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HIGHLIGHTS

SYMPOSIUM- cearics s

In May 1979 Helen Mason invited members of the New Zealand Society of Potters to gather on the marae at Tokomaru Bay to
exchange views on how the Society might evolve to meet the changing needs of New Zealand's 2,000 livelihood and 20,000
hobby potters. Three members and the editor of New Zealand Potter turned up. We decided that what potters needed first was
a chance for all to come together to meet, talk, listen and learn. This small group put a remit to the Society, and from this idea

Symposium Ceramics ‘81 was born.

The New Zealand Society of Potters embraced the idea and made the arrangements. With a central venue provided at
Palmerston North Teachers' College and Massey University, it fell on the Manawatu Potters Association to do the work.

Getting them all together

The opening of the largest national
pottery exhibition ever, the 16th An-
nual General Meeting of the NZ Society
of Potters, and the most substantial
potters symposium yet held in New
Zealand combined to draw 400 par-
ticipants from every creek in the coun-
try every mainstream of the craft to
Palmerston North for Ceramics '81. For
every two members of the Society at-
tending there were seven non-

members.

Lectures, demonstrations, Raku
firings, Kiln tours (including a
brickworks) and individual exchanges
of thought and techniques absorbed the
energies of potters with many diverse
interests in an atmosphere of sunburnt
amiability,

Our impression was that the sym-
posium was vastly successful and fully
justified the months of preparation put

Haeremai Haeremai Haeremai

The welcome, following maori custom,
to the marae in the Teacher's College
grounds and by extension to the sym-
posium itself and the farewell at the end
of the gathering were moving exper-
iences not only for the visitors, but for
potters as a whole. Few of us would
have previously experienced the
courteous procedure of Maori greeting
with the speeches and oratory which in
this instance were so apt. Without
straying too far into the spiritual area
we can emphasize that the initial
gathering welcomed everybody and
everybody was welcome. The feeling of
unity was perhaps even more evident at
the end than at the beginning. There
were rightful references to the early
New Zealand potters no longer with us
and to Hamada and Leach the predeces-
sors and mentors of all.

We asked John Pollex how he reacted
to the opening welcome. “It was the
biggest thing I have ever experienced.
To be made welcome in a foreign coun-
try by people you have never met was a
very moving experience. A real link
with the hosts was forged in the sub-
stance and manner of the responses by
the visiting overseas potters. I felt very
honoured to be asked to participate and
to take part in the ceremony and share
in the spirituality of the occasion. One
can only properly respond by putting
everything one has into the activities
and communication of the talks and
demonstrations."”

All photographs Cliff Whiting and Stan Jenkins.

Meeting house "“Te kupenga o Te matauranga”

(the net of knowledge) at the marae farewell,
From left: Stan Jenkins, Karoona Whakamoe,
Leo King. In front John Tapiata.

in by the handful of Manawatu potters
under the leadership of Stan Jenkins.
The particular stimulus of visiting
overseas potters, the opportunities for
soul searching — a National Body or not
— future trends in New Zealand pottery
— how to display an exhibition — and
the flow of personal interchange pro-
vided an inspirational atmosphere in
which the changed directions of the NZ
Society established early roots.

Don Reitz, from the sound track

Putting Don Reitz, invited overseas
potter — Professor of Ceramics Uni-
versity of Wisconsin, physical man,
ex-lumberjack, driver, diver, meat cut-
ter — on paper is like trying to dam a
fair-sized mountain stream.

Each of the sessions of his demon-
stration school and his talk was a per-
formance — frenetic, compelling and
one surmises slightly orchestrated,
What came through was an overpow-
ering vitality of both person and pots.
The statuesque colossi left drying at the
front of the lecture room when the
school was over, typified an approach to
clay that came near to total immersion.

The evening slide lecture “’Story of
my life and pots” brought a flood of
aphorisms and insights and a deluge of
pots on slides that totally involved the
crammed-full lecture room.

Don Reitz’s philosophy is compelling
— he determined to be involved with
art. “It was no trouble at all, no one had
told me it was hard to do.” On learning
and teaching “You are an A student
when you start”, and “teaching has to
feed you, the teacher, there’s no point if
its a one way street”’. Among the stor-
age jars, platters, tureens and ladles and
the tall sculptured long-necked vases
are pitchers. “I always do pitchers”,
pitchers up to 30 inches tall. With
thrown work — I do everything on the
wheel, slipping, decorating, fixing the
added pieces of clay, before lifting the
pot.” With all work — thrown,
sculptured, folded handbuilt — “the
sooner you do the thing the better,
don’t stop, carry through to the finish,
stay with the form”', His demonstration
illuminated these thoughts — clay
flying, pieces growing on top of pieces,
decorative baroque twists and curls ad-
ding themselves to the growing work
rushing to completion.

All Don Reitz’s work has been salt
glazed, fired with LPG or in the Wis-
consin countryside with wood.

His salt glazes depend on a basic
saturated iron glaze — “this is the sur-
face I really love, salt glaze sprayed on
oxide colours, scattered frits, the win-
dows left through to the skin of the
pot”.

“Stacking the kiln is as creative as
making the pots” — the opposite ex-
treme shows up in his technique of
heaping oxided pots in piles inside the
salt kiln — “the hand of God”. En-
hanced effects in salt glaze come from
the change and contrast of areas
shielded from the play of salt. Subtle
effects come from firing with cobalt
oxide-coated bricks set between pieces,
that transmit bluish tones to the sur-
faces around.

Firing for most of his pots has been
outside, in kilns built of whatever
bricks could be afforded. The better the
budget, the bigger the kiln. When ar-
thritis prevented him thiowing large
pots all at once, Don Reitz made them in
sections, stuck them together, to get
vases forty inches tall. When pieces got
too tall for the kiln “add more bricks at
the top”.

“The day after your pot is fired it
should still be a soft plastic form and not
look like its a hunk of rock.”

The square plates, elegant platters
with circular pieces cut out, all demon-
strate fluidity of form. The baroque coil
decoration of his cut out plates is integ-
ral with the plates themselves and
transforms them into a sculptural
whole.

Don Reitz certainly had-a message for
all those attending the symposium. A
message he will have by now repeated
at a succession of schools around the
country.
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The New Society —
way now open for
all to join

The annual General Meeting of the NZ
Society of Potters in the 18th year since
the formation of the Society in 1963,
preceded the Symposium. In a mood
focussed on the need to re-orient the
Society, the members present endorsed
a number of remits that will radically
alter the Society’s structure. The mem-
bers agreed “to do away with selective
membership” and now four forms of
membership are open to all interested
in pottery and ceramics. The first of
these is full membership open to any
potter ‘‘practising in an ongoing
capacity”’; secondly student member-
ship that includes apprentices and
senior secondary school students and
students following ‘‘any practical
course in ceramics approved by the
Council”’; associate membership caters
for others interested including corpo-
rate bodies and business houses; Hon-
orary Membership.

We are told that about fifty potters at
the symposium joined up. Interested
readers should write to the Secretary of
the NZ Society of Potters at Box 881,
Auckland, if they need details and
application forms.

The society is now between its past
and its future. It will be interesting to
see where this new direction will lead,

A National Body — for or against

Under the title “Pottery organisation
for the 80’s” a debate on the desirability
of a national body for potters (Rod
McGowan — yes, Jan Bell — no) was
held on the evening of the first day of
the symposium. Helen Mason as
opening speaker modestly prepared the
way for the two proponents.

The main speakers predictably ar-
gued for a national body on the grounds
of centralized strength in dealing with
national matters and with government
(cries of “what about the sales tax’!) and
against on the grounds of unnecessary
expenditure on the central body even
that of a federalistic arrangement with
regional bodies. (Do we get value for
the $3,500 per annum cost of council
meetings?) The arguments against were
not particularly answered but there was
some feeling in support of strong reg-
ional bodies no matter what else.

By our count, the speakers from the
floor were 8 to 1 in favour of a strong
national body directly or by implica-
tion. Although these views were
perhaps somewhat moderated by the
radical events of the Annual General
Meeting, nevertheless there were some
firm views expressed as to what was
wanted from a national body, several
outbreaks of self-interest and occasional

cries of “bullshit”,

Several speakers spoke of the need for
clear objectives; some were formally
proposed but none adopted. The
widest area of agreement was the need
for better communication among pot-
ters at the week by week, month by
month level, as well as by the kind of
open gathering that the symposium
represented. There was a need to know
about potteries for sale or rent, who was
coming visiting next month, about
things to swap, buy and sell.

More fundamental were the worries
about standards. There was some nos-
talgia for the select Society that had
been up to the day before; new mem-
bers anxious to join the old Society were
thereby founding the new. Where was
selection now to come from? Several
speakers focussed on the inevitable fact
that rigorous selection of pots, not pot-
ters, at Society exhibitions was the most
practicable way of maintaining stan-
dards. Many may be called, but few
chosen.

At the end of the session one lone
Southern voice crying in the wilderness
suggested we could all think what we
could putinto the national body and not
only what we could get out of it.

and how the hope that these changes
will “set the NZ Society of Potters on a
course of being a society truly repre-
senting the aims, aspirations and

needs of its membership, the potters of
New Zealand”, will be fulfilled.

Leo King was re-elected President.
Neil Grant and Sally Vinson become
vice-presidents.

John the Potter

John Pollex, invited potter, from the
Barbican Craft Group, White Lane,
Plymouth, a master of slipware in the
early English Toft tradition gave a
series of fascinating demonstrations of
his perfected skills.

John went to the Sir John Cass Art
School in Whitechapel in 1966 and a
year and a half later on to Harrow
School of Art. His potting developed
further with a year’s experience in es-
tablished workshops particularly that
of Colin Pearson in Kent. From then on
he developed his own style first in
stoneware then on coming to Plymouth
in 1972 he evolved new techniques in
earthenware.

His work now is dominantly in ware
slipped and slip trailed. Commemora-
tive plates in limited editions have de-
veloped as a particular specialty. Re-
turns from his work are high by New
Zealand standards “£60 for a plate at
the studio, double that price in Lon-
don”. An arrangement with a hotel
chain for platters and serving dishes
keeps him busy for two to three
months each year.

His mugs, plates and platters are
made with four basic slip colours, yel-
low, green, brown and black, used as
background or trailed. Wax resist and
cutting back through overlain slip add
additional variety to the design pos-
sibilities of this restricted pallette. John
Pollex used mugs to demonstrate
techniques. His sure touch was excit-
ing to watch — a quick single dip of
the greenware into the background
slip, wait till the immediate shine goes
off, sure, quick, clean strokes with a
short-necked rubber slip trailer held
unerringly just above the ware turning
in his fingers. Precise quartering of the
design with successive vertical strokes.
If the greenware had dried off too
much a quick dip in water brought it
back to the proper condition for
background slipping,.

Devotees of slipware were able to try
their hand and participate in the deco-
ration of a large communally inscribed
platter.

John particularly recommended to
slipware potters the book English Slip-
ware Dishes 1650-1850 by Ronald G.
Cooper, published by Tiranti 1968. His
own book in the Pitman’s Ceramic
Skillbooks series, Slipware, was pub-
lished in 1979.
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Frank Colson

In his talk on modern kiln technology
— gas and fibre — and in his demon-
stration sessions Frank Colson em-
phasized all along the virtues of do it
yourself and alternatives within the
new technology. Perhaps not so new
after all for Frank Colson published a
set of plans for a catenary arch kiln
using kaowool in 1967.

He repeated his advocacy of the
sufficiency of Y2 inch of fibre for kiln
walls but we didn’t see this in the
demonstration building and firing of a
small drum lift-off kiln, and to many
the fibre question remains a little in-
scrutable. Technical limits were much
more to the point. Fibre can be held in
place with heavy duty nichrome wire
loops or if you must, Kanthal A1

On fibre: 4 Ib density is not adequate
for high firing: 6 Ib density 1260°C is
fine for back-up and 8 lb 1400°C is
needed for refractory lining for stone-
ware or porcelain temperatures. Fibre
is inert so that wood firings won't
damage it. Colloidal silica (a liquid) or
sodium silicate solution will act as an

adhesive, resistant to high tempera-
tures. The inner surface of the fibre
should be made rigid. The same sub-
stances with added 200 mesh flint can
be used as rigidizers. There were var-
iants in the recommended fluidity of
liquids. Our advice — try these ideas
out on small samples of fibre and fire
them before attacking the whole of
your Kiln.

On firing: “Look at the pot not at the
atmosphere and not only at the cone.
When you've learned a bit, the shiny
pot tells you much more of the condi-
tion of the glaze, than simply the cone
going down can do.” Downfiring to
900°C in 1% hours should be seriously
considered; it substitutes for the back
radiation from kiln wall, bricks that
helped final development of glazes.
(Comments from the audience indicate
that their fibre kilns cooled slowly
anyway.)

It was good to see and hear live the
man who has done much to lead pot-
ters into acceptance of the ceramic fibre
concept.

photos: Cliff Whiting and
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The Raku firings

Some recipes for Raku provided for the
firers by Brian Gartside:

Apple crackle glaze

4 cups of either Borax Frit or Gertsley
Borate

1 cup of Feldspar

Black Magic Pigment
1 cup Iron Oxide
1 cup Copper Oxide

Basic Raku Slip

1 cup China Clay

1 cup Silica

1 cup Frit (any Frit will do)
Add stains

Night Red Slip
The basic slip plus 3 cups Iron Oxide

See New Zealand potter wvol 221
autumn 1980.




The National Exhibition

The exhibition, the 23rd in the 24 year
history of the Society was billed as the
largest display of pots ever in New
Zealand. Combined displays of works
by 95 members of the Society, by 57
non-member potters (out of 91 who
were invited 66 accepted) and by sec-
ondary school and Teachers’ College
students, taxed somewhat the setting
up and display facilities of the Man-
awatu Art Gallery. Separate galleries for
each segment meant that it was not
possible to view the whole exhibition as
an entity.

In the members and invited potters
galleries were some magnificent pots
and the standard, the variety of ap-
proach and the appeal of a large number

of the works shown seemed to us to
reach a gratifying level of achievement,
There were a few horrible low points,
but only a few. Students showing of
unglazed works was lively and unfet-
tered.

The problems of display prompted
the Society to organize a discussion
during the symposium where these
could be ventilated. The large number
of pots — around 600 and the physical
limitations of the gallery produced
difficulties with lighting, display stands
and display space and an uneven qual-
ity in these elements was very apparent.
Discussion brought out the realization
that display stands of desirable quality
were very expensive to make: having

Middle left: Stan Jenkins;

Left: Charles Holmes;

been made they are very expensive to
move from place to place. Thus the pos-
sibility of co-operative production of
display stands and their storage in a
resource centre does not remove the
need for an exhibition budget of up to
$2,000 to provide satisfactory display
for exhibitions of this size. The desira-
bility of earlier planning as a whole to
assess available facilities and the shar-
ing of display experience was agreed.

Nevertheless the awkwardnesses
could not detract materially from the
excellence of the individual pots, and
by numerous examples did not inhibit
their purchase by critical buyers.

Left: lan Firth's winged sculptural form ap-
proximately 2 ft wide.

Above: Moyra Elliott.

photos: Stan Jenkins

Above left: Gary Elliott; Above right: Peter Lange;

Above: Mike Searle; Right: Nick Stather;
Below left: Julia Colman; Right: Wilf Wright.
photos: Stan Jenkins
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Susan Artner

photos:

Alan Kestle

George Kojis

Stan Jenkins

Epilogue

Helen Mason: “We are seeing the wheel
come full circle. The New Zealand
Society of Potters can now once again be
a gathering of all New Zealand potters
as it essentially was years ago when the
Society was formed.”

Jan Bell: “This is the most exciting
National Exhibition we have seen.”

Geoff Ellett: “My feelings about the
Exhibition and Symposium were crys-
tallized in Rick Rudd’'s pot where his
inner and outer surfaces flowed in to
one another through a Moebius strip.
This is what has happened to the New
Zealand Society of Potters — the inside
and the outside have merged and
unified themselves.”

Leo King (President, NZSP): “With
the outstanding success of Ceramics '81
now behind us, the society feels well
equipped and confident to deal with its
expanding activities and respon-
sibilities to the nation’s potters.”

Members: NZ Society of Potters has ac-
corded Honorary Membership to Harry
and May Davis and to Len Castle in
recognition of their services to pottery
in New Zealand.

Above left: Rick Rudd;

Middle left; Brenda Grundy, PNTC;
Above: Deane Goldsack, Queen
Elizabeth College;

Lower left: Vanessa Herbet and
Vicki Campbell, PNTC; Left:
Raewyn McLeod, Queen Elizabeth
College.

photos: Stan Jenkins
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Photography by Brian Brake

If you have wondered how Brian Brake,
feature photographer of international
fame, got into photographing pots then
if you attended his lecture at the sym-
posium you would have heard at least
some of the background. You would
have learned also how Brian Brake
photographs pots, how you can im-
prove your own photography and cer-
tainly not least, how to give a lecture.

As a young man at Arthur’s Pass he
met many craft people, among them
Doreen Blumhardt who later intro-
duced him to Spencer Digby, a Wel-
lington photographer with whom he
worked for a number of years. During
his period based in Hong Kong in the
1960s his intimate acquaintance with
pots began with the photographing of
Hans Siegel’s notable collection of an-
cient Chinese ceramics.

For photographing pots Brian Brake
uses a 4 X 5 Linhof or a 35 mm reflex
with long focal length lenses, up to 150
mm. The Linhof has a triple extension
and the 35 mm a close-up lens for shots
of detail. All shots are stopped right
down to f 45. All shots are composed in
the camera using full frame, and pots
placed against a plain background of
grey, black or white paper, occasionally
a brown. A background kept far back of
the pot and well lit keeps shadows
away. Pots are placed on the paper
which is hung so that it flows smoothly

without break from under the pot.
Similarly, reflectors used a long way off
can soften highly reflective surfaces. For
most work two reflectors or less are
used. With an incident light meter,
standardization is achieved using al-
ways a neutral tone, gray, or the hand,
as background.

Preferred films are Kodachrome, ASA
64 (or 25) for slides and Kodacolour for
prints.

One technique especially useful is
painting with light — lens open and
surfaces or particular areas lit with a
torch. (On a more impressive scale a
memorable photograph for a Life
magazine assignment of the massive
columns of the Temple of Karnak in
Egypt was obtained in this way.)

Advice for Potters: Your 35 mm camera
is quite adequate for good photographs
of pots. You need a long lens, a tripod
an incident light meter, diffusing
screens (white muslin or paper
mounted on 30" square frames),
aluminium foil reflectors the same size
and two sources of direct light. Soft
natural light outdoors lighting the sub-
ject through a three sided tent of screens
is very suitable for pots. Even inside,
natural light can be brought on to the
pot by way of a reflector. Remember

when you stop down, the background
will be brought into focus.

Indications of scale are difficult and
generally have to be shown separately
in caption or description in a text.

The audio-visual presentation of
Brian Brake’s material was masterly.
There were two series of slides shown.
One of New Zealand pots the other of
the Siegel Chinese ceramics. All were in
vertical format on each slide. The pot
filled the frame. The New Zealand pots,
principally those appearing in the re-
cent book by Doreen Blumhardt and
from another shortly to appear, dissol-
ved gently from slide to slide accom-
panied by a Douglas Lilburn composi-
tion. We saw the series three times —
once to whet the appetite, secondly
with a detailed technical commentary
on the methods used to achieve the
photograph and thirdly for apprecia-
tion.

The same use of symetry was made in
the series of Chinese pots (supported
this time by Bach). First came the details
then a succession of the whole pots then
the same details repeated.

The talk was memorable — it hasn’t
turned us all into first-class pot photo-
graphers but it will help us all realize
that care and thought and technical ap-
proach are pre-requisites to producing
satisfying photographs of pots for dis-
play or reproduction.
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A kiln designer’s view Rex Sellar comments on the Colson oil-drum kiln*

Rex Sellar: Previously an architectural
designer, now an amateur potter and
tutor in kiln design. Has built and
fired up draught and down draught
kilns for low fire and high fire in brick
and ceramic fibre. Commissioned by
industry to test insulating materials
suitable for use in New Zealand and
investigated world wide, the proper-
ties, performance and costs of low and
high temperature insulating materials.
The designer of Rexmark kiln made
under licence by Marcus Engineering.

Frank Colson was my “God"" back in
'76 when he first introduced me to the
wonders of ceramic fibre. I enthusiasti-
cally built his Raku “Rubbish Bin” kiln
and his cone 10 “Oil Drum” kiln — and
I assumed it was my lack of firing ex-
pertise that produced the poor quality
fired pots. I now know better. There are
limitations inherent in the kiln: the oil
drum kiln is much too high in relation

to its diameter for even firing.

I was disappointed that Frank Colson
at Ceramics ‘81 did not offer new de-
signs and improvements or at the very
least spell out the limitations of these

old designs. Ceramic fibre kiln design-

has progressed a great deal in ten vears
to the extent that Australian and New
Zealand kiln design is now more ad-
vanced than anything yet published by
the rest of the world. Most manufactur-
ers of NE\K Zealand designs try to con-
sider the potters’ interests as well as
their own.

Frank Colson’s early principles in
particular the “thin wall” concept are
relevant to New Zealand potters. The
word of warning is that most of his
statements needed qualifications before
they can be applied to the cone 10 kiln
design common to New Zealand.

From my experience the following
limitation must be expected in using
the Oil Drum Kiln.

You will not get better than two cones
variation between top and bottom and
this assumes you have mastered a com-
plex stacking arrangement.

If you want to fire two or three larger
pieces and biscuit ware you must accept
over four cones variation, and biscuit
of variable porosity.

Much heat is lost through the walls
and in the studio you will roast unless
the kiln area is well ventilated.

Unless you can light all four burners
at once (or alternatively fit needle valves
to each burner) there will always be a
minor explosion on lighting.

Though gas 1s clean burning only if it
mixes with sufficient primary air in the
burner, the burner design is so primi-
tive that this cannot occur at low temp-
erature so waste fuel and a reducing
atmosphere is all that can be produced.
If you don't want low temperature
glazes reduced or black core biscuit,
don't use these burners.

Fit to Kill

Jon Amies, Waikato Technical Institute,
with concern about the unsuspected
harmful toxic effects that can come from
a variety of potters’ materials in com-
mon use illustrated his talk with a tel-
lingly gruesome set of slides. A sur-
prising number of substances in ordi-
nary use in the pottery can cause dis-
tressing effects and illness in varying
degrees.

As well as the dangers of silicosis,
fine dusts of clay, alumina, oxides,
feldspars can all cause problems with
lungs and eyes. Use a mask with proper
cartridge filter, Use a vacuum cleaner
not a brush and fit an exhaust fan. Wear
safety glasses with hot wax, when
grinding, when working with ash
glazes some of which are very corrosive.
Avoid dermatitis, keep skin and work-
ing area clean, use barrier cream, cover
cuts or scratches. Once you have de-
veloped an allergy it's there for good.

Asbestos gloves can be replaced by a
special glove (“Nomex”) rated up to
1400°F.

The main area of concern to potters
should be the avoidance of the toxic
effects of chemicals. Symptoms of feel-
ing sick, tired or headaches should
make you suspect a link and any pattern
should be looked for. Three means of

entry of poisons, inhalation, ingestion
and through the skin suggest simple
direct ways of dealing with them. Keep
kiln areas well ventilated, use a fan,
don’t eat, smoke or make-up in the
pottery especially if Barium salts, par-
ticularly carbonate, borax Cadmium or
Chromium compounds are around, to
say nothing of those of copper, iron or
lead. A long list of potential toxics can
be added. The simple prevention of ill
effects is good housekeeping — avoid
dust, kiln and solvent fumes, use gloves
clean and dry on the inside, avoid soggy
hands, use barrier cream, keep cuts co-
vered and keep chemicals safely stored
and adequately labelled. It should be
remembered that children are much
more affected by toxic substances than
adults especially by those affecting the
nervous system. Children should on
principle be kept away from glazes even
in school pottery classes.

Reading: “‘Health and Safety in
Ceramics”/, see book review on page 32
of this issue. “Ceramic Toxicology’” by
William C. Alexander in Pottery in Aus-
tralia and “Glaze Materials — do you
use them safely?”” by H.J. Percival and
J.T. Hughes that appeared in the Spring
1979 issue of New Zealand Potter.

Potter and Town
plan

Jim Booth, Chief Advisory Officer of the
QE II Arts Council, told us all about his
forthcoming book Art Law and his book
tells us all about town planning as it
affects artists and craftsmen. Many
questions of direct relevance to potters
are covered.

One general concern that should be
taken up by potters in all areas because
it has to be settled district by district is
to press with regional councils that
pottery, arts and crafts are accepted as
pre-dominant uses in district planning
schemes.

This subject is hot because currently
regional schemes are coming up for
their periodic review. Last year South-
emn Wairarapa craftsmen were suc-
cessful in having their workshops ac-
cepted as a pre-dominant use by their
council which has always been sym-
pathetic and alert to making the district
attractive to craftsmen.

Look out for this useful publication.

Problems with fibre and gas fired kilns

We have received letters from a number
of potters who have acquired ceramic
fibre insulated or lined up-draught kilns
of more than 12 cu. ft capacity fired by
either LPG or natural gas, who are
having problems.

The factors they have in common are
first the size, 12 cu. ft or more, and at-
tempts to use one burner only: the
problems they share are difficulty in
achieving temperature when aiming for
1300°C and uneven heat distribution
with a hot spot opposite the burner. We
have referred the problems to several
potters with experience in the new mat-
erials including visitor Frank Colson —
“remember these new techniques re-
quire some re-learning. Gas kilns
perhaps need more care in stacking and
apart from the adjustment of gas supply
to the burner, two or more burners are
needed for these larger volume kilns.”

A lot of first principles need restating.
*“ Always rate your gas pressure with all
the valves open. You need to have both
pressure and volume working together.
Get your gas fitter to make this check
with LPG as well as town gas otherwise
the supply may in reality be in-
adequate.”

Pay attention to the BTU requirement
— each cubic foot of the kiln needs
30,000 BTU’s to reach temperature. The
more burners you have the more even
your heat distribution will be.”

Up draught and down draught: “An
up draught kiln is easier for a gas and
fibre beginner to learn the techniques of
reduction firing. In down draught kilns

it is harder to monitor the reduction
flame, patience needs to be exercised
and skills developed. At least ten firings
are needed before you will have mas-
tered any kiln."”

“If you can, buy a kiln where demon-
stration firing is offered. Remember a
kiln full of pots is needed. A lightly
packed kiln can be misleading. Re-
member too that stacking for up
draught is quite different from stacking
in a down draught kiln.”

Before deciding which kiln to buy,
our advice is look around and see the
kilns operating. When you have estab-
lished what you require summarise the
points in your letter to the manufac-
turer. Before you buy ask for a written
contract agreeing on such points as date
of delivery, who pays freight, when and
how payment is to be made and extras.
You then have entered a contract to
purchase, safeguarded under the Sale of
Goods Act which gives full consumer
protection. The seller of the goods has
responsibility for the equipment itself,
if the firm sells and installs they are
responsible for getting the kiln into
working order on site.

*Kiln Building With Space Age Materials
by Frank Colson.

PUBLICATIONS

Pottery in Australin, 48 Burton Street,
Darlinghurst, NSW, 2010, Australia.
$A9 offers excellent information in an
updated format.

Ceramic Review, 17a Newburgh Street,
London WI. £7.70 six issues. Number
66 elaborates on copper red glazes in
reduction.

Glazed Raw and Fired Free is the title
Denis Parks gave to his book A Potters
Guide to Raw Glazing and Oil firing, Pit-
mans. $NZ23.95. This American potter
from the wilds of Nevada will strike the
right note with potters who enjoy some
adventure in their work.

Discover lkebana in New Zealand by
Suzanne Blunt published by INL Ltd,
Wellington, is illustrated by use of
native flora and containers by potters
Keith Blight, Patti Meads and Debbie
Pointon.

Craft Hunters’ Guide NZ, Thompson/
Littlewood/Norris. The sort of book we
hope gets into the hands of overseas
visitors, the sort of information we
could all do with when we get out in a
strange town in a buying mood. Every
PRO should have it. Every library
should have it. It should be among the
booklets available at the desk of every
Museum and Art Gallery. In handy
format, $3.00.

Please Touch. A survey of the three di-
mensional arts in New Zealand by Peter
Cape, publishers Collins. Very inter-
esting reading and valuable reference
for those looking for background to
craftsmen, makes up for some poor
photo reproduction and uncertain lay-
out. $29.95,
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Crystal gazing with Sharon Hancock

The main differences between an ordi-
nary glaze and a crystalline one are
glaze viscosity and the cooling cycle.

Crystals grow in glazes which have
low viscosity. To achieve this, the
amount of alumina which is the stif-
fening agent in the glaze is decreased
considerably. Some glazes have no
alumina content at all. Immediately,
one is faced with a glaze running prob-
lem and solutions have to be sought to
cope with this such as plenty of kiln
wash and firing the pots on fireclay pats
to save wear and tear on the shelves.
Another effect of the reduction of
alumina is a bright and shiny glaze
surface. My glazes also have a high zinc
oxide content which favours crystal
growth.

The firing cycle is the other critical

factor in producing these glazes. The
cooling process must be slowed down
to the stage where the materials in the
glaze crystallize.

Visualise “a molten glaze as being a
completely fluid mixture of individual
molecules of substances such as silica,
zinc, magnesia, etcetera. Upon cooling
these molecules link together in random
fashion to form chains (glass). If the
cooling is done slowly the molecules
seek to establish patterns of bonds
which completely satisfy their valency
requirements. Such bonding produces
a regular structure which is the
framework of a crystal.”

The crystals may be large and spec-
tacular, in groups or clusters or all over
the pot in a galvanised effect. It is ex-
tremely difficult to reproduce a pattern

at will. Sometimes there will be crystals
of various shapes on one pot and on
another in the same firing only crystals
of one pattern,

I have been experimenting with
crystalline glaze for three years now in
between throwing domestic stoneware
in my 60 cubic foot natural gas kiln and
have found it an absorbing and frus-
trating challenge. Unlike some potters
who repeat the same firing cycle exactly
and vary the glaze to get different for-
mations, I keep the glaze formula con-
stant and vary the firing cycle. Forme, a
pattern seems to be emerging as far as
duplicating the formation is concerned.

I use two basic glazes only, one of
which is based on the common empiri-
cal formula:

Sunburst formations 3—4 cms in diameter, blue crystals on cream background. Crystal glazing on a dish (close-up above right), paper weight and vase.

New Zealand Potter

Na:0 -35
Zn0O 65

5i02 1-85
TiOz -20

My firing cycle for the all over gal-
vanised effect is:

0° to 1260°C As fast as possible.
1260° to 1120°C As fast as possible.
1120°C Two hours.

1120° to 1080°C Ten minutes.

1080°C Two hours. OFF.

The sunbursts, rods, and flowers
appear when I fire to 1270 or higher,
then cool. The crystal growing range
seems to be from 1000°C to about 1160.
So far, the pattern which has emerged
for me are rod and leaf structures if I
soak for 4 hours at 1060-1070, regular
circular patterns at 1100°C for 3% to 4
hours. Sunbursts tend to grow more in
the 1120-1160 growing range.

The bodies I have used do not appear
to affect the formations at all. They are
Triple X, RMK II, No. 18, and David
Leach porcelain. [ have superb forma-
tions on all but, of course, the colour is
better on porcelain than stoneware. Of
the 4 methods of applying the glaze,
dipping, pouring, brushing and
spraying, I have found dipping gives
the best results. [ fire the crystalline pots
in an electric kiln and use a standard
pyrometer but am thinking of investing
in a digital meter. This should enable
me to reproduce the same firing cycle
more accurately. | see no reason why [
could not produce crystals in my gas

same degree of control. I have no ex-
perience in seeding crystals.

The pots illustrated show the
different effects that can be achieved
using the same glaze but a different
firing cycle.

Because of their abnormal firing cycle
and composition, crystals are rather
hard to produce. Expect lots of failures

I have lots of crystals on the shelves
and none on the pots! But a successful
pot is well worth the frustration.

Sharon Hancock
19 Pembroke Street
New Plymouth

*The Potters Dictionary of Materials and
Techniques by Frank Hamer.

Lament for Aramoana at Wellington’s new CITY ART GALLERY

Art over the centuries has frequently
been a vehicle for political propaganda
or protest, and social comment. It is the
widespread opinion today that artists
should see themselves and their work as
an integral part of society; that art
should exercise an influence.

Aramoana, a native reserve and
coastal area in Otago Harbour, and the
proposed site of an aluminium smelter,
became a focus for debate in Otago
about the political and economic pro-
cesses increasingly manipulating the
use of land and the personal freedoms of
New Zealanders. The issue vehemently
divided Dunedin into those for and
against development of Aramoana. It
was also a locality with which a number
of artists from the Dunedin area felt a
passionate identity. The new City Art
Gallery in Wellington invited a number
of these Dunedin artists, both visual
and literary, to contribute to an exhibi-
tion using Aramoana and the smelter as
a basis for work.

The works were concerned either
with documenting the coastal marsh
landscape, or with the smelter, and the
desolation of a piece of land and water
by its all pervading pollutants.

Russell Moses’ large dark pit-fired
hand-built clay candeldbrum with its
three beeswax candles burning
throughout the exhibition, and stand-
ing on an expanse of light-coloured
Aramoana sand in front of the text of
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“God Defend New Zealand”, made a
moving entreatment for the land.

Seddon Bennington
Director
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SAINT AUBYNS POTTERS
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Back row: Jan Bell; Middle row: Bruce Martin, Denis Rowe, [ackie Crespin;
Front row: Estelle Martin, Ingeborg Jenssen, Chloé King, Fairlie Rowe,

After a year of planning, eight Hawke's
Bay potters, Jan Bell, Jackie Crespin, In-
geborg Jenssen, Chloe King, Bruce and
Estelle Martin, and Denis and Fairlie
Rowe, committed themselves to the
idea of a selling co-operative. For some
time there had been a need for a quality
gallery in Hastings, as most Hawke's
Bay potters, because of difficulties with
town planners and councils, have sold
the bulk of their work outside the area.
Co-operative selling had been con-
sidered previously by many small
groups but until recently there were not
enough full-time potters to make the
idea viable. By 1979 new potters had
moved into the Bay, and the concept of
co-operative selling became feasible.

We took quite a time to make sure we
had a sound framework upon which to
build, believing that the conditions and
procedures must be firmly established
in a businesslike way at the start.

The co-operative now needed a
home. We wanted an environment to

complement our craft and Vidals Win-
ery was approached and welcomed the
idea. This beautiful old winery has the
perfect atmosphere; a licensed restaur-
ant, delicatessen and wine bar as well as
wholesale wine sales made it already a
popular meeting place. On 6 October
1980 to the accompaniment of a band,
good wine and a beast on a spit bar-
becue, St. Aubyns Potters opened with
a flourish almost unheard of in Hast-
ings, despite a severe earthquake on the
previous night when some of the pots
came tumbling down.

Five months later we are finding the
advantages of such a business are
many. The contact with fellow potters is
a demanding and stimulating exper-
ience with each new kiln load creating
wider impact and a desire for higher
standards. The social contact with the
public is far more rewarding and inter-
esting than we anticipated.

The gallery opens from 11 a.m. to 9
p.m., Monday to Saturday. Each potter

“owns" the shop on their duty day,
rotating one day in eight, the good of
the shop being the foremost considera-
tion. A personally signed card by the
maker, is included with each purchase.
The books are finalised daily and the
shop left clean and tidy with the bank-
ing ready for the next person on duty.

Once a month the group gets together
with chairman Jeff Bell and accountant
Keith Brown, to receive the monthly
payout (10 per cent is retained to cover
shop expenses) and to discuss any
business written into the meetings
agenda book kept in the shop.

St. Aubyns Potters are more than
satisfied with the way the venture has
been accepted. This year we intend in-
creasing our scope by inviting guests to
exhibit.

Jackie Crespin

St.  Aubyns Potters, Vidals Building,
913 St. Aubyn Street, Hastings.

Upper left: Ingeborg Jenssen.
Above: Bruce Martin.

Upper right: Jackie Crespin.
Middle right: Denise Fairlie Rowe.
Right: Estelle Martin.

photos: Bill Kearns
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