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The N.Z.Society of PottersInc.

17th National
Potters Exhibition
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All credit to lan Firth, Chester Nealie, John To-
land and other Auckland Studio Potters who
worked so hard to mount the New Zealand
Society's 17th National Exhibition at the Auck-
land War Memorial Museum in October. The
committee did a first rate job of organising the
exhibition itself, the workshop, Colin Levy’s pub-
lic lecture and the many associated activities.

Col Levy guest potter from New South Wales
was tremendous value both as a person and as a
potter. The work he showed was masterly in form
and in his handling of glazes. These were real
“potters’ pots’” and we have seen nothing quite
like them before.

It would be a pleasure to dwell on each of the
Levy pots, savouring the recollection of superbly
controlled ash and feldspar glazes with their rich
subtleties of colourand texture. And it might save
discussing the rest of the exhibition! At that, the
17th National was a great public success, though
many visitors apparently looked askance at the
guest exhibitor's pots while admiring the rest!
Previous attendance records were surpassed and
‘most of the 420 exhibits were sold.

| wish | could be more enthusiastic about the
over-all quality of the pots shown. Perhaps we
need to look again at the purpose of a national
exhibition. It involves hours, weeks even months
of work, and it carries, or should carry, a great
deal of prestige.

Each potter has earlier had to submit work of
sufficient standard to become a member of the
N.Z. Society. Studying this 17th National-it is not
easy to understand how some of these potters
were ever accepted. Was the Society short of
members at some stage? Did they not have time
to study the submitted work with sufficient care?
Was there adegree of parochialism? Itisa sober-
ing thought that the six pots currently required

can be accumulated over many firings. There may
well be better ways of sorting up new members
which could be investigated.

Certainly a good deal of the work on display
would have been rejected by a selection panel. As
Hamish Keith suggested in the Auckland Star,
potters may well be poorjudges of theirown work
and there is much to be said for an outside opin-
ion.

There is areal problem for potters torn between
trying to show serious new directions and being
guilty of mere gimmickry in the endeavour to pro-
duce something different. There were few new
directions in this show, too many gimmicks and
too often a lack of sound basic craftmanship.

Somewhere too, there need to be decisions
about “pottery” or “ceramics’ At what stage does
clay sculpture, abstract or figurative, become ir-
relevantin an exhibition of pottery ? Isthe factthat
it is made of fired clay sufficient justification for
its inclusion?

The business of selection may well have to be
re-thought. Guest potters are obviously a solu-
tion, or a partial one, but unless membership of
the N.Z. Society itself becomes more selective
(and this may necessarily involve present mem-
bers also) then probably non-juried shows are
going to become more and more a business of
quantity rather than quality. Very few people this
year could resist sending in their full quota of four
pieces or sets. Top marks to those who managed
to restrain themselves.

Too many of our good potters are choosing not
to show at the National. Unless the standard im-
proves dramatically they will probably be joined
by others, understandably reluctant to be part of
exhibitions of this calibre. If the National Exhibi-
tion is to be meaningful potters will have to con-
scientiously collect their best pots from each fir-

ing over the year, rather than hoping that the very
last one will produce sufficient pieces.

This is not to say that all of the pots were poor.
Not many were really exciting with potters sur-
passing themselves, but there were a number of
very handsome pots. Brian Gartside showed in-
triguing slab constructions superbly made, and
forme at leastthey were the most interesting new
direction in the show. Anneke Borren had a de-
lightful set of ceramic flowers which never lost
sight of the fact that they were still pots. Mary
Hardwick-Smith, Rosemary Perry and Clifford
Ellis all had beautiful domestic ware, and domes-
tic pots are fine — if they are fine pots.

Jane Capon and Hazel McCaughern had com-
petent and attractive pots with decoration that
enhanced the form, although Ms.McCaughern's
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platter was a little heavy-footed. Nick Brandon
showed strong tenmoku jugs with lively decora-
tion, and Margaret Milne, despite being away with
the potters group in Asia, had submitted some
beautiful bowls.

We have seen much more expressive work in
the past from David Brokenshire whose ceramic
sculptures have lost the vigour and direct simplic-
ity of hisearlier work. Peter Stichbury’'s bowls and
platters were well above average in this company
but by no means his best work. Likewise with Don
Thornley's shino pots. Perhaps we are spoilt by
the range and quality of work available in Auck-
land.

Doreen Blumhardt had a large subtle grey-
green wheel-thrown branch pot which was very
much the best of her four pieces: Roger Brittain
scored with two of his four pots, both chosen by
the Society for purchase by the Ministry of
Foreign Affairs, and Mirek Smisek had a hand-
some stoneware crock. Chester Nealie's group
were of good quality and were quietly craftsman-
like.

But the real excitement lay in Australian Col
Levy's twenty or so pots, from the magnificent
asymmetric large vase with its incredible feldspar




glaze to his precisely controlled shino tea-pot and
the little lidded bowl. There was a richness of
surface and joy in form and texture, and a craft-
manship that must have given inspiration to pot-
ters fortunate enough to see it, and to speak with
the potter about his work. Levy himself was quite
impressed with the exhibition and thought that
local potters — and critics — were too harsh in
theirjudgments. | just regret that on this oecasion
we didn’t have better pots to show him, because
the 17th National didn’'t begin to represent the
true quality and depth of New Zealand pottery in
the mid-seventies.

Dawn Percy.
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Reactions

Anneke Borren

“Frankly | was disappointed. One concludes
that an awful lot of potters cannot judge theirown
work because either they are too close to it or
because they don’t understand the intrinsic val-
uesofitanylonger. Thisis notafaultin the potter,
but an inability to judge one's own work. There
would have to be two personalities, one to make
the pots and one to judge them.”

Muriel Moody

“The exhibition was so well displayed that the
first impression was very favourable. After view-
ing the pots in the central area, the exhibition fell
away and it was clear that what appeared to be a
promising exhibition, was disappointing. There
were some thoroughly bad pots. There was also
some interesting work. Those who are accus-
tomed to what has become the standard at the
National Exhibition were not surprised when it

was reviewed unfavourably. On the other hand it
was not as static as previously. What this exhibi-
tion showed more than anything else, was the
need for selection of some kind. Perhaps an un-
selected show every few years is a good thing, as
it puts the onus on the potter to protect his own
reputation.”

David Brokenshire

“I think the 17th Exhibition was a very valuable
experiment. For the first time it showed exactly
the standard of the work which those members of
the Society who exhibited have achieved. If it had
been selected many pieces would have been re-
jected and numbers reduced. Possibly a more
cohesive and stronger show may have eventuated
but no more highlights could have been unco-
vered. | think the layout of the exhibition was
masterly. Overall | enjoyed the show and was
pleasantly surprised at the standard realized.”

The New Zealand Society of Potters 18th exhibition is to be held
in Hastings at Labour weekend.
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The quiet Australian

Col Levy's first appearance at the public de-
' monstration associated with the 17th, was a sur-
I prise to those who knew his photo in “Nine Au-
' stralian Potters.” Distortion from the low angled
* camera shot made him seem a giant. Col Levy in
reality is a spare framed man with a carefully
enunciated and musical voice. On stage at night
with lectern light reflecting on to his bearded face
as he talked on Zen Buddhism and the tea cere-
mony, he had the appearance of a mystic.

In a prepared lecture, given at the museum, on
Tamba pottery of the Japanese villages, Col Levy
expressed his deep feeling for the spiritual qual-
ities expressed in these pots. Some of the same
free, and vital qualities in the Tamba pottery are
also in the pots made by Col Levy. They have
4 heart.

Col Levy spent six months in Japan in 1973
| working at Bizen. One got the feeling that there
' was some disillusionment over the values that

have been allowed to develop in Japan where the
pots being made today are not for the person who
needs them, but for the person who can afford
tens of thousands of yen to buy them.

Sayings of Col Levy

from the sound track at the
demonstration

“Throwing makes up only one tenth of the ex-
pression in the making process. It might take
three months to get to know your clay. It has its
own character and responds to different methods
of handling.

Work on one object until you can do it loosely
and easily, so that you don't need to be measuring
and exacting to the pointwhere you lose concent-
ration on making the complete pot, or the result
will not be free.

You must have a kiln that doesn't work very
well. But there is a difference between the kiln
thatdoesn'twork, and one that doesn’t work well.
Some potters personally impose firing hazards to
be overcome.

Pots must convey the human qualities that
make you feel part of them. Exact symmetry is
embarassingly correct and unnatural.

There's very little that's new. Its all been done
before, but we modify techniques for our own
use. Extract what suits you, adapt and practice it
and make it your own.

Always knock down an unsatisfactory pot.
Never try to save it. Break it down and do it
again, improving it. That's craftsmanship. No-
thing is so precious.

Craftsmanship must become so instinctive that
everything you do is part of the expression. The
marks made when taking the pots from the wheel
are irregularities that are part of the expression.

There must be a clean first movement. When
you need a second cut or weld you haven't ac-
quired craftsmanship.

Get away from precious approaches.”

M.M.H.

NEW VISION
craft centre

(ESTABLISHED 1957)

8 HIS MAJESTY'S ARCADE,
QUEEN STREET, AUCKLAND 1.

The first craft shop in New Zealand to specialise
exclusively in New Zealand crafts. We sometimes
may not have the largest collection, but we do
always have a selection of the highest standard and
very best quality available.

ALSO IN THE ARCADE:
NEW VISION GALLERY

New Zealand graphics, paintings and sculpture.

NEW VISION BOUTIQUE

featuring exclusive handcrafted garments and
accessories.




Anneke Borren's Earthenware

Being a 20th century potter, if | can make use of
technical devices of this age, | see no reason not
to do so. Therefore | buy my clay — two different
kinds ready to use, from the South Island — and
glaze materials fine enough to go through a 150
mesh sieve. Aslong as the clay does what | want it
to from the plasticity, firing-temperature and
workability angles, and it is relatively colourless
(no damnable iron oxide that New Zealand earth
is afflicted with), and | know the chemical analysis
of it, | can relate my glazes to it and it serves my
purpose.

Technically my work is only partly earthenware,
because it's fired in the 1140% — 1250° range.
(Definition of earthenware 5 — 15% porosity clay
body fired between 900°%c — 1200°%), and even the
earthenware techniques | use are specifically de-
signed towards the end products of my particular
work and are therefore not applicable to ear-
thenware potters generally.

| want to achieve in ceramics an object full of
colour, decoration and with an identity of its own
in which the potter’'s identity is infused, but the
object overtakes it: and the method, uses and
procedures are adapted to the end.

Basically | use three glazes —

1140% glaze, mostly for decorative sculp-
tures

1200% glaze, alkaline with nickel oxide
colourant variations, by itself

1250% glaze, dolomite, matted and
whitened by quantities of zinc and
tin oxides. The zinc/silica crystals
formed give a depth to the glaze.
Used fordomestic ware and theoret-
ically stoneware in temperature.

These three glazes are all matt because of their
surface interest. | chemically analysed them and
adapted them to the two types of New Zealand
clay | use. Within this basic range of glazes are all
the colour possibilities using nickel, cobalt, iron,
chromium and copper oxides.

| like a matt glaze, because it gives a smooth
tactile surface. Its personality blends in with the
overglaze decoration | brush on. A matt glaze
gives no light reflections from its surface like a
shiny glaze, which would upset the decorative
patterns.

The glazes mature in the overlap temperatures
between earthenware and stoneware. Chemically
most of the oxides produce their most effective

colour intensity in this range. A combination of
alkaline influenced colours, lead influenced col-
ours and the subtleties of dolomite and other
feldspathic glazes are all at their best when fired
in this range.

The 1140°c glaze is a slip glaze. It contains 25%
of the clay of the body that it's used on. It there-
fore needs a highly developed flux to bring its
fluid qualities back, a good amount of it, 40% or
more, in my case, because the clay body fires to a
high temperature before maturing. If the clay ma-
tures at a lower temperature you use less flux. As
well this glaze requires some feldspar. One per
cent or 2% of cryolite (a highly developed flux),
will make the glaze more flexible in its adaptation
to the clay. It fuses well and gives a desirable
smoothly tactile surface.

Theclay in the glaze givesita certain amount of
stability— and its the stability of the glaze, the 5%
between a staying, and a running glaze, that |
need for the decoration to be flowing yet precise
and defined in line.

The 1200% glaze is alkaline in nature and is
sufficient by itself. Its difficult to adapt and its
main use is to give a deep red/purple coloured
pot.

The 1250 glaze is a typical dolomite glaze —
flat and uninteresting by itself without oxides, yet
as a background beautifully blending. This was
brought home to me by Gratton Freyer, an lrish
potter touring this country for two months. He is
an experienced slip trail earthenware potter and
he tried this method with my materials. Then he
overglazed the pot with my usual 1250% glaze.
The fired pot that had considerable charm in bis-
cuit form became totally insipid.

The decorative possibilities of these glazesasa
basis for fitting the applied decoration to the
forms of the pots provides my main interest.

glaze decorating methods

Basically there are three:
@ under the raw glaze (underglaze decoration)
@® over the raw glaze (overglaze decoration)
@ over the fired glaze — with lower temperature

colour decoration

| use the overglaze method. This means handl-
ing a dipped biscuit-fired then glazed, highly vul-
nerable, easy-to-smudge pot on a stand, orin the
hand at eye level, while the brushed on decora-
tion is placed in the right way. A large pot with a

lot of patterning can take from %z to 3% of an hour.
This takes practice and an eye for interpreting the
feeling of the pot, (also a sore wrist.)

The decorating fluids | use are highly concen-
trated and thinned with water. The composition is
10% ofthe glaze they are used on and 40% oxides
— iron oxide copper oxide, cobalt oxide plus a
little iron to tone the blue down. This gives red-
dish brown, greyish green, blue. Combined it
makes black. The mixture needs 50% of water and
a stick is necessary for constant stirring.

Designed decoration is part of the pot. It blends
in; sometimes stands out; fits the form of the pot.
Sometimes it accentuates the shape. It's full of
contradictions — different stresses. It's a feeling,
part of the image, part of the personality of the pot
and therefore of the potter. It's sometimes based
on conventional design principles — sometimes
it goes right against them.

It's part of the nature of a human being to em-
bellish. It's an instinctive feeling and it varies so
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much that it is difficult to write about. Photo-
graphs and sketches communicate this feeling
better than words. Personally I've always seen
things in patterns, graphic images against a flat
background. There is no depth, the single line
evolves in an unending movement, thickening
and thinning. | relate to it emotionally and follow
the line.

When I'm at work this movement is limited to
the shape of the pot and the nature of the glaze. |
can make only one generalised statement. If the
weight of your potisinthe bottom, from the point
of view of form (hopefully notin clay), accentuate
it with the bulk of the decoration there, and make
it appear heavier, because the eye follows a line
downwards. It also follows an image from left to
right, or gets shocked into a focal point.

| use Japanese brushes, but the application of
my brushwork is in direct contrast with the flow-
ing line of Japanese caligraphy. Mine is laboured.
Gone over again and again because of the poros-



ity of the glazed biscuit, with fairly small brush-
strokes blending into a single line. The only simi-
larity is the precision of the placing and the deci-
siveness of putting it on.

My advice about brushstrokes is don’t dither.
Make up your mind about it and be bold. Don’t
worry if you make a mistake. You can accentuate
a mistake by turning it into another image, a drop
somewhere orasplash is converted into a flower,
aleaf orthe centre of a spiral. Human mistakes on
an otherwise carefully made object become part
of the flow of events; the continuity. The unex-
pected is readily accepted. If you have a bowl rim
and you are brushing a continuous pattern on it,
and find at the end that you are running out of
space, change the pattern completely so that it is
noticable. Have people say ‘‘Look isn't that nice
— the've run out of space.” This attitude gives
rein to your adaptability and creates its own im-
perfections making the work lively and humor-
ous. Early decorative pieces of any culture give
examples of this.

One of the hard things when you are decorating
is to know when to stop. But there again that's a
feeling you develop based on a certain kind of
sensitivity towards the end result.

What themes will you base your decoration on?
| started with sketches of imaginary birds, fish,
flowers — over simplified and adaptable to the
short brush stroke. | now find that when throwing
the pot shape on the wheel, before manipulating
itinto its final form, | already have the finished pot
in mind. Therefore the feelings for the next step
are instinctive, formed after 15 years of potting,
decorating and working with precision. Only
when the craftsmanship becomes second nature
can the instinctive feeling for design fuse, to
realise the intention for the whole pot. That's not
to say that the craftsmanship can't go on improv-
ing. You seem to work intensively towards better-
ing your expression then one day you don’t fightit
any longer — it's there. You can’t exactly analyse
when you've reached that point—you just have a
feeling, and the feeling develops. | believe it's in
line with your knowledge of yourself as a person.

Due to Owen’s long standing interest in Maori
artifacts and Maori life, | find myself becoming
influenced by more abstract forms and the flow-
ing and rounded Maori designs. Having been told
by Owen that I've managed to penetrate New Zea-
land by one inch I'm wary of adapting the designs
without appreciating their meaning. Therefore
tentatively, afraid to offend or misuse, yet definitly
being influenced, I'm watching this development
within myself.

A sense of wistfulness, of humour in the deco-
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ration can give a pot a poetic image, provided
these feelings are genuine.

In the long run it all comes down to being rec-
ognised by a similar sensitivity to your own, re-
sponding to it and therefore being recharged by
it.

Anneke Borren was educated in Holland, came
to New Zealand in 1962. After one year at llam
School of Fine Arts in Christchurch she returned
to Europe for 2 years of study and work in
ceramics in Holland, Denmark and Sweden. She
is married to Owen Mapp. More about Anneke’s
training abroad appeared in Potter Vol 12/2.

Right:fish design on round bow/. Centre: cross section of deco-
ration on sphere. Below left: top view of another sphere. Below
right: decorated bottle. Opposite page: Totems, flowers and
sphere on display at the 17th National Exhibition.

photo: Stan Jenkins
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Let's make Earthenware

Gwyn Ace

Stoneware is easier to make than earthenware
because the high heat used in firing enables bet-
ter results to be produced with less care.

Many potters would disagree with this sweep-
ing statement butthe factis that much stoneware
is self decorating — the natural texture and col-
ourof the glazes produced in the fire can enhance
even a poor pot. Earthenware is a hard master
since the clay normally contributes nothing to the
fired result. All the finished pots that come from
the kiln are the direct result of the potter's hand.

Stoneware pottery in New Zealand has de-
veloped over the years to a standard where we
can claim to be up with the best. Some of our most
accomplished stoneware potters have worked
overseas and gained experience from the world’s
masters. There has been other stimulus from ab-
road. We have been host to Bernard Leach,
Hamada, Kawai and Michael Cardew. Harry and
May Davis moved to New Zealand to start a pot-
tery in Nelson, and their work has set an example
in high standards.

During the same period, one display of ear-
thenware from the studio of Kenneth Clark has
been brought here and a visit by the potter himself
followed, butforcommercial reasons no informa-
tion of a technical nature was made available.
This has been the only direct contact with ear-
thenware pottery from abroad.

The strength stoneware pottery has gained
through being exposed to currents from outside,
has shown itself in the standard of work being
produced by stoneware potters here today. But
the earthenware potter has remained in the
shadows.

Under the circumstances it is not surprising
that so many of the earthenware potters in New
Zealand are working to a stoneware pattern and
are producing imitation stoneware pots. They are
not utilising the special opportunities that their
medium offers. They are the orphans of our pot-
tery movement.

Stoneware is fired to a temperature where clays
and natural materials in the glazes produce tex-
tures and effects which cannot be achieved at
earthenware temperatures. Stoneware pots can
be considered self decorating and it is not un-
usual forone glaze to produce a range of textures
and two or three colour tones due to variations in
glaze thickness and in firing.

When Michael Cardew was demonstrating in
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Christchurch he was asked for his opinion on
firing in an electric kiln. He replied “Wood firing
makes the greatest contribution to the pot and oil
firing also contributes greatly. An electric kiln
gives almost nothing to the potsol would have to
be a much better potter."”

This statement should be taken as a challange
by earthenware potters who use electric kilns and
work in this difficult field.

The characteristics

A normal earthenware glaze is glossy and the
potter who cannot tolerate a shiny glaze is un-
likely to develop a sympathy forearthenware. The
aim of the earthenware potter is to produce vib-
rant effect, and there is scope for lively and im-
aginative decoration. Leave the muted tones to
the stoneware potter and make pots that can only
be earthenware.

Majolica and slipware are the two strongest
traditions in earthenware and these two fields can
provide limitless opportunity for experiment and
development — making pots that are boldy and
positively earthenware.

Slipware does not need to be little timid dishes
and ash trays. Big, strong platters, bread crocks,
ciderjarsand casseroles can show what slipware
should be like.

Majolica should be bold, bright and cheerful —
the sort of coffee mug or plate to greet you on a
gray maorning.

The body

To make good earthenware pots you need a
tight body without excessive shrinkage. Don't ex-
pect a pipeworks clay to be a good pottery body.
Most natural clays have an abrupt maturing point
but modification with fireclay and other non plas-
ticingredients will produce a more pleasant body
with greater fired strength and a more gradual
maturing range.

Strength is improved by the presence of a wide
range of particle sizes. Blending a very plastic
clay with a less plastic clay and red river silt can
give a body which is more efficient to use and
makes a better fired result. Most commercial
bodies are made with factory forming processes
in view and do not contain this range of particle
sizes. Most potters find these clay bodies lifeless
but they can be valuable for blending.

There is nothing more unsatisfactory to the ear-

thenware potter than working with a body he
doesn’tlike when fired. He then finds it necessary
to hide it with every colour of glaze and slip. So

developabodyyou like inthe beginning and then

you can start to make pots which are in sympathy
with it.

Many earthenware pots are underfired and leak
badly. A hard fired body approaching vitrification
will usually be much stronger and therefore more
useful. Warpage can be higher but a balanced
body fired on a perfectly smooth shelf will control
the problem. Three-pronged stilts are made for
commercial high bisque to lower glaze firing, but
they are not suitable, nor intended, for use by
studio potters firing where body and glaze are
matured together. A good earthenware body is
suitable for any use and can be as serviceable as
stoneware for oven use.

The slip

Slipware requires a fairly tight body. A clay too
open in texture will absorb excessive water and
will collapse. Developing a range of slips to suit a
clay caninvolve many tests, balancing plastic and
non plasticingredients and sometimes bentonite,
to find a shrinkage which will match the body.

Dark slips are based on the body clay itself.
From then on development work and experi-
ments with dozens of bowls and cylinders will
lead to a range of techniques and effects.

The decoration

Try to track down some early Winchcombe
Michael Cardew or Raymond Finch pots and note
the free easy way the decoration is used. Decora-
tion forearthenware should be decisive. The cake
icing approach to slip decoration is not good to
look at. Combing, sgraffito in wet or firm slip and
marbling can be practiced. Don't try just one pot.
You will need adozen or more to work on and the
results will be a worthwhile exercize inimproving
technique.

The glaze

Slipware needs a clear or amber lead glaze.
Borax glazes are usually slightly milky and are not
in sympathy with a red or brown body and can
give a pastey result. A good lead bisilicate glaze
will give a crisp clarity which will enhance a
darker body.

Majolica requires a reliable opaque tin or tin-
zircon glaze. Many of these are available com-
mercially or you can formulate your own glaze.
The glaze should have a low flow and some com-
mercial glazes could require a small kaolin addi-
tion to control the flow. Lead or borax glazes are
suitable and each will produce different colour
effects from some oxides and glaze stains. No
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chromium oxides or stains containing chrome
should be used unless you are aiming for some
strange effects. Most glazes will require an addi-
tion of gum to provide a good decorating surface,
and are often easier to decorate while still damp.

Test decorating ideas built up from easy brush
strokes and using wax resist before applying to
the pot. Bisque a dozen or more similar test pots
and decorate them all. Chose the most successful
to retain, and wash off the rest for redecoration.
Tests to find out the right strength of colour re-
quired for each effect will take time, but lessons
learnt will stay with you.

Ared brown body can be used for majolica buta
lighter or buff body is more generally used and
avoids unwanted colour bleeding through the
glaze.

You must remember that whatever glaze is
used for food containers it must not present a
health hazard to the user.

All of this testing means a great deal of seem-
ingly unproductive work, but earthenware re-
quires the mastering of this knowledge and tech-
nique, and the results are very worthwhile.

With natural gas now available it is possible to
build a gas-fired kiln suitable for reduced lus-
treware and any of the earthenware techniques
requiring oxidising or reduction firing. The op-
portunities in the earthenware field are vast and
little has been done in New Zealand yet.

Some more first class exponents of colourful
earthenware would make an exciting contribu-
tion to this country’s pottery.

“"When visiting Auckland re-
member

Carl’s the craft shop

St Helier’'s Bay Road, St Heliers
Bay

forthe best availablein all crafts
— pottery, woodware, silver
jewellery, weaving and baskets

open Friday late night and also
Saturdays 9am. to 4pm. phone
981-239"
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NORTH ISLAND
ALL POTTERY SUPPLIES

BOX 709 73 CAPTAIN SPRINGS RD
AUCKLAND TE PAPAPA

SOUTH ISLAND
POTTERY; METAL ENAMELLING; CHINA PAINTING.

BOX 22496 TUAM St
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SMITH & SMITH LIMITED

NZ AGENTS FOR WENGERS MATERIALS FOR CRAFT POTTERY.

COBCRAFT POTTERY EQUIPMENT

COBCRAFT KICK WHEEL Smooth and silent action.
Changeable 12" wheelhead. Fully adjustable to suit indi-
vidual requirems. *3. Left or right kick easily converted.
Compact rigid steel frame. Specially designed and accu-
rately balanced flywheel. Ball bearin?s and housing ex-
ceptionally sturdy and maintenance free. On wheels for
manoeuvrability. A superb wheel to last a lifetime.

COBCRAFT POWER WHEEL Infinitely variable speed, on
220 r.p.m. Operated by either foot in sitting or standing
position. Handles 35 Ib. clay with ease. Fully enclosed
drive; 12" changeable wheelhead. Compact rigid steel
frame. Adjustable timber seat. Jiggers available.

SMITHKILNS
ALL KILNS FIRE TO 1300 STONEWARE.

NO 1 Frontloading 1 cu. ft.
312 K.W. Single Phase.

NO 2 Frontloading 2.2 cu. ft.
6 K.W. Single Phase.

NO 3 Toploading 2 cu. ft.
6 K.W, Single Phase.

NO 4 Frontloading .21 cu. ft.
2.3 K.W. Single phase test kiln

NO 5 Toploading 3.5 cu. ft

Can be manufactured to individual requirements. 9 K.W. Single phase

High fired Earthenware

Frances Frederic

My interest lies in high fired earthenware —
around the 1160 — 1200% range, which | believe
has much to offer and presents many challenges.
One criticism often levelled at thisware is thatitis
"poorstoneware’’. Nothing could be further from
the truth. High fired earthenware bears no re-
semblance to oxidised stoneware from an electric
kiln, which is yet another field which could be
explored more widely.

In high fired earthenware the line of clay and
glaze begins to merge, the clay usually red, be-
ginning to show through on the high spots of
rims, handles, throwing marks and textured
edges which is pleasing. The colours conse-
guently can be subtle. Atthese high temperatures
some clays vitrify offering possibilities of leaving
large areas of body unglazed, but perhaps tex-
tured or oxide washed, depending on the purpose
for which the pot was designed.

The opportunity offered for decoration in this
range of temperatures is almost unlimited. This
could be said of the whole range of earthenware
temperatures, and is one of its greatest attrac-
tions.

The importance of glaze fit is probably the big-
gest challenge the earthenware potter has to
face, but in the higher temperature range this
problem is lessened. Other basic glazes than the
usual lead bisilicate or similar need to be exp-
lored, such as those with an alkaline base.

There are many basic recipes available, often to
be found in American publications, which are
worth trying. I've no use for the so called
“catalogue glazes'', and use only the basic oxides
ofiron, copper, cobalt and manganese forcolour-
ings, though I've read recently that prepared
stains are safer. | like to vary the colours and
textures of glazes by using different glaze bases
with the four oxides either separately or in com-
bination, and there are endless possibilities here.
| also like to use modifiers such as tin, zinc and
rutile.

One of the features of high fired earthenware is
its suitablity for domestic ware. There is no com-
parison for its heat retaining qualities. The con-
tents of acasserole remain hot fora much greater
time than those cooked in a stoneware one. | can
hear the rumbles of protest already, but it is a
simple truth. Recently after a half cold meal from
a stoneware dinner plate, teo hot to hold without
a cloth when brought to the table, a test was
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made. Two plates, one of the stoneware set and
one ofthe earthenware set were tested and timed
for heat retention. The earthenware plate was
warm long after the stoneware one was quite
cold.

Casserole dishes make a similar comparison.
Of course all casseroles need care in the hands of
the cook to avoid breaking by thermal shock, but|
firmly believe a good earthenware casserole con-
tributes to much more tasty meals than any other
type of casserole dish. Naturally earthenware is
not unbreakable, but in my experience neither is
any other kind of pottery, which is just as well for
the potters pockets. It's not my intention to argue
the pros and cons of earthenware versus stone-
ware, but rather to point out that good earthen-
ware has some desirble qualities to offer in its
own right.

The question is often asked about where the
clay comes from. | use imported clays and make
no apology for it. | haven’t the time or the know-
ledge, although it seems one can acquire the
knowledge by experience, to dig my own. There
are certainly many areas of good clay in South-
land and some potters, mainly in the west of the
province, do use local clay. But until someone in
New Zealand will prepare and marketa good high
temperature earthenware body of a consistent
quality and in readily available quantities at a
reasonable price (we live at the southernmost end
of the country where the freight from say Auck-
land is incredibly high), then I'm afraid I'll be
using imported clays. I'm no purist in this respect
and believe clay is clay whether it comes from
Staffordshire, Lake Hauroko or Timbuctoo. After
all does not the artist buy his paints? It seems to
me the most important point is what one does
with the materials available.

| believe that earthenware potters in New Zea-
land who have persevered and reached a certain
level of achievement have done much to dispel
the idea that earthenware is in some way inferior.
Many people begin their pottery experience with
earthenware in evening classes. To work with it
beyond this level and try to meet its many chal-
lenges can be a rewarding experience.

To demonstrate our belief in earthenware, the
Southland Potters’ Association is planning a
nationwide invitation exhibition next August in
the art gallery of the Southland Museum, on the
success of which we hope to report in a future
issue of the Potter.



Cobcraft — Pottery Equipment

POWER WHEELS
KICK WHEELS
BENCH WHIRLERS
TURNING TOOLS

Our range is being constantly added to

Full details from our distributors, Smith and Smith Ltd.

or COBCRAFT: Lamb and Son, Engineers
94 King St., Rangiora
North Canterbury.
Phone 7379
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Earthenware clay

Good earthenware clay though fired at com-
paratively low heats must reach vitrification to
achieve practical and durable pieces. This is not
easy to achieve unless a suitable clay is found and
tested.

In New Zealand there is a wide variety of low-
firing clays if one knows where to find them. Brick
and pipe works usually have medium firing clays,
some buff and some terracotta. River banks,
roadside cuttings and on the South Island West
Coast near coal deposits, good plastic clay can be
found. To test clay for plasticity a piece, when
damp and rolled into a coil and bent, should not
crack or break. A short clay will crumble. The
addition of some bentonite or ball clay will im-
prove the plasticity of medium short clay. A fair
degree of plasticity is essential for handwork,
such as rolling, slabbing, and pressing. Coarse
materials such as sand or grog can be added for
strength when building large forms but usually
for earthenware fine textured clay is required.

Having tested a red clay and found it has good
plasticity it will be necessary to clean it of im-
purities. After the more obvious of these have
been removed the clay is dried out. It is then
crushed and added to water and left to soften for
about 24 hours afterwhich itis reduced to aslurry
and brushed through a 60 mesh sieve. When the
clay has settled and the water which has come to
the top is poured or sponged off the clay will
finally reach the wedgeable state and it can then

Mari Tothill

be stored away in plastic bags.

The next step is to test the clay for shrinkage
which is variable depending on the amount of
water the clay takes up and holds. If the shrinkage
from the wet plastic to the dry state exceeds 1/5th
or 1/6th it is too much. Shrinkage is easily meas-
ured by making astripofclay6in.long, 1in. wide
and %" thick and measuring, first for the drying
shrinkage and then for firing shrinkage. This lat-
ter should not be more than %" in total measured
from the dry state; the sample fired at first to 1000°
should survive without cracking orwarping. Ifitis
properly fired and does not blister, crack or warp
there is hope for it. But if any of these things
should happentoitdon’t botherany more with it.

The terracotta clays produce a lovely red body
which is ideal for large flower pots, terrace and
hanging pots. The body too when burnished on
the outside and glazed inside can give good col-
our combinations.

For potters aiming at fine domestic earthen-
ware a light body may be desirable. White low-
firing clays are less common in New Zealand but
they can be found.

Many potters through circumstances have to
buy their clay otherwise they will have no time left
to make pots.

It is fun to find one's own supply. Sometimes
this is no further away than one's own property
and thereisone case | know, of husband and wife
potters using the clay they excavated from their
basement. Happy hunting.

REMINDER

Have you renewed your subscription? We do not send re-
minders so if you have not received your Potter its because
you have forgotten to renew. A renewal slip is enclosed in the
second issue each year.

16

The Tothills built their house from home-made
clay blocks “When visiting Otago, we noted with
interest the old pioneer cob method of building
and we decided to use stabilized earth in the con-
struction of our new house. Building it ourselves,
with occasional help from the family and friends,
was a fairly slow process which did not matter as
we were in no hurry.

It was cheap as a do-it-yourself job but with
paid labour definitely not!

Clay was near at hand and was lightly sieved
and mixed dry in a cement mixer with pea gravel
and cement. The formula was 10 of clay 2 of pea
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gravel and one of cement. This was moistened a
little before being rammed into a light metal form
which we used for the walls. The size of the form
was 9" wide, 9" high and 22" long for the outer
walls while the inside dividing walls were 6.

It was necessary to have a damp course on top
of the foundations and a reinforced concrete
band on the top of the walls forattaching the roof.
A cement plaster was used on the outside walls
and a plaster finish on the inside.

With solid walls and floors and insulated ceil-
ing, the house is warm in the winter and cool in
the summer.”






















































