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New look for the N.Z. Potter

This issue of the Potter springs a new look on our
readers. Improved techniques on the production side
and need of increased space for content requires a
larger and more flexible format. To mark this step
forward we take the opportunity to show in detail,
potters related to their environment.
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firing improves with
better fuels

The choice of fuel for heating
a kiln is very important to work
done on the wheel. Shell market
two basic fuels for this purpose.
Shell Diesoline—a fuel for maximum heat
output.

Shell Thermol—a blend of Shell Diesoline

and illuminating kerosine with excellent
vaporising qualities for initial light-up.

Ask your nearest Shell Depot about fuel delivery.

K."rche{} ware by Roy Cowan, Ngaio. The stoneware coffee pot and casserole were
Shell fired at 1300-13507C and the porcelain sugar bow/ at 1350-1400°C.

editorial

Since potters by the nature of their work are
closely attached to the soil, they are keen on
growing things. Most grow something even if
its confined to bonsai trees or a row of
vegetables. For many potters the urge to grow
has been so strong that they have taken to
the land in a big way. They are not suburban
gardeners, but landscapers going about sys-
tematic, planting to reverse the tree-felling
epoch started by the early settlers which per-
sists in some quarters to this day.

The potter is fortunate in that he can live
almost anywhere. Since space in grounds and
buildings is what he is looking for he can find
it in the country. Often there is an older house
to be retained and deficiencies in the vege-
tion are put right by planting, to create a total
living and working environment sympathetic
to the potters needs, as natural looking as
possible, but in fact planned. Potters are to be
found all over New Zealand living in these
kinds of surroundings. In this issue we have
chosen country potteries near Wellington to
describe in detail how they are doing it. All
have something in common in that they are

conserving and regenerating rather than ex-
ploiting the landscape, but each naturally
places emphasis on different aspects of his en-
vironment according to his personality and his
needs.

Reference is made also to other craftsmen
and artists who are using old urban buildings
as workshops/studios/galleries. The reason
for using these old places is not always al-
truistic but sound economics. They need
space, and houses built before 1920, presum-
ably when building costs were lower, is where
they find it. Nevertheless the fact that many
older houses of architectural merit are being
taken over and put to use by people of sen-
sitivity, ensures that they stay alive instead of
being pulled down to make way for OYOs.

It is encouraging to see that the government
has given recognition to the fact that a har-
monious environment has to be consciously
sought and is not the automatic biproduct of
material development. The appointment of a
Minister of Environment is a small but formal
beginning.

OUR COVER

Cover photo by Marti Friedlander of Barry
Brickell's estate at Driving Creek, Coromandel.
Two truckloads of pots rumble across a ten
foot viaduct on his 10 inch gauge private rail-
way system. As Barry himself says ‘a little
peril improves a good pot’

INDEX FOR POTTER

The Potter will be fifteen! Next year to mark
fifteen years of publication we will be printing
an index for volumes one to fourteen. John
Stackhouse who has undertaken the task of
compiling the index is listing both potter and
subject to make the most useful reference
possible.



Jane, Hana and Mirek

Closely to the land

Mirek and Jane Smisek have been at Te Horo near
Levin for just on two years although it would appear
longer judging from the development already taken
place.

The eye catching feature of Mirek’s and Jane's
place is the kilns. These twin beehive kilns, one
for stoneware firing, one for salt glazing are archi-
tectural works of art. The firebrick domes topped
with clay finial, look as someone said, like
seventh century Byzantium. They are certainly new
—in the Manawatu. Blazing from a night firing they
provide a sight worth seeing for travellers flashing
past on the nearby main trunk line.

The care with which Mirek has designed and
built his kilns, to be things of beauty in themselves,

Photo: A. Brandon

Potters and environment
By Margaret Harris

to be sited where they can be seen as part of
the surroundings, is typical of his attitude to his
work. In real craftsmen tradition he is concerned
with the quality not only of the product, but of
all the things that go in to make it, and this includes
his tools and his living and working environment.
He has consciously set about creating a sympathetic
environment for he feels that if he is in harmony
with his environment his pots will be that much
better. In establishing themselves, the pottery and
the garden had equal priority. Mirek and Jane have
done a lot of planting—exclusively natives and have
worked wonders: rhubarb patch into alpine garden,
parsely into fernery and a great deal more in time
counted in months. They say the secret is water
—day and night.

The house is a typical turn of the century
house with a generous verandah. The
kind of New Zealand house that is well
worth keeping. (Only too often these
are the houses given over to hay, while
the misguided owner has moved into a
stark brick box that will never sit
happily in its countryside) Two bed-
rooms have made a showroom and other
pots are displayed along the verandah
or outside on benches of disused wooden
railway sleepers. Sleepers are not the
only piece of obsolete N.Z.R. equipment
the Smiseks have made use of. They have
the Te Horo station which was moved
along the line! Eight hundred square feet
of railway station, loo, timetable-black-
bhoard and all, provide necessary bed-
rooms for three children and space for
mess making, as Mirek says otherwise
known as a creative room.

Mirek continues to make high quality
thrown pots for which he has an estab-
lished reputation. Jane, who took up
pottery after her marriage to Mirek,
makes slabware.

Kiln shed, twin kilns and
throwing room

Photos: Doreen Blumhardt




The Smisek’s house

Mirek and visitors

Kiln complex as seen from road
and railway

Front view of the Wright's much altered house

Photo: Barry Durrant

By Margaret Harris

Freedom to live where you want

Reikorangi Pottery in a valley near Waikanae shows
the maturity of Janet and Wilf Wright's seven years
there as fulltime potters. Although most of the
planting has been done by Wilf, many of the trees
were put in when the place was his family's week-
end property, so the grounds are already establish-
ed. Janet was interested in pottery when she mar-
ried Wilf and she found she could learn, so they
both make pots.

For Wilf one of the great advantages of being
a potter is that "You don't have to live where every-
one else does. Apart from being involved with all
aspects of pot making which is creative in itself,
a potter is free to live where he wants and create
the kind of environment he wants to live with. I've
always been interested in entomology and natural
history so it was logical for me to live in the coun-

try. Besides, living in the country has purely practi-
cal advantages for a potter. We often work at night
and the noise from wheels and kilns can’t disturb
neighbours’.

A feature of the Wright's place is the animals.
On their thirteen acres they keep the usual dogs
and cats, until recently a cow, and a variety of
barnyard animals, for children’s pets. There's a
pony, a donkey, fowls, geese, ducks and rabbits,
because they feel that their family might as well
have all the advantages of living in the country,
such as riding to school and rearing young animals.
Wilf has aviaries for his native keas and karkarikis.
He says visitors spend as much time looking at the
animals as they spend looking at the pots.

He also finds native trees interesting botanically
and thinks that it is important to develop interest
in this part of our heritage. The garden has a range



Wilf in his throwing room

Inside kiln shed

of deciduous trees as well, to provide
variety and to show the changing sea-
sons. Anyone who has been lucky
enough to wine and lunch with the
Wrights at a table under the trees knows
how delightful their garden is.

The seventy year old house has been
extensively renovated. It's interesting
that they added a verandah on three sides
thus resurrecting an architectural style
once characteristic of New Zealand
houses but not used for fifty years. The
builder couldn’t understand it. Since all
the rooms have doors opening on the
the verandah, the effect is of having no
sharp line between outside and inside,
especially since there are pots and plants
inside, and plants and pots outside. In
keeping with the colonial architec-
ture, the Wrights have made use of con-
temporary kauri furniture. And there are
books, paintings and artifacts reflecting
their interests. Wilf says he would like
to be in a postion to collect ethnological
objects.

Wilf Wright has been a potter for about
fifteen years and his beginnings in this
career make an interesting story. He had
one of the country’s first craft shops,
Stocktons in Woodward Street, Welling-
ton, which then sold Scandanavian fac-
tory produced ware, some Lucie Rie and
Hans Coper. Later they obtained the
agency for Bernard Leach pottery and
imported sample ranges. There was no
New Zealand pottery available for sale
in the beginning. When the first pieces
appeared, it was hard to sell. The buying
public had a blockage about accepting
a pot that was locally made. Afterwards
the trend changed and customers were
coming in asking for New Zealand pot-
tery. Both the potters themselves and
the shop helped to overcome the intial
buyer resistance to the products of the
local craft.

The stories of Wilf's first firings, retold
with relish are legion. Barry Brickell helped
build the first round, down draught, drip
fed kiln at Reikorangi. ‘Someone in the
valley must be building a house’ said
Wilf's mother and sister as a truckload of
two thousand bricks roared up the road,
‘Is your name Wright? They're for you".

‘Barry came down for the first firing—
and a qreat grey fog descended over the
valley. The kiln was far too big for me,
who could hardly pot at the time, to
fill, so Helen Mason helped out with
enough pots to make a kiln-load.’

When visiting English potter John
Chappell wanted a place in New Zealand
to work he went to Reikorangi and made
pots for three months. Wilf was rouse-
about and really started learning in earn-
est. Wilf acknowledges the tremendous

Janet with Samantha and Adrian

Photo: Barry Durrant

help given later by Roy Cowan in design-
ing sophisticated kiln firing methods
which took a lot of the guesswork out
of the firings.

After visiting the Wright's country pot-
tery in surroundings that meet their ideal,
it seems appropriate to conclude this
article with a thought that Wilf recalls

A client makes his
selection

Photo: Roy Cowan

is attributed to Confucious.

It is not the distance one travels that is
important but what one takes in on the way.
A journey from the front door to the gate can
be as revealing as a journey to another
country to him who has trained himself to be
aware of his environment.




Photos and drawing
Roy Cowan

Children, neighbours and animals

How many today? Wilf collects eggs and
feeds the hens

In the absence of a photo showing all the
animals, the drawing shows Farmer Wright at
feeding time

Preserving a house to make a home

When Rhondda and Jim Greig were looking for
a place in the country to settle, they found in the
Wairarapa the right kind of area and people sym-
pathetic to the idea of having a potter live amongst
them. All round approval had an effect in an indirect
way at local government level, of making it pos-
sible for the Greigs to buy a five acre property
at Matarawa, three miles from Greytown, getting
towards the foot of the Tararuas—in fact their road
leads into Waiohine Gorge and the main mountain
tracks.

Here in this house and land the Greigs visualised
how they could create an harmonious environment
to suit their family—they have a girl and a boy.
They would rear a calf for milk and butter. They

At Matarawa, Jim totally surrounded by work
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By Margaret Harris

would grow their own vegetables and bake their
own bread. For the Greig's did not choose to live
in the country because it was convenient, but be-
cause the country life was the one they wanted
to live.

They too have a big planting programme. Jim
says that his planting will be of a mixed variety.
He admits to being especially interested in natives
but he will be planting anything that is right for
the spot, creating ‘a tapestry effect rather than a
monoculture’. Two dry seasons and a shared water
supply got the trees off to a slower start in their
first year than they would have hoped for.

The Greigs are also conserving a house. Although
Jim quickly points out ‘I'm not saving a house for



the sake of the house, but because it makes a
suitable home for us.” Nevertheless to a former ar-
chitectural student, an early New Zealand colonial
two-storied house of regular proportions hinting of
regency in the flared verandah roofing, called for
some response. If the Greigs hadn't taken it over
and given it new life it would soon have disap-
peared from the scene forever. After years of use
by shearers and two years total abandonment it
was already derelict, and rubbish clearing occupied
the first months. Of the lawns and gardens that
flourished in its Victorian/Edwardian prime, only

The Greig's new-old house
at Matarawa

a few mature trees have survived the ravages of
grazing sheep.

The task of recreating this place on slender
means was a mammoth one, but one that appealed
to an ideal they held of recognising something from
the past that was good and adapting it to the needs
of today. They are not ‘converting’ this house, giv-
ing it House and Garden treatment. Nor are they
restoring it to appear as it was. Rather they are
putting it back into running order again to make
a home. Changes are minimal and low key, confined
to such things as putting two rooms into one or

Jim with
sculptural pot
in front of kiln

Photos: Roy Cowan

Rhondda and Jim with children Tanya and Ewan

letting in more light. The family makes things and
rightly their interests are evident. Jim's kites, music
and of course pottery, Rhondda’s paintings and col-
lection of peasant basketry.

The pottery is in the same style as the house
and looks as if it has always been there. It hasn't.
It was one of the first cottages built in Greytown
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in 1856 and was rented there by the Greigs. They
saw how they could put it to good use, so they
had it taken to their new place, to the amazement
of many of the natives, where it fits in so well,
Nearby the new kiln (after Smisek’s design but
decorated with personal touches) waits for a steep
pitched octagonal roof.



Photos and diagram: Roy Cowan
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A field of stubble, mounds of boulders, a line
of struggling trees and the kiln shed. Behind

was home to the Greig family from 1968 until the Tararua range

August 1970; when they moved to Matarawa, five
miles away. They took with them a smaller cottage
doomed for demolition, from an adjacent site. It is
now the pottery at Matarawa.

|
The cottage shown above was built in 1856. It ‘
I

Paul Melser

By Roy Cowan

The fact that somebody was willing to take so
much trouble to save an old building attracted local
attention. The cottage left behind was acquired by
the Jaycees, and re-sited as the centrepiece of their

%
Cobblestones Museum in Greytown. In spite of its ' There is a wide plain, open to the North and South,
dolls house appearance, the interior is amazingly ?c?uandhgdhog‘ :het iaIStkbyf low rtetgylar hi(!j'5 rismg
spacious. This isometric plan shows how its two | 19 Istan ock of mountains and on tne
I snd ForiF tiediooiis wees divided: 4 West by a continuous straight mountain wall pass-

ing over the horizon on both sides.

Two small cottages set close together in wide
stony fields mark all that remains of a once vast
military camp. One cottage is occupied by a widow,
the other by potters Paul Melser and Anna Gandy.

Paul first began potting in Wellington, and soon
showed signs of becoming, in a craft more noted
for its followers of established models, one of the
few who explore, and find new forms. He developed
the methods of producing salt glaze to give enrich-
ed textures and colour, applied to both domestic

Jim Greig's work as a pott i : :
g potter responds to this wares and original sculpture forms. But his working

environment because he looks to the natural world
for his inspiration. He is absorbed by the changing
forms of plants as they grow and develop. Long
term plan:s for the property are to create an environ-
ment which they hope would be a reflection of
their own personalities. In a year they have already
gone a long way towards achieving these aims.

Salt glazed sculpture, referring to thrown ware
organic forms, and also resembling the stack-
ing and linking of molecular chains
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From a stance on the roof, a sensation of limit-
less space. The contract of the plain and the
mountain wall a reminder of the constructive
forces still at work in the region

conditions were informal to a degree that seemed
to contradict the sense of style evident in the pots.

When he first moved to his present abode, condi-
tions became if anything, rougher. Some previous
owner had passed his time building massive con-
crete and boulder walls around, producing a fort-
ress-like aspect. The cottage itself was in decay
and the grounds a tangle. Seventeen rusted water
tanks lay about. However the walls proved a point
when the hurricane which struck in April 1968 did
little more than strip off an unessential porch.

In this situation, with unlimited work urgently
required on all sides, Paul's capacity to continue
developing whatever was the core theme in method
or style, no matter what the ambience, ‘'showed
itself. Kilns were built, at first in the open, then
under a canopy ‘which ultimately became part of
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Photos: Roy Cowan

a range of working spaces and enclosures of vari-
ous degrees of protection, eventually forming with
the restored cottage a sheltered court, which is
in fact a ‘plan highly suited to the region. Paul's
working interest now extended to sculpute in
wood and to the working, cutting and welding of
steel, used both for machine construction and
sculpture.

From a vantage point on the cottage roof, there
is, in utter contrast to the feeling of protection
and secure enclosure of the courtyard below, the
strongest sense of exposure to the vast space lined
cut by the plain and the long ranks of mountains.
Paul commented that he would like to put a room
up here to be a studio and look-out. So, out of
the scraps of some old buildings, indeed, nothing
that a self-respecting home-builder would rec-

ognise as worthy materials, an architecture is being
created.

Empty oil drums and tanks still stand around,
but now sheltering seedling trees; towards re-es-
tablishment of some of the vegetation cover which
our gallant pioneers so energetically erased from
the plain.

Life is ameliorated, but not in the direction of
cohventional suburbanism. The path crosses
the ordinary road and the vision is turned another
way, seeing alike what may grow from a massive
block of steel or a struggling young tree, and the
observer becomes aware that what is being per-
ceived is seen with the some of the freshness of
discovery a child is supposed to possess and which
artists would hope to recapture.

Paul Melser on the roof of his house




Paul handles some press mould in the pottery.
Stoneware and saltglaze kilns at the rear

Juliet Peter and Anna Gandy, with one of her
planters, in the garden enclosure

Potter and

environment

By Barry Brickell

Environment-making is an escape
from potting. Gardening for in-
stance, is a relief because it is
not a money making occupation.
Making pots of domestic stone-
ware pottery can be a most
tedious business, especially
when you have money making

in mind. No matter how beautiful
may be the potter’s working
environment, it will not help this
problem. Making domestic pot-
tery can be splendid, joyful. You
need good clay and a good wheel
and no thoughts of the future.
What you are doing now, im-
mediately, is what counts. But

| have observed in my travels
that most of this country’s
established potters have great
or well tended gardens and have
spent some time in creating
beautiful surroundings in which
to work: self included. Now how
does this affect their work?
Generally speaking, the work of
these potters is often beautiful
visually and aesthetically, but
deadly serious if lacking in quali-
ties of animation and more per-
sonal involvement of the person’s
real nature. This seems to me a
characteristic of contemporary
New Zealand craft pottery,
although | suspect that itis a
characteristic of the world-wide
modern merchantile training and
attitude. Well, a materialistic
system of education will be
bound to encourage ‘thing’
pots rather than ‘how’ pots.
People are basically walking
‘hows’, not stereotyped ‘things”;
each with his or her own spirit
or nature.

Getting back to gardens and
environment then, | believe
that a potter’s garden, workshop
and pots (maybe house, wife

and kids too) are ultimately

an expression of his own nature
and that this is the cherishable
thing. What | see in a fellow
potter’'s garden and created
environment | also see in his
pots. This does not mean that
a beautiful garden goes with
beautiful pots! Let us distinguish
between the visual or the
aesthetic and the real or true.

| have seen truly splendid pots
come out of a chaotic ruin of
weeds and grime, but by inevi-
tability rather than by design.
What then, do we mean by
environment? Thing or how?

Most individual potters have
well founded and positive ideas
about aesthetics. This applies
to all things, or some things,
depending on their own native
intelligence or humour. These
ideas apply to politics, gardens,
sex, animals, etc., as well as to
clay. These are the things which
make up his total environment,
which for convenience, | shall
call internal and external types
of environment. | am talking
about the head (cranium) not
about the studio.

As for myself, | have strongly
developed my external environ-
ment, over the past ten years to
the point where it is beginning
to get the better of me. | hunted
for an old colonial kauri house
way out in the country where |
could set up workshop and
kilns. Basics of work and living
installed, then the rot set in.
First of all a dog (suitably patient
and calm), a blasted cat (to
cope with rats supposedly) and
then some chooks. The latter |
began to find much more enter-
taining than productive as we
found that after all we had an
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awful lot in common. The garden
was a mass of rank weeds and
Englishy shrubs and trees.
Things like privet, hydrangas,
gorse, paspallum (especially
wretched), boxthorn, blackberry
and anything spinous and thornic.
Tiring. Not even one manuka nor
tree fern. Slightly more attractive
of the exotics were bamboo and
a huge Norfolk pine but even
these things grow rank in our
gentle equable climate. The only
acceptable answer for a well-
mannered, dignified and peaceful
garden was to go native and
strongly so. This has cost me a
vast amount of potting time and
sheer hard work, but every bit of
it has been justified as home is
at last beginning to feel like
home. Then we had to have a
narrow gauge railway (a per-
sonal idiosyncrasy) to bring oil
and coal and clay to the pottery,
and presumably pots out of the
pottery. Also it stopped cars
and people-out-of-cars from
getting at my sanctum because

| installed a very awkward little
sleeperless bridge (a people
stop) on the line.

Of course, the railway had to
be beautifully engineered and to
a suitably high aesthetic stan-
dard, with the right authentic
feel about it. The mind boggles
at the amount of perfectly good
potting time that went into this
lot. By this time, the house was
starting to pack up, which meant
new verandahs, windows, parts
of roof, piles. all to a suitably
high aesthetic standard of
course.

On top of all this, | decided
that modern roads and driving
was both a too hazardous and
too mundane way of getting



about; the tedious cop-infested
highways past pretty pink, blue
and green bungalows with their
safety-first gardens, the dreary
miles of Auckland’s utilitarian
south approach lost out. | took
to the sea. No diligent potter
should ever own a boat longer
than ten feet. My present one

is thirty-three feet. It is a
thoroughly frightening or else
terribly soporific way of travel.
For any collectors of ceramics,
there is a trail of broken Brickell-
brack across the notorious
Hauraki Gulf because all boats
roll, even mine. But nevertheless
what fun. Its got me now. Boats
of course have to be looked
after. More hours of potting time
ge into painting and fixing and
checking their various ills than in
using them. So we can see what
a potter's external environment
can cost him. Presumably, for
other potters, wives and children
are suitable substitutes for trains
and boats. | hope dealers will
read this chronicle as it might
exnlain why they are not getting
as many pots as they ought.

| notice that many of our
younger potters have their kiln,
wheel, minimal working space
and tend to buy in their clay
which is simple and expedient.
Their environment is ‘peopilic’.
People and politics provide the
necessary diversions rather than
things. Creatively they get their
input from contact, intercourse
and involvement from either
their own age group or from

those in authority over them.
Television, radio and newspapers
are the 'garden’ which they

love to tend and weed. Like the
clay, all provided, you just pay
the price. For this reason, the
peopilic environment has much
to recommend it.

The iron-bespeckled, thick
tessha-glazed, drip-fed-oil-fired,
squat and 'muggy’ coffee mug of
the young studio potter, | find to
be rather an endearing object.

If it does not display much
fineness of technique, it generally
makes up for it in sheer mug-
giness. A plain coffee mug. There
is some sort of awareness
brewing that to copy the style
and decoration of an established
coffee mug does not ring true.
There is no reason why a coffee
mug cannot be a work of art.
This is, | feel, the basic aware-
ness of many of the youth and

| see it as a sort of pioneering
stage. Something more valuable
than prosperity and

security, and yet involving the
social and peopilic environment.

The beginnings of stoneware
craft pcttery in New Zealand
centred largely around Bernard
Leach’s ‘A Potters Book'. | can
recall an article in the New
Zealand ‘Arts Year Book' of
about 1947 by Mr R. N. Field
on stoneware pottery, and in
fact drawing attention to the
beautics of the craft as Bernard
Leach interpreted it. This was Len
Castle’s starting point and to a
large extent, also mine. So from

the beginning, the outlook has
been Japanese-orientated. The
large, glossy colour-printed
books on Japanese gardens,
architecture and pottery have had
a fairly profound effect on the
more established potters here.
This is strongly environmental

in that it has offered us a step-
ping stone to refined use of all
the material of our own land

to create an indigenous man-
made environment. | shall make
another sweeping assumption;
that it has been largely through
this kind of approach to pottery
that a strong pride and aware-
ness in our native flora has taken
place among the youth. Fascinat-
ing. While it is not necessary

for potters to create a beautiful
envircnment, | can scarcely
think of one who is lacking in
awareness of quality environ-
ment. Quite an interesting little
revolution.

Having navigated around now
in a full circle, | hope | have in
some way linked pottery making
with environment. If we regard
pots as "things’ they remain
inanimate. If we see them as
'how’ we perceive, and if we
are normal and happy unhung-up
human beings, we also enjoy
their spirit and give birth to a
‘work of art’.

MORE ABOUT LEAD GLAZES

In reply to our article on the dangers of poisoning

through using vessels made with lead glazes, Gwn

Ace who has been arranging for the testing of a
wide range of lead glaze formulations, has this

to say.

By Gwyn Ace

To the Editor, New Zealand Potter:

It would appear that Wilf Wright has had little
contact with earthenware pottery for his comment

that ‘no professional potter would use low fired,
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low solubility glazes’ is confusing and misleading.
The dangerous glazes are of course high .
solubility glazes.

Of their nature low solubility lead glazes are
manufactured to be absolutely safe when fired
to their proper temperature on a mature body.
In Wenger's catalogue, all their clear glazes are
listed as low solubility or leadless. They are a
reputable company and their products and those
of Podmores and similar suppliers should be safe
for all normal usage. It would be desirable for
all companies marketing glazes in New Zealand
to sell only those prepared lead glazes which
are certified by their manufacturers to be ‘low
solubility” to the British Government standard
test or more stringent requirements.

The main glazes which are always potentially
dangerous are those containing:

(1) Lead Monosilicate

(2) White Lead

(3) Red Lead

(4) Any Lead Frit with raw borax.

This includes most raku glazes and some low
firing on-glaze enamels. The use of these on the
interior surface of any vessel which can contain
liquid or food, can be dangerous or nearly lethal.
It is doubtful whether the use of raw lead glazes
can be justified under any circumstances as their
use produces an unknown hazard and | for one
consider their use to be irresponsible.

From information available, any potter should
produce work which will be safe for all purposes if
he follows the following points.

(a) Use low solubility prepared glazes from reput-
able manufacturers only

(b) Fire all glazes and bodies to maturity

(c) Never add borax powder to, or onto any
lead or unknown glaze.

(d) Use lead to compound glazes in the form of
Lead Bisilicate and Borax in any lead glaze
in the form of Borax Frit only.

From recent information it would appear that
the addition of oxides to a normally safe glaze
can affect lead solubility, but no details are
given as to the extent this can happen, or whether
the change is a major one, however the use of a
suitable colourless or white glaze for the interior
of any vessel can avoid the problem if only
oxides are to be used for colouring, until more
detailed information can be obtained on this
point.

The observation of these points should give a
level of safety similar to the results of recent
tests in Australia where fired glazes formulated
with Lead Bisilicate and Borax Frits in various
proportions with normal kaolin, silica, rutile, tin
stain and whiting additions gave solubilities
of less than one part in a million.

References: Ceramic Glazes, Singer and German
Ferro Corporation (Aust.) Pty Ltd., S. Eley, A. B.
Searle.

Lussex

Emporium

— have the widest selection of New
Zealand pottery in the world —

Open Saturdays

at 280 Dominion Road
Mt. Eden Auckland

Phone 606-656

POTTERY GALLERY AVAILABLE FOR EXHIBITIONS



THE FIFTEENTH

The exhibition committee of the Wellington Potters’
Association have accepted the task of staging the
Fifteenth National Exhibition because they consider
it's purpose has not necessarily been outmoded.
Accordingly the following guide lines have been
enunciated to remind both the potters and selectors
of the purposes of the exhibition as they exist.

—to the New Zealand Society: It is the point around
which the Society has its being. As yet no one
has offered an alternative of importance to the
individual potter or a point of interest, without
which the Society would probably disintegrate.
This is regarded as a key point and involves
the basic issue of whether there should be a
New Zealand Society or not. It is considered that
the attitude of abandoning the exhibition (just
because it has outlived its usefulness) without
substituting something else in its place, is to
dissolve the Society.

—to the Potters: It is a vehicle of communication

on many different levels. Every few years a re-
gional group is engaged in intense activity in
mounting the exhibition. This involvement fo-
cuses attention on the New Zealand aspect of
pottery in this country. Exhibition time itself pro-
vides the venue for potters from all parts of New
Zealand to gather. Inevitably there is an inter-
change of ideas and information. This is viewed
as a valuable stimulus all around.
A concentration of pots from all over New Zea-
land focuses attention on ‘what is going on’, Be-
cause the venue changes from centre to centre
each year, a four year gap (at least) between
one exhibition and the next, it gives perspective
to development and trends.

—to the community: As for the potters, it shows
‘what is going on’ and because of the standards
imposed, acts as a pointer to good quality.

—to the aspiring potter: Each year the exhibition
is the time when new potters are admitted to
the Society. It is significant to note that there
has been no diminution in numbers wanting to
join. Some 30 to 40 applications are usually re-
ceived. Admission to the Society is obviously
held in high regard signifying a standard of
achievement and competence.

—to the public institution: The New Zealand
Society has built a sound reputation. Its projects
are usually supported because there is confidence
in the conduct of it's affairs. This response is
not lightly earned and should be held on to. The
exhibition is the visible sign of the operations
of this society, and can be regarded as it's shop
window.

Contrary arguments can be offered on the various
points made. But on balance, both the existence
of the Society and holding an exhibition is regarded
as worthwhile. The staging of the exhibition invol-
ves a two-fold responsibility—the support of the
Society members on the one hand, and exhibition
organisation to ensure that the purpose of the ex-
hibition is fulfilled as far as possible.

It was agreed that the exhibition should fulfil its
purpose by showing the best of what is going on
in New Zealand. While standards are important,
a highly exclusive showing is not seen operating
within this context.

The last few years has seen the pottery move-
ment developing on a broad front. It is acknowl-
edged that in some areas of this development it
may not be as strong as in others. However, if we
show the best of what is being done in all areas
of expression, the overall purpose is being served.
It is considered that to exclude one aspect of acti-
vity (i.e. wall panels) because the standard is not
as high as another (i.e. domestic ccoking pots)
is not fulfiling the purpose of showing what is
going on.

SEVERAL ARTS
809 Colombo St., Christchurch

Specialising in New Zealand

ARTS AND HANDCRAFTS

particularly

POTTERY OF GOOD QUALITY
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Yvonne Rust annual Pottery School :
Parua Bay, Whangarei

Christmas 1972, ages 16 years to 25 years

$40 for 7 days tuition; board, clay and equipment. Sleeping under canvas (bring sleeping bags,
lylows, etc). Held in Yvonne Rust’s perfect holiday surroundings. The two best pupils from each
week’s course may stay on free for the remaining period of time. Ten pupils on each course.

Dates: 1st course 17th Dec. to 2nd January, 1973

2nd course 4th Jan. to 10th January, 1973
3rd course 12th Jan. to 18th January, 1973
4th course 20th Jan. to 26th January, 1973

Time of arrival:
Time of departure:

Evening before.
Morning after.

Write for application form by July, 1972. Appli-
cations close August 31st, 1972. $20 to be paid
by August 31st. Remaining $20 on day of arrival

at school.

You have all the year to save for this if you
want to learn pottery in studio conditions.

For the Victoria
and Albert

This photograph will give you
some idea of the pieces as finally
selected. On the wall at the back
are two hanging bottles by
Len Castle and a 16" dec-
orated dish by Mirek Smisek.
On the left the large Tri-
columnar vot and “Boat Shaped”
pot—two 3alt glazed pieces by
Barry Brickell. At the back, two
tall (26") cylindrical pots, im-
pressed and in peacock colours
by Graeme Storm. An unglazed,
heavily textured floor pot by Brian
Gartside and a large textured pot
by Margaret Milne and down in
front another Castle—a "'Shino”
glazed bottle of the characteristic
pinkish colour.

These ten pots from New Zealand have been sel-
ected for display at an exhibition held in conjunc-
tion with the Congress of the International Acad-
emy of Ceramics at the Victoria and Albert Musem,
London, from 7th June to 23rd July. The congress
is held every four years. The particular pieces were
chosen to make a balanced display.

Transport and insurance costs for the New Zea-
land exhibit have been paid for by the Ministry
of Foreign Affairs, who have further plans for the
collection after the congress is over. It is intended
that they will form a display (against white marble)
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Photo: National Publicity Studios

for the opening of the new New Zealand Chancery
in Paris—then go on to other European missions.
Finally, the pots will be divided among the missions
as part of their own permanent collections.

It is interesting to hear the officer from the Minis-
try in charge of this assignment say that it is a
pleasure to buy pots. He says that pots are always
acceptable and people here and abroad always like
them. Whereas paintings are difficult to choose. No-
body likes them and there is usually an outcry in
the papers afterwards.



The pottery was selected by the New Zealand
Society of Potters and assistance is being
given by the Government towards freight costs

Photos by Stan Jenleins

LEN CASTLE BARRY BRICKELL,
two hanging bottles, 9% high

salt-glazed, boat-shaped bowl, 91" long

NEW ZEALAND POTTERY DISPLAY FOR BRITAIN

MIREK SMISEK,
platter, 153" diameter

LEN CASTLE

, 5 MARGARET MILNE,
shino bottle, 194" high BARRY BRICKELL,
91" high

tricolumnar salt-glazed pot, 21" high
~

4

BRIAN GARTSIDE,
floor pot, 13".

GRAEME STORM
243" and
23%" high
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Is pottery designed? Or does it
just happen?

The first of a series
by Roy Cowan

For Fiji

Rosemary Low of the Queen Elizabeth 1l Arts Coun-
cil with a small part of the collection of pottery
being sent to Fiji for exhibiton. The pottery shown
includes three white figures in the foreground by
Bronwyn Cornish (Waiheke Island), a spice tree
by Yvonne Rust (Whangarei,) a bowl by Wilf
Wright (Waikanae), Chasm, left back, by David
Brokenshire (Christchurch), and Hexahedron by
Peter Yeates (Auckland). Others represented were
Patricia Perrin, Peter Stichbury, Barry Brickell, An-
neke Borren, Michael Trumic, Frederika Ernsten and
Doreen Blumhardt.

Photo: Evening Post

POTS

PO+

POTTIN

Potters materials for the past 22 years

from

POTTERY

potters

COMMERCIAL CHEMICALS LTD

Box 15-036, Auckland, 7. Phone 864-137

Catalogue on request; please enclose stamps to the value of 10c.
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181304

In studying the history of the arts
and crafts there is fascination

in tracing the ways in which
ideas born in one medium or
place have spread to affect others.
A way of doing things, or a
motif, such as the famous
Cretan octopus, originates as an
insight and then enters the main
stream of ideas, is transformed,
becomes a routine, and may
eventually fade out as a conven-
tion drained of life, but in its
travels it will trace out the course
of communications and the rise
and fall of cultures. Such
indicators, possibly some quite
unremarkable thing such as the
way of making a handle, are like
trace elements to the archaeolo-
gist and historian.

An example of transfer of ideas
from one medium to another
comes from the cloisonnee
jewellery worn by northern
royalty in the early Christian era.
Itself linked in style with ancient
Asian styles, it appears to have
insp’red the intricate convoluted
style of manuscript illuminations
familiar in the Book of Kells
and the Lindisfarne Gospels.

This kind of emulation of the
modes of a higher group in a
social hierarchy occurs repeatedly
in the history of pottery. A com-
mon style of Stirrup-jar (wine
pourer) from the ancient Near
East is a ridiculous object to be
made in earthenware, but the key
is that it is a poor man’s copy
of originals made in precious
metal plate. Even the rivets are
there. In the Georgian period in
England, silverware reached a
high point of excellence and pres-
tige. The rising industrial pot-
teries produced, for the middle

classes, technically adept imita-
tions, with all the sharp forms
characteristic of metal, and with
silver glaze. Note that in both
cases, extraordinary potters’
skills were made to serve ends
which ran counter to what we
would think the natural style for
the medium, but we may be sure
that the buyers of such items
were being well satisfied by other
values than the ‘honest’ use of
clay.

There have been times when
ceramics sat at the top of the
hierarchy of values, as in the
Sung dynasties, or were pro-
duced unselfconsciously in the
natural mode of clay, as with
medieval pottery. Probably the
Cockney potters ‘ad never ‘heard
of art. Well the modern potter
certainly has and has frequently
taken on the manners and atti-
tudes of high art.

Perhaps the greatest recent
example of the overwhelming of
native styles is that of the spread
into the crafts of stained glass,
tapestry, and pottery decoration
of the image flowing from the
development of representational
painting which took place from
the 14th century onward. From
the viewpoint of integrity the
three crafts concerned were
better served by the limited con-
ventions and place given to de-
signing the surface of the old
system, but such a blaze of
energy went into the art of paint-
ing that the other mediums were
swept up.

In the case of pottery and
tapestry quite considerable pro-
gress was made in converting
them into vehicles for minor
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Stirrup-jar, earthenware after
metal; a ‘silver teapot’;
manuscript decoration
influenced by cloisonee
jewellery; the Cretan Octopus
in a late debased form and as
originally seen



Three potters’ cliches

forms of painting, and one may
concede that productions such as
eighteenth century European
porcelain have charm, but to the
modern potter's eye the charm
is enhanced when the thing
falters a little and the wayward
ceramic nature of the material
comes out. The legacy of the
practice of treating pottery as a
base for some form of painting,
or printing, is still with us.

In the case of stained glass
attempts to render painterly
values resulted in a serious loss
of vitality. The early stained glass
workers had only the simple list
of oxides familiar to potters, with
which they could make a handful
of strong and discordant colours.
They were therefore forced to get
down to designing in those terms
permitted by their materials,
achieving in their best work
results of fire and brilliance.
Later, more representational glass
could not be designed this way
and the jewel-like intensity
vanished. By the nineteenth cen-
tury, observers could note this
loss, but the idea of representa-
tionalism in art had become so
dominant that people could not
conceive how the old glass
could have been made. and the
myth arose that the early glass
workers had secrets of making
glass now lost.

Certainly, ageing had contribu-
ted certain enrichments, but, as
any potter knows, no secrets
had been lost.

One of the gifts of the modern
movement in art has been to
restore understanding of the
place of conventions, such as the
use of limited means within a
discipline, and so modern stained
glass, tapestry, and decorated
ceramics may be produced with
the strength of the best works
of the past. In pottery, a great
re-overy of the sympathetic
approach to the use of clay, glaze
and decoration, as instanced by
the life and work of Leach,
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Hamada, and their generation,
has taken place. The subsequent
great spread of the movement
need only be mentioned, but one
might note that concurrently
pottery has moved from the
mainly domestic basis to far
under the shadow of modern
sculpture. That trend, repeating
the phase of 'succumbing’ noted
as characteristic of pottery,
would provide a study in itself,
but for the present | am con-
cerned with the ideas and
attitudes ruling in main-stream
pottery ware for use.

What kind of people are
potters? They show great energy
in advancing their methods and
skills; the enterprising individual
is in evidence in their ranks. The
great paradox is, | believe, that
for the vast majority, this pro-
gress is towards a thoroughly
conservative position. When the
production of any piece involves
so many steps, all demanding
equal skill and care, and equally
critical for final success, the
ruling pressure is for stabilisa-
tion of methods and forms, and
of course repetition is part of
the nature of pottery.

Not only do potters’ methods
tend to crystallise around their
familiar forms and their suc-
cesses, the whole pattern of their
ways show convergence upon
those that are known of potters
of widely seperated cultures. The
conservatism is of a more total
degree then, than the limited
sense in which the term is used
in politics.

When the pioneers of the pres-
ent movement were entering the
field, they acquired a set of forms
which are still in evidence, hav-
ing, so to speak settled in on
us as the archetypes of studio
pottery. Do we have here an
enclosing situation in which a
persistent habit of thought
blocks the development of new
ideas.

Some of the archetypes, all
objects related, at least, to use,
are shown here. You see them in
every craft shop and exhibition,
at every degree of competence
from the beginner’s efforts to
ever more brilliant renderings of
the theme by our master potters.

An innocent anthropologist
might well be astonished that
these were offered as objects for
use, and were viewed by their
makers as being personal ex-
pressions for what he would
see would correspond from his
historical studies to Ritual Ves-
sels, having, as in the past, a

symbolic relationship only to use.

Although the present move-
ment has revived some forms and
methods from the past, they are
now made with an important
difference in attitude. Originally,
hand manufacture was the
normal industrial process. It now
exists in opposition to or as an
escape from, the normal methods.
No need to review the reasons
which are obvious enough, but
two other points could be made:
while an industrial technology
rules, the crafts will flourish:

concurrently, the idea is extend-
ing to embrace activities once left
to specialists or industry. Two
examples are sketched. Note that
neither represents a true, one-

off piece of originality. Rather,
they are types standing for
Personalism, forming a sub-
culture which conforms to itself.
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Expressionism in house design
and in the special car

Each type, too, exacts a certain
extra cost as the price of ex-
pressing individuality,

These rules are, | suggest, true
for pottery too, and they give
rise to some contradictions be-
tween beliefs and practice.

One of these is entangled in
the relationship between hand-
made domestic ware and the
design process. The suggestion
itself, that there should be a
relation, may cause unease in
some. Design is industrial,
probably coldly cerebral, suitable
for transistors or Bauhausian
refrigerators, but not for objects
of feeling a