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editorial
The National Exhibition of the New
Zealand Society of Potters has been
regarded as a showing of the best work
produced each year and a goal for new
potters to aim at.

The Fourteenth has now been held.
After selection, 167 entries were put on
display in Christchurch’s C.S.A. Gallery,
out of which the first 22 catalogue entries
were those of guest exhibitors. Thus the
actual membership of the Society of
Potters supplied an exhibition of 145
items (or sets).

Such a heavy selection should have
ensured an exhibition of high quality. 80
why did it look somewhat thin and dis-
appointing? Certainly the work on view
had its share of nice pieces. But not
enough to make a memorable display in a
large gallery. A long standing problem of
jury selection, especially one which relies
upon a voting or point tallying system, is
the tendency to eliminate the controver-
sial or divergent work along with the less
competent. It is the view of some, that
the fourteenth exhibition could have been
more exciting if the selectors had been
prepared to allow in pots that they may
not have cared for personally, but which
were different, even if technically not so
well made. Having said this, which is a
bit condemning of the selectors who said
that they were given only a mediocre
offering anyway, if we cast our memories
back to the Twelfth and Thirteenth, we
recall that the after-exhibition-cry was that
the selectors were not setting a high
enough standard, particularly in basic
aspects of design such as craftsmanship
and function. This year's selectors pre-
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sumably were chosen to do just this.
It would seem then that the Society gets
the kind of exhibition that it asks for.

Two things were plainly apparent. One
—that the exhibition can no longer call
itself ”National" in the sense that it rep-

resents New Zealand potters as a whole.
Nor does it show a representative cross
section of work produced in a current
year (for better or worse!) 80 one must
ask the question—does it serve a pur-
pose any longer?

Fifteen years ago when the National
Exhibition series began, the situation was
very different. Potters were few, and
exhibition opportunities even fewer. “The
National exhibition brought potters and
public together in an appraisal of what
had been achieved in the course of the
year. Today, potters have a wide choice of
possibilities in the display and marketing
of their wares, without feeling a need to
compete for very limited space at large-
group-organised exhibitions.

The Society of Potters should be alert
to these changed circumstances. It is
already committed to holding a 15th
"National" exhibition (in Wellington in
1972). There is a strong case for making
this the last of its kind — a Grand Finale
done in style to finish an honourable
movement on a high note. Few art move-
ments last longer than a decade, so the
National exhibition in its original form has
done well to survive so long.

For the future the Society could con-
sider what are the present needs of
potters. Perhaps the promotion of regional
exhibitions? Overseas exhibitors? Or
what?

The Fourteenth
When the editor of New Zealand Potter,

wrote asking me if I would write an objec-
tive criticism of the 14th Exhibition of the
NZ. Society of Potters, my answer
should have been 'how' instead of 'Yes'.
How indeed.

Objectivity in any art form is elusive,
but its elusiveness does not mean its
non-existence. Wouldn’t it be nice if in-
deed it didn't exist. What a free game
ART would be.

Craftsmanship is part of any art form
and it is often referred to as the technical
aspect or the rational part of it.

The critical eye can quite easily be ob-
jective in this area and I will try to look
at this exhibition mainly from this angle.
I am fully aware of the fact that in this
way I will not be able to encompass
the 'whole pot'.

Under craftsmanship I understand tech—
nical execution of pets, their form and
design. The craftsmanship in pottery is
easiest to compare with craftsmanship in
music—IT CANNOT BE BY-PASSED AND
IT IS NOT INSTANT.

In this exhibition I had the unusally
good chance to handle and touch every
pot several times as I set up the display.
Even before I had gone halfway through,
it became obvious to me that there was
an overwhelming absence of skill. The al-
most total absence of complex pottery
forms proves this observation. There was
only one coffee pot, three teapots,
very few handled pots, hardly any jugs,
but plenty of ashtrays, plates, platters and

REVIEWED BY MICHAEL TRUMIC

bowls. Plates and bowls are particu-
larly suitable to carry enormously thick
layers of beautiful glazes or elaborate de-
corations, screaming for attention and get-
ting it, but on the unseen parts of these
there was no skill or attention. We all
know how many mistakes a good glaze
or elaborate decoration can hide and how
powerful is the glaze appeal to the public
eye, but by doing this one can go only
so far, so often, and no more. This way
one's skill must come to a full stop and
never develop any further. One must ack-
nowledge this confrontation with one's
own skill.

Beside the actual absence of skill, this
exhibition revealed to me an alarming in-
sensitivity to the three dimensional form.
We potters begin with a form—form is
the essence of our work—form IS a pot;
and before we even consider glazing any
pet we must make sure that the form
is good, so good that it does not need
any beautifying processes applied to it.

It is no good to hope that the glaze
will improve it. Glazes and decorations
can and should only confirm already exist-
ing form—that way makes it perhaps more
'visib!e’ or stronger. To blend a glaze
and a form successfully is a sensitive
and complex problem and it should not
be treated lightly. The natural feeling for
good form is in every one of us
but at the present age more often or
not this feeling has to be rediscovered,
re-stimulated and ‘relearned'.

A potter is a sculptor in the first place
and if he is not that way inclined, he



should take up brush and canvas and
try again.

To sum it up, the skill and form are

the two main weaknesses of this exhibi-
tion as a whole. lts strongest points are
the quality and variation of glazes and
the fact that so many potters are working,
trying and exhibiting. There is a definite
feeling of enthusiasm and hope throughout
all pots despite the weaknesses | men-
tioned earlier. This is a lot of capital
for the future.

On the individual level there are high—
lights and lows, but I can mention
only a few. Due to the system of selection,
some potters finished with only One pot
in the exhibition — hardly enough to
assess.

Oil bottles, Gail Carlson.

Gail Carlson — Auckland had a lovely
and lively group of five small pots (mainly
oil bottles) sensitive in form, with good
glazes and textures. Those had their own
inner dynamics despite their size and at-
tention had been given to every detail.

Mirek Smisek — Te Horo His best I
thought, were six fluted porcelain goblets
(141 Cat. No.) and his 'worst' perhaps
six bowls (138) which were that bit 'top
heavy'.

The continuity of good craftsmanship
which is not easy to maintain is a thing
one must admire in Mirek's work. These
pieces are no exception.

Jane Smisek — Te Horo exhibited five
pieces, all flat, square dishes of various

Jug, Margaret Higgs.
Photo: G. Christian

sizes, well decorated and only one small
mistake in one of them where the decora-
tion ran away from the flat area of the
dish on to the upright side.

One wishes to see some 'standing up’
pots from this potter.

Juliet Peter —— Wellington had three
exhibits, two slab pots and a large fruit
bowl. These were not sensational in any
sense but the care and attention were
obvious to any sensitive onlooker. I would
like to suggest that this care (not fuss-
iness) is the surest way to put oneself
into one's work. The big fruit bowl, while
basically correct in form, was cut too
abruptly and left without any type of lip,
giving us a feeling that we were looking
at a half of a giant bowl.

Hazel McCaughern —— Christchurch
had six exhibits and one bowl was pur-
chased by the Canterbury Museum. Again
there was nothing sensational in her pots
but one handled them with care and re-
spect because that is what had gone into
them.

Peter Stichbury —— Auckland. His
coffee set, particularly his coffee pot, was
extremely well designed and executed.
Every part of it was in balance with the
whole. But his wine bottle had a very 'un-
fortunate’ handle attached to it. Neither in
shape nor in mass was it belonging to that
particular pot. The platter, while beauti—
fully glazed was 'solid' clay, totally form-
less and only the rim was thinned out.

Denys Hadfield — Amber‘ley had
very elaborate decorations more suitable
for the flat areas than to the rounded and
curved areas of the pots. His 'porcelain’
plate was one of the heaviest plates in the
exhibition and the foot was big enough
and strong enough to support a thirty-inch
tall pot.

Photo: G. Christian

Wine bottle, Peter Stichbury.

Guy Mountain — presents us with a
large bowl and a beautiful thick glaze but
almost footless—there was a mini one
only. The foot on a bowl is as important
as the bowl itself. Its size and shape is
dictated by the size and the line of the
bowl’s shape otherwise these two do not
fit each other. He is not the only one mak—
ing this and similar mistakes in bowls, par-
ticularly large ones, but space limits me
from mentioning each one.

Casseroles are an item for which I would
feel guilty if I didn't say something about,
but there were too many to mention indi-
vidually. The basic trouble spots were
handles—which were either too big aes-

thetically or too small functionally. There is
a point where these two aspects meet

and the potter's job is to find it. The
lids were shaped nicely outside but inside
most of them little attention had been



paid to the fact that internal shape must
match the external. In almost all of them,
the rims were very bad, yet the rim is
the most important part of a casserole——
it holds the lid and aesthetically can ruin
the whole shape.

Estelle Martin — Hastings just to
mention one, had two casseroles, very
nice with in form, reasonable decoration
but very poor rims.

John Fuller — Feilding had three
sculptural forms which he calls pots but
which were less. Technically they were
well executed with good sculptural bal-
ance and a bit unnecessary touch of glaze
here and there. One was bought by the
Canterbury Museum.

Brian Gartside — Auckland exhibited
two stoneware vessels with strong sculp-
tural accent. Those were again technically
well executed, robust and warm in form
but the glaze which he applied ran in
trickles and patches down the pots, com-
pletely ignoring and contradicting the
form. Sculptural pots demand more uni-
form glazes so that nothing distracts us
from the form itself.

David Brokenshire — Christchurch
had two exhibits—Anchor Stone and
Chasm. In fact, two sculptural forms exe—
cuted in clay by coiling. They did radiate
inner movements and joy of working in
clay without over-indluging in it, well glaz-
ed, with matt iron slip so that the form
was easily seen.

Nola Barron — Christchurch exhibited
two plates and two ceramic forms. Both
ceramic forms were purely sculptural in
concept and every plane and line was
worked on. One unglazed, the other glazed
with a simple matt glaze so that there
was no glaze obstruction to the form.

Nola did not attempt to rely on glaze
appeal or clay appeal, the trap into which
many ceramic sculptors often fall. These
two forms could be an object lesson to
the intending ceramic sculptor.

John Fuller

Crewenna — Nelson with eight pots,
had their usual good level of craftsmanship
with two exceptionally good pots. One
was a small bowl (9) excellent in form
and even better in decoration and a dish
(11) with incised delicate decoration. The
bread crock was less appealing in form,
somehow cumbersome, but what really
surprised was the wax-resist decoration
over the finger marks. The fingermarks,
particularly the heavy ones do create a
decoration on their own and if we apply
another decoration on top of them we
finish with two decorations fighting each
other and negating each other.

Bowl,
Len Castle

Len Castle — Auckland had six pots,
all good ones, but I did not feel them
all to be recent ones. No that that matters
much, but if the white bowl (1) is a
recent one and if that is the newest direc-
tion in which Len Castle intends to go,
then in the future we are going to see
many more beautiful pots to come, un-

Photos: G. Christian

matched by anything in the past. I will
not analyse this bowl as | feel it is fully
integrated in all its aspects.

Warren Tippett — Coromandel had
eight exhibits, one being a twenty—piece
lunch set. There is no question of Warren's
skill, he excells in it, but a form of eclec—
ticism is obvious in his work—the forms



and surfaces embodying values upheld by
others. Where does that lead? It is not
for me to judge.

A large blossom jar was bought by
the lVcougall Art Gallery.

Considering the time and space I had,
I think I did my best. I have missed

many potters who should rightfully be
mentioned, but I had to select those
whose work offered me the best chance
to say something by either their good or
weak points. I have tried to stay on the
objective line of good and bad and not to
wander into the subjective; I like or I
dislike.

General view of exhibi-
tion, with pots by
Warren Tippett in
foreground.

Photo: G. Christian

Photo:
Nola Barron

The magnitude of the problem, as selectors see it. The photo above
shows the 13th Exhibition (at Auckland in 1969) before selection.

Below. Selectors, 1971, at Christchurch. Warren Tippett, Len Castle,
and Harry Davis.



A POWER WHEEL
Most electric wheels built for studio

potters are made to duplicate the infinit-
ely variable speed characteristic of the
treadle wheel. In my experience the avail-
ability of three or four set speeds permits
the making of all classes of ware from
small items formed at high speed to ter-
race jars coiled and thrown at traditional
slow wheel speed, without inconvenience.
The drawing sets out those parts of the
construction peculiar to the method of
driving the wheel, in a form suited to
construction with home workshop tools.

The 'furniture’ part of the wheel may
be made in steel or more probably wood,
in a low format or to bench height, a
minimum height for the ’engine room'
being sixteen inches or so. The space
around the wheel head should be sufficient
to pass the closed fist without jamming
between the wheel head and the body of
the wheel. The sides of the sump should
rise just far enough above the wheel head
to intercept liquid thrown off at speed,
about one and a half inches, curved down
to three quarters of an inch on the angles
marked by the forearms when centring.
The sump is lined with 24 gauge brass
sheet. The parts are cut and tacked with
brass or copper brads, then the seams
are soldered. A rounded aluminium mould-
ing is fixed to the rim with countersunk
screws. The lining should include an up-
stand around the top wheel bearing and
on the under side of the wheel head an
overlapping splash guard which can be
made from a spun aluminium bowl. A
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one inch copper or brass drain pipe may
be soldered in place to take off excess
slip to a bucket.

The wheel shaft is of three quarter inch
shafting with a flat filed at the level en-
gaged by the set screw of the pulley.
The top and bottom, bearings shown are
Unit Flanged Housings, SKF type FYC 012

A % or % H.P. motor, 1440 r.p.m., is
required, and a gearbox. Any light car
box, three or four speed, of the type
which bolts to the flywheel housing, may
be used, provided the shafts are of one
inch or lesser diameter. The example has
conventional floor change, but some col-
umn change types which have a single
lever are adaptable. The unit should be
drained and cleaned, and be refilled with
a much lighter grade of oil when installed.
A ten-inch pulley is fitted on the input
side, and a three inch on the other, sleeves
being used if necessary to obtain a firm
fit on the shaft. Framing, possibly of two
inch by 3/16 inch angle steel as suggested
in the drawing will be required to bolt
the gear box in place. The gear box need
not be on the centre line but it must
be aligned on the wheel shaft.

To transfer the belt drive through 900
from gearbox to wheel shaft an adjust-
able yoke carrying two idler pulleys, which
must lie at an angle to secure a fair
run for the belt, is fitted. The yoke shown
is made from one inch by % inch steel.
The pulley-s, which must run freely,
may come from a boating supplier, or

% inch pulleys may be used. The enlarged
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detail suggests a way of running these
on small ball bearings such as Ransome
& Marles type KLNJ & which fit into a
% inch bore.

The motor is fitted to permit adjustment
for correct belt tension the drawing is
schematic and the motor may be along-
side the gearbox. The final drive belt is
of % inch round hide, obtainable from belt-
ing suppliers. It is cut to length and joined
with a special clip or by threading with
linen. Tension is adjusted by moving the
yoke up, adjusting the pulley on the wheel
shaft to correspond. Neither belt need be
tight. Provided that one may centre a
large block of clay without slipping, ten—
sion should be such that the wheel can be
stopped when firmly grasped, without

-
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stalling the motor.

If the motor pulley is of 2 inch, the
gearbox first of 10 inch, and second,
3 inch, and the shaft pulley, 6 inch, the
overall ratio will be 10 to 1, about
140 r.p.m. , with a low speed of about
30-40 r.p.m. These are comfortable speeds
for making small to medium sized wares,
but for large diameter coiled objects low-
er ratios may be arranged by changing
a pulley. Reverse has its uses, should
twist appear in a large pot.

The gear shift lever should be reworked
to bring it out of the side, or alternatively
it can be brought through the top behind
the sump in which case a gaiter to prevent
splashes draining downwards should be
fitted.



Oriental pottery

Collectors of art objects around the
world, are a special kind of human being,
often they are philantrhropists who have
done a great service to mankind in many
ways, but a disservice in other respects.
By this I mean that many fine artifacts
have been saved from destruction, be-
cause sorneone liked them and recognised
their worth, the pleasure they could give
to countless people and their importance
in preserving the heritage of the country
of origin. Many museum collections have
been started by bequests from private
collectors.

But at the same time, collectors have
deprived countries of their own treasures.
In some ways it is of course a pity
that many countries have not valued and
kept the best of their own art, but have
allowed it to be thieved or sold to collec—
tors or museums in other countries.

Collectors in foreign countries have been
prepared to pay very high prices for a
Budha head, a Chinese Sung vase or a
Japanese screen which has encouraged
the poor or unscrupulous to cut the head
off a stone image in a temple, or rob
a tomb of its ceramic treasure.

In times of war there is often a flow
of artifacts out of a country, which turn
up in dealers shops in many parts of
the world. Cambodia is a country from
which much looting of treasure is going
on now.

In Bangkok I was able to buy from
a dealer, some magnificent specimens of
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in private collections
By Doreen Blumhardt

14th Century khmer pottery, each equal
or better to anything of its kind I
have seen in museums in and out of
Cambodia. This particular dealer had a
considerable stock of such pots, which
I understand have very recently found
their way across the border.

Collecting oriental art has become an
obsession with some, who do it only
because it is a fashion, and who have
little love for or understanding of the
things they collect. However, on my re—
cent travels around the world, I had the
priceless opportunity of visiting some out-
standing private collections whose owners
have great knowledge and a sincere love
of the oriental artifacts they have col-
lected. One of these is Paul Bernat
in Brooklyn, Mass. who is only in-
cidentally, a patron in the traditional
sense, he is far more likely to collect
works of art for his own enjoy-
ment, so that his collection reflects as
much of himself as it does of the time
and place in which he lives.

One can only say that his collection
has a luxurious fineness. It is not a large
collection but each piece in it is of rare
quality. Paul Bernat himself is a warm
friendly person, who loves nothing more
than to show his collection and talk about
it to anyone showing a genuine interest.
As he talked with me telling about each
piece, it was quite obvious that he loved
these treasures as friends, and this is
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FROM THE COLLECTION OF DOREEN
BLUMHARDT

1. SUEKI PILGRIM BOTTLE

Natura/ ash glaze. 28 cms. Japan approx.
4th Century AD.
2. SILLA POTTERY, KAYA AREA.

Unglazed. 50 cms. Korea. 6th Century
AD.
3. SILLA POTTERY, KYONGJU.

Ung/azed. 20 cms. Korea 6th Century
AD.

the way the collection was built up. He
buys an object because he likes it, and
does not acquire it simply because it is
rare. In his Brookline home set in several
acres of land and surrounded by trees
is one of the finest collections of 18th
Century Chinese porcelain in the world.

Being closely associated with the Boston
Museum of Fine Arts he says he learned
much from it, and his wife is today a
trustee. Mr. Bernat has been generous
with his treasures and has donated some



4. KHMER POTTERY.

Dark brown glaze. 24 cms. Cambodia.
74th Century

to the Boston Museum, in particular a
set of rare sepia pieces of which only
one example now remains in his own
collection. He has chosen limits for him-
self and does not buy anything earlier
than 1700 or so, consequently he is most
discriminating and does not seek large
objects. His shelves are filled with small
and exquisite pieces of Ching Dynasty
porcelains, a century in which Chinese
civilisation strengthened its ties with Eu—
rope after the fall of the Ming Dynasty.
The finest Ching porcelains came from
the Imperial PorcelalnFactory at Ching—Te-
Chen in the province of Kiangsi on the
trade route from Nanking to Canton, and
many examples of high quality may also
be found in the Museum in Taiwan which
houses the collection from Imperial kilns
taken there when Chang Kai Shek fled
the mainland.
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5. KHMER POTTERY.

Dark brown glaze. 23 cms. Cam-
bodia. 74th Century.

The porcelains in the Bernat collection
and in the Taiwan Museum and in the
Sir Percival David collection at the London
University (I believe the finest collec-
tions of this kind of pottery) are quite
different in quality, design and glazing
from those made especially for export, and
which have been found in graves and
tombs in many countries.

One important collection of Chinese ex—
port ware I visited in Manila, is that of
Leandro and Cecilia Locsin. He is a very
busy and well-known architect and she
is an archaelogist. In the basement of
their magnificent modern home in Forbes
Park, are several thousand pieces of the
finest of Chinese export ware of the Pre-
Spanish period in the Phillipines. This
basement consists of room after room, all
airconditioned, whose walls are lined with
glass fronted cases, filled with pottery
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FROM THE COLLECTION OF PAUL BERNAT

6. PIERCED BRUSH HOLDER

Chinese. 18th Century Ching Dynasty.

7. WHITE PORCELAIN VASE

Chinese. 18th Century Ching Dynasty.

8. PORCELAIN VASE

Chinese. 78th Century Ching Dynasty.



9. PORCELAIN BOWL

Chinese. 18th Century Ching
Dynasty.

FROM THE COLLECTION OF

LEANDRO AND CECELIA LOCSIN

10. LOCSIN BASEMENT

Examples of Chinese ce/adons
found in the Philippines.

11. LOCSIN BASEMENT

Five cases at far right contain
Siamese ceramics. At extreme
left early Chinese blue and
white, and spotted white wares.

12. LOCSIN COLLECTION

Covered boxes. Siamese 14th.
to 15th Century.

13. LOCSIN COLLECTION

Attributed to Chinese 10th to
13th Tang type glazes still
made during Sung dynasty.

14. LOCSIN COLLECTION

Globular vessel with wide
mouth 18 cms. high. 14th to
15th Century. Black-brown
glaze. Body is coarse grey
stoneware which fires a dark
violet red where exposed.

Photos from:
ORIENTAL CERAMICS
DISCOVERED IN THE ,
PHILIPPINES
By Special Permission
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all carefully labelled and excellently lit.
The pottery is not only Chinese, but some
cases contained Annamese and Swank-
holok pieces of rare quality, and excellent
preservation. As well, they have some
fine large funerary urns, and other small
and large unglazed pots made in earlier
times in the Phillipines.

To form their collection they did not
wait to buy on the market, or through
dealers, but they have dug much of it
themselves in different parts of the Phil-
lipine Islands. The first recorded excava-
tions of a burial site was in the Santa
Ana district of Manila, initiated by the
Locsins in 1961. This site at the back
of the church of Santa Ana, has been
roofed over and kept as a museum with
the skeletons and some of the pottery
left where they were found. In this one
area alone over 200 graves were exca-
vated, and approximately 1500 pieces of
Chinese Sung Dynasty pottery was dis—
covered. From the discoveries it has been
found that Chinese trade pottery reached
the islands in great numbers for a period
of approximately 1,000 years.

The Locsin collection contains pouring
vessels, jars and jarlets (squat, eared and
lobed) kendis, covered jars, large and

small plates, everted and inverted bowls,
vessels in the form of birds and animals,
stemmed cups, miniature bottles, figur-
ines, gourd shaped vessels, and a host of
others.

My love for things oriental has devel-
oped much more deeply during my recent
trip around the world. There is no doubt
that oriental ceramics have a quality and
charm, a subtle sensitivity of form unsur-
passed by anything in Europe. It is sig-
nificant that Chinese porcelains for hun—
dreds of years have influenced Europe
most especially during the 17th and 18th
centuries when the fashion for Chinoiserie
hit that part of the world.

I too have not been able to resist the
temptation to collect, and am pleased to
have had the opportunity of bringing back
to New Zealand Swankhalok, Annamese,
Chinese Sung and Yuan, several 14th Cen—
tury Khmer pieces, a magnificent Silla
dynasty Korean pot on a tall stand, a Silla
roof tile end, and most treasured of all
a Japanese pilgrim bottle of the Sueki
period. These pieces were acquired in in
Bangkok, Manila, Korea, Hong Kong and
Japan, where, although they are no longer
cheap, they an still be found at reasonable
enough prices.

Another mans poison
RISKS FROM LEAD GLAZES

Wilf Wright, Secretary of the New Zea-
land Potters' Guild, sent the following
letter to the Dominion, published July 6th
1971.

Sir,
The superintendent of food standards in

the public health division of the Health Depart-
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ment, Mr. H. W. Carter, warned the public
in an article in the Dominion about the dangers
of using pottery for domestic use which has
been glazed with low solubility lead glazes.

While the NZ. Potters' Guild agrees that
the public should be warned of the dangers
of raw lead glazes we feel the public should
be made equally aware of the fact that most

professional potters in this country use the
high firing technique of stoneware and fire
these clays at temperatures ranging frm 1250-
1350 deg. C. No lead of any kind or material
of any type, that would have a toxic effect
is used in these glazes.

The guild is especially concerned therefore
with Mr. Carter's statement that “cottage in-
dustry potters use it (lead) but high firing
temperatures were always used in factories".
The guild consists of professional potters who
mainly work as individual "artist crafts-
man potters" and do not operate factories,
yet they are firing at temperatures generally
far in excess of that used by industry.

The main concern in this country would
be with the work of inexperienced amateurs
and with some low fired imported pottery
that has been on the market in this country
for some time. The guild was concerned with
this problem of low-fired lead glazed pottery
from overseas and endeavoured to bring it
to the notice of the Health Department in a
letter sent to the Medical Officer of Health
for Wellington in March of this year.

While it is conceivable that some inex-
perienced amateurs might use low fired low
solubility lead glazes on domestic ware, no
professional and certainly no members of the
NZ. Potters' Guild would do so.

WILF WRIGHT,
Secretary,

N.Z. Potters' Guild.

The Health Department told the Potter
that in view of recent alarm about lead
poisoning from the use of handmade pot-
tery containers, it was their duty to warn
the public of the risks. It was, however,
not pursuing an eradication campaign
since it believed that the answer to the
problem lay with the potters themselves.

While we agree with the statements
in Wilf Wright's letter, just what comfort
is this to even a discriminating buyer
of pottery? With the professional potters
being unable to fully supply a sellers mar-
ket for handmade pottery in New Zealand,
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a proportion of the ware sold in craft
shops originates from low firing electric
kilns operated by enthusiastic amateurs.
Most of these potters obtain their earthen-
ware glazes by mail order from the cata—
logues offered by firms who sell ceramic
glazes. Inquiries made by the Potter of
a leading merchant reveal:

O nearly all glazes sold are to handcraft
potters

0 most of the glazes are known to
contain lead

0 other glazes are imported from
manufacturers who are not prepared
to divulge the secrets of their glaze
recipes. Many of these probably con-
tain lead

0 when glazes known to contain lead
are sold, no danger warnings are
given.

The obvious conclusion to be drawn from
the comments above, is that some of the
pottery sold in shops is potentially hazardous
to the health of the consumer. It is from
the hobbyist potters of limited experience,
that most of the potentially hazardous, and
furthermore often aesthetically sub-standard
pots are produced. Those who have encour-
aged the enthusiasts to get involved with
clay, have helped create a consumer demand,
at this stage still largely undiscriminating, for
handmade pots. Because a glaze contains lead
does not necessarily mean it is dangerous.
If the total glaze recipe has been devised
to reduce the solubility of the lead in the
glaze to the safe levels recommended by various
health authorities the pot can be used for
any domestic purpose.

What is to be done about the health risk?
A first reaction is to ban lead glazes, but
the use of lead in low temperature glazes
is as old as pot making itself and its continued
use in spite of known health hazards speaks
for the special visual and accommodating tech-
nical properties of this most traditional fluxing
agent. To ban its use because of cases of



abuse would be to deny all potters of its

virtues. The risks attached to the use of lead
glazes should be fully explained in every con-

signment of such glazes sold by suppliers.

This makes it essential that suppliers know

the chemical composition of every glaze they

sell—local or imported.

Another way of control, is by education,

and it is up to instructors to be informed

and pass on this information to their pupils.
Mr. Barrett of the Department of Education,

assures us that all supervisors going into art

rooms at intermediate and secondary schools
point out the hazards of using lead. We are not
convinced that all instructors know enough.

Probably the narrowest point across the
river which flows from potter to consumer
is the point of entry into the shop. Craft
shops have a responsibility to completely sat-
isfy themselves that the pots they are offering
for sale as food containers are entirely
safe. To expect the consumer to judge the
safety of a glaze before buying would
be unrealistic. To place such reliance on the
consumer could result in refusal to buy any
earthenware at all.

Some craft shops are displaying a notice
saying that none of their were is glazed with
lead. Their action in doing this can be com-
mended in that it shows they have recognised
that some responsibility lies with them. How-
ever if this type of action were to become
general among craft shops, it would be
effectively placing a ban on the use of lead
in glazes under all circumstances; an ction
which the Potter believes to be too sweeping.

At this stage it is apparent that the Health

Department and other government agencies

concerned wih pottery have adopted a fairly

permissive attitude, in that there are no
restrictions placed on the availability of lead

glazes from glaze merchants. If a death occur-
red, as a result of the freedom from

controls presently being enjoyed, the pendu-

lum could easily swing towards more harshly

restrictive control or a complete ban.
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If a joint committee representing say potters,

glaze merchants, craft shops and the Depart-

ments of Health and Education were formed,
it would seem a relatively easy task for it

to devise simple controls to take the hazards

out of the current situation. This would then
mean that the Health Department would not

need to make public statements periodically

on the risks inherent in lead glazed earthen-
ware in order to feel that the Department

is doing somthing about it. That these state—

ments are ultimately harmful to the livelihood

of all potters, whether they use lead glazes

or not, is evidenced by Wilf Wright’s justifi-

able action in writing to the Dominion,

Test for lead solubility
Accurate quantitative tests for lead solu-

bility are complicated and expensive, but the

following test, published in 'Pottery in Austra-

lia’, will serve as a guide.

Materials:
4 025 white vinegar.

éteaspoon liver of
chemist)
clear glasses, same shape and size.

sulphur (from local

N

Procedure:
1. Put 2 023. of vinegar in the test pot and

soak at room temperature for 12 hours.

2. Dissolve the liver of sulphur in 2 023.

hot water.
3. Place the test vinegar in one glass and

equal amount of fresh vinegar in the other.

4. Put 2 teaspoons of the sulphur solution
in each glass.
A white cloudy precipitate will form in

the fresh vinegar.
6. If the test vinegar precipitate is tinged

tan or brown, there are heavy metals pre-

sent, and the glazes deserve more accurate

analysis before using on the inside of any

container.

(Tl

It goes without saying that raw lead in

the studio should be labelled as such, marked

poison, and locked away_ During use the area

should be well ventialted and hands should

be washed carefully before eating or even

smoking.

McGregor “Super-Burn”
kilns to 14500 centigrade.
Suitable for the firing of
porcelain. Prices on
application.

McGREGOR “HI BURN” KILNS (FRONT LOADING)

SPECIFICATION MODEL K2 MODEL K3 MODEL K4

Dimensions Internal

Dimensions External

Capacity

15"w. x 15"h. x 18" deep

34"w. x 42"h. x 31" deep

2 cubic ft.

Max. Operating Temp.

Electrical Rating*

1300 Centigrade

230V, single or 3-phase
12 KW. (See Local
Power Authority).

Sunvic E.R.H. with
Pyrometer or automatic.

Temperature Control

Time to reach max.
Temp. (Empty) 4 hours
Thermo/couple.
Elements
Element support tiles

Platinum Plat-Rhodium
Kanthal A1 grade
High grade refractory

15"w. x 15"I1. x 24_” deep
34”w. x 42"h. x 37” deep
3 cubic ft.

1300 Centigrade

230 Volt single or
3-phase 12 KW.

Sunvic E.R.H. with
Pyrometer or automatic.

4} hours

Platinum Plat-Rhodium
Kanthal AI grade
High grade refractory

15"w. x 24"h, x 20” deep
34"w. x 50h x 33" deep

4 cubic ft,

1300 Centigrade

230 Volt 3»phase
14 KW.

Sunvic E.R.H. with
Pyrometer or automatic.

5 hours

Plat. PlatRhodium
Kanthal A1 grade
High grade refractory

W. D. McGREGOR LTD.
Est. 1946

Electric Kiln and Furnace Manufacturers
48a Stoddard Rd., Mount Roskill, Auckland, 4
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International success for Doris Dutch
A big entry of high quality works provided

scope for strict selection, and those who had
pots chosen for exhibition could regard it
as a distinction, according to the international
jury of judges for the 1970 international Con-
course of Ceramic Art in Faenza, ltaly. Doris
Dutch had her pots accepted for this exhibi-
tion. She also had photos of them included
in the catalogue.
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Doris Dutch is essentially a New Zealand
potter although her introduction to the craft
was in Britain in the forties.

'I had been at Art School in England for
several years before the pottery department
opened nearly at the end of my training. l
was enraptured by the sense of creativity
when you put a shapeless lump of clay on
the wheel and suddenly you have a pot?

| vowed I would come back to it, but did
not get the opportunity until 1962 in New
Zealand when I started going to evening class-
es. Almost immediately pottery became the
most important interest in my life. After two
years of evening class and two summer schools
l was lucky to get into Len Castle’s evening
class. Len gave so much that | feel that
I owe any success I have had, to him. He
gave not only technical information, but a
new way of seeing things. This does not
mean that I ever consciously copied his work,
though the tecniques that he taught are bound
to cause a superficial similarity. I believe that
when a potter has mastered techniques, the
work he does is a direct expression of his
own personality. I hope this is true of my
work.

My aim is only to make better pots. To
have time and space to develop the ideas
that come to me, and to perfect my crafts-
manship, because there is always a better
pot in my mind then the one that comes
out of the kiln. Life is a constant and often
frustrating climb towards that goal.

I have built two kilns, one from Roy Cowan’s
plan, at the school, (Rutherford High), and an
adaptation of myself at home. Until then I
managed with a small electric kiln and infre-
quent firings in the school kiln. My husband
helps with the firings, and being an artist
is an excellent and stringent critic.’

'Other potters may like to submit work for
this exhibition held annually in Florence. There
are certain hazards in sending work from as
far away as New Zealand, mainly in determin—
ing how soon in advance to send by
sea to be sure of getting there in time.
(Months). Makers of small objects, would
be able to use airfreight and minimise this
difficulty. Editor.’

Doris Dutch

Born London. Studied art at S.W. Essex
Technical Colege School of Art. Commercial
artist and teacher of art and craft at evening
class. Came to New Zealand 1951. Started
potting 1962 and 1964 onwards gave evening
classes first in weaving, then in pottery.
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Exhibited with N2. Society of Potters, in two-
man shows with artist husband Ted Dutch,
in World Craft Council Asian exhibition 1970
and International Concourse of Ceramic Art.
Faenza, Italy, 1970. She has this to say of
her work.

‘Although it was the wheel that first attrac-
ted me to pottery, now my most satisfying
form of expression is hand—made work. Sources
of inspiration are varied—from prehistoric pot-
tery and clay tablets, medieval costume, com-
puter patterns, cell structures, rock forms,
details of plant forms and seed pods, in fact
every facet of life, but not consciously copied.
Often I make the object and then later recog~
nise its derivation.

Being short sighted I’m more interested in
small things observed closely, than in large
scale projects.’



bronwynne cornish
and her

'china
cabinet
ceramics'—
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So Bronwynne Cornish des-
cribed her collection of
witty ceramic creatures. To
be enjoyed by those with a
sense of fun — and pos-
sibly detested by people
who like their pottery to
come straight.

Photos Leon Hamlet

— at
new vision gallery
aucHand,h y1971
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In Wellington: exhibitions
DENYS HADFIELD AT ROTHMANS IN JUNE

"I am always serious about anything I
do," said Denys Hadfield, and the deter-
mination that made him a prominent
jockey has now made him a potter.

Denys first became interested in art
through John Coley a Christchurch artist,
and attended his classes for two years.
He realised that it would be difficult to
become a recognised artist without
starting from the bottom and having the
necessary training.

"I became interested in pottery as a
medium to express art with," said Denys.
"I joined Marion Mauger, and then went
to Yvonne Rust. it was a very creative
environment. l was still riding at that time,

lkebana pot—Denys Hadfield,

but I realised l was going to have to
make a change."

Miss Rust moved to the West Coast,
so i set up my own pottery and kiln.

Then in 1968 I finally left racing and
bought an old property in Amberly. My
wife and l renovated the old house and
we do all our work there now." His wife,
Gillian, helps in mixing glazes and with
experimental work.

Next year they are hoping to go to
Indonesia, where Denys has a brother
who is a missionary. ”We hope to learn a
little about Asian culture," he said, ”and
about the work their artists are doing

I:
now.

From Evening Post review, June, 1971.

Photo: Ans Westra
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Not just

another

sale of work

Yvonne Rust and West Coasters

exhibition at Rothmans Gallery,

Wellington, May, 1971.

By Doreen Blumhardt

Photos Don Montgomery

'I am not a sophisticated person, so
my pots cannot be sophisticated’, is a
statement Yvonne Rust made to me over
lunch when she was in Wellington during
her recent exhibition. On reflection l rea-
lised how absolutely true this is about
Yvonne and her pottery. Like herself the
pots are genuine, without gimmickry, and
have this quality of springing from the
earth with some of the soil and rocks
still clinging to them. There is an almost
childlike simplicity in the forms, and yet
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the ruggedness of experience, for Yvonne
is rich with creative ideas, which manifest
themselves directly in what she makes.
What struck me immediately as I viewed
the exhibition, was the great variety of
work, such as long stemmed wine cups,
plates, large lampbases with impressed
patterns, in fact small and large pots of
many kinds, and her 'spice trees'—a num-
ber of corked spice containers all cling-
ing together like cones on a pine tree.
Other multiples were her planters which



A “spice tree"
by Yvonne Rust

consisted of a number of small plant pots
attached to a central core at various
angles and when imaginatively planted,
no doubt would look ’mighty' or ‘smash-
ing' or what ever the in-word is. Her
fountains too were multiple and most ori-
ginal in concept showing clearly her love
of water, which she says she enjoys
so much, whether it is sea, or river, or

lake, or just a little stream in the garden.
I think my greatest pleasure of all was

that here was a real exhibition not just
another sale of work. She demonstrated
this by gathering from the West Coast
mosses and plants and many hundreds
of small stones, and using them on a
black background to set off the very care-
fully arranged pots. She had the vision
and took the trouble to make the whole
thing a design in itself.

Yvonne is an educator, and her gen-
erous, easy but strong character has had
a lasting influence on many of her school
pupils, on potters, and on other people
with whom she comes in contact on the
West Coast and elsewhere.

We could do with more Yvonne Rusts,
dedicated as she is to helping others to
find themselves, and to bringing creative
activity into their lives.
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Yvonne Rustand

Photos: Don Montgomery

3O

coHeagues
By Jeremy Commons

I do not remember when l have seen
a more striking exhibition than this. From
the moment one stepped into Rothmans'
Gallery, one was aware of the visual ex-
citement of a forest of pots rising out
of an expanse of white pebbles, these
pebbles themselves thrown into high re-
lief by a background foil of black plastic.
And from this immense central two-level
table, the same visual excitement con-
tinued through a bold series of paintings
in dark greens, browns and whites,
through two live fountains, to all the side-
tables, all linked into a heirarchial unity by
the continued motif-like use of white
quartz pebbles.

The longer one looked, the more one
realised that this visual impact was
nothing fortuitous or superficial but the
carefully planned result of a consistent
use of West Coast materials, textures and
colours. Take Annette Kerr's paintings.
still a little tentative in technique, they
nevertheless caught and conveyed the
sombre bush-colourings, grey-white
glacial ice and clear white light of the
West Coast, its land-patterns and the
rapid movement of its rivers. On their own
they might not have attracted great atten-
tion, but like so much in this exhibition
they blended into a total impression—
blended with the deep greens and browns
of the grass-trees with which Yvonne
crowned the pyramid of her central table
—blended with the sombre but rich salt-
glazes of so much of the pottery.

One of Yvonne’s objectives in going
to the West Coast was to find ’clays,

Wine pots, by Hardy Browning

grogs and glazes which, occurring natur—
ally together, naturally run together'. This
exhibition shows the result; strong work,
bold in form, rough and rich in texture.
A friend described it to me—vividly and
without any thought of being derogatory
—as ’peasant pottery’; and the design of
many of the goblets and candelabra struck
me as distinctly gothic, apt tableware for
lusty mediaeval revels. Yvonne herself be-
lieves that when she leaves the West
Coast at the end of this year her whole
style of pottery will change, finding new
forms and textures in a new environment.

Be this as it may, she leaves behind
her a school of pottery which is unmis-
tabably West Coast, as rugged as the
landscape from which it springs.

Of her colleagues and pupils, those who
to my mind stood out were Hardy Brown-
ing and Roger Ewer. The former, recog-
nisably .her pupil, nevertheless achieved
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an individuality of his own, particularly
in his wine-jars with their unusual hiero-
glyphic-like markings. Roger Ewer, with
his lighter-coloured glazes and variety of
deliberately cavalier forms, was independ-
ent of all influence but still recognisably
a Coaster in his use of rough surface-tex-
tures.

Rugged workmanship in the pottery;
delicate workmanship in the nephrite jade-
carving of Bill Matheson and the bone-
jewellery of Bill Hammond. The contrast
from one art to the other was complete.
it would require a review in itself to do
justice to this carving; suffice it to say
that in precision of workmanship, grace
of design, and tastefulness of mounting
(the nephrite on hand-plaited flax cords,
the bone jewellery on slender Chamois
leather thongs) it achieved a standard
which one can only wish were more wide-
ly emulated by the producers of mass






























