4” frame). However, we have discovered
that the plaster tends to be too absorbent and that plenty of
grog on ply (preferably waterproof) allows fast enough drying.
To get even thickness throughout (very necessary for even
drying) it is advisable to use a strip of wood around the peri-
meter of the panel as a screed bar; Keep the clay soft enough
when you prepare it to be able to screed with a straight, sharp
edged stick. The clay is laid, each squarish pancake slightly
‘overlaying the next, so that it may be pounded down with your
fist and then screeded off to make an indiscernable Joint.

The panel laid, you then scratch, scrape, model, build or do
whatever you have in mind to do. Next the panel, which may be
anything from 8 inches to 8 feet, has to be cut to fit avail—
able kiln shelves, allowing space for props. The cuts are made
with a fettling knife or bamboo knife, then the panel is
allowed to dry slightly to allow complete separation. The
pieces are then slid carefully off on to drying boards of ply-
wood or chipboard, liberally covered with grog. Drying must
be slow, preferably in humidity controlled conditions but
certainly never in sunlight. We lay newspaper then polyethe—
lene film over it for the first couple of days. If the pieces
must be dried quickly it can be done by using a heat lamp
directed at the centre of the piece, preferably with newspaper
and/or polyethelene over. Once dried the pieces are re—
assembled and trimmed with a sand or emery board. Then they
are ready for glazing or firing, if no glaze is to be used.

Loading on to the shelves is accomplished in the same fashion
as was previously employed — with plenty of grog to slide on.
Handling can be a nightmare, yet after a time certain precau—
tions are taken without thinking about them, and the triple
handling becomes no worse for tiles than it is for pots.
(Teruo's recent series of panels 11 x 30 sq.ft. each were
completed from beginning to end without so much as a chip —'
he did however fall downstairs yesterday into the studio and
smash a whole board full of trimmed pots, so no one is in-
fallible.)



I cannot enumerate the great number of ways in which panels,
plaques or murals can be treated with slip, underglaze, glaze,

overglaze, etc. Suffice it to say that more can be done with

relief clay than is possible or desirable with the surface of
a pot. Some of the most effective and satisfing clay murals
I have seen were unglazed and unslipped with nothing more than
the beauty of the body (contrived or natural - who knows?)

shown up by the knowledge the potter had of his kiln.

J.K.

THE SOCIAL FUNCTION OF CRAFTSMEN

by Teruo Hara, founder of the Kobo Group of Craftsmen

Handcraft is a means of making with the hands the utensils for
livelihood. However, practically all of the utensils neces-
sary for living are being produced by mechanical processes.

Since William Morris' Art and Craft Movement, no craft move—
ment of particular mention has survived and craftsmen have
been working quietly and alone with natural, traditional
materials notwithstanding the overwhelming influence of
mechanical mass-production. As a matter of fact what people
are now more interested in is a new type of television, a new
type of car, and so forth; while craft products are likely to

However, critics give a warning against the uniformity and
standardisation of mechanical products, as compared to the
human warmth of hand-made products. This has resulted in the
Modern Craft Movement which should be appreciated from
another viewpoint, free from prejudice and conventionality.

As architects began to use new materials, so craftsmen, who
are now being supplied with new materials, began working out
new methods for their treatment. The traditional system of
apprenticeships as well as the stereotyped process of working
cannot be depended upon. However, even if materials and pro—
cesses have changed it must be the craftsmen's characteristic
that the whole process of their work be carried out from
beginning to end consistently by themselves - just like paint-
ers and sculptors. You might say that the craftsmen's life
is very simple and lonely in this age of strict division of
labour.

10

Differing from industrial designers, engineers, and the like,

who visualise their perfect realisation of ideas through their

planning and production methods, craftsmen often unexpectedly

discover a representative effect within the materials they are

actually handling or through just one phase of their product—

ive labour, and such discovery gives them great pleasure.

Their labour is free as they like; their movement of mind

and hands is direct and collective. A craftsman Who copies a

thing after a certain model is out of the question here. A

craftsman of our type, on the contrary, is always being
blessed with new discoveries in technique and in represent-

ation during every step of labour, such as moulding, throwing,

glazing, etc.

Moreover, as the whole process is carried out by a single

person, the product is individualised. I do not agree with

the way some craftsmen aim at producing works of uniformity as

are seen in those made according to industrial designers

ideas. But it is true that our craftsmen's creative ideas of

11



design will influence the makers of mass-products indirectly
or directly.

We do “Ct make our works for the masses, but for one person
out Of one hundred or one thousand. We try to make them in
the hope that our Special works will give some human warmth
to a life WhiCh has lost artistic taste because of mechanised
living.

It is also another question that there has emerged a consider—
able number 0f amateur—artists who are interested in making
their own works as their hobby. I think that this is a new
movement worthy 0f Consideration. It must be good recreation
for machine—controlled people like Americans. It must be a
sort Of human rBSiStance against the mechanisation of living.

Historically speaking, men in ancient times each made some—
thing by his own skill in order to exchange it for something

12

that he needed. Here lies the origin of the division of
labour, though in a primitive sense. Their way of exchange
was simple and direct,whereas the present day's division of
labour is very complex, lessening accordingly the beauty of
individuality even in hand—made works. As is seen in the
case of constructing a skyscraper or a colossal dam, many
many workers work in concerted effort, and each and every
.person must be co—operative in all. Every worker's individ-
uality in such construction work may as well be called co~
operative individuality, and I know the present age needs this
form of individuality. However, man is man, and as long as
he desires to be tasteful, he likes to appreciate the beauty
of free creation. Therefore I am very optimistic about the
future of craftsmanship.

I admit that the machine will improve more and more and bene—
fit human beings more and more; but contemporary craftSmen
want to find beauty in what machines will disregard. We
craftsmen should not live isolated from the world, but should
live with the age. Our philosophy of work is to give human
warmth to what human beings use for daily life and to enrich
their feeling for living. I myself believe that craftsmen
will play an influential role in producing activity not as art
for art's sake, but art for life's sake.

P O T T E R Y M A T E R I A L S

MAVIS JACK,
62A Tinakori Road,
Wellington.

N.Z. Agent for W. Podmore & Sons Ltd.,
Stoke-on-Trent.

Leading suppliers of ceramic raw materials to industry,
schools and studio potters. Licences held at present.

ALSO N.Z. Agent for Briscesco Electric Kilns, unbeatable in
their field. Used extensively by Education Authorities, In-
dustrial Research and HosPital Laboratories overseas. No
licences available for these at the present time.

13



COMMERCIAL CHEMICALS LTD.

P.O. BOX 15-036, New Lynn, AUCKLAND

The Current Supply Position:

Bulk Raw Materials. China clay, Ball clay, waterground Cal—
cined Flint, Scandinavian Feldspar, N.Z. Silica flour, calcite
are in good supply. Moderate stocks of Cornish Stone.

Prepared bodies. SNl (fine powder) —— usually plenty. Studio
clay -— fair supply. CMN English body (dry lumps) —— scarce,
rationed. W.E. scarce.

Oxides. In stock: cobalt, iron, manganese, nickel, rutile,
tin, zinc. Copper in shorter supply and occasional delays.

Cones. A fair range. Please suggest an alternative tempera-
ture, just in case.

Kiln Shelves. A very few 12 x 12 x k and 10-5/8 x,lO-5/8 x %.

Erepared Stajns. A good range of slip, underglaze and glaze
stains; few on—glaze enamels at the moment.

Glazes. Moderate stocks of ”H26”, "M”, ”P” and Zircon glazes.

For important needs please order well in advance.
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P O T T E R S

Constance Verboeket

The Sudden death, after a very brief illness, of Constance
Verboeket, has meant the loss to the Napier Art Gallery Pottery
Group of one of its most dedicated members.

It was due to her interest, combined with her association with
the Art Gallery, that the formation of the Group was made
possible. On hearing of the availability of a wheel and kiln
she gathered a group of interested Art Society members together
and secured the backing of the Art Gallery through its
Director, at that time the late Mr. L.D. Bestall. The
Gallery financed the purchase of the equipment and provided
the first premises, and working in close co-operation with the
Group, has seen it grow from those early beginnings of 1955 to
the well established Group of today.
As a member of both the Art Gallery and Pottery Group Execu—
tive Councils, Connie was the link that kept the Gallery in-
formed of all the trials and triumphs of the Group. She also
held, during her membership, the offices of both President
and Secretary of the Group.
.Her interest in potting and pottery was deep and sincere and
in her own work she strove without ceasing to attain the high
standards she held. The members of the Group will remember
with pleasure the successful culmination of some of her recent
experiments in the weeks before her death, and can only regret
that the others in which she was so interested must remain,

for her, unresolved. Her quiet manner and her unfailing
enthusiasm, her determination in upholding her standards, and
the part she played in the formation and working of the Group
will be remembered by all members with affection and grati-
tude. She will be sadly missed by all who knew and worked

> With her. H.T.

'Harry and May Davis hope to be in full production early in
1964. The Exhibition in Christchurch of their work brought
from England was very well received. We look forward to the
day when the new Crewenna pottery will be available for us to
use and enjoy.
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Ra Cha man—Ta lor, now living in Nigeria and lecturing at the

University of Ibadan, has recently been on a week's journey

into the interior with two companions by station wagon. They
had a good look at the country and the people, staying at

resthouses as they went. At Jos, which is cool and has plenty

of trees, there is a very fine museum. The pottery collection

is displayed in a most unusual court with clay walls, thatched
roofs and carved pillars round a lawn and pool. Here Michael

Cardew met Ray and travelled with him to Abuja, exploring
many interesting features on the way. Ray says: ”Michael

Cardew's house is part of an old government reserve with Dis—
trict Officers' houses etc. and a winding narrow drive to the
hill top. The house, which he gets rent free as it is classed
unfit for habitation, is an enormous African—type—modified hut,

with clay walls two feet thick, and plenty of windows. There
is a central cone with an outer gallery and a few spokes.
Plenty of windows, no internal doors, the roof made of thatch
on poles (palm frond ribs). There is no electric light but
Michael has a couple of pressure lamps. Tables, chairs, desk,
kitchen gear, wine jars, pots, calabashes, baskets, carved

stools, hand woven blankets etc. lie about in enchanting
apparent confusion, and Michael swashes and shouts about
cheerfully all over the place - marvellous — nicest house I've
seen in Africa. We returned to the pottery, met Ladi Kwali
and got rings from her to stand round bottomed pots on, and
bought pots, some by, or decorated by Cardew, others by
students, mainly seconds, but nice: half pints, jugs,
casseroles, plates, sugar bowl and an enormous meat dish —
and ordered more for next time.”

Roy Walker of Masterton was pulling down his old kiln when he
found that a mason bee had built its nest inside. 'Successive
firings had melted all the local clay used, but the work of
the mason bee was fine and well matured.

Mirek Smisek enjoys working at the Leach Pottery in St. Ives.
He says: ”It took me about two weeks to become used to the
Leach wheel and I rather like its uninterrupted way of making
a pot. After working on my own I find the company of other
potters quite stimulating, and Bernard is a wonderful teacher
who always fires me with more enthusiaSm. I have learnt much
from his insight into the problems of the modern potters, and

16

by the time I leave for New Zealand I will have much to build
on.
Like the other students my work consists of making the Leach
standard ware. There is much scope for individuality, even
though the shapes are designed by someone else. At the moment
I am chiefly making large stewpots, small casseroles, vinegar
and oil sets, pint beer mugs, large porringers, jugs, lidded
soup bowls, all humble and‘everyday pots. My other activities
are the loading of the biscuit chamber and the firing of the
Japanese type climbing kiln. There are usually six of us
helping with the firing. This differs much from my saltglazing

and of course I value this experience very much. Bernard and
Janet are generous to all of us working here. After working.

hours the pottery is open to us at any time of the.day or night
to make individual pots. The group working here at the moment
is pretty cosmopolitan. William Marshall, who has been with
the Leach Pottery for the last twenty years, needs no intro-
duction. Three Canadians here are John Reeve (this is his
second spell), Glen Lewis (two years) and Mickey Henry, who is
a recent convert to pottery. John Reeve and Glen Lewis are
starting a pottery of their own with Warren McKenzie in Devon
soon. Patricia Ashmore, a former art teacher, worked for some
months with Harry Davis before coming to the Leach Pottery two
years ago. Kenneth Quick, who so tragically died in Japan,
was one of the permanent potters. His passing was a big shock
to all of us here. I have also met Johnny Leach (son of
David) who left the pottery a few months ago to teach in the
U.S.A. Last week on the way to London we stopped in Wilton
Abbas where we met Michael Gill from Uganda, and spent the
night at his parents' farm. He came home on leave after com—
pleting the building of several pottery studios in Uganda, and
is at the moment on the way back with his family to continue
the same work. We also met Richard Batterham at the same time
who has his studio and a lovely thatched cottage near Blandford
in Dorset. He and his wife Dina met at the Leach Pottery a few
years ago.

Our effort to come to St. Ives has been more than justified for
this unique experience has much enriched our lives already.
Nona is doing a marvellous job looking after us and Ricky and
Roger are having a very good time. St. Ives provides them with
much to do.

17



The British Council are Sending to New Zealand in 1964 a small
exhibition showing the work of artist-potters frOm the United
Kingdom. The exhibition comprises fourteen pots and fifty-
three photos of pots, four in colour. Details of the Exhibi—
tion have been circulated to all the Galleries in the country.

SEABOARD JOINERY LTD.

151 Merua Road
Mt. Wellington
Auckland, S.E.6.

Leach Wheels made by us are
DISTINCTIVE because they not
only make throwing easy and
comfortable, but also ‘SELL
themselves. This is a big
help when one considers how
difficult it is to procure a
good Salesman.

There are now over eighty of
our wheels in Schools, Colleges
and Institutions, and over
forty with Private Potters
throughout New Zealand.

S E A B 0 A R D J 0 I N E R Y L T D.
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TAKEICHI KAWAI and his wife in front of their home near Gojo,
Kyoto.

Takeichi Kawai, the well—known Japanese potter from Kyoto,
accompanied by John Chappell, will be spending four weeks in
New Zealand from about the middle of March to the middle of
April, depending on shipping. The New Zealand Society of
Potters, which is sponsoring the tour, is making arrangements
for lectures and demonstrations to be held in the four main
centres with the help of local societies. Both potters will
be bringing examples of their work with them and it is possible
that some exhibitions may be arranged. This visit will provide
a fine opportunity for studying one of the master-potters of
Japan in action without the difficulties of the language
barrier, for John Chappell is an able interpreter.

l9
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E X H I B I T I O N

I N F I N L A N D

Graeme Storm

I had been directed to an exhibition of pots in a Helsinki
gallery and was dismayed to find a vast number of what at
first sight appeared to be quite characterless pieces. Shapes
consisted of cylinders of varying heights up to about 2 ft.
and widths of around 6 ins., cut off straight at the tops;
low rectangular dishes (slab built) 4 — lO ins. long and up—
right oblong and square vases from 6 — l6 ins. in height.
The colour ranged from all over red to blue, white, green or
black and was strong, matt and opaque. The effect of any one
piece held in the hand was rather uninspiring and I searched
in vain for some of the 'spirit' we tend to look for in
Oriental pots.

On re-appraisal, however, I had to admit that while on the one
hand they seemed to fall short of what my conception of good
pottery should be, there was something about sections of the
display that definitely held my attention. Eventually I
realised that these pots were never intended as 'singles' but
gained their character from composite effect. In themselves
they were architectural. They required planned arrangement.
The colour range was forthright and uncomplicated in order
that a group of 5, 20, or as many as were required of them,
would fit into a scheme of interior decoration with no more
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ado than would the correct cushions or drapes. The pots were
functional in that they could, if necessary, have contained a

plant or flowers, but their purpose was admirably fulfilled as
an arrangement of form and colour alone.

I concluded that although I did not care for the pots as indi-

vidual pieces, en masse and with studied arrangement, they

took on a definite character, became exciting, vital and a

very valid form of ceramic art. The individual form in this

case was made Subject to that of the collective. It was done

simply, honestly and very successfully, and opened up for me

a new experience in looking at groups of pots. Until that

time I had not stopped to reason what it was I found so fasci-

nating about a collection of bowls, a shelf full of drying

cups or a crowd of teapots awaiting their firing. This

exhibition not only answered that question but carried on to a

very logical extension of the idea.

Wellington Agents for the
work of Len and Ruth Castle

10 Woodward Street Phone 40-389
Wellington
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ALL THESE TRUST IN THEIR HANDS
From the Apocryphal Book of Ecclesiasticus

(Written by Jesus, son of Sirach of Jerusalem,
in 280 B.C. By some he is thought to have
been a priest, by others a physician.)

The widsom of a scribe cometh by opportunity of leisure:
And he that hath little business shall become wiSe.

How can he get wisdom that holdeth the plough,
That glorieth in the goad
That driveth oxen, and is occupied in their labors,
And whose talk is of bullocks?
He giveth his mind to make furrows,
And his sleepless care is to give the kine fodder.

So every mason and master builder
That laboreth night and day
And they that cut and grave seals
And he who is persevering in making manifold figures,
Who give themselves to make a lifelike picture,
And whose sleepless care is to finish a work.

So the smith, sitting by the anvil
And tiring himself with the rough iron:
The smoke of the fire wasteth his flesh.
And he fighteth with the heat of the furnace:
The noise of the hammer deafens his ear,
And his eyes are upon the pattern of the utensil:
He giveth his mind to finish his work,
And his sleepless care is to polish it on completion.

So the potter sitting at his work,
And turning the wheel about with his feet,
Who is always anxious about his work,
And maketh all his work by number.
He fashioneth the clay with his arm,
And maketh it pliable with his feet;
He applieth himself to glaze it over;
And hissleepless care is to make clean the furnace.
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All these trust to their hands,
And every one is wise in his work.
Without these shall not a city be inhabited;
And men shall not dwell abroad, nor go up and down:
They shall not be sought for in public counsel,
Nor sit high in the congregation;
They shall not sit on the judge's seat,
Nor understand the statutes of the covenant;
They shall not bring to light instruction and judgment;
And they shall not be found where parables are Spoken.
But they will maintain the world,

And their prayer be for the work of their craft.

(Contributed by Alan Prime) (lS—chap.xxxyiii)

NELSON MINERALS FOR THE POTTER

Elsewhere in this issue some Nelson minerals are advertised.
Here are some notes on these.

Dolomite, from Mt. Burnett. The mineral Dolomite is a solid

solution of Calcium Carbonate and Magnesium Carbonate. The
Nelson deposit is relatively iron—free and gives white or
colourless glazes.

Wollastonite, CaSiOB, may be Substituted for lime in glazes,
bringing in extra silica, or used as an addition to clay bodies
to flux them and alter their characteristics. Appears to have
a much longer fusing range than lime.

Magnesite, Magnesium Carbonate, often with Talc, Magnesium
Silicate, and in the Nelson deposits, iron. A strong flux and
iron colourant in glazes and bodies. Magnesia-bearing fluxes
promote the formation of heat—shock resisting compounds in
clay bodies.

Whiting. The Nelson variety is powdered marble from the Takaka
Hill quarry.
The Talc is prepared from machine cuttings of Australian rock,
the New Zealand Talc being iron bearing. An important glaze
ingredient and body flux.

Feldspar. A mixture of Orthoclase and Albite (Potash and Soda
Feldspars).
iron. Limonitic ore from Onekaka containing from 35 to 50% Fe.

24

N 0 T I C E 0 F E X H I B I T I O N O F A R T 1964

The Devonport Festival is to be held on Windsor Reserve,
Devonport, from Monday 24th February to Sunday lst March 1964.

You are invited to exhibit your work which will be given ade—
quate protection.

Entry forms may be obtained from the Secretary, Mr. N.C.
Brickell, l Tui Street, Devonport.

A VISIT TO THE ANCIENT T'ING KILN SITE Rewi Alley

Ever since the Sung dynasty, or around a millennium ago, one .
of the most prized wares of China has been that of T'ing. A
Hundreds of books on old porcelain have discussed it in detail.
In antique shops and museums the world around specimens or 1
copies can be seen, usually with a copper, silver or gold ring
covering the unglazed portion of the rim. White was the most ‘
common colour then, cream, light green,-with rarer purple and
black. A real piece of black "t'ing" was held by the Ming 4
period collector Hsiang Yuan-pien, to be as rare as a black
swan. T'ing ware which was made in the T'ang dynasty preced—
ing Sung, was rare too. Then from the same locality came a
Liao T'ing, a different thing again. Sung T'ing was made in
moulded, engraved, coiled or wheel turned pieces, mainly bewls,
vases and plates. For some pieces a porcelainous clay was
used, while others ring with a true porcelain note.
It was with tnese facts in my mind, and the knowledge of the
many much loved pieces handled in homes of friends, seen in
museums, and described in books, that I came to T'ing Hsien
(pronounced Ding Hsien) this Spring of 1963. I mentioned the
ancient kiln site and spoke of how I would like to see it.
Friends there explained that the ware was called "T'ing” be-
cause T'ing Hsien in Sung was T'ing Chou, the prefectural
city, which had a number of counties or "hsien" under its
jurisdiction. Today's T'ing Hsien is under the jurisdiction
of the Paoting prefecture, as is Chuyang, the county amongst
the hills of which lies the old T'ing kiln site in a locality
called Kang Pei.
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We were going to Chuyang to see some of the marble carving
there and an ancient temple, so mentioned the T'ing kiln site
as soon as we arrived. Our hosts thought we would be too
tired after looking at all the other places to make an addi-
tional forty kilo trip through rough country over a hill cart
road to the site. However, in the end we went.

We finally drew up at a modern kiln on a valley edge where
household pottery and refractory brick was made. The manager
of this little plant said he had never been able to locate
the clay used by Sung potters. When the Liao tribesmen had
driven down and had OCCupied the area in Northern Sung, Sung
potters had gone south and sources were lost. However, he
volunteered to guide us to the old Sung kiln sites, and off
down the valley we went. We finally came to a ravine over
which an ancient stone bridge still existed, with marble carv—
ing adorning. This was the entrance to an area where many
tens of thousands of people once worked, making the wares that
have immortalised them. Today the terraces that run up the
hillside enclose fields on which work teams were buSy with
spring sowing. Looking closer, one found that the front walls
of terraces in a great many cases were old kiln walls, and
that below each one was a little mountain of kiln waste. Farm
lads told us that the sites ran further down the valley for
several miles. Certainly for as far as we could see in the
evening light, bones of old waste dumps showed white. Fossick-
ing amongst the kiln waste heaps, one soon began to amass
piles of fascinating shards. White predominated and engraved
ware was common, though there were many discards of moulded
ware also. There were both black and purple shards as well.
The purple was really a bright purple when it had not fused
properly. When it had, it became a purplish, bluey brown.
Some pieces were brown on the outside and white within.
There were many sizes of base rims. The most interesting thing
for me, however, was when picking up one fragment after another,
I found that surplus glaze had always run down to the base,
not towards the rim, so that the old conception of T'ing ware
as being fired with the rim down, was not tenable.l How to
explain away the unglazed rim then? One picked up many rims
and studied them. On some the unglazed portion was on the
inner edge, on others the outer, and then again, just on the
rim edge, very finely.
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The explanation could be found easily by a study of the
saggars used. They were not ordinary saggars, but were made
up of rings, broken specimens of which composed the greater

portion of the kiln waste. The bowl touched this original
kind of saggar in different places, depending on how it was

hung. The important fact to notice was that it was hung, base
downwards. It did not rest on its rim.

I found one plate mould, and then a fragment that had come

from one like it. There were incised rings around the outside

of the dish, running in concentric circles.

In the ancient temple at Chuyang, a collection of some of the
better discard pieces had been made, some of the earlier T'ang

ones also being exhibited there, as well as the brownish Liao

wares of post Sung times. I brought home a big swag of shards

and spent some enjoyable evenings sorting them, and then in

getting boxes made for the best, so that they could be studied

at leisure. One fragment I particularly like is of a vase. It

has been built up of coils, as the inside shows. The outside

has been smoothed off and engraved. The glaze used on the in—

side is a bright, glossy one; that of the exterior is a sub—

dued matt, evidently then judged to be superior. Looking back

over the many old kiln sites I have poked around in China, I

can think of none that was more interesting than that of

ancient T'ing which gave a new insight into the life and cul—

ture of the people of Sung.
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NELSON SUPERFINE MINERALS

WOLLASTONITE 80 lbs. bags £1.12.1O

DOLOMITE superfine 112 lbs. E1. 5. 5

MAGNESITE 80 lbs. £1. 4. l

WHITING (Calcium Carbonate) 80 lbs. 18. O

FELDSPAR, Nelson 100 lbs. El. 6.10

TALC 56 lbs. 15. 9

All the above minerals are ground to 200—300 mesh. 1 lb. lots
prices at 8d per lb. Freight or postage additional to listed
prices.

IRON OXIDE 112 lbs. El. 8. 0.

Lb. lots l/- per lb.

Freight or postage additional to listed prices.

All these products have been tested and approved by practical
potters.

Cash with order to Ian MacPherson, Mapua, Nelson.
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K I L N F I R I N G D E V E L 0 P M E N T S

To begin this second article on oil firing, a word about the
measurement of blower air pressures.

Figure I shows air flowing in a pipe from the fan at left. A
short length of 3/8" copper tubing is bent, passed through the
pipe wall and is fixed so that the open end faces the air flow
and is on the centre line of the pipe. One end of a three—foot
length of plastic tubing is slipped over the outer end of the
copper tube. The measurement of air flow pressure is made with
the fan in operation and the burner system connected as for

FIG.1

WATER GAUGE
FAN

->r:.:m .
firing. The plastic tube is held to form a U shape, and water

is introduced, to half fill this shape. The difference, in
the vertical plane, of the levels in the two arms is measured

in inches. This is the air flow pressure in 'Inches Water
Gauge'.’ One pound to the Square inch equals nearly 28 inches
Water Gauge. A more permanent form of the instrument may be

made by mounting a bent glass tube and a ruler or scale on a

panel.

->L’J
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”6.2

OIL VALVE

The vaporizing type burners described in the previous article
will work on an air pressure of only two inches Water Gauge,
but the air should be in sufficient volume to provide most of
the total required to burn the fuel. This type of air supply
can be furnished by the smaller types of low pressure industrial
exhaust fans, turning at speeds within the power range of frac-
tional horsepower electric motors which can be connected to
normal domestic power systems.

As mentioned in the previous article, vaporizing burners are
influenced by conditions in the kiln above, and require frequent
attention when fired. The low pressure atomizing burners des-
cribed below are controlled solely by the air and oil settings,
and will run steadily at whatever rate is set by the controls.
They are more difficult to start and to run at low output than
vaporizing types, but have the advantage in amenability after
the first few hundred degrees.

JET AND ORIFICE
AIR VALVE

90 deg.

, 2" GAS PIPE

'; 2" zLaow
Two—JET UNlT Plan view

2

JI. Dune! %
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u CAP

Air must be supplied to these burners at not less than three
inches water gauge, but less of the total air requirement need
be pumped. Although greater fan speed is required, and con-
sequently a larger motor, the lesser volume of air to be
moved permits the use of motors of 3/4 to l horsepower, for
which a suitable circuit and permanent connection can be pro—
vided in most domestic Systems.

The burner can be made up from 2" gas pipe sections. Oil is
introduced through a 3/8" copper tube, the quantity being con-
trolled by a small needle valve in the oil supply line, and is
discharged in a spray from a slit in the flattened end of the
tube, which terminates just inside an orifice formed in the
end cap of the two inch pipework. The end of the copper tube
is flattened upon a strip of 24 gauge shim brass, which is then

drawn out to leave the slit. To form the orifice in the 2” pipe
cap, drill two 3/8” holes at centres one half inch apart, then
file to form one oval opening.

The outlet end of the oil tube must be carefully set in rela-
tion to the orifice. If it is too close the oil spray will not
be well broken up. As the fuel tube is drawn back a finer
spray appears, but a point is reached at which the spray cone
strikes the edge of the orifice, causing fuel accumulation in
the burner. Examine this behaviour by setting the burner up
to spray (water) into the garden.

Figure 2 shows the complete burner including the controls and
the clamping device needed to hold the fuel tube in adjust-
ment. Two, or even three fuel tubes can be brought through the

burner, each one being capable of feeding up to one and a half
gallons an hour. The kiln at the Reikorangi Potteries, of 54
cubic feet, is fired by two such burners working at 3” water
gauge, the air coming from a 5" Richardson fan driven at 2200
r.p.m. by a l h.p. motor. The writer's kiln of 18 cubic feet
was fired by one three-jet unit, and the present one of 70
cubic feet is fired by various burners, amounting to seven
jets. The firing time to Cone 10 is about thirteen hours in
each case.

Now, the difficulties. The burners fire through a small port
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in the outer closure of the firemouth, but there must be ample
combustion space within, in particular, not less than eighteen
inches from burner to bag wall, so that the number of particles
of unburnt fuel which hit the brickwork is reduced. The
spraying of liquid fuel over brickwork results in the growth
of hard carbon formations. Rapid heating and high temperatures
affect the bricks at the base of the bag wall and in the arch
just above, which are best composed of heat—shock resistant
materials with service temperature above 1500C.

The best method of starting is to reduce air pressure and
establish a flame on a piece of refractory placed in front of
the burner. Once the firemouth is glowing, the refractory is
moved aside. Care must be taken at this stage to keep the
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flame short of the ware, but once past 600C. the temperature
may be raised rapidly.

Before each firing the oil jets should be checked for freedom
from obstructions, and the fuel supply should be clean.

The next development has been to link vaporizing-and pressure
burners to exploit the best qualities of each type. Figure 4
shows a new version of the pressure burner. It is now a short
length of 2" pipe inserted horizontally through an aperture 3”
square in the kiln wall below floor level. The oil jet now
discharges through an orifice in the top surface of the pipe,
above which there is a slot in the floor of kiln. A space of

1716.4

BURNER SETTING
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about six inches is left between kiln wall and the stack of
shelves, and in this the flame develops as a fan shaped sheet.

Direct injection of fuel and air in this way might seem an al-

most murderous way of firing, but in fact, it is the reverse.
There are no firemouths or bag walls, no localised high tem-
perature regions and therefore no need for special refractories.
However, there must be a way of bringing the kiln temperature
to the point where the pressure burner spray will ignite.
Where this burner is used to correct heat distribution in an
existing kiln, the existing burner system is started first.
In the case of non—firemouth kilns, a side-firing pot burner
(see previous article) is fitted above one or two of the
pressure burners, firing'through a port 4%” square. Once the
pressure System is functioning, the pot burner is removed and
the port is closed. A construction which eliminates the
separate pot burner by combining the two forms is illustrated.
After firing, the burners may be drawn out, or capped with a
sliding cover.

Of course, the system has now reached a pitch of elaboration,
with the kiln exterior a mass of pipes, reminiscent of the
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FIG.6 PRESSURE AND VAPCIJR MS I] (HE

engine room of a ship. The advantages, however, are consider-
able. The firing is free of smoke or fumes at all stages.
The pot burners can be started easily and run perfectly at low
rates. They are nevertheless little affected by wind. A
multi-jet pressure burner system allows complete control of the
rate of advance, the type of atmosphere, and considerable cen-
trol of the distribution of temperature. The direct injection
version will produce the highest firing temperatures possible
with normal temperature air supply. This means that Cone 10,
a common maximum, is reached with ease. Vaporizing burners
operate with a rumbling noise, pressure types working in a
normal firemouth are less noisy, the direct injection type is
almost silent.

All the burners dealt with in these two articles have been
described in forms suitable for construction with the least of
equipment. The firing methods outlined need not be adopted
in their entirety. A drip feed kiln which is smoking at the
start can be started smokelessly on a vaporizing burner and
then be turned over to the usual firing method. The direct in-
jection type can be used to correct heat distribution or to
boost a slow kiln. All the equipment described has been
evolved towards the end of increasing the degree of control of
firing and of eliminating any disturbance caused by the opera-
tion of the kiln.

Roy Cowan
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Firlng well

using Shell

You can be sure of

T H E A R'I O F T H E P O T T E R

Glass, China. Pottery,
Stainless Steel, and
Wooden Things

Simple in Style

Reasonable in Price

PATRICK PIERCE LTD.

43 Victoria Street West:
AUCKLAND
70 Hurshnere Road
TAKAPUNA
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AUSTRALIAN AND NEW ZEALAND POTTERY

Exhibition Organised by the Nation—
al Gallery of Victoria for circula—
tion in the Australian State
Galleries 1963-64.
”THE SUN”, Tuesday, 10th September, 1963.

”Two hundred and twenty pottery pieces are displayed in
the Verdon Gallery (of the National Gallery). How does one
look at this craft? The potter is a creator. But he's also
a bit of a misfit in present—day society because he's menaced
by the competition of mechanical mass production. His pot
must have qualities which differentiate it from every other
thing of which we have experience. It has a lot of attributes
— form, weight, colour and surface qualities. The good pot,
bowl or vase then is a balance between the rightness of form
for the clay used and the intended contents; of the relevance
of the decoration to this form. What does impress here is the
healthy spirit of enquiry and adventure displayed by these
”unknowns”. (A large body of this work is by New Zealanders.
who have never exhibited here before.)” - Alan Warren
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"THE AGE", Tuesday, 17th September, 1963.

"An exhibition of Australian and New Zealand pottery at
the National Gallery brings together what is probably the most
comprehensive exhibition of studio pottery ever to be shown in
Melbourne. The beauty which radiates from a well-made pot is
uncanny - a kind of silent music.. It seems to keep turning
upon the wheel. That is how to tell a good shape. The good
ones go on turning. The others stop. Even the finest pieces
of industrial production are cold stream-lined fish compared
to a well-made pot.

Morris was right after all — it is the joy in the work
that matters, and in good studio pottery the joy is still there.
The industrial designer can achieve an efficient and logical
construction - but he cannot transmit joy. That is why the
unique_work, the studio pot, the original print, will always
be sought in order to give a house or an office a feeling of
personal warmth and a human touch.

The exhibition has been well chosen, and critical selection
is no eaSy matter. But for me the four pieces by Hughan were
outstanding and his stoneware bowl (150), with its great
beauty of shape and surface, the finest thing in the exhibi-

tion. A small porcelain bowl (38) by Helen Dawson, with
delicate crackelure and light grey celadon glaze, possessed
a quiet distinction; so too did a faceted vase (13) by Doreen
Blumhardt .

It is shape, after all, which endows a pot with distinc-
tion. Nothing can compensate for mediocre shape. That is what
gives quality to Henri La Grand's dark little stoneware bottle
(160) - a well proportioned shape. Carl McConnell presented a
group of gourd-like forms all of good quality. But his tall,
Slim bottle (173) reminiscent of Sung Tzu Chou ware, is out—
standing. Other potters avoid Chinese precedent and burst
into rough textures and fantastic, anthropomorphic forms.
Among these the most notable are Alex Leckie and Milton Moon.
The wine would indeed be raw and rough that was poured from

‘Moon's rugose, picturesque pots.

There was also fine work exhibited by Bernard Sahm (a
well—shaped lofty vase, 195); John Perceval (a bowl, an
earthenware platter, streaked with Sang-deBoeuf) and interest-
ing pieces by Les Blakebrough, Helen Mason, C01 Levy and
Margaret Tuckson-"' - Bernard Smith
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”THE HERALD”, Wednesday, 18th September, 1963.

”We...approach the pottery display in a spirit of enjoy-
ment, and one is happy to note that the Australian and New
Zealand works complement one another. The difficulty with
pottery is to distinguish between the genuinely creative types
and the merely imitative. Allowances need to be made for a
large number of permissible derivations, mainly, of course,
from antiquity. What one looks for in the work of individual
potters is stylistic consistency. Equality of craftsmanship
prevails throughout the present shOW, the most spectacular and
perhaps the most creative pieces being those by Alexander
Leckie and June Black.” — Alan McCulloch
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