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EI]I'I'[]HIAL ‘The craftsman knows that the innermost core of everyone
demands an immediate satisfaction, in the spoon no less than
in the food, in the instrument as well as in the music.

‘He is not waiting, as so many others are, till war shall have
been averted, revolutions made, or inventions perfected, before
he begins to fashion the world nearer to the heart’s desire.

‘Each in his own way is doing it now.

‘The craftsman is preserving a truth indispensable to the future
of mankind.

‘l believe it is not by the limited scale of his tools, nor by the
medium or methods of his work, nor by his having the whole
job in his hands, but by his understanding of the needs his
products serve, and by his attitude to his material, that we
recognise the essential craftsman-—an attitude involving
humility, sensitiveness, and the intuitive sense of going with,
rather than against, the grain of life.’
From ‘Craft and Contemporary Culture’ —
Seonaid Mairi Robertson. Unesco Harrap 1961.

It is exciting living in a young country and watching the growing understanding of the
finer arts of man as the people have the time, the money and the energy to devote to
such things.

In the nine years | have been Editor of this magazine we have been able to reflect and
record the increasing maturity of our artist craftsmen and of the men and women
who use and enjoy the things they make.

This is my last issue as Editor, and it is my hope that this journal will carry on and
will broaden its scope to include the fine work being done by the weavers, the
jewellery makers, the woodworkers and other craftsmen as well as the potters.
With the necessary restrictions in importations the craftsman in this country has a
ready market for all he can produce; with the welfare state to take away his fears
of poverty and illness he can afford to make the things he wants to make without
too much pressure, and with the need to provide goods of quality and distinction
for the new kind of tourist he can help his country’s economy.

In the new world that is just around the corner it could be that the craftsman who,

_as well as perfecting his skills, has been deepening his understanding of human

values, will have a vital part.to play in helping to establish a richer and a fuller life
for everyone.
Helen Mason



Extract from ‘THE CRAFTSMAN TODAY'

One essential pre-requisite for good
creative art is that a man, with his values
satisfactorily sorted out, should be him-
self. | have heard many different phrases
admonishing one to create. Express your-
self, you are told. What do they mean?
Self-expression is a baffling phrase to
many, but behind it there is a very simple
and natural process. The creative process
expressed in its simplest terms is the exer-
cise of choice — personal choice. Man is
confronted with a great variety of
materials, colours, sounds, masses: he has
curiosity and whimsy. He is naturally in-
clined to experiment, to re-arrange, to
play about with all this, and in doing so he
exercises choice and preference. He
becomes aware that one choice is better
than another, one is more pleasing, more
satisfying, or perhaps one might say,
more significant than another. A whim
leads to an idea, one idea leads to another,
and an unconscious or a conscious critical
faculty reacts to the result. | like this;
| don’t like that; and there you have it,
a creative process begins. It sounds so
simple, it is so simple, that it hardly bears
mentioning with Art exalted as it is today.
There has, however, to be a qualifying
clause which makes this more difficult to
achieve. The creative process so defined
calls for a personal subject act of choice.
We are, however, so overladen with pre-
conceived ideas, habits, conventions, con-
cepts of what is fashionable or “in good
taste”, or with just plain humbug, that to
make a genuine personal choice is an

Harry Davis

extremely difficult thing to do. That is
what defeats the ordinary man today. . . .

Few of us who have attempted creative
work can deny experience of that painful
blank when sitting before an empty sheet
of paper, a lump of clay, a box of colours.
What shall | do? Nothing comes, only
reflections of something one has seen else-
where, or something one knows to be
accepted. However, if one persists (and
professional involvement in a trade with
creative scope dictates that one must) a
breakthrough does come. It can also come
with a personal rendering of something
in the style of one whose work one
admires. This is perhaps the most usual
route, but if one can get to the point of
genuine personal choice and self-criticism,
the process will grow. The outcome is a
state of mind which is a curious blend of
conceit and humility. One must have at
least the temporary conceit to believe
that this particular idea is a good one.
One must be pleased with it sometimes,
and one must be humble enough to pick
it to pieces and to criticise it. It is the
essence of the process to be excited and
childishly delighted with the idea of the
moment, and almost horrified with its
inadequacy a month later.

This sort of fun-and-games requires indi-
vidual attention while it lasts. One must
be totally absorbed with an idea for a
time. 1 would almost say one requires
solitude for the purpose, but at least one
wants tranquillity.
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1O0th Exhibition

Those who knew the Durham Street Gallery ~ From the foreword to the catalogue:

will understand the size of the problem  “An exhibition of such magnitude can only
which confronted the Canterbury Potters  be staged with the goodwill and co-opera-
and the need to transform the interior of  tion of a large number of people. It demon-
the building to secure a suitable setting.  strates not only that New Zealanders pro-
This transformation was accomplished  duce pots that come up to world standard
under the direction of David Brokenshire,  but also that they enjoy working together
who provided a simple untextured setting  for a common end. This Exhibition, then,

of black, white, and grey, an effective set- merits serious consideration, not only as
ting which allowed full value to the pieces  a display of art and craft, but also as a
. on display. spontaneous expression of what the crea-
PR o tive New Zealander is.”

ER"'E'SM John Simpson

Too many potters are neglecting the of the territory of art’” at the expense of
proper pursuit of their craft and are too corporate understanding and community
influenced by the so-called fine arts and values. Once, subject matter provided a
the modern art-circus. There was in the passport to the discovery of painterly
10th Annual Exhibition of the New Zea- values and laymen at first unaware of the

Sally Connolly, detail. p 4
land Potters’ Society much running away uniqueness of the painter’s vision would

- - W |
10th Exhibition from problems, and while fun has its come gradually by self-education to under-
place, anrd, .good humour a very important stand the artist’s concern for formal
Anne Verdcourt. place, this is no excuse for ceramic sculp- values and personal expression. Much of

ture which was not sculpture, or for pots this is no longer possible but in pottery

that had been ‘mucked about, slapped, there is still sanity, directness, a whole-

pushed and tickled’, or for the gauche, someness, to fulfill this introductory role.
self-conscious attempts at novel forms of Furthermore the aesthetic remove is not

decoration. All in all an abandonment if so great in pottery as in other art forms;

not negation of pottery. Surely potters domestic, personal, human and communai

Sally Connolly. should be the first to glory in the unique associations continue to make sense and
quality and character of clay and how lead to a better understanding of art.
, when a potter produces a pot which And this is why it is so important for
serves well a human need, this in itself potters to continue their investigation of
and its symbolism, is the acme of human function and to subordinate all else to it.
perfection reffecting social conscience, a |f this exhibition can be regarded as re-
synthesis of material and spiritual values Vvealing national strengths and weaknesses,
and the satisfactory resolution of funda- then the lack of proper concern for the
mentally conflicting elements. primacy of function gives me greatest
concern. So many of the exhibits just

Great stress is now laid on the freedom didn't work, perhaps were not intended
with which individual artists follow their for use, will never be used! Pitchers which
own intuitive aesthetic adventures. But couldn’t pour, lids which served only to
this has become almost “an anarchic free- 2370y, mugs and cups with coarse and
dom which has led to the infinite division rough lips, the list was endless and




dispiriting. But because a solution to this
problem is within reach, | propose to
devote the remainder of this article to
the question of ornament.

Because of general misuse during the
nineteenth century, the term ornament is
today badly misunderstood. Nevertheless
it survives if only because without it sys-
tems of aesthetic analysis would be
incomplete and fail to work. Ornament is
of two kinds: applied and structural.
Structural ornament arises either fortuit-
ously (swirling of gases in the kiln caus-
ing variation of texture and colour in a
glaze) or as a by-product of the process
or method of making or an intrinsic
quality of a material (the grain of wood).
While ornament in general came under
a general interdict, high priests of modern
art found structural ornament respectable,
even admirable; hence the cult of hammer
marks, loud knobbly weaving, planer knife
marks left on furniture, exaggerated finger
ridges on pottery and so on. The dogma
that these were part of making justified
their presence rather than whether or not
the result was pleasant to sight and touch.
However it is well to remember that
almost all primitive ornament is struc-
tural and that the first attempts at applied
ornament emphasised tool marks and
other forms of structural ornament or
imitated old forms when a change from
say basketry to pottery no longer auto-
matically produced familiar effects. But
while ‘inevitable or mechanistic orna-
ment’ was approved by leading architects
and critics right up to the last war, the
more humane, more considered and per-
sonal expression possible as applied orna-
ment continue to be anathema. Artists
were expected to become as much like
machines as possible and to compete dir-
ectly with the few things that machines
can sometimes do better and more effi-
ciently than men. Strange that artists
themselves were arguing this way! No

wonder that applied ornament is now re-
garded as an unfortunate phrase for an
unpleasant thing; but it is the correct
phrase in art criticism and formal analysis,
and should be used until superseded. The
very nature of applied ornament implies
freedom of use, consideration of relevance,
appropriateness and scale. In the history
of potter, applied ornament has fulfilled
many functions and has existed: to indi-
cate ownership (heraldry, monograms,
symbols); to distinguish one from a
number of similar works; to identify the
maker; to assist the sensitive viewer to
better understand important lines, pro-
portions, sections and junctions of form;
to give vent to the joy and happiness the
maker felt in achieving a good pot; to
show off the maker’s superb skill and
dexterity; to introduce an appropriate
note of humour, satire, or mark of grief,
anger, either as personal expression or
for popular consumption; to emphasise
function and to prevent misuse.

From this shopping list it follows that
applied ornament to be successful must be
appropriate and relevant, fit form and
function, be right in scale and arise from
the physical nature of a material and its
working properties. In pottery applied
ornament has the additional function of
relating silhouette to mass and volume.
In simple forms it often tends to rhyme
or echo, leading the eye along journeys
between the near point and the pot’s
‘horizon’. These journeys will tend to be
cyclic, broken when the eye makes a com-
plete sweep of the pot’s outline. In more
complicated pots, applied ornament often
produces a complex dynamic counter-
point which emphasises important form
by challenging it, producing excitement,
tension and liveliness. But the case for
ornament is more than a matter of tidy-
ing up aesthetic theories, it is a physiologi-
cal and psychological necessity arising

Transformation scene.

Selectors David Brokenshire,
Michael Trumic.
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10th N.Z. Potters’ Exhibition.
1 Crewenna Pottery — stoneware dish.

2 Patricia Perrin — roped pot.

4 Warren Tippett — wine pitcher.

§ Three unnamed works — bowl, honey jar, jug.

¥
1

3 Graeme Stort — cylindrical pot and and slab pot.

out of the totality of human experience
and habits gained in attempting to grasp
the very nature of space.

Ornament means above everything else —
and this is what was missing in the exhi-
bition — an expression of joy and love,
the brimming over of excellence.

A potter having just made a teapot for
say the fiftieth time, using shapes which
have evolved slowly with each repetition,
embraces with greater knowledge, greater
understanding, which has come partly
from the close observation of the way
people use and misuse teapots, the accu-
mulated experience and the thoughtful
probing of many years. Shapes cease to
be a matter of * | know what | like’, or of
‘what the other fellow does’, or of fashion,
and become a matter of conviction. The
potter exclaims ‘I know the handle must
have this kind of line and section, and
this order of space between it and the
body’. Over a period of years, with con-
stant thought and patient investigation,
one's idea of a teapot becomes a measure
of one's understanding of art; shapes
slowly digest themselves, and one gradu-
ally, oh so terribly gradually, gains the
rpastery of their relationship. This is what
| mean by the primacy of function.

Then perhaps one day the line of a thumb-
lift spring as it does from turning
moments about a fulerum suggests a line
of a bird, (the line running down its neck
feathers, across and then up the glorious
sweep of the tail-) and the thought occurs
‘why not translate this abstract, formal,
mechanical solution into a bird * This |
suggest, is what is meant by ‘arising out
of the process of making'.

Another example: The potter contemplat-
ing the roundness, the swell of the belly of
a pot says “This is the important point;

‘X’ marks the spot! Now everyone will
know what is important about this pot”.

So today ornament is no longer an out-
dated mark of privilege of exclusiveness
but an artist’s too. It follows from this
that ornament and timidity can’t coexist
and no-one should attempt to create orna-
ment unless they are confident and have
something to say, prompted by the work
itself. We need to remember that European
based societies do not usually communi-
cate in pictograms, neither do we usually
write with a brush; so it is unlikely we
shall equal the free brush decoration of
Chinese or Korean potters.

The five illustration of works from the
exhibition should be studied by answering
the following questions: Is the applied
ornament (the term ‘applied” of course
has nothing to do with sprigs or the act
of applying, but is used in the same sense
as applied in ‘applied mathematics’). Yes,
one should ask, is the applied ornament:
1) Relevant? 2) Appropriate? 3) Does it
arise naturally out of the materials and
processes of working? 4} Does it assist us
to understand the essential structure of
the work? 5) Does it complement, under-
line or emphasise salient character?
Answers to these questions will help de-
cide to what extent the works illustrated
are successful and to what extent other-
wise reasonably competent work is con-
stantly being ruined by ill-considered,
hesitant, unsympathetic, irrelevant orna-
ment. The shilling gives some indication
of scale.

| do hope that my remarks will not offend
or hurt. They are meant to stimulate dis-
cussion and prompt a re-examination of
potting in the machine age where half
the world’s population lack food and edu-
cation. It is only because of my affection
and regard for potters that | have felt
able to share so frankly my own doubts
about the direction potting seems to be
taking.



Firing well
using Shell

M

= Thermol

Superior quality low-cost fuel for oil firing

It has {o be good to be @

10

THE AHT UF HRINE Barry Brickell

Sufficient material on the CRAFT of firing
is now to hand, as can be discovered in
back numbers of this magazine. Everyone,
even the dumbest and most pedestrian,
should be able to construct and operate
a stoneware kiln, therefore, with an
assured margin of success. Time is thus
ripe for the HOW, the THING having been
thoroughly masticated, digested, absorbed
and regurgitated.

In a previous article, | chewed over and
masticated the idea that a truly fine pot
is an expression of the MEANS — the way
of the potter in handling his materials —
rather than the idea of working towards
the finished article. (The reason why fine
pots look so ludicrous on exhibition pedes-
tals.) The climax of a pot's career is
the firing: the fire can make or mar the
pot. True or false? Is the kiln a mere tool
or it is an animator of the first order?
Who else can decide upon this matter
other than the potter in charge? No, the
onus is on you, the stoker, the manner
in which you regard the fire. From the
pots, the perceptive can tell just how
much you give your fire, and consequently,
how much work, spirit and guts you can
get out of your pots. The firing process
can free up the tightest, meanest, nastiest,
most banal, pedestrian and pallid of pots.
In the right hands it can animate, enrich,
exuberise and press to the limit of physi-
cal endurance, the materials of the pot.
Thus, the fire can be handled and guided
in a manner of ways which can open up
a new world of potting.

My earliest kilns were coal and coke fired.
The made pinched pots were placed on
top of a fresh charge of coke, and gradu-
ally sank into the incandescent zone of

the fire. The grate was flogged out of
Mum's copper, and draught was obtained
by suspending drainpipes from a nearby
tree. The pots were real sinter, rich with
slag glaze and fluxed out craters. | was
deeply impressed if not delighted. The
handling of the fire itself was most of all.

It is beyond words to relate the awe |
had for the retort furnaces at the local
gasworks. As a child, | would sneak in,
edge closer and closer to these wonder-
fully austere, dignified brick arched
facades of the furnaces. They were true
architecture — no fancy stuff, every brick
and arch was meaningful. 1 would
cautiously lift up the spy hole cover plates
of the combustion flues, and watch spell-
bound. Producer gas, red hot from the
furnace below me, burned with a lovely
soft lambent flame with the pre-heated
secondary air entering from a fireclay
nozzle at the back. A comfortable 1350°C
without any apparent effort. No noise —
only the gentlest sucking of air. These
furnaces would take a month to heat up
when new, and would be run at full heat
for several years on end. Sometimes | had
a chance to examine the insides of old
furnaces, cooled down and due for re-
bricking. The celadons, built up with fine
ash flux over the years, were incredible
— soft,rich, subdued.

| tried, somewhat unsuccessfully, to fire
a kiln based on this principle, but am still
convinced that it would work particularly
in a large size. Progress was inevitable.
| discovered that the local garage waste
oil could give an easy 1300°C by being
dripped into a pan, given a good draught.
The first efforts were magnificently crude,
and the pots were animated by iron rust
flakes falling out of the red-hot flue pipe
on to the glazes. Of the umpteen dozens
of primitive drip feed kilns | built, one

11



in particular was magnificent. | fired it
every second night and cooked my dinner
on it as well. It would take five hours to
fire and would hold about eight or ten
mugs. The “stonehenge’” of the burner
pan had to be constantly altered, to avoid
carbon build ups, and to give an even
flame. The kiln covered the neighbourhood
in thick rich smutty suds of carbon.
Whenever a ‘carbon-up’ took place, |
would climb on to the fragile kiln shed
roof and lower an old sash weight down
each of the twin drain pipes which acted
as a stack. At full heat, in a storm, this
was indeed fun! Glaze maturity was tested
(as | still do) by thrusting in a wire rod
at full heat and looking for its reflection
in the glaze of the closest pot. Usually, the
results were most exciting, as perfection
was never my aim. All the fun, work and
toil of firing came out in the glazes. |
cherish the pots from that kiln even now
—they had a richness characteristic of
the kiln.

My present stoneware kiln is another re-
markable, venerable and reliable old work
horse. Built to last for only six months
until | could obtain better bricks, it con-
sisted of broken bricks dug from an old
pathway under years of weed in my re-
cently acquired backyard. Only the crown
arch and bagwalls were of firebrick.
Garden clay was used with brick rubble
for the outer walls, and the crude brick
stack balanced atop the biscuit chamber.
This kiln, with new stack and rammed
clay foundations (put in after the sixtieth
firing by tunnelling and propping) is still
my mainstay for domestic ware. It has
sagged like a tent after a thunderstorm,
swelled in volume and lined itself inside
with ropey slag of the most animated kind.
It has truly ‘antiqued’, surely to about its
limit, but | still enjoy firing it. So reverent
has this organic heap of bricks become,

that | have decided never to demolish it.
It has already set three potters on fire,
and after 300 firings, is yielding richer
and softer glazes than ever before.

Profits from the oil kiln have been
ploughed back, and besides building up
the narrow gauge railway empire, | have
progressed astern now to good old coal
firing. With a new, big, round down-
draught kiln built like a baronial castle it
is of good firebricks throughout. It re-
capitulates my boyhood memories of the
industrial coal-fired salt glaze kilns at
New Lynn. Their interiors were richer
than my mother’s best fruit cakes, drool-
ing with brilliant ferrugenous icing. There
is nothing like firing with bituminous gas
coal — whether firing a kiln to 1300°C
or a railway locomotive to 80 m.p.h. the
raw coal spits and crackles gently as it
goes in. The pitch and volatiles bubble off
giving a characteristic long smokey flame,
of unforgettable, musty and rich flavour.
My ecstasies in this direction are uncon-
vincing to my friends of loftier habits. |
get covered in soot, dust and sweat, and
a mug of beer accompanies my shovel and
poker on the continuous firebox rounds.
Night shift is the time! When everyone
else has given up and one can carry on the
battle of the bonfire in peace, the sense
of participation one gets, in the actual
creation of the pots, is full. At salting
time, the high pitch is maintained while
the acid vapour swirls about, antiquing
iron ware and lungs, while the alkaline
vapour within antiques the surfaces of
pots. When the iron rod test says O.K.,
| turn on a big hot bath and bank the fires
with ashes.

In larger kilns, the Westport coal imparts
a soft richness to ordinary stoneware
glazes, due to the nature of the ash car-
ried over. If coke is used, to obtain the
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same temperature, the draught must be
nothing short of vicious. Again, as a boy,
| pervaded the local firebrick works to
watch their huge, rectangular coke fired
kilns at work. At full heat, the insides of
the ten fireboxes gave out a great white
light of searing incandescence. This would
give Cone 10 at the top and 8 at the
bottom of the kiln, while the most awe-
full spectacle was to peep through a man-
hole cover in the floor between the kiln
and stack. One could see blue tongues of
monoxide flame and the curving walls of
the tunnel glowing a red red red. The
great round stack, 100 feet high and dull
red at the base, would be exerting real
horse power on the kiln fires. And what
a sight were those stoker men too! Liter-
ally swimming in their protective clothing,
they had to do constant battle with hard
clinker. | greatly treasure the quality of
glaze on the severely pounded bagwall
bricks —a deep rich chocolate treacle,
and a tribute to those fellows!

Perhaps the ultimate in firing is yet to
come. | refer to wood. From various des-
criptions it sounds really wrapping. A
number of our potters have now been
overseas and had direct contact with wood
fired kilns, so it must soon come. With
the way the timber weed grows here,
there should never be a shortage of soft-
wood fuel! All over the King Country are
to be found the remains of steam sawmill
boilers, natural kiln chambers in good
old firebrick. Nearby of course are the

vast mounds of sawdust from these mills.
Perhaps it would be an adventure to try
an experiment with all these rescurces
and leave behind a trail of rugged kiwi
planters — a fitting memorial to the native
forests that were.

There are many shaggy kiln stories even
in the ten brief years of stoneware pottery
in this land. | could go on recounting per-
sonal experiences of the craziest kind. |
think of my own highly animated kilns,
but Mirek Smisek’s old faithful salt-
glazer took a lot of beating. | believe it
was turning out good pots with a worn-
out crown arch only one inch thick! Then
again there were the ceremonial oil drip
feed firings of Wilf Wright's old round
kiln at Reikorangi. Now stripped of its
outer layer, | rediscovered this venerable,
and restored its arched doorway, just in
case someone, someday, wants to see what
she’ll do again. The whole structure is a
moss and fern garden, hanging together
by drools of thick salt glaze within. Even
if it is never fired again, it is one of those
little monuments, of an historic order,
about which too few New Zealanders care.
| have located old furnace ruins, now the
most beautiful natural hanging gardens
of manuka, maidenhair fern and orchids,
which for the peace of posterity, | shall
keep dark except to sensitive friends. Yes
indeed, have reverence for old kilns, but
most important if you are a potter — have
fun and games while firing them.

B ———

——

On_ page ecleven of our last issue Barry
Brickell was quoted as saying “I haven’t been
overseas and I don't want to go.”

He would like to amplify this remark as
follows:

13

“I haven’t been overseas, but I don’t want to
go until T know what to head for and how
to pester the gods with confidence. I don't
just want to be a tourist—1 need to give
and get.”



IE YOU ARE INTERESTED IN OUR POTTERS’ WHEELS
PLASE CONTACT US FOR FURTHER DETAILS.

 pAuthorised manufacturers of Leach Potters’ Wheels”".

SEABOARD JOINERY LIMITED

Authorised manufacturers of “Leach” Potters’ Wheels.

151 MarDa Road, Ellerslie, S.E.6, Box 11035.
Phones 594—264, 599—571.

Box 15-036, Auckland, S\W. 4. Phone 864-137.
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LONDON NEWSLETTER

Kenneth Clark
The main interest of the past year has
been very much centred on a wider field
than the odd Pottery Show. In time this
may have far-reaching effects, dealing as
it does with changes both social and educa-
tional, as well as industrial.

Firstly the Craftsmen Potters have in the
course of the year discussed and debated
many of the vital issues that affect those
seriously involved in ceramics. This dis-
cussion has covered technique, sales, train-
ing, and where they fit in and have any
relevant part to play in modern society.
“How was it,” someone said, “that the
demand for handmade domestic pottery
exceeded the supply, and those making it
were working to capacity, yet they were
far from affluent, and in some cases lived
at a sub-economic level?”’

Not an easy one to answer with Stoke-
on-Trent ever in the wings, able to pro-
duce cheaply, and ever-ready to commer-
cialise any lead given by the innovatory
studio potters.

Industrially things have been moving fast,
with continuing mergers to form bigger
and fewer groups, with the small to
medium firms becoming absorbed or just
ceasing to exist. The result of this is that
fewer firms produce more and more with
less and less variety. One would think
this would help the individual potter. At
the moment | do not think many are fully
aware of the situation, and if they so are
not alive to where their opportunities lie.
Perhaps they unconsciously sense the
futility of the situation and may in time be
prepared to work in studios set up by the
large industrial groups such as operate
in Scandinavia. They after all can afford

3

the expense in materials and equipment
to allow the artist craftsman to experi-
ment and develop ideas. It is now at least
two years since Wedgewoods first set up
a studio of this kind, and Poole Pottery
has recently enlarged and reorganised its
studio section.

Before long certain mass production tech-
niques will be completely automated, and
this will be brought about by new methods
of making already well advanced beyond
the experimental stage.

This last year has seen the first finished
products of the shakeup and reorganisa-
tion of the Art School system under the
New Dip. AD. (Diploma in Art and De-
sign). If it has done nothing else it has
shaken many country Art Schools from
their parochial slumbers, and caused fresh
breezes to blow through what was a pretty
unrealistic system. This has resulted in
fewer schools being allowed to take cer-
tain subjects to Degree level, with the
result that there is now a much higher
standard all round, coupled with the infu-
sion of much fresh blood in the way of
staff, together with a big slice of liberal
studies and art history.

One of the most fascinating exhibitions
of the year was a pottery show organised
by Messrs. John Sparks, a Gallery sgecial-
ising in Chinese Art, situated not far from
Bond Street. The Exhibition was called
‘Modern European Pottery’. It was meant
to represent the modern- European stone-
ware movement and show certain orien-
tal influences in both Continental and
English potters.

Scandinavian potters were: Berndt Fri-
berg, Stig Lindberg, Nathalie Krebs and
Eva Stachr Nielsen of Saxbo, and C. H.
Stalhane. The English potters were: Ber-
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nard Leach, Lucie Rie and Alan Spencer
Green. The Gallery caters mainly for col-
lectors of quality Chinese art and cera-
mics, numbering the King of Sweden
among their clients. The recent issue of
‘Craft Horizons’ showed some superb
pieces from his collection. As this was the
Gallery’s first show of modern pottary
one can only conclude that fine pieces of
Chinese ceramics are becoming scarcer
and rarer, so that this was done with the
intention of developing a fresh market
or supply for their collectors. Perhaps one
can best quote from the catalogue, which
says:

“This Exhibition precedes the establish-

ment of a permanent modern pottery: sec-
tion within the Gallery. It is intended that
a selection of the work of the finest artist
potters of all countries shall be on view
here in the future. The permanent exhibi-
tion will be supplemented from time to
time by special displays of selected
work."”

Many of the happenings of the past year
may give an indication of what the future
will offer. For potters it would seem that
they will need to be highly individual in
style, or extremely versatile, in order to
execute the diversity of commissions they
may be offered, as well as to give advice on
many things affecting ceramics.

N.Z. HANDCRAFT GALLERY

32 Tuwharetoa St., TAUPO, near Lake Hotel.

FINE NEW ZEALAND POTTERY

HANDCARVED WOODWORK

HAND SPINNING AND WOVEN WORK

RUGS — HAND SPUN AND WOVEN

HAND PRINTED FABRICS AND LAMP SHADES

JEWELLERY, PAINTINGS AND LINOCUTS
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Cover : ADRIAN COTTER gathering raw materials from the Rangitikei River. ‘

12 N.Z. POTTERS p

PHOTOS MARTI FRIEDLANDER i

A CALENDAR for 1967 showing in full-page photos 12 New Zealand potters -
Len Castle, Helen Mason, Wilf Wright, Barry Brickell, Roy Cowan and Juliet
Peter, Patricia Perrin, Graeme Storm, Doreen Blumhardt, Martin and Nancy
Beck, Mary Hardwick-Smith, Peter Stichbury, Adrian Cotter - including a
general introduction to New Zealand pottery, biographies and the potters’
marks. The calendar pages can be torn out leaving a useful documentary on
these potters. To be followed up by another containing 12 more potters for
1968. Price 15/9 (+ 1/- postage)

NEW VISION 8 H.M. Arcade, Queen Street, Auckland. Phone 42-505, 45-440



W. D. McGREGOR LTD.

cture a range of Electric Pottery Kilns specially des;gne-d for use
iv:esgwir:)l;:? Colleges, In%ustry, and for the ‘Hobl:_)yist. McGregor le_ns.| havs
been manufactured since 1946, and are built Wlth. the finest ma_telrlafslan
workmanship. Their expert design and construction are the resu tfok‘long.;
experience in this field of manufacture. We offer a complete range of kilns:
‘McGregor’ Standard to 1250° Cent_igrade.
‘McGregor’ Hi Burn to 1300° Centlgr?de (Stoneware.).
‘McGregor’ Super Burn to 1450° Cent:grade ( Porcelain).
Above kilns are suitable for 230 volt single or 3 ph‘ase supply. "
We are stockists of the full range of Dzagussa Ceramic Colours for pottery

and allied art fields. We solicit your enquiry. Literature and

prices available on application. Established
1946.

W. D. McGREGOR LTD., Est. 1946.

Electric Kiln and Furnace Manufacturers,
48a Stoddard Rd., Mount Roskill,
Auckland, S.3.
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EXHIBITIONS

10

INVITED POTTERS

BLUMHARDT
BRICKELL
COWAN
GREIG
PERRIN
PETER
SMISEK
STICHBURY
STORM
WRIGHT

PALMERSTON NORTH
ART GALLERY

13TH NOVEMBER

25TH NOVEMBER, 1966.

Invited Potters, Palmerston North Art Gal-
lery, 13-25 November, 1966. The aim of this
exhibition was to present to the Palmerston
North public a wide range of high-class
pottery by the most serious artist potters
practising in the country.

Ten potters were invited to exhibit and in ail
one hundred and sixty-five pots were dis-
played. Those invited were: Doreen Blum-
hardt, Barry Brickell, Roy Cowan, Jim Greig,
Patricia Perrin, Juliet Peter, Mirek Smisek,

Peter Stichbury, Graeme Storm and Wilf
Wright.

The exhibition, which was officially opened
by Dr. W. B. Sutch and seen by 1,350 people
during the time it was on display, made one
feel that even though the presence of Leach,
Cardew and Hamada was still evident, these
potters are well on the way to discovering
a virile art form shaped by the wealth of
indigenous material this country offers.

It is -hoped that many more exhibitions of
this nature will happen throughout the
country as they allow the public contact with
pottery by some of the best creative potters
in the country — only by this kind of contact
will the public be able to discern and evaluate
the standards required,

James Mack, Director,
Palmerston North Art Gallery.




EXHIBITIONS

Warren Tippett, stoneware pottery. New
Vision Gallery, Auckland, 8-19 August, 1966.
Warren moved from Christchurch to Coro-
mandel at the end of 1965, and has since been
working with Barry Brickell. The exhibition
was of both oilfired stoneware and salt-
glazed coal-fired pots made at Coromandel.

< ¥

Michael Trumic — flask.

el Trumic. Stoneware, Several Arts,
g[lzf*lp:tchurch, 20-25 November, 19@6. From
this, Michael Trumic's first exhibition, t}x‘*o
large pots were purchased for the Chn.st:
church International Airport, and two others
for the Riccarton High School.

You are invited to
the opening of
an Exhibition of

POTTERY
& CERAMIC

Jonday1: | SCULPTURE

Centre Gallery Inc. by‘Pa,u] Melser

248 Lambton Quay.
Opening speaker

Rob : MONRO
John Roberts B o INE -

From Paul Melser’s Exhibition.

Paul Melser, pottery and ceramic sculpture,
with Josephine Munroe, handwoven wall
hangings. Centre Gallery, Wellington, 15-26
August, 1966. Paul is now working as a full-
time professional potter and the exhibition
consisted of a wide range of domestic stone-
ware, large terracotta sculptural garden pots
and a small venture into wall tiles. The Jarge
wall hangings by Josephine Munroe were
handwoven from natural homespun wolo.

EXHIBITIONS

Len Castle. Stoneware, Several Arts, Christ-
church, 28 August-2 September, 1966.

Mirek Smisek. Stoneware, Several Arts,
Christchurch, 2-7 October, 1966.

New Zealand Handcrafts. New Vision Gallery,
Auckland, 6-23 December, 1966. “What is not
usually recognised is that this capacity to
create unique, original craft work goes much
further than pottery. The craft exhibition in
the New Vision Gallery makes it abundantly
clear that remarkable work is being produced
in hand-made jewellery and textiles. . . . In
a day when the manufactured article is
turned out in millions and plastic and syn-
thetic materials are manifest everywhere, it
is really refreshing to visit an exhibition of
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hand-made work, showing the highest degree
of skill and where each piece is unique. The
production and appreciation of such work as
this may be the answer to many of our
problems in a world of ever-increasing leisure
where the mechanics of existence are increas-
ingly delegated to machinery and machine-
made articles.”



EXHIBITIONS

In his radio review of Doreer Blumhardt's

DL BARRY BRICKELL

exhibition in November at the Centre Gallery, =

=0Do™ *
Peter Bland said, “She creates at a level that :‘3 "Z:E EXHIBITION OF POTTERY 7 - 18 NOVEMBER.
is never less than proficient. She is gay, > f; a2
colourful, and disciplined. Her bowls have a | S Suvn THREE ROUND KILN FIRINGS :
lovely depth and show her textures and glazes = - @
e vef,'y Urshadia g’ g s ".;;; LARGE SALT GLAZED, COAL FIRED POTS.
e 8238
S 2gds
= ‘-Eu -4 Barry Brickell. Three round kiln firings:
; E:;g ‘ large salt glazed, coal-fired pots. New Vision
e .g = EXHIBITION Gallery, Auckland, 7-18 November, 1966. “The

potter regards his work as being part of an
Doreen Blurphardt, pottery, Alison Pic!mlere, environment rather than a collection of
colour etchings, Centre Gallery, Wellington, individual ‘treasures’. . . . They have a rich
20 November-2 December, 1966. human quality and appear to belong to some
kind of colonial tradition.”

c-ul are wifed 1o attend the
‘gype’ﬂ'ug of an exhibition of T
pottery ng"m' etchings AUTHORITATIVE BOOKS ON POTTERY FROM PITMANS

Available from all booksellers.

STONEWARE AND PORCELAIN: The Art of high-fired pottery
Daniel Rhodes

DOREEN:BLUMHARDT.
ALIS o N = P C KME RE Concise and authoritative, this is a magnificent book about the
gﬁww %mg%"%’ tradition, the techniques and the materials in high-fired pottery.

3 Profusely illustrated with examples of porcelain and stoneware
g with detailed description and analysis.

POTTERY MAKING

Denise and Rosemary Wren
Noeline and David Brokenshire, turned wood

and pots. Several Arts, Christchurch, 7-12
August, 1966. The Brokenshires are a husband
and wife team, and the exhibition was a
result of many months part-time work, as
woodturning for Noeline and pottery for
David are only hobbies. Noeline (former
Empire Games athlete) says: “A hobby is
a splendid relief from the tedium of house-
hold chores and I find working in wood is
particularly rewarding and satisfying.” David
(an architect) says: “Although architecture is
essentially creative, one works continuously
through other men’s hands ... when you
take your own pots out of the kiln, there is
only one chap to blame.”
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Here is book for all students of pottery making. The authors are
recognised experts and their material is based on personal experi-
ence in their own pottery.

CERAMIC DESIGN John B. Kenny

A comprehensive book by this distinguished ceramist provides
complete instructions for methods of forming and decorating

ceramic ware with step by step photographs to guide the designer
along the way.

Published by SIR ISAAC PITMAN & SONS LTD.

158 Bouverie St., Carlton,
MELBOURNE



DEGUSSA CERAMIC COLOURS

We are stockists of the full range of Degussa Ceramic Colours for pottery
and allied art fields.

OVERGLAZE & UNDERGLAZE COLOURS
THERMOPLASTIC COLOURS

SCREEN PRINTING COLOURS

LUSTRE COLOURS

STAINS FOR BODIES, GLAZES AND ENAMELS
BRIGHT, CITRON & BURNISHING GOLDS & SILVER
JEWELLERY ENAMELS

For further technical literature please contact:

ANTHONY TRADING COMPANY LIMITED
P.O. BOX 3425,

AUCKLAND, C.1. TELEPHONE: 40-469

THE HIGH STREET GALLERY

Lower Hutt

Our new Gallery at Lower Hutt has continually on display
a range of New Zealand Pottery.

Potters are welcome to come in and browse.

The Gallery’s Director, Mr Bruce Young, would be
interested to discuss with potters the display or purchase
of their work.

THE PICTURE GALLERY LTD.
93 High Street

CERAMICS OF KOREA

This article has been gleaned from the intro-
duction to a catalogue produced by Columbia
University, New York, on the occasion of an
Exhibition of Ceramics and Bronzes of Korea
held in the Rotunda of the Low Memorial
Library from December, 1965-October, 1966.
The catalogue was prepared by Mr. Gregory
Henderson, of the Centre for International
Affairs, Harvard University, with the help of
his wife. Mr. Henderson was stationed for
over seven years in Korea as a Foreign Ser-
vice Officer with the American Embassy,
being Cultural Attaché for half this time. He
has written over twenty articles on Korea,
its arts, history and culture. The Hendersons
have a major collection of Korean ceramics,
and it was through the friendship of Mr. and
Mrs. Henderson with Doreen Blumhardt that
we are able to use this information in our
magazine.

For over two millennia, Koreans have
made ceramics. Through a thousand years,
between the rough red ware of prehistory
and the white wares of Yi (from about
500-1500 A.D.), Korean production stood
near the forefront of human achievement
in this almost universal endeavour. Artis-
tic ceramic production of today through-
out much of Europe, America, Australia-
New Zealand Japan and the modern mas-
ters of the art, from Bernard Leach to
Hamada Shoji and Kawai Kanjiro, owe
to the potters of ancient Korea a deep
and acknowledged debt.

Such world rank was not consciously
sought by Koreans in the past nor has it,
until recent decades, even been widely
suspected. Unlike Chinese pottery, Korean
ware was not made for export and not
known abroad, except for a few examples
in the Chinese courts or in Japan, mostly
brought there between the 13th and 16th
centuries. Ceramic production in Korea,
unlike rugs in Persia, paintings in Europs

or China, or swords and screens in Japan,
was not a usual part of the country’s
prestige culture. It was manual labour,
such as the work of the humble, often of
slaves. It is anonymous; a handful of
potters’ names are known from rough in-
scriptions on individual pots, but there
is not one Korean potter whose biography
is recorded or who can become, for us,
a personality. Upper class connoisseurship
seems never to have been much developed
in Korea; nor have great private or royal
collections survived. Were it not for burial
customs little pottery would remain.

Korean wares can be divided into five
periods: prehistoric rough, soft, reddish
or brown pottery; the monumental grey
stoneware of the Kingdom of Silla from
circa 450 to 668 A.D. (when it was one
of three kingdoms within the peninsula
and occupied the southeastern quadrant
of the country); the decorated stoneware
of the period of Silla unification 668—
918 A.D. (after Silla had engulfed the
neighbouring kingdoms of Koguryo and
Paekche and united the peninsula under
its rule); the Koryo period, 918-1392 AD.
(a century of which from 1259-1354 was
under Mongol domination); and the 518
years of the long Yi dynasty, 1392-1910.

Few, if any, nations, have a history of
this degree of continuity, a people and 3
culture of such homogeneity, and boun-
daries so little changing, yet Korean pot-
tery displays an astonishing variety and
is united by few common characteristics.
Some Chinese influence is discernible
throughout, though the degree varies from
very slight for Silla ware to very great
for early Koryo and Yi ceramics. Korean
ware is, in almost all pericds, heavy; no
true porcelain, no tissue or translucent
wares were produced. It shows consider-
able originality, inventiveness and spon-
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taneity, expressed in form during Silla, in
technique during Koryo, and in decora-
tion during the Yi period. Little else is
common to it except the lack of detailed
surviving knowledge of its production,
and in many cases, even of its uses.

Three Kingdoms and Silla

Silla ware is distinguished with some
sharpness from the prehistoric pottery
which precedes it by the development,
before the second half of the 4th century,
of the tunnel kiln. This kiln, which in
Korea seems to have produced the highest
temperatures when used in firing ceramics
in East Asia, gradually transformed the
soft reddish prehistoric wares ‘into the
hard grey stoneware characteristic of
almost all Silla pottery. From the 4th to
the 10th century, a great central capital
developed at Kyongju, near the south east
coast, numbering eventually some half
million inhabitants. From the 5th century
onwards huge tumulus mound tombs were
built into which quantities of pottery
were placed following elaborate burial
ceremonies. These tombs, towering over
the modern city of Kyongju like hills,
remain among the most imposing of all
the cultural monuments of Korea. Pottery
was their chief furniture. Indeed, the few
millions of Silla’s population made more
hand-produced pottery for the use of
living and dead than forty million modern
Koreans make for themselves today.

By far the commonest Silla form is the
mounted cup, with or without cover,
known from at least the 4th into the 7th
century, many tombs containing scores,
even hundreds, or these. But shapes are
manifold, indeed, variety and strength
was gained almost entirely through shape.
Silla pottery is unglazed with two general
exceptions. One glaze, usually dull green,
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is similar to the thicker green glaze of
the Han Chinese colony in northwest
Korea; the other, so far rarely-found
glaze, is a lead green or yellow. In shape
and spirit, however, Silla ware is the new
pottery of a new people and bears little
relationship to any Chinese period, espe-
cially not to the contemporary T'ang
Dynasty.

Koryo Period (918-1392 AD.)

The Koryo dynasty was established as a
result of the revolt of a frontier com-
mander of Silla. The capital was moved
from Kyongju to Kaesong, forty miles
northwest of Seoul. The new dynasty is
usually described as providing compara-
tively little initial cultural and social break
with its predecessor. In ceramics, how-
ever, it accomplished within its first 175
years a revolution. The steps of change
are not all clear to us, but an inscribed
jar dated 993 A.D. made for a shrine com-
memorating the dynasty’s founder and
suggestive of Chinese Yuéh influence, is
decorated with a primitive, oxidised cela-
don glaze which appears to show that
close contacts with China in the ceramic
field had already begun. These seem to
have been strengthened in the 11th cen-
tury and to have led to the making of
plain celadon ware during the second half
of the 11th century. Official kilns were
established on the western corner of the
southern coast and the southern part of
the west coast, and here for centuries the
finest of celadon wares were made in
scores of different kilns, and many ex-
periments in glazing and firing can be
traced there in shard and product. Other
Chinese influence was soon exerted on
production, and much Sung ware was
found in Koryo tombs.

The men of Koryo also shared with

FQVER. Abpve, sculptured or deeply inlaid
Mishima' wine bottle of very early Yi, prob-
ably ca. 1400 with fleur de lis motif on'upper
surface. Below, Silla, covered dish with

hanging spangles and decor rese ing imi
tion of leather. b

Silla— ceremonial stand about A.D. 400, from the
‘Tomb of the Generals’.

Kyong P'ung Myon Talsong — Henderson Collection.

Silla— Oil lamp, ca. 7th century or earlier — Henderson
Collection.




Early Yi— white Covered Bowl

of 16th century from Songju.

Inside top and hottom of Songju inscribed Mishima
piece.

Early Yi, ca. A.D. 1500. Ceremonial ware in the form of
a Chinese Bronze, thick greenish white glaze, said to
have come from the P'yongsan Peninsula, North Cholla
Province.

Early Yi —ca. AD. 1450.
Inscribed Mishima bowl, made
for the Changhung warehouse,
an early Yi office, by

the Songju Artisan Shop.




Koryo — white Koryo Maipyong with three sprays thickly
done in Tessha — Henderson Collection.
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those of Sung a restless inventiveness. The
technique of inlaying ware is the Koryo
potter’s invention, the first datable exam-
ple coming from the tomb of a Koryo
noble who died in 1159. In the latter part
of the 12th century, the Koryo ceramic
engineer seems also to have invented the
later famous underglaze copper red decor-
ation.

Koreans also seem to have made many
innovations in the field of ceramic sculp-
ture. They decorated with underglaze iron,
underglaze slip white, and even used gold
leaf and marbled clay decor. Perhaps their
greatest triumph, however, will always
remain their celadon glaze: to it their
own poets attributed “‘the radiance of
jade . . . the crystal clarity of waters . . .
as if the artist had borrowed the secret
from heaven’”, and even the men of Sung
judged it to outstrip their own official
wares. Europe was not, of course, at this
time ‘within centuries of entering the race
either technically or artistically.

The full glory of Koryo celadon endured
just over a hundred years, but about 1220
Koryo found herself weakened by that
thoroughly modern disease, military coup
and counter-coup. The first Mongol foray
struck in 1219 and until 1354 Korean
kings ruled under Mongol supervision.
The country became impoverished and
semichaotic. The bright glazes thickened,
darkened, browned. Design, influenced by
Mongol contact with the arabesquerie of
Near Eastern art, became elaborate and
fussy, then heavy. Control over the kilns
weakened and the potters introduced
their own folk-art variations to the once
stately classic themes of celadon design.
The threshold to the folk-art dominated
world of Yi pottery had been reached.
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Yi Dynasty (1392-1910 AD.)

A Koryo general of a family named Yi in
1392 overthrew his masters, established a
new dynasty, backed by many of the old
aristocracy, and moved the capital south-
east to Seoul. But the cultural internalisa-
tion of these changes lagged and for
decades, a somewhat mechanical version
of the late Koryo inlaid celadon technique
known as ‘punch’ong’, or the Japanese
‘mishima’, continued to predominate. It
was produced in many small artisan work-
shops which, in the 14th century, were
established mostly in Kyongsang Pro-
vince. The reasons are still obscure, but
the 14th and 15th centuries ushered in a
period of widespread and varied activity
by nongovernmental rural kilns, especially
in the southern third of the peninsula,
to service rising local demand. ‘Mishima’
is soon mixed with, then gradually dis-
placed by, brushed or dipped white slip
ware. This slip ware soon became decor-
ated with designs painted in iron, first in
the kilns of Keryong Mountain south of
Seoul, the avant garde “beat” area of the
time, then, in the 16th and 17th centuries,
in other kilns still further south. Fish
decorations attest to the local interest in
Cholla province, and the joyous spon-
taneity of local artists in painted iron
design, its almost unerring fitness for
shape and glaze, can teach the modern
artist potter a great deal.

Folk art did not, however, monopolise Yi
production. Within half a century of its
foundation, in 1392, the government ex-
panded and developed a few local kiln
sites at Kwangju, some fifteen miles up
the Han River from Seoul, into the
official potteries of the dynasty with some
31 to 41 kilns. The Yi regime set out to
produce there its own version of Ming
blue and white, the earliest known exam-













































