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editorial . . .
The great price rise
For ten years the Potter has been produced by a small group of
enthusiastic people who receive no payment other than the satisfaction
of contributing to a magazine that has won praise from both here and
abroad. Indeed the success of the magazine is something of which we
can feel proud: it is a most worthy contribution towards the arts in
this country.

We are therefore pleased to announce that from this issue we are
going a step further. We are printing on better paper for an improved
appearance and better quality both in type and in photographs.

We are also using a different method of printing—a more expensive
method. This will further improve the scope and quality of
the magazine, but just as important, it has become necessary to
reduce the work done by the Editorial Committee, who have been
handling an increased amount of the work—even to the
extent of doing work normally done in a printing house and
representing a saving of $200 each issue in printing costs. All to hold
the price of the Potter to 50 cents a copy. The Editorial Committee
can no longer handle this aspect of the work. It must be paid for.
To do this we have raised the subscription to $1 a copy.
We intend when possible to develop a theme in forthcoming issues.

In this issue we go into the much discussed subject of education for
pottery in New Zealand.



EDUCATION IN CERAMICS
Where are we going?

The subject of education for porters has been alive for some time. In a letter from
London, Ken Clark puts to Roy Cowan the questions which demand an answer
before any progress in training can be made.

I have been asked to write some thoughts on
how one might approach the whole issue of
ceramic training in New Zealand. This is a
very real problem in view of what is at present
happening in art education in England, though
conditions at present in New Zealand are not
necessarily parallel.

To begin with, all good training is costly.
So is sufficient finance available to plan and
put into operation an agreed viable system if
considered necessary?

This could include costly preliminary research
based on the soundest cultural and professional
advice, to ascertain the viability of the needs
of the country, both in cultural and economic
terms, before any particular form of training was
started.

Without this thorough research and enquiry,
however costly, one would have little hope
for what might follow. While it has often been
quoted that the road to hell is paved with good
intentions, the world has plenty of examples of
educational and political white elephants whose
existence can be traced to inadequate research
and planning.

What would be considered necessary in train-
ing, to secure both a realistic and idealistic
result? Above all the freedom to explore the
unknown, together with the opportunities and
facilities to exercise the imagination in this
particular medium for practical purposes or
purely cultural ones. If possible, a period of
practical application should be provided for each
student, related to, but not necessarily at the
place of training.

New Zealand is a small country and geographi—
cally isolated. We should therefore endeavour to
define our needs and honestly assess our
potential talent, both trained and untrained.
We should examine closely the problems of
other small countries such as Finland, Denmark

and Israel who may have similar problems and
see what policies they have pursued. We should
observe whether their policies have been allied
to political or economic pressures or expediency.
Czechoslovakia is an interesting case to study.

We should ask ourselves how long the
present popularity of hand made pottery will
last. Will the market become saturated? Is this
popularity in part due to import restrictions and
what would be the result if the position
suddenly changed and well-designed, inexpen-
sive semi-industrial pottery were to flood the
market? How realistic is a vigorous export
policy for ceramics? Should the home market
change? Have we developed fully and with
imagination both products, and ways of selling
to our tourist market? Have we considered the
implications of changing tastes, needs and atti-
tudes? These and many more questions we must
ask ourselves and endeavour to find answers,
before any action is taken.

You may say that most of our distinguished
potters have achieved success mainly as a result
of their own efforts. But what of the next
generation of potters? No one will deny that we
have an increasing number of skilled craftsmen
but is there a sympathetic cultural climate and
favourable conditions for the ceramic artist
with imagination and vision, who is more likely
to lead up to higher levels?

The true innovators are always the leaders in
the field of art, and this is where I feel we may
be weak. Again, any plans that do not take
into account in some form, design training
for ceramics, will be incomplete.

Whatever we may do, it will be the cultural
and economic health and welfare of the country
as a whole that will be affected, and inevitably
the results wil be determined mainly by the
talents and efforts of individuals. D



Education at an early age
As Head of the Art Department, Wellington
Teachers' College, Doreen Blumhardt advocates
that children need art education to develop the
qualities of perception and intuition necessary
to supplement the educational requirements of
a scientifically biased age.
it is through visual art that we learn to think
with our eyes. The creative adaptability and
constructive imagination, must be kept alert and
active to prevent the mechanical, industrial and
scientific activity based purely on material and
technical interests from setting in, so that
more than ever before the to be, or not to be,
of human survival is in the hands of all educa-
tors. And to keep the balance the most import-
ant part in the future must be played by the
teachers of art.

Nature has taught both the scientist and
the artist. The scientist scrutinises nature to
find out how things work, and how they can
be harnessed for man's use: the artist studies
nature to learn about shapes and patterns, the
effect of light, and shade, and colour, amongst
other things. An intuitive feeling for the order
and simplicity underlying natural phenomena is
as essential to the creative scientist, as it is to
the creative artist, for to discover a scientific
truth, is merely to reveal some new aspect of
nature. We must realize the difference in the
language of art and that of science, that art has
its own means of communication, which is
effective through human intuition, through the
irrational rather than the rational, operating
through man's feeling, rather than his reason.

It is comparatively recently that teachers
have realized the function of art education, the
importance of the visual arts and visual education
for all children, in order for them more fully
to explore the varieties, complexities and vast
dimensions of today's world. It is imperative
that teachers point out to all who will listen, that
art is a basic means of man’s communication
through knowledge and feeling, no matter in
what field his work may be, and that it can
enliven the child's quest for beauty and order
in a world already too heavily laden with
scientific dominance.

Not only children but the public need to be
educated and alerted to the steady erosion of
aesthetic values, already too painfully evident
in the despoilation of our rapidly vanishing
natural resources, and in the flood of tasteless
products hurled at an aesthetically insensitive
consumer.

Profesor Cizeck of Vienna at the end of last
century and the beginning of this, was among
the first teachers to discover that children had
an innate ability to express their ideas and
thoughts through their drawings and models,
and that each child had an individual form of
expression different from the next if the child
was in fact left free. Other teachers have fol-
lowed and much has been written about art
education, but perhaps Sir Herbert Read the
English writer, poet and art critic, in his book
"Education Through Art” published in 1943,
has been the greatest single factor in the
development of art education in Britain and
more recently in New Zealand.

It was in 1943 that l was appointed to the
Department of Education to conduct a pilot
scheme in art education in the Hutt Valley
schools and then for the next 7 years to develop
the visual arts in Education Board areas all
over New Zealand. During the experiments with
those few materials which were available at the
time I began to work with clay, and found
that children of all ages in the primary school
loved it as a medium. During those years
through instruction courses for teachers in many
parts of New Zealand, through talks with
inspectors, visits to Teachers Colleges, and
further testing and experimenting with materials
and equipment, I saw many schools making
room on their timetables for art activities. Many
teachers then and even now have found it
hard to accept that the arts are an essential
part of a properly balanced education. Only
after experience with a number of materials
can children discover that each has its particular
disciplines. Simple pottery techniques, for in-
stance, help children to understand some of
the distinctive possibilities of clay, and to
respect the limitations it imposes. Quite a young
child will soon discover that the spindly legs
he has made on his cat will not hold up the
body, and the next model will certainly have
thick sturdy legs that would hold up twice the
weight necessary.

Children in their paintings and clay models
have no regard for the adult concept of things
and must never be judged from an adult point
of view. The symbols used are quite individual
and if adult standards are not imposed the child
will freely express his ideas in his own way. I
have found that teachers who have special
knowledge in sculpture or pottery have their
way of introducing clay work. However, even

Above, Paulina van Koeverden, aged 8 years, enjoys making houses with mosque-like
spires. On page 3, Monica Conneally, aged 9 years, concentrates on creating a fierce-
Iooking witch.

the quite inexperienced teacher can learn with
the children, whose enthusiasm, and immediate
response to this medium give him confidence,
and often more spontaneous work results.
Through seeing their own and each others
efforts, children soon discover that the most
satisfactory pots are generally fairly simple in
form and that elaborate shapes tend to be less
successful. Critical appreciation and discussion
of the work is only suitable for older children
who are beginning to be consciously interested
in aesthetic qualities and standards. The younger
child is usually quite happy in making a pot or
modelling a figure in his own individual way,
and for him the sheer satisfaction of handling
the clay is the important thing. He is not con-

cerned that his pot is uneven in shape, or
too thin or thick to be practicable. If an adult
criticizes, the child will lose con dence and
become inhibited. The tremendous sense of
achievement a young child derives from his
finished work helps greatly in building his con-
dence, and of course he loves taking his work

home to show Mum, but the main value and
interest the emotional and intellectual develop-
ment will have taken place during the actual
doing of the work. Plato said—”We must make
art the basis of education because it can operate
in childhood, during the sleep of reasoning;
and when reason does come, art will have
prepared a path for her, and she will be greeted
as a friend." [:1



Above, modelled teapot by a 7 year-old and, below, coiled pots by 11 year-olds. Photo-
graphs on pages 3, 5 and 6 by Pat Conneally.

Student patronage
Naked Truth, a ceramic sculpture by
Muriel Moody is one of the first pieces
bought by students of the new Welling-
ton Teachers College for their art collec-
tion. The students were so keen that
works of art should be part of their
college's new environment that an Arts
Council was formed last May to raise
funds and spend the money. Fund raising
efforts have met with an astonishing res-
ponse. Already $700 has been invested
in art works.

That students, completely on their own
initiative, put art so high on the list of
priorities in building up a new establish-
ment is surely a sign that art education
has already influenced their thinking.

Photograph by Evening Post.



Teaching pottery
What are we responsible for?

Australian secondary school teacher, Ian
Smith, speaks from experience of the aims
and methods of teaching.

I hope that the following article will be a sowing
of seeds in the form of questions about teachers
of pottery, students of pottery and the con-
cept of pottery in our rapidly changing world.
I want to do this because I feel that the
asking of these questions is an absolute
necessity if we are to use this medium to
contribute our best.

The introduction of pottery into Australian
schools in recent years has been a reflection
of the increasing interest in the movement
that began with Bernard Leach and spread
throughout the western world. Initial phil-
osophies here were inspired by the teachings
and example of Bernard Leach, but since then
there has been a powerful shift in emphasis to
a more comprehensive outlook. This emphasis
makes necessary the term "pottery-ceramics”,
and as I am in favour of this approach generally,
I shall use the term from here on.

Workshops are now an accepted part of many
schools here, and in some states, the majority of
schools have equipment. Most schools are
working in earthenware or stoneware, using
mainly electric, and some gas kilns. The work
produced varies from the purely functional,
through the decorative, to pure ceramic scu|p~
ture, and in many schools, a student will be
given experience of all three approaches.

Student experience in kiln stacking and firing,
with the exception of firing enamels, is too rare
in my opinion. Student knowledge of past
traditions is also unfortunately not what it
could be, as is first hand observation and
opportunity to handle the work of our best
potters and sculptors. Knowledge of industrial
processes and applied ceramics is either non-
existent or superficial.

This is an unfortunate situation, in view of the
extent to which such experience and knowledge

deepens the general understanding and appre—
ciation of pottery-ceramics.

On the other hand, a great deal of vital,
fresh and exciting work is being produced
through involvement with tactile, emotional
and intellectual experiences with the medium.
This is being done in search of good functional
design, the appreciation of the decorative pos-
sibilities of the materials and an understanding
of the environment through sculptural concepts
and experiences.

THE NEED FOR A PHILOSOPHY
is it necessary for the pottery-ceramics teacher
to have a philosophy on the medium and
teaching? The answer would appear to be
obvious. However, there are teachers who have
been trained to teach, rather than educated to
educate, and who do not possess the convic~
tion they might have in presenting their subject.
It seems to me necessary for a teacher to
realise his responsibilities and to set about
evolving a philosophical basis for his work.

From a philosophy will come aims, inspiration
and personal confidence. A teacher must
encourage his students to make enlightened
selections and rejections of philosophies and
techniques. He must give them the ability to
examine prevailing fashions objectively.

In the event of a teacher having the respon-
sibility for the formation of courses and there-
fore the direction his subject is to take, he has
the following possibilities open to him: he may
teach pottery—or ceramics—or ceramic sculp-
ture—or pottery-ceramics. His choice may
depend upon indulging his preferences, or on
drifting with current fashions, or upon tradi-
tional perspectives. But, on the other hand, if
he is a truly creative, seeking and logical person,
he may have evolved a personal philosophy from

basic facts and fundamentals that will make
his choice obvious. The breadth and depth of his
communication, example and ability to train,
will be directly related to the extent of his
explorations into what is past, present and
possible in pottery-ceramics.

He has a responsibility to the subject, to his
students, and to his environment to evolve as
broad a concept of the medium as possible. I
believe that only such an awareness can provide
the potential for a truly enlightened selection or
rejection of philosophies and techniques unaffec-
ted by prevailing fashions.

I realise that specialisation has the advantage
of providing experiences in depth, and that
such experiences are important to a child’s total
development. it is a teacher's responsibility,
however, to have a comprehensive knowledge in
order to be in a position to select with confi-
dence the areas he is going to treat in depth.

The teacher has a responsibility to maintain
that state of confidence which comes from the
continuous reassessment of the basic facts
What are the basic facts of pottery-ceramics?
What is clay? What is glaze? What is firing?
What is teaching?

i mean what are they really in fundamental
chemical, physical and social psychological
terms? For example, I ask students to examine
ashtrays in view of their basic functions as
follows:
1 As a receptacle for grey and black ash.
2 As an object that a maximum of three or

four people can sit within reach of comfort-
ably.

3 As a resting place for an object which varies
in length, from one to three and a half inches
long, one end of which is giving off smoke.

4 As an object for extinguishing cigarettes.
From 1 will come conclusions about suitable

colours and textures. Colours and textures that
will not be defiled by ash. From 2 should come
a functional size, and this will be determined
also by the frequency of emptying. From 3
and 4 will come further suggestions about
shape.

I then ask them to examine the spiritual
potential of something they may never have
thought of as anything but a functional object.
For example, you can emphasise the rising of
smoke by making forms that collect and
channel it as it rises. You can emphasise the
glowing tip in the mystery of an enclosing form
with a dark matt interior. Thus an ashtray can
become a focal point that enriches the minor
social ritual of smoking in company.

So many other functional pots we use can be

examined profitably in the same manner. From
this approach come new forms and deeper
appreciations of traditional pots. From this
approach a teacher can evolve new methods
of teaching and deeper understandings of tradi-
tional teaching practices.

BE PREPARED TO COMPROMlSE
What use are our philosophies when we are
involved in situations which deny or limit them?
We have limitations of our freedom over
syllabuses, limitations of facilities, limitations of
student capabilities, limitations of our own back—
ground knowledge and limited understanding
from our colleagues.

We can do two things about our limitations.
Compromise our aims in such a way that we
get the best from the situation. Explore every
possibility that could change the situation.

If facilities are limited, fill a car tyre and wheel
on a rear axle with cement, stand it on a
thrust bearing, and cast a wheel head from
plaster or get something from a scrap metal-
dealer. Teach one child to throw, i.e. Student A
—have him teach student B while you supervise
his teaching of B. Then have B teach C under
the supervision of A, and so triple the use of
each wheel. Compromise with a kiln and teach
Raku using a primitive kiln. This work may
provide administrations with proof of your
determination, and so be a small political aid
in your fight for facilities.

Where students are limited by intelligence or
background knowledge, we must compromise to
get the maximum possible from them. Too many
teachers cannot compromise and so achieve
nothing.

If you sense arrogance in the questions asked
or the opinions expressed, please understand
that every question | ask I also ask of myself,
in the belief that questions are as important as
answers. I believe we must go back to begin-
nings, to basics, every so often in order to go
forward. That we must do this to avoid personal
stagnation.

From personal stagnation will come universal
stagnation or at best conflict between the new
and the old. This conflict exists now in pottery-
ceramics. In the face of the basic fact that
change is inevitable in superficialities, this con-
flict is nothing short of immoral. No suggestion
that conflict between humans is necessary to
human nature will ever remove the fact that
we are capable of educating our young to
improve our world. Pottery-ceramics is a small
part of life and we as teachers can use it to
make life a little richer and deeper.



Art school patterns: past& present
Ken Clark gives the background to art school
training in ceramics in Britain.

To appreciate the present it is often necessary
to be conversant with the past.

Until the recent reorganisation of the art
school system (some 58 years ago) art train-
ing was divided into two phases with exams at
the termination of both. The rst was known as
Intermediate, and the second as N.D.D., or
National Design Diploma. The Intermediate
course covered two years and a very wide range
of art and craft subjects from the history of
art and architecture to anatomy, painting and
pottery, with a certain amount of choice for
a craft subject. This gave a wide but generally
thorough grounding before a more specialized
N.D.D. course. Sometimes the Intermediate
was preceded by a year of general study. From
the Intermediate exam the student passed to
an N.D.D. course choosing a main subject
which could be a fine art or a craft, and with
a given number of secondary subjects.

In theory, following the N.D.D. exam, the
student was supposed to be ready to start a
professional career in design, craft or fine art.
If he intended to teach, a further year's course
for a Teaching Diploma was considered neces-
sary. In all, between four and six years' study.

Now why was all this changed? Firstly, be-
cause the course turned out more teachers
than practitioners with the emphasis on exam
passing which often bore little resemblance to
reality. This created a system that trained art
students to become art teachers, with the result
that the various art and design professions
received few recruits. There were, however, a
few exceptions, such as the Royal College of
Art for design and fine arts, the Royal Academy
Schools for painting and sculpture, and the Slade
mainly for fine arts. Each accepted students
on their merit, with or without previous training
or exams.

For design and crafts, there was the Central
School of Art and Design. All gave their own
degree or diploma and from these schools came
many of the leading painters, sculptors, artist
craftsmen and designers.

The intention of the new Dip.AD (Diploma
in Art and Design) was to train students for
a more professional approach, particularly in
the design field where collaboration and com-
munication play an increasingly important part.
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As a result, the intelligence and educational
standards of new students had to be high
(though it did not exclude those of exceptional
talent who might not have had the necessary
basic academic requirements laid down for
acceptance). This, of course, applied more to
fine art than design students. Therefore with
the new diploma, liberal studies were given
considerable importance.

Within the broad framework laid down by the
Summerson Committee, each school had an
excellent opportunity to plan its own courses
in the recognised areas of study. On the basis
of these plans and often of the current work
of the school, large examining bodies visited
the schools in turn to approve and recom-
mend what subjects, if any, could be taught
for the new diploma.

The first round of approvals by no means
approved every area of study and in some
schools only one area of a school's activity
was accepted for Dip. AD. The areas were
defined as:
1 Fine Art
2 Graphics
3 Industrial Design, Ceramics, Interior Design or

Furniture
4 Fashion, Theatre or Textiles

Instead of the old Intermediate, there was
now a pre-diploma year for which any school
could run a course which did not have to be
approved by the Dip.AD controlling body.
After this the students could apply for an
approved Dip. AD course of their choice, if
sufficient places were available. This for a further
three years with the student working very much
on his own in the third year. The main subject
was chosen before commencing, though in
many cases, the student might have had no
previous experience.

Two advantages of the new system were a
radical pruning of staff to include more prac-
tising and professional visiting lecturers, and
a distinct improvement in the educational
standard of the student intake.

One of the great weaknesses now apparent is
the fact that most pre-diploma courses have
by no means replaced or even equalled the
old Intermediate course. The result has been
that many students are ill-equipped to com-
mence their Dip. AD course which to all
intentions was meant to be equal to a university
degree course.

A long standing weakness in many schools
has been the lack of imagination in relating
liberal studies to the particular areas of study
or really relating them to art school courses and
disciplines, The result has often meant a
student's inability to study any one particular
discipline in sufficient depth.

While their training may have had breadth,
a specialist skill and expression has often been
lacking. Suggested solutions being discussed are
for more thorough two year pre-Dip. courses
approved by the Dip. AD committee or a pos-
sible fourth year of specialisation in depth to
achieve a much higher professional level in one
particular subject.

Besides all this, there is the accentuated prob-
lem of relating (if it is possible) the methods
of fine art training on the one hand and what
may broadly be called design on the other;
both so necessary to each other, but often dif-
ficult for the fine arts to achieve in this increas-
ingly materialistic world.

This, I hope, broadly illustrates the past and
present pattern of art school education in
Britain. Much re-thinking is still in progress,
as an eventful year of student protest and
dissent would indicate. D
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An approach to teaching
An approach to teaching: with emphasis on
further study for potters with the basic skills.
Dorothy Carmody interviews Eveline Hastings.
Eveline Hastings, Slade Diploma, is at present
visiting lecturer in art to the Department of
University Extension, Victoria University of
Wellington. She has had considerable teaching
experience in England both at secondary and
at tertiary level.

Could you tell me a little about yourself
and why you are in New Zealand at present?

I have been teaching painting and pottery
for several years in London both for the
Greater London Council and at Wimbledon
School of Art. This has been work with adults
and with students. When I was given the
opportunity to come here and work for Univer—
sity Extension within a very similar field and
with the same range of ages that I had been
teaching, I thought it would be very good teach—
ing experience as well as a chance to travel
and to meet different people. So far since I
have been here I've done a small amount of
teaching and I’ve been organising a rather full
programme for the 1969 academic year. My
biggest teaching job has been running a two
week's pottery course in collaboration with
Doreen Blumhardt at the University Extension's
Summer School in Wellington.

What was the course you offered and the
approach you took?

The course was called 'Advanced Pottery,’
which really meant that those coming could at
least throw a pot—the rudiments were out of
the way. It also meant that those coming
had formed their own ideas about pottery and
what it is, and would have pursued these ideas
to some extent. Starting from there, we thought
that we would throw our net as wide as pos-
sible, both back into the past and to the latest
experiments of the present, in order to show
'baked earth' in as many forms with as many
expressions as possible. We showed slides to
illustrate a list of 'qualities’ which clay has
been used to express. This list was completely
personal and open ended and of course many
people there had already used clay in some or
all of these contexts.

What exactly do you mean by ‘quallties’?
For instance we took ‘enjoyment' as a

quality and ’growth' and 'precision', and showed
pieces that expressed one or more of these
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qualities. We found that some people were
surprised by the variety of uses to which clay
can be put, in fact by its ’expressiveness'. We
really wanted to take clay away from the more
strict limits of the craft of pottery, for example
tableware, into a field where clay can be seen
to do anything within its own limitations.

Do you think then that a potter should be
more than just a craftsman?

Yes I do. In the past, for instance in the
great tradition of Japanese pottery, pots were
considered works of art, not just pots. Nowa—
days many modern potters often have this
same attitude towards their work. Many of
their pots are still clearly pots capable of
holding flowers, but are not really designed to
hold flowers or to be anything other than
themselves. Incidentally, this is an important
thing about a pot. Of its nature it is unrepresen-
tational unlike painting or sculpture. Pots are
already completely abstract in the same way
that architecture is abstract. They are self justi—
fying and anonymous.

V .x

Eveline Hastings, visiting lecturer in art,
Department of University Extension, Vic-
toria University of Wellington.

In what ways do you think industrialisation
has affected the place of the craftsman potter
within our society?

I feel that the onus is no longer on him
merely to provide us all with our cups and
saucers. He is left free to make what he wants.
Because of this the modern craftsman potter
moves closer to the painter and the sculptor.
This new freedom means that modern potters
everywhere are exploring. As in the other arts,
the whole heritage of the past has been opened
up by modern methods of reproduction. For
inspiration potters can draw on great works of
the past, or, for example, organic things which
can only be seen through a microscope, and of
course, there is the whole world of man-made
objects. As in other fields of knowledge, the
dividing line between the arts is breaking down.
It is often difficult to decide what is painting,
what is a piece of sculpture, and what is a pot.

Can you tell me a little of how you link these
ideas with your pottery teaching?

At the summer school we took very similar
lines to those taken by one of the painting
courses, in that we followed methods of ex-
ploring form, through the use of media within
our strict limitations; in our case this was clay.
In the practical work we suggested that the

students went back to the simplest use of clay
form that they could and through these very
basic forms explored some of the qualities sug-
gested. For instance, they worked with a clay
cube, cutting into rectangles, neither adding or
subtracting any clay and building a form
which was interesting and satisfying. To do this
calls for a precision in one’s sense of form and
balance and rhythm. In a sense all
one can teach is craft, not art, but one can put
people in the way of exploring and discovering
themselves and developing an awareness and
sensitivity to their medium and to what a
medium can do and what it can’t do. In this
way an art may be created. As I see it an
artist's job is to extend the frontiers of experi-
ence.

How successful do you think this kind of
teaching is?

I think it has proved a very liberating
approach for many students of pottery. If at
all times they are concerned only with making
a mug they might not be exploring or using
their medium fully. In this approach the student
is not being taught to arrive at a finished
product, but rather he is being encouraged to
explore his world through his medium. E

AUTHORITATIVE BOOKS ON POTTERY

CLAY AND GLAZES FOR THE POTTER by Daniel Rhodes
Covers the origin of clay, blending characteristics, ceramic uses, innumerable recipes for mixing and firing
as well as the whole story of glazes.

COMPLETE BOOK OF POTTERY MAKING by John 8. Kenny
This standard, most widely accepted book in the field, covers fundamentals, tools needed, techniques. 187
large step-by-step photos, 100 diagrams, 12 four-colour photographs.

CERAMIC DESIGN by John B. Kenny
Here is a 'How to Do' book in one. Complete instructions for methods of forming and decorating ceramic
ware are given with step-by-step photographs to guide the designer along the way.

CERAMIC SCULPTURE: METHODS AND PROCESSES by John B. Kenny
This book features 393 step-by-step photos, 668 large scale diagrams, 14 magnificent colour photos. Most
comprehensive book published on the subject.

POTTERY MAKING FROM THE GROUND UP by York Honore
Museum Press 64pp illustrated

The basic elements of pottery covered in word and picture.
POTTERY FOR PLEASURE AND PROFIT by David Eames
Museum Press 94pp illustrated

'The amateur enthusiast will find here all the elementary information he needs for pottery making. Each
stage in the process is described in detail with the help of photographs, and hints are offered to those who

Times Literary Supplement

AVAILABLE FROM ALL ESTABLISHED BOOKSELLERS
SIR ISAAC PITMAN (AUST.) PTY. LTD.,
Pitman House, 158-164 Bouverie Street,
Carlton, Victoria 3053, AUSTRALIA.

hope to make their craft financially profitable.’
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Throw in comfort on a wheel manufactured by
SEABOARD JOINERY LTD.

LEACH kick Wheels (3 sizes)
CARDEW specials (motorised)
SEABOARD power wheels (variable speed)
CONTINENTAL kick wheels

Banding wheels
imported sea sponges
Potters' bats (all sizes)
Mahogany display stands

Sillll llllll JIIINHIY llll
Authorized manufacturers of ‘LEACH’ potters’ wheels

Phones: 594-264 & 599-571 PO Box 11035
151 Marua Road, Elierslie, AUCKLAND 5
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INTERNATIONALE di
CERAMICA
A course in pottery taken overseas is
another way of gaining more knowledge.
Such a course is readily available in Home
at the Internationale di Ceramica.

New Zealand potters planning an overseas visit
may like to include a course of tuition at this
international centre where they have the benefit
of working with potters from a totally different
background, and some of the most famous
ceramists of Europe and the United States as
tutors. The newly established centre is under
the Directorship of Nine Caruso a competent
Italian ceramist. To work in such an atmosphere
would be an experience in itself. This centre has
been established to cater for those with some
knowledge of pottery who wish to improve
their techniques.

A New Zealander who knows the centre and
Nino Caruso personally is Jan Dyer, daughter
of Auckland potters Nancy and Martin Beck,
who has this to say.

'Nino Caruso works among most beautiful sur-
roundings. His studio is in the old monastery,
Piazza San Salvatore in Lauro, adjoining the
church of the same name.

To reach the studio one walks through a small
doorway, cherubs above, and a fountain beside
it. Three beautiful courtyards open from the
dark entry, and the Centro Internationale di
Ceramica is in one of them.

The international Centre has been a long
cherished dream of this potter. For years he
has worked on one side of the schism which
divides pottery in Italy. Many peasant potteries
have turned from making simple functional
domestic ware—water jars and casseroles, to
making over-decorated souvenirs. On the other
hand, Nino and his few colleagues work almost
entirely as sculptors in ceramics. Their pieces
are large, mostly designed for the terrace and
courtyard. Each would take at least a week of
work.

Nino has been commissioned by many archi-
tects for special work. One such project was a
mural made of tiles each about 14in. square and
4in. thick at the highest point. These were
deeply carved in the shape of citrus trees with
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stylised leaves and fruit, and glazed in sky blue,
olive greens and gold. This richly textured mural
finally snaked up and around the wall of a
curved staircase, in a new bank in Sicily.

With the opening of the international Centre
the potter's wheel will surely be used more in
ltaly. Some ceramists will be learning to use it
for the first time. With the stimulus provided
by the activities of the centre, and the presence
of teachers with such wide backgrounds, it
will be interesting to see if pottery in ltaly will
experience a renaissance and attract the enthusi-
astic support it has done in New Zealand.’

Enrolment for courses is done by filling in the
necessary forms. The fee varies according to
the length of courses and includes the use of
materials and equipment. Students may keep the
work they have done. The best works are shown
in recognised Roman galleries. The length of a
course varies from 1 month (minimum) to 6
months or more. Twenty one hour lessons are
given in the month, followed by 3 hours of prac-
tical and creative work under supervision. Lec-
tures, films, discussions and short seminars,
given by famous ceramists, are held during the
courses.

Any potters interested in finding out more
about these courses should write to:
The Director,
Centro lnternationale di Ceramica,
Piazza S Salvatore in Lauro.
15 Rome, Italy.

On the following pages we show two
examples of the work of Nino Caruso,
Director of the Internationale di Ceramica.
The photographs, by Ferretti, show an
earthenware garden sculpture and a coiled
brown vase with lid.





Educating the public
Before artists and craftsmen are accepted in
a community as a natural part of the work force
and producers of goods, there must be an appre-
ciative and discerning public. Education of the
public is therefore very important. One way of
doing this is to show them the artist at work.

Aucklanders now have the opportunity of
seeing a variety of crafts made at Brown's Mill
Market, a co-operative craft market selling pot-
tery, weaving, jewellery, glassware, screen
prints, furniture, leatherware and basketry.

Brown’s Mill itself, is one of Auckland's
oldest buildings. Wedged among warehouses in
Durham Lane, behind His Majesty's Theatre, it
is just a stone's throw from Queen Street. The
solid kauri pillars and rough brickwork provide
an ideal place to display hand-made goods.

While weavers work at their looms and others

\4. . ~:
Above left, Lois Higgins explains how she
uses a stitching horse for making leather-
ware. The general view, above right,
shows something of the atmosphere of

pot or spin, the customers come and go enjoy-
ing the casual relaxed atmosphere. This is the
kind of atmosphere the owners planned to
create. A banner outside shows visitors where
to come, and the hand-crafted hanging coloured
glass lanterns gleaming from the interior give
the place an inviting look of a bazaar.

Most of the artists and craftsmen involved in
the scheme have seen co-operative craft markets
operate successfully overseas. This one is just
as successful, and is now open on Fridays from
10 am. to 9 pm, and on Saturday mornings
through a special tourist licence.

Perhaps groups in other cities, especially those
on tourist routes, could take up the idea. A
visit to the market certainly enlivened our Sat-
urday morning when in Auckland recently. El

A ”I... ‘.
Browns Mill Market and, opposite, potter
Simon Enge/hard and Christine Enge/hard
prepare their stall. Photographs by New
Zealand Herald.
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Smith & Smith in Tuam street Christchurch

have everything for the potter.

and they rush deliveries

of orders to any part
\of New Zealand.

Smith & Smith Ltd.,
P.O. Box 496, Christchurch.
Please send me your catalogue of materials
and equipment for (he potter.

NAME

Send today for our catalogue of: 1

Prepared clays, potters‘ wheels;

kilns, kiln elements, kiln furn- ', ' ADDRESS

iture, cutting wires, turning P.S..' /’m sure the following friend would be
glad to receive one too:

and modelling tools, brushes,‘ ' NAME_
7‘."

glazes,colours,chemicals,sieves,§,§; ADDRESS

pug mills, ball mills, books.-

THE ONE STOP DECORATORS SHOP

************¥************************. _ , 23-1” v* we; ., , H . f . . 35
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W D. MCGREGOR LTD
We manufacture a range of Electric Pottery Kilns specially designed for the New Zealand potter
for use in schools, colleges, industry and for the hobbyist. McGregor kilns have been manufactured
since 1946 and are built with the finest of materials and workmanship. Their expert design and
construction are the result of long experience in this field of manufacture. We offer a complete
range of kilns:

'McGregor’ Standard to 1250°Centigrade 1, 2, 3 & 5 cu. ft.
’McGregor’ Hi Burn to 1300°Centigrade 2, 3 & 4 cu. ft. (Stoneware)
'McGregor' Super Burn to 1450°Centigrade (Porcelain)
All kilns are suitable for 230 volts, single or three phase supply.
We stock 'Sillimanite' and ’Silicon Carbide' batts, castellated props, etc.

We solicit your enquiry. Literature and prices
available on application.

W.D. McGREGOR LTD.
Established 1946,
Electric Kiln & Furnace Manufacturers,
48a Stoddard Road, Mount Roskill,
Auckland 4, New Zealand. Phone 699-619
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RECOGNISE A GOOD THING
WHEN YOU SEE IT?

This man did. He's been using Humes modelling
clay for years. For good reasons. it's equally well
suited for modelling coiled pots, slab pots or
pinch pots. Mixed with fire clay and/or china
clay, it produces a good, plastic, throwable
stoneware clay. And it takes a good earthenware
glaze.
For the best results, use Humes modelling clay
...A specially prepared, finely-ground potter's
clay. For your convenience, Humes modelling
clay is prepacked in heavy durable plastic bags
in four varying weights and can be delivered
direct to you on receipt of the completed order
coupon.

TO: HUME INDUSTRIES (NZ) LIMITED
COLLINS AVENUE, LINDEN.

I enclose cheque/money order to the value of

$....... . .....
Please send me—

14 lbs. Humes Modelling Clay $0.80} Postage
28 lbs. Humes Modelling Clay $1.47 paid
56 lbs. Humes Modelling Clay $1.78 F.O.R.

112 lbs. Humes Modelling Clay $3.50 Nearest
Rail Head*

*Please state your nearest rail-head.

Name . . . Date .................

Address .......

708|.FP

2 CHRISTCHURCH POTTERS
1 Michael Trumic

‘No need to feel inhibited. . . ’
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Michael Trumic and Rex Valentine examining some of Michael's work.

'My interest in pottery stems from my admiration
of the beauty and subtlety of that ultimate and
conclusive material generally called stoneware.
The subtlety and expressiveness of the material
convinces me that there is no need for a good
and sensitive potter ever to feel limited or res-
tricted. I’m sure that only those who do not
appreciate these qualities will feel an ’end', or
will turn themselves into small, homely factories
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which are historically, economically and artisti-
cally absurd. The studio potter of today must
appreciate all forms of artistic expression in
order to understand that potters are not a sep-
arate sect, chosen or otherwise, in the world
of so-called fine arts.’

These are views of a full-time Christchurch
potter, Michael Trumic. Michael is outspoken
and uncompromising. He feels strongly that too

continued on page 26



Michael Trumic (continued)
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Michael Trumic (continued)
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many potters know nothing of artists working in
other fields and the spirit that moves them. His
outlook is essentially that of an artist working in
clay and therefore he finds more in common
with artists in general, than potters in partic-
ular. The common denominator here being art
and not the medium.

If Michael Trumic is a strong talker, he is also
a deer. His energy and enthusiasm is making a
very real contribution towards the pottery move—
ment in Canterbury by inspiring and training
young potters. What began as a night class at
Riccarton High School developed into a club of
enthusiastic ex-pupils. Now in its fourth year,
it is equipped with two wheels and two electric
kilns in a central Christchurch studio. Two mem-
bers—Rita Ernster and Denise Welsford—have
been admitted to the New Zealand Society of
Potters. Of another group of young potters
working with him at present, he singles out Rex
Valentine as particularly promising.

Besides giving instruction to his own pupils,
Michael has lately talked and demonstrated to
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Photographs by J. C. Christiani

the Canterbury Potters Society, the Ashburton
Arts Society and to Timaru potters at a weekend
school.

At present he is in Australia financed by a
Queen Elizabeth ll Arts Council grant. He is
finding out what conditions in Australia are like
for the craftsman: how, for instance, pottery
and the other arts are related; how potters are
accepted by other artists; who runs the galleries
and how they go about it. We hope Michael will
give us answers in the next Potter.

In his own work he is a careful craftsman and
a severe seif critic. He has exhibited most
recently in the Group Show at Christchurch, held
in the new Canterbury Society of Arts building,
and in Dunedin's Connoisseur craft shop with
print maker Barry Cleavin.

That Michael Trumic can hold such strong
views, and that other potters can hold opposing
views, provides the lively debate and intellectual
exercise that always accompanies a vigorous
and growing art and can be nothing less than
stimulating. E]

2 Nola Barron
'Capable of movement. . . I

Nola Barron is very different—reserved and
self-effacing. The character of her work is
sophisticated and sculptural. She is developing
along two lines—non-functional, wheel thrown
ceramic forms, and decorative tile panels, using
clay and translucent glazes. She also enjoys
making bowls and small sculptural slab construc-
ted forms.

Nola Barron began potting with Yvonne Rust
in 1963. She soon realised that her special inter-
est was in form. She took steps to broaden her
education in the basic principles of form and
structure by taking a part—time course in sculp—
ture at the University of Canterbury School of
Fine Arts. This study gave her the opportunity
of handling other materials including fibreglass
reinforced plastic. She found this material in-
teresting to experiment with, but the synthetic
nature of the finished product, to one accus—
tomed to working with clay, was not completely
satisfying. More satisfying, was the lost-wax
process of bronze casting which she would like
to take further.

Using a small two-chambered oil-fired kiln to
13000 C she has made tiles and sculptural pieces
most successfully over the past year or so.
Work has been shown at the 9th and subse-
quent New Zealand Potters Annual Exhibitions,
and other exhibitions, the last being the Group
Show 1968 in Christchurch.

Notable of the tile panels is a 10 ft. panel for
a kitchen wall and another grouping of tiles
for an interior concrete block wall—both com-
missioned. Since a suitable clay for tiles is no
longer available commercially, further experi-
ments to find a suitable body will have to be
made. A change of body may well affect the
type of tiles made in the future.

Talking to Nola Barron it is clear that she is
sure in her own mind what she wants to
create, although she says she is inarticulate
about what she tries to do. ”To tie ideas down
to words might chrystalise the idea and lose its

‘ fluidity." She prefers to let her work speak for
itself. She would like it to express a dynamic
quality.
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Nola Barron and, overleaf, some of her
pots.

"I like a form to look as if it is capable of
movement, but is resting, poised for the
moment.”

Since Nola Barron's work covers a field where
there is no absolute definition of terms she has
some thoughts on the matter. In her opinion
the time has come to define pottery as that craft
where a form is made in clay to be used in the
everyday life of the home; and ceramics to
define the non-functional, decorative or sculp-
tural forms that clay can accommodate.

She considers that the term ‘ceramic sculp-
ture’ in potter’s exhibition catalogues may be
better classified as 'decorative ceramics'. This
broader definition would then include table tops,
tile panels, garden lanterns and so on, which
cannot properly be called sculpture. [:1



Nola Barron (continued)
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Nola Barron (continued)
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Photographs by Nola Barron

NONPORITE KILN FURNITURE

CARBOLOX or DUOFRAC
Shelves and Supports for temperatures up to 1800°C

DE]

MORTAFLEX VERMICULITE
REFRACTORY INSULATING CONCRETE
for precasting bricks, shapes, backin% plasters, etc.

Temperature range 1100 C

DE]

NONPORITE REFRACTITE FIRE CEMENT
Gas tight jointing for bricks and shapes.

Ready to use. Temperature range 1400°C.

1879 it? 1968

TGEMOCARPENTER LTD,i
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Pl]. BOX 9085 — NEWMARKET — AUCKLAND — PHONE 51-039.
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