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THROUGH THE FILTER PRESS

In line with the new editorial policy of
the New Zealand Potter the New Zea-
land Society of Potters hopes to contri-
bute regularly to this magazine. For
this issue I would like to take the op-
portunity of bringing readers up to
date with news of the Society’s current
activities.

Potters and Pots '85. Planning is well
ahead for our next convention, a 3 day
event to be held at Hastings, starting
on January 18th. It will include our27th
National Exhibition, to be held at the
Hawkes Bay Art Gallery, and our
Society’s AGM. Our special guests will
be Alan Peascod, a potter from Aust-
ralia who specialises in his own
hand-made lustres. Alan’s work was
recently seen here in the Australian
touring exhibition, ‘Contemporary
Australian Ceramics’. As usual with
our conventions there will be many
other exciting attractions for all sorts of
pottery interests. For further inform-
ation please write to Julie Mair, 803
Eaton Road, Hastings.

Further conventions are also in the

pipeline. We are planning, however,
to be more regular with our timing,
and Christchurch as a venue in May
1986 will be the first of our strictly
annual events!
Domestica Exhibition. This was a very
exciting specialist exhibition held in
May this year, planned and organised
by us in conjunction with the NZ
Crafts Council. The concept of one
theme exhibitions is attractive, and we
are planning to mount more of these
types of shows, perhaps bi-annually,
and perhaps as touring exhibitions.
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Expo 86, Vancouver, Canada. We are at
present negotiating with the
Richmond Art Gallery in Vancouver to
mount an exhibition of New Zealand
pottery, weaving and prints. This will
be on display during the ‘Expo 86" ex-
travaganza, and should be a very use-
ful exposure of our work.

Gas Kiln Book. You will be aware that
this book is now published and avail-
able. It is the outcome of the very suc-
cessful Gas Kiln Seminar held at New
Plymouth as part of our Convention in
1983. The need for such a publication
became apparent and it will put to rest
many myths and legends surrounding
the techniques associated with gas
kilns. It is a totally all-New Zealand
reference book.

Directory of Potters. A new directory of
potters and their work has long been
needed, and our Society has set itself
the task of publishing such a docu-
ment. We are planning that its first
edition will be a modest affair, costing
little to produce or acquire. If success-
ful, in its second printing it may be-
come more substantial and up-market.
We plan to make it nationally avail-
able, and in the long term, an attractive
document,

Pottery Leaflet. Another publication in
hand is a leaflet for the general public
describing the various types of pottery
available for sale in New Zealand gal-
leries and craft shops. We aim to dis-
tribute these leaflets to all retailers as a
service to them, and to potential cus-
tomers. With the variety of types of
pots now available to the public, it has
become evident that confusion as to
various pots’ suitability for use has
arisen. It is envisaged that this leaflet
will answer the questions often asked
by the public.

By Sally Vinson, President New Zealand Society of Potters

Stamps. The New Zealand Philatelic
Bureau is seriously considering the
publication of a series of stamps cel-
ebrating the crafts of our country. This
will probably eventuate in 3 or 4 years’
time. Our approach to them received
an enthusiastic response.

The Potters” Pack. Our insurance
scheme continues to grow in numbers
of participating potters. It has recently
been re-organised on a regional basis
to respond to its growth. I'd like to take
the opportunity to remind potters that
this insurance scheme, at competitive
rates, has been specially designed with
our own unique problems taken into
account, It is available to Society mem-
bers, and a percentage of income thus
generated is a useful contribution to
our funds!

Faenza '85. We are once more or-
ganising a joint NZSP entry of pots for
this prestigious exhibition in 1985.
With the financial assistance of QEII
Arts Council we are sending work from
Katherine Sanderson, Barry Brickell
and Gail Weissberg. This is always a
worthwhile project as the International
Exhibitions for Faenza are such a chal-
lenge.

Our Newsletter. This is still, I believe,
the Society’s most important function;
the publication 6 times per year of our
own modest newsletter. It aims to keep
members in touch with topical news of
pots and potting, and each other, and I
believe succeeds in doing so. Our
editor Cecilia Parkinson, continues to
require your support for this venture
and appreciates having your views.
This will be the last time I will be
addressing you as President of the
Society. I would like to thank all our
members for their support during the
last 3 years. I have really enjoyed the
challenges of this office.
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LETTERS TO THE EDITOR

Sir,

I was pleased to note the prominence
given to the Fletcher Brownbuilt Pot-
tery Award 1984 in Volume 26, No. 1 of
the Potter. May [ however comment on
an all too common confusion about the
name of this museum. Auckland
Museum began in 1852 but since 1868
when the Auckland Institute, the local
branch of the Royal Society of New
Zealand, was established the Institu-
tion has been the Auckland Institute
and Museum.

In 1929 the Auckland Institute and
Museum moved into the new building
built as the Auckland Provincial War
Memorial on its present site in the
Auckland Domain. Thus the organ-
isation which I direct is the Auckland
Institute and Museum, which is
housed in the Auckland War Memorial
Museum building. It would therefore
be correct to say that the Pottery Award
was held in the Auckland War Mem-
orial Museum, or in the premises of the
Auckland Institute and Museum, but
not the Auckland War Memorial In-

stitute and Museum, which does not

exist.

G.S. Park
Director
Auckland Institute and Museum

Sir,

May I make a plea to aspiring author/
potters. I frequently come across glaze
formulas and technical articles in the
Potter and other publications, which
do not convey sufficient accuracy to be
of any use,

For example, on page 25 of the Potter
19841 are listed 4 leadless earthenware
glaze recipes. These all contain borax
fritt. One can make an informed guess
as to whether this would be soft, hard,
medium soft etc, but this is not good
enough.

Iwould also like to suggest that more
precise terms be used when describing
temperatures. As most potters would
be aware, cone temperatures vary ac-
cording to the type of cone used, i.e.
Orton, Staffordshire, etc. I suggest an
absolute term such as°C be used, then
the potter can easily match this with
the type of cone he has.

As a potter and scientist of some 20
years standing I also make a plea for
more clarity in describing chemical
compounds. For instance, iron can be
added to glazes in many forms with
different chemical formulas, so it is not
sufficient to describe colouring oxides
merely as cobalt oriron. If exact chemi-
cal details are not known then a
catalogue number would go along way
to defining the material for later read-
ers.

I hope my comments are of a con-
structive nature and that they may
prompt people to think a little more
detail into their pottery.

R.K. Panckhurst
Christchurch

QE Il ARTS COUNCIL

GRANTS

Bronwynne Cornish. $1500 short term
travel/study grant towards researching
historic ceramics and earthwork sites
in Britain in May.

Christina Conrad. $1000 to enable the
preparation of ceramic sculptural
works for three exhibitions in Auck-
land, Wellington and New Plymouth.

Otago Potters Society. A guarantee-
against-loss of up to $1050 to offset any
losses associated with National
Ceramics ‘84 at Dunedin in April.

New Council Members

Two new members have joined the
council. Retiring members Andrew
Sharp and Len, Castle have been re-
placed by Eric Flegg and Jenny Pattrick
respectively. Eric Flegg, currently
Head of the Art Department at Hamil-
ton Teachers’ College, was formerly an
elected member of the Northern
Regional Arts Council and has just
been appointed chairman of that
council for a three-year term, in which
capacity he joins QE II. Jenny Pattrick
is a well-known silversmith and crafts
teacher and was president of the New
Zealand Crafts Council from 1979 to
1981.
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EXHIBITION CALENDAR

Canterbury Society of Arts,
Art Gallery, Christchurch

Four Potters 1-11 November
Bishopdale Potters 14-25 November
Canterbury Potters 18-31 March 1985
Halswell Potters 8-21 April
Wellington Potters 22 April-5 May

Auckland Studio Potters 20th Annual
Exhibition

Auckland War Memorial Museum,
14-23 October, 10 am to 4 pm

Guest Potter: Paul Fisher

Selector: Campbell Hegan

Designer: Julia Galbraith

Exhibition Officer: Jill Hay

Accent Gallery, Howick.

Enormous planters by Kate and Mat-
thew McLean 8-20 October

Studio glass by Gary Nash 15-27 Oc-.
tober

‘“Basso  Profundo’’, murals and
sculpture by Jan and Jeff Bell 29
October—-10 November

Fisher Gallery, Reeves Road,
Pakuranga, Auckland.

October 22-November 18

Invited Auckland weavers and Peter
Collingwood.

Peter Collingwood is one of England’s
best known weavers. This exhibition
of his work is currently touring New
Zealand.

The Auckland weavers are:

Marie Abbott

Anita Berman

Tandi Bloxam

Adele Brandt

Jeff Healy

Adrienne Marten

Yvonne Sloan

Ian Spalding

Judith Wilson

Sponsored by “Walls and Floors”

Pots of Ponsonby, Auckland.
October 7-20. Terracotta by Leone Ar-
nold.

October22-29. Window display by Sue
Lorimer.

November 9-17. Window display by
Wendy Ronald,

November 18-December 1. Exhibition
by Peter Shearer.

November 30-December 8. Window
display by Joy Wheeler.

December 9-31. A Christmas display.
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Physiotherapy for Potters

BEARDS, BOTTLES
AND BELLIES

By Judy O’Hara and Grace
Alp, Wanganui

By Graeme Storm, Auckland.

The stress caused by occupational
hazards is well known and potters
often suffer from back ache, sore
wrists, elbows etc. So it was with much
interest we went to a Wanganui Pot-
ters’ Society meeting to see and hear
physiotherapist Graham Hill. He
showed us exercises which may helpto
prevent pain before it starts.

For wrists and finger joints: Hold joint
firmly, stretch gently, hold 30 seconds,
release. Repeat 3 times. No pain
should be involved in this exercise.
For back: Lie on stomach, raise head
and shoulders and lean on arms,
keeping elbows straight. Hold 30 sec-
onds. Release.

Lie on back, arms out wide, swing
legs over head and touch toes to floor.
Hold for a time. Release.

Lie on back, arms wide, head facing
left. Bend knees, lower them to left
side, touch floor and back again in a
rocking motion. Repeat to right, head
facing right.

For thighs: Sitting position, knees
drawn up, press outwards with arms
on knees. Hold 30 seconds. Repeat.
For ham string: Sitting position, knees
straight, stretch and hold toes. Held 30
seconds, release, Repeat.

For shoulders: Stand and hold each
side of a door frame for support. Lean
forward. Hold this position for a short
time.

For hips: Lie on floor. Raise one leg.
Have someone pull your leg. (What
does he mean? They've been doing
that to me for years!) Change legs. Re-
peat.

Pain and injury can be caused by
staying too long in one position, so
stand up and stretch frequently. Also
watch when stress occurs, and alter the
height of your chair or your work to
suit the amount of strength required.

Keep elbows bent when gripping
something to avoid the strains known
as ‘tennis elbow’. Footware is import-
ant, running shoes or similar air-
cushioned shoes are recommended.
Bend your knees, not your back when
lifting an object from the floor. Above
all, if a process is painful, try to find a
different way of doing that work.

Did you realise that in the recent
Olympic Games at Los Angeles, all of
the eight New Zealand gold medallists
won their medals sitting down?

4

Breakdance?

Flashdance?

Glickdance

John Glick demonstrates exercises for potters.

Photographs: Lynne Griffiths and Elizabeth Woodfield.
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Photographs: Graeme Storm

Cover photo is of a 23 cm high, Rhenish
stoneware Bellarmine, decorated with
three similar panels, including the date
1599, and a coat of arms with fleur-de-lis,
a so-called "“hausmarke’ and the letters
H:D:D and B:B:T, all beneath a mask of
the cardinal.

Bellarmine with script band is 16th cen-
tury, 21 cm high. Others are all 17th
century and vary in height from 19-31
cni.
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Kendi Jengot, Bartmannkrug, ‘d” Alva
Bottle, Greybeard, Bellarmine. Get-
ting warmer? Yes — all names for the
same thing. That rather jolly, fat bel-
lied, saltglazed jug with the bearded
face at the neck opposite the handle,
which we know most commonly by the
latter name — Bellarmine.

These casual stoneware pots, made
in their thousands in a variety of sizes,
originated in Germany around the year
1500. They were made primarily in the
Rhineland areas in and near Cologne.
Towns like Frechen, Raeren, Wester-
wald and Seiburg, some of which still
have potteries producing saltglazed
wares today, albeit mainly in the brick,
tile and pipe line.

The German name for the jug —
originally made to contain beer, wine,
sac or the like — is Bartmannkrug or
Bearded-man jug. The other names,
Greybeard (obviously English) and
Kendi Jengot (Indonesian for Bearded
Bottle) and ‘d’ Alva Bottle (named after
Fernando Alvarez de Toledo, Duke of
Alva, who was active in persecuting
Protestants in the Netherlands in the
latter half of the 16th century), give

continued overleaf
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BEARDS,
BOTTLES
AND BELLIES

some clue as to the widespread nature
of the export of these pieces from their
place of manufacture.

From Germany and the Low Coun-
tries the wares found their way in
quantity not only to England, but as far
otf as Batavia, on the vessels of the East
India Company. The dredging of
wrecks of East Indiamen which found-
ered along this route via the Cape of
Good Hope and the northern coast of
Australia, have inevitably produced
examples of Bellarmines. Some such
are to be seen in the Perth Museum.

Cologne Wares, as they were called
at first — the later name Bellarmine
being a reference to Cardinal Roberto
Bellarmino, (1542-1621) much hated in
Protestant countries for his counter
reformation zeal — were very popular
in England during the reign of
Elizabeth 1. In fact in the later 16th
century they were esteemed enough to
be mounted, like Isnik earthenware
and Chinese porcelain, with elaborate
silver gilt covers and feet. Pewter lids
and footrings were also common and
some pieces bear marks showing
where these were formerly attached.

John Dwight, the potter of Fulham,
applied for and was granted a patent to
make “the stone ware vulgarly called
Cologne’ in 1672. A patent which he
vigorously defended in court on sev-
eral occasions against other London
potters. The only excavated stoneware
kiln to pre-date John Dwight’s patent,
was probably constructed by immi-
grants from Germany or the Low
Countries. This small oval kiln was
discovered unexpectedly at Woolwich
Ferry, and associated finds suggest
that it was in operation for a short time
about 1660, supplying stoneware bot-
tles to Woolwich dockyard and to a
lesser extent London, Although there
seems little doubt that stoneware was
made in several places in the London
area before Dwight's patent, perhaps
as early as the 1620s, their identifica-
tion, due to lack of excavated material,
remains conjectural. Bellarmines of
debased form have been found in large
numbers all over England and it may
well be that some of them are not, as
has been hitherto supposed, products
of Frechen.

Whatever the scale of English
stoneware production may have been,
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it is clear both from the continuing
imports and from the manufacture of
lead glazed earthenware copies of bot-
tles, surviving well into the 17th cen-
tury, that the early experiments were
able to offer little competition to the
highly productive Rhineland pot-
teries.

Generally speaking, the quality of
modelling in the applied masks and
seals on Bellarmines deteriorated with
the later wares. Early examples from
the 16th century show very detailed
and sensitive relief work. Long flow-
ing beards on the faces, sometimes
with masses of intricate curls — finely
modelled noses and mouths and even
individual teeth showing, where the
lips are parted. The seals applied to the
belly of the pot can also be very intri-
cate, with complicated escutcheons
and armorial devices — in rare in-
stances including a date.

The British Museum has a large, fat
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Bellarmine bearing the royal seals of
Elizabeth 1. Sometimes there will be
three seals on a Bellarmine — to the
tront and the sides of the belly — but
these are less common than those with
just the one seal to the front. Seals and
mask may be splashed with cobalt be-
neath the salt glaze — these also are
more rare. In later examples, the mask
seems to degenerate to a very rough
facsimilie of a face — rather more of a
death’s head — often badly applied,
set askew, or half wiped off.

Early large examples were covered
with sprigging and an all-over vine-
like twining. Some 16th century pieces
have a central band encircling the belly
and containing a legend in old German
script. Rarer still are those which have
the semblance of a torso beneath the
face. There is even alovely small (11 cm
high) example in Cologne bearing the
image of a woman — without a beard
of course! Some pieces were obviously
made for a tap house, beer hall or some
such establishment and carry the coat
of arms or device indicating this. As
the bearded face became more mask-
like and symbolic, so did the seal, often
degenerating to a simple rosette.

Handles vary considerably. From
those which appear to have been pul-
led (or oozed) from exceedingly wet
clay, usually round in section, to those
pulled flat and more strap-like. Yet
others are plaited or twisted with sev-
eral individual coils intertwining.
Common to most types is a rat’s tail
termination at the base of the handle.
This sometimes carries finger inden-
tations.

The salt glazing itself can vary
greatly, depending on the clay body
used, This can vary from dark brown
through grey to almost white. Often a
light wash of iron (oriron-bearing slip)
has been applied overa pale body prior
to firing to give a more living colour.
Sometimes this results in strong so-
called “tiger ware” markings. On other
occasions a heavy salting can resultin a
clear glass-like surface, (particularly
over a whitish body) with none of the
orange peel texture normally as-
sociated with the typical saltglazed
Bellarmine.

As with present day salt glazing, the
variations of colour and texture are
limitless, depending on the vagaries of
packing, firing and salting the kiln. So
are the blemishes where pots have fal-
len together during firing or been
stacked in contact with one another.

The series of accompanying photo-
graphs will serve to illustrate varia-
tions in form and decoration. Close-
ups show some of the detail in seals or
“Hausmarke” as they are called, and
the series of “mug shots’”” demon-
strates how varied the mask itself can
look — from realistic to stylised; from
humorous to fiercely grotesque.
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A WALL IS BORN

In March 1982 [ was approached by the
building committee of a new Christian
Science church for Willis Street, Wel-
lington, and asked ifI would be willing
to carry out a commission for a decora-
tive panel to be incorporated in the
building. Ian Athfield, the architect
came to see me and suggested that
rather than having something to deco-
rate, possibly the foyer, he thought
that a ceramic wall in the garden court
would be more in keeping with his
ideas. He showed me sketches of the
building and I visited the site to gain
some feeling for the environment.
The wall needed to be eight metres
long by two metres high and I accepted
the commission to be completed in one

year. I produced a number of water.

colour sketches and sample tiles, and
had further discussions with the
building committee and the architect.

Just about this time Jenny Wrightson
knocked on my studio door. She had
some experience in working with clay
and asked if she could come and learn
from me in return for helping me in the
pottery. Her approach was most timely
and she agreed to help me with the
wall.

I worked out a system for construc-
tion and set up one of the rooms in my
studio, which is an old house entirely
devoted to my pottery. Three hundred
and ninety tiles had to be made each
200 mm square when finished. It was
important that they should be com-
pletely flat on the back so that they
could be cemented to a concrete block
wall. Sculptural finish on the top of
each tile, I decided, was to be achieved
by modelling tiles separately and at-
taching them to a flat tile with slip.

For some time I had been experi-

by Doreen Blumhardt, CBE, FRSA, MIAC.

Photograph: Brian Brake

menting with patterns taken from
rocks which are so much part of Wel-
lington’s marine environment. | had
made a number of wall panels using
clay impressions taken directly from
rocks on local beaches. These early
panels had mostly been unglazed,
using iron or manganese oxides for
colouring. On the wall for the church
was the new challenge of colour.
Behind the planned wall site, there is
a car park backed by a row of tall lom-
bardy poplar trees. As I stood and
watched them move in the wind with
their brown wavy stems and green
leaves, I realised what the colours
should be for the wall. I planned that
the surrounding tiles would remain
just iron washed, and the centre would
be glazed. Also it seemed a good idea
to have some small areas that would
sparkle in the sun, so I decided to use
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bright green bottle glass in some of the
hollows in the textured surface.

The first step was one of reconnai-
sance at various beaches to find the
rocks I would use. Rolling out 10 mm
thick clay slabs on the slab roller we did
thirty of them at a time, and stacked
them on boards in the back of my sta-
tion wagon with bricks between the
boards to keep them apart. These slabs
were then pressed on to a variety of
rock surfaces. The clay, by penetrating
the interstices of the rocks, made most
interesting textures for me to work on.

Back in the studio I cut and shaped
the impressed pieces, joining the tiles
with slip to previously made square
tiles, which were laid out in three rows
of ten. When all had been modelled
and matched, the first two rows were
put away to dry while the third one
was left on the table and kept moist.
From then on two rows were added
after each visit to the beach, and two
taken away to dry. This system made
sure that each new row could be prop-
erly matched to the preceding work,
and the flow of the pattern through the
wall maintained.

continued overleaf
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A WALL IS BORN

In the drying process it was most
important to keep the tiles completely
flat, and weights were put on the four
corners of each tile until completely
dry. Before putting the tiles away to
dry each one had a number scratched
on the back of the top right hand
corner. Work proceeded throughout
the year, and as each row of tiles dried,
they were bisque fired and packed in
suitably numbered cartons.

The next task was to mix yellow
ochre powder with sufficient water to
give a good dark tone when applied to

the tiles. Some of the surfaces were
sponged to give arange of tones within
the terra cotta colour which would
blend with floor tiles used in the
building and in the garden court lead-
ing to the wall.

The colours for the glazes were the
greens of the poplar trees and the blue
of the sky behind, with dark brown
areas to give contrast. All the glazes
were brushed on to several rows laid
out at a ime, and fired in an LPG gas
kiln in a reducing atmosphere. When
they came out each row was again
stored in a numbered carton ready for
delivery.

By March 1983, all tiles were com-
pleted and ready for the builder's tile
layer to attach them to the completed
concrete block wall. During three days,

ter 1984/1 — Editor

A closeup of Doreen’s wall tiles was
featured as the colour cover of NZ Pot-

I passed him the tiles one at a time and
checked for accuracy and for the first
time I saw the wall as a whole, on a
vertical surface.

[ suggested that the wall should have
water trickling over it to keep the
glazes fresh and sparkling. This water
runs into a reflecting pool at the base
and at night, spotlights shining from
the sides give dramatic emphasis to the
modelled surface. The now planted
garden and the poplars behind give the
wall a feeling of belonging. It can be
seen through a glass wall when enter-
ing the front door and all along a glass
walkway from the car park entrance.
When standing in the garden the wall
is reflected in the glass and gives one a
feeling of being surrounded by a series
of walls.

Photograph: Brian Brake
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CRAFTS IN ARCHITECTURE

by David Clegg

Our mutual friend and noted glass-
blower Tony Kuepfer has pointed out
that clay is merely dirty glass. How-
ever, my interest in Paul Johnson's
ceramics is not based exclusively on
this tenuous premise. Unlike most
New Zealand potters, his working
methods more closely approximate
those of people who, like myself, work
in architectural stained glass. He relies
on commissions. )

In a recent exhibition at New Vision
Ceramics in Auckland, Paul displayed
the various facets that precede the in-
stallation of his sometimes monu-
mental ceramic murals. They. included
competition advertisements, working
drawings, site photographs, scale
models (often two potential solutions
to a problem) and colour photographs
of the installed commissions.

What struck me most, and presuma-
bly other people not intimately in-
volved in clay, was the diversity of
ideas within the one context. In both
figurative and abstract forms there
were glossy, low-fired glazes, bright
lustres, unglazed and oxided white
and terracotta clays, high-fired stone-
ware, pit-fired and raku-fired clays,
low relief, high relief and small
sculptures.

If one took the time to read the
exhibition material, it became clear
that this was the-result of the artist’s
willingness to respond to the client. To
quote from his publicity sheet: “Ar-
chitectural ceramics creates artworks
in fired clay that relate specifically to
each site. Each piece makes reference
toits visual environment, its particular
architectural character, the colours and
textures around it, as well as making
reference to the nature of the business
house or interests of the client. Each is
a totally unique and personal art
statement.”’

Architectural crafts does not mean
simply an extra large pot or hanging
but rather an artwork selected to relate
on equal terms with all the other ele-
ments within a given space. It means
involving artists in glass, ceramics,
wood, wrought-iron and textiles in the
building design process. These crafts
are part of the building, not whimsical
(or desperate) additions. Only these
craftspeople know the proper lighting
and spatial considerations their pro-
ducts require.

Architectural ceramics, like architecture
itself, relates specifically to each site.
David Clegg discussed the craft and its
place in the ceramics field, viewed
through the works of Paul [ohnson,

Construction of the mural “Craft and Architecture’ 1982. Paul Johnson.

While a space can be decorated with
artworks bought off the shelf, commis-
sioned artwork tends to be more suc-
cessful because it addresses the
specific functions and character of that
space — a factor that becomes in-
creasingly important as scale in-
creases.

New Zealand architecture in general
has still to outgrow the catalogue-
purchase ethic that evolved in the 60's
and dominated the 70s. In contrast,
Ian Athfield’s Christian Scientist
church in Wellington is a rare example
of an integrated involvement of vari-
ous arts, ceramic, fibre, glass and
wood into an aesthetic unit.

It is, to my knowledge, the only ar-
chitecture in New Zealand aligned to
contemporary trends overseas, the
pluralist approach that unashamedly
refers to other ages and styles without
copying any one of them, and which
acknowledges the post-modern joy of
decorativism.

As always, New Zealand will come
to accept such radical shifts in direc-
tion with much kicking, screaming
and persecution of its early propo-
nents. But this direction; like minimal
modernism before it, will be a fact of
life in time. However, unlike moder-
nism, this movement will certainly
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employ many artists and craftspeople
in the process.

Many commissions for glass and
ceramic artists are offered directly by
architects, developers and interior de-
signers, usually on the basis of previ-
ously successful projects. Domestic
commissions such as Paul’s “Breaker
Bay”’, which must be the largest raku-
fired mural in New Zealand, resulted
from the client seeing an earlier mural
in an art gallery. In this regard, the
dealer gallery assumes significant re-
sponsibility as an agent for architec-

tural artists working on commission.

Increasingly though, competition is
a format for many civic and public
commissions. In two examples illus-
trated in his New Vision Ceramics
exhibition, Paul outlines his approach
to competition. The architectural firm
of de Lisle, Fraser, Smith and Pickering
sought stained glass and a ceramic
mural for their new facilities block for
the Hamilton City Council.

The architects researched the field
for a short list of significant artists in
each area who were then invited to
compete. Each submission returned
$200 as a token for the work involved.
A selection panel involving the ar-

continued overleaf
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chitectural firm, the city council, the
Waikato Art Museum and a sponsor-
ing civic group then made the de-
cision.

(Since the time of writing, Paul
Johnson has been awarded this com-
mission. — Editor)

With the glass competition, a short
list of three artists were invited to make
personal submissions to the panel.
While this method has much to com-
mend it, it does not guarantee a suc-
cessful solution. The selection panel
must be very well informed to assess
the submissions properly as, in the
short term, it states clearly the panel’s
perceptions and understanding and,
in the long term, will help or hinder the
growth of architectural arts throughout
the entire country.

As is evident from his exhibition,
Paul’s research for such a project would
include a study of the architect’s plans,
site visits and photography, dis-
cussions with all interested parties,
drawings, working scale-models and
finally a submission that included de-
tailed information on materials, cost,
delivery time, copyright and warran-
tees.

The design submitted might include
a scale model set in a mock-up of its
architectural environment, with scale
‘people’ to provide realistic perspec-
tive. There is obviously months of
work and a possibility of no reward.
Artists are gamblers too!

The major difference between the
studio potter and the commissioned
artist is the involvement of the client
before work proceeds. To identify pre-
conceptions and attitudes is often ex-
tremely difficult and to present new
possibilities can be impossible.

Just as often, however, the commis-
sioner displays gratifying faith in the
ability and integrity of the artist.
Winstones (Wgtn) Ltd held such faith
in Paul Johnson that they required no
drawings or models; they merely set
the spatial and cost limitations. The
resulting graphic play in deep relief of
brightly coloured sections of the
Winstone logo, set against earthy im-
ages evoking the building industry,
was a delight to everyone.

Paul says he is not a potter, he does
not make pots. While that is true, he
certainly knows how to. During his
studies for an Art Education degree in

CRAFTS IN ARCHITECTURE

“Breaker Bay” 1983. Raku fired stoneware, 2675 by 3465. Paul Johnson.
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Canada (he already had a Bachelor of
Fine Arts from Auckland University)
he developed the traditional skills of
wheel throwing which he sub-
sequently passed on to his art students
in a number of Canadian high schools.

It was there, in Nova Scotia, that he
first worked the rich, red Lantz clay of
the region —a predeliction apparentin
this large terracotta outdoor sculpture
called “Broken Grid”. Against the
warm salmon and deep red tones is an
intense leaf-green line of acrylic paint
infilling a deeply scored organic line
that weaves across the face of the grid.

It was also in Nova Scotia that he first
realised the potential of adding
brightly-coloured, low-temperature
glazes to the traditional earthy tones of
high-fired pottery.

The struggles to produce large-scale
ceramics are many. There are the obvi-
ous logistical problems of handling a
thousand pounds of wet clay at one
time and the race to finish a piece (up
to seven days with very little sleep)
before its natural tendency to crack and
warp destroys the intention. They are
then cut into jigsaw puzzles, 150 pieces
or more, and coded with oxides un-

derneath for reassembly.

Equally difficult is the task of fitting
these enormous projects, which, from
initial discussions to installation, take
three to five months each, around a
full-time job as exhibitions officer at
the Govett-Brewster Art Gallery in
New Plymouth. This particular gallery
has an excellent reputation for its chal-
lenging programme of exhibitions and
this, it seems, has as much to do with
Paul’s commitment to the job as it does
with the gallery’s policy. His wife, In-
grid, and their two young children are
usually found helping during various
phases of a big project. Paul admits
somewhat reluctantly that these are the
rare occasions when the family is all
together.

In stained glass there seems to be a
wider acceptance of contemporary
abstract graphics than in ceramics. A
struggle Paul often faces is handling a
client’s preference for realistic imagery
in face of his own preference for
abstract. Perhaps this is a legacy from
historical murals whose purpose it was
to tell a story. The owners of “Breaker
Bay” wanted to see the seascape
nearby in the work which was sub-
sequently accommodated in the dark
blue and black horizontal element.

But for Paul, the more exciting part
was the vertical totemic abstract, de-
rived from local rock formations, but
through form and colour assuming its
own identity in sculptural terms. It is
probable that the abstract segment will
retain the longest interest value.

Like myself and other architectural
artists, Paul looks forward to a time
when New Zealand adopts the heal-
thier climate forarts enjoyed elsewhere
in the world — tax incentives for cor-
porate art purchases, better govern-
ment subsidies for art and craft purch-
ased for public collections, and a
percent-for-art legislation adminis-
tered by a suitably informed body.
Maybe then he could survive full time
on architectural ceramics.

Paul quenching raku work.

“Landsat Wellington” 1982, Low fired stoneware, 2460 by 2040. Paul Johnson.

FIRE BIG

Houses as kilns

Nader Khalili has built, fired and
glazed whole houses, and even a 15-
room school.

While touring the Iranian desert vil-
lages, Nader noticed that kilns were
often the only structures that with-

stood the rain and snow and a force 7.7
earthquake. The vaulted adobe (sun-
baked brick) roofs of the houses often
softened and collapsed, sometimes
killing the inhabitants—whereas the
kiln vaults were rock hard.

So the first volunteered old house
was fired to a bright orange glow,
using kerosene burners for 24 hours.
Steam escaped in clouds, roaches, mice
and lizards scurried out as the heat
rose. But for Nader this bisque firing
was not the end. Glazing a few pots can
be a laborious enough task—but a
whole house?
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Insecticide sprayers were used, with
low firing glazes of ground glass and
clay. The villagers were so impressed
they ‘souvenired’ bits of the walls
chipped of with pick axes! Then other
houses were fired in the same way and
also used during the firing as kilns for
tiles and paving.

Nader then designed, fired, and
glazed a 15-room school for one third
the conventional building cost. It was
very successful structurally and well
insulated—an excellent habitat for
that climate. And a new scale for the
ceramics world.
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THE FLETCHER BROWNBUILT AWARD

By Tara Werner, Auckland

Photographs: Alan Cocker

Love it or hate it, The Fletcher
Brownbuilt Pottery Award is a well-
established and important event in the
New Zealand ceramics calendar. For
eight years now around mid-May a
flurry of activity ensues as pots arrive
from all over the country and overseas
at Fletcher Brownbuilt’s headquarters
at Penrose. They are carefully un-
packed, numbered, and the invited
overseas judge makes the selection.

In early June the chosen few are dis-
played at the Auckland War Memorial
Museum; the winner and merit awards
are announced. A glittering occasion
indeed, with bubbly to boot. Two fre-
netic weeks later the exhibition is dis-
banded, and potters with unsold wares
collect their pots. Those who have put
in a great deal of work organising the
event give a big sigh of relief. Another
award over and Fletcher Brownbuilt
gains another pot to put with its
growing collection.

Cynics and sceptics may be wary of
what they feel the award represents. It
is, they say, an undisguised competi-
tion, and Art should be for Art’s sake.
Secondly, Big Business is obviously
involved, with an eye on the com-
mercial rewards as a direct spin-off
from the sponsorship. Ironically, these
viewpoints are not refuted by Trevor
Hunt, managing director of Fletcher
Brownbuilt, He acknowledges openly
that his company has gained publicity
through the award. But commercial
rewards? He doubts it. More to the
point, he feels, is that the award has
helped with what he calls ‘internal’
company building.

“Fletcher Brownbuilt is one of many
in the Fletcher group; a lot of little
companies with individual identities.
Within Brownbuilt itself, collecting
pottery has struck a chord with
everyone. It helps to build up the com-
pany image internally.”

Since the award was instituted in
1977, seven New Zealanders and one
Australian have won. Not bad going
for an international exhibition and
Trevor feels that Fletcher Brownbuilt
has been privileged to own eight pots
of a very high calibre. Certainly the
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Trevor Hunt,

impression gained from visiting the
Fletcher Brownbuilt headquarters is
that pottery is held in great esteem. A
few of the award-winning pots are
displayed there (all circulate within the
Fletcher companies as a whole), but the
company has also bought many others.
They are everywhere, on counters,
shelves, nooks and crannies. Large
colour photos of all the winning pots
take pride of place in the foyer. It's a
somewhat surprising twist to a com-
pany initially more noted for its roof-
ing products. Possibly the interest can
still be attributed to the tastes of the
managing director.

Trevor Hunt admits he is not a potter
himself (“T've taken a few classes, but
only really to appreciate the work it
takes to make a pot successfully.”)
However, the idea for establishing the
award came from his friendship with
Auckland potter Ruth Court and fam-
ily.

y”Ye.ars ago both families were holi-
daying in Fiji and while we were sit-
ting on the beach, Ruth was talking
about her ideas and plans for the new
Auckland Studio Potters’ Centre. They
hadn’t much money at the time and
were trying to shift an old house on to
the site at Onehunga. Sponsorship
came up in the conversation.”

From these informal beginnings
came the relationship between
Fletcher Brownbuilt and the Auckland

Managing Director, Fletcher Brownbuilt.

Studio Potters’ Centre, a relationship
with mutual benefits. The ASP gains
the commission on pots sold at the
award, plus door and programme
sales. It in turn helps with the organ-
isation, unwrapping of pots, door at-
tendances, and all those things which
go to make the award a success. And
both parties find the publicity the
award attracts helpful.

Pam Robinson, the present director
of the centre, is understandably
enthusiastic about sponsorship.
“We're a non-profit making organ-
isation and the help we've got has
enabled us to get the facilities we have,
the kilns and equipment. Otherwise
we just would not have been able to
cover our costs.”

A visit to the centre on a Saturday
reveals a hive of activity. Potter Len
Castle is giving a demonstration to a
group of 20. The workshop attracted so
many thatit was over-subscribed and a
repeat day was needed later. Especially
on a sunny morning the centre’s old
but beautifully restored house seems a
very warm and alive place. Not in the
best of settings perhaps, opposite the
ARA rubbish dump, but nevertheless
a popular meeting point for profes-
sional and amateur potters alike.

During three terms various classes
are held, from beginners’ throwing to
advanced refresher courses. Attend-
ances do vary from term to term, Pam
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points out, but recently up to 200
people have taken classes per term.

“We have a lot who have a go and
then find that it's not for them. Others
go further and buy a wheel and then a
kiln. It’s like any other interest. The
centre plays the part of bringing people
together who normally work individu-
ally.”

Members of the ASP help directly
with the Fletcher Brownbuilt Award,
as mentioned. Pam elaborates, “They
organise it but we're responsible for
helping unpacking, numbering and
exhibiting the pots. The judge sees
them with numbers only so they can't
identify potters by name. Anyway,
we're so busy unpacking that some-
times we don't know who's exhibited
ourselves!”

Fletcher Brownbuilt and the ASP
also choose the judge, the former pay-
ing all the expenses of bringing that
person from overseas. A costly busi-
ness butone well worth it, Trevor Hunt
feels. “Having an overseas judge has
been one of the primary concepts of the
award. It gives an impartial factor and
also views are passed from overseas to
New Zealand potters.”

With judging being such a personal
choice, each year's selection does re-
flect the judge’s bias. But that is not
necessarily a bad thing, says Pam. I
personally think it's good having one
person. There's nothing to be ashamed
about getting your pots rejected.” In
fact this year’s judge, Don Reitz from
USA, rejected for display pots from
two previous winners.

Potters who have had works de-
clined often joke about the select club
to which they belong. But the judge’s
subjectivity is definitely one criticism
levelled by Len Castle against the
award. “The person who really wins
does so on a basis of a lottery. It's
interesting that previous winners can
be rejected. It's not that their work has
gone down in standard but it hasn’t
met the eye of the judge. It can fluc-
tuate so much from year to year.”

Whatever criticism the Fletcher
Brownbuilt draws, it will continue to
attract attention from both New Zea-
land and overseas potters. Now an
international event, the substantial
NZ$3,000 for the winner makes it the
largest prize in the southern hemi-
sphere. Both local and overseas entries
have steadily increased over the years,
and for the first time pots from France
and West Germany were submitted in
this year's award. Some have been
forwarded at great personal expense by
the potter concerned.

Trevor Hunt sums up that in the
Fletcher Brownbuilt, the losers some-
times gain as well. He points in his
office to a large, beautifully glazed pot
from Japan, for some reason rejected
for final selection a few years ago. “We

sent a telegram to the potter asking
whether he wanted his work returned,
at his own expense, of course. He po-
litely but sadly wrote back, ‘I am only a
poor potter. Please sell for what you
can get forit.” Well, what could you do?
The result you see in front of you.”

(Editor’s note: FBB don’t do this as a
matter of course, so don’t try it on as a
way of avoiding return freight charges
on your rejected or unsold pot!)

N.B.: FLETCHER
BROWNBUILT AWARD 1985

This Exhibition will be opening on 1
June 1985 at the Auckland War Mem-
orial Museum. Entries must be in by 17
May 1985. Entry forms may be ob-
tained by writing to:

The Exhibition Officer

Fletcher Brownbuilt

Private Bag

Auckland

New Zealand.

Len Castle tutoring at Auckland Studio Potters Centre.
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JAPAN POTTERY STUDY TOUR 1984

By Ann Matheson, Tour Leader

Even after living there for many years, each time [ revisit
Japan I feel again the thrill of experiencing a very different
culture — the different language and lifestyle of a warm and
friendly people — the Japanese.

I am most fortunate indeed in being able to escort special
interest groups to Japan to show New Zealanders a little of
the fascinating cultural heritage of the Japanese, whether it
be woodblock printing, tie dyeing, traditional doll making,
spinning of silk, bamboo craft, pottery or some of the many
seasonal festivals.

Through the eyes of each new group I see anew the
unexpected beauty of the lush spring green and brilliant
azaleas, the kindness and hospitality of the people, the
challenge of the underground trains which stop only a few
seconds at stations — no waiting for stragglers — the maze
of narrow streets and unintelligible neon signs of
downtown Tokyo.

The second group of 20 New Zealand potters to visit Japan
with me returned on “cloud ninety-nine” totally stimu-
lated, with a new understanding of oriental shapes and
glazes, of pots through the ages, of ancient kiln sites and
shards, of modern kilns built by traditional methods. We
met more than 25 potters, male and female, young and old,
traditional and avant-garde, outgoing and friendly to
business-like and busy. We were treated to spring water
and strawberries, sweet cakes and tea ceremony tea, rice
biscuits and green tea. Sometimes we even received
souvenir pots as priceless reminders of our visit.

The warmth of the welcome into their homes, the trouble
taken to show us family treasures — pots passed down
through the generations — the beautiful countryside with
grey tile roofed houses reflected in the water of newly
planted rice paddies; bamboo groves and wild wisteria
paint a memory picture never to be forgotten. Craggy west
coast scenery, pink pots of Hagi, “snake” kilns of Tamba,
skirt-eating deer at Miyajima, the pathos of Hiroshima’s
Peace Museum, the bliss of the Inn at Kinosaki Spa, cross-
cultural swapping of information late into the night at
Koishiwara and the extraordinary welcome we received in
Fukui— us on TV news and in the newspaper and free beer
at the beer garden!

Everywhere we went the potters greeted us warmly and
answered our many technical questions, even to the extent
of giving away family secrets. In return, our group had a
New Zealand gift for each potter we visited, received with
surprise and appreciation. Several of the Japanese potters
indicated that we are welcome to return for further study.

I feel that this group had a marvellous experience, not
only in seeing many types of Japanese pottery and visiting
kilns and remote areas, but also in meeting a cross section of
. the people and seeing how they live, how efficiently they
manage to produce beautiful works, often in spite of
cramped conditions. We were inspired by their dedication,
their total honesty, and in the shops by their helpfulness
and service. We realised that perhaps we New Zealanders
have a lot to learn.

It truly is the experience of a lifetime to visit Japan. I am ‘

looking forward to putting together a new itinerary with an
emphasis on spinning, weaving and general arts and crafts
for 1985, possibly with another pottery tour in 1986.
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Robyn Stewart at Seto with Kato Tosaburo and family.
Robyn has just presented one of her pots suitably boxed, to
Kato.

Roof of kiln shed at Akako Watanabe's pottery, Okazaki, Mrs
Watanabe was the Fletcher Brownbuilt Award judge in 1983,
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Work by 76-year-old Toyo
Tamamura ready for the electric kiln.

JAPAN — LAND OF TRADITIONS

By Robyn Stewart, Auckland

Japan — land of traditions. One of which is ceramics. A
tradition going back a thousand years.

Our travels took us to four of the six old kiln areas.
Tokanama, Seto, Tamba and Echizen. However, let’s start at
the beginning, Tokyo. Here we visited the gallery and
school of Mura Kawa, a young woman whose classes in
ceramics cater for 150 part-time students each year. The first
year’s tuition is in hand building, the second wheel work.
There are few professional women potters in Japan but
many who work with husbands, or in family potteries.
Asako Watanabe was the only other woman visited — she
was the 1983 Fletcher Brownbuilt judge. In her country
retreat, a 150-year-old farmhouse at Okazaki, were several
pieces of New Zealand pottery.

Leaving the immense city of Tokyo, we travelled north
through the spring countryside to Kasama. Edward Sellen, a
young English potter who was delighted to speak his own
language, took us around the government-sponsored
Ibaragi Training School for Potters. (Where incidentally,
kaolin imported from Matauri Bay, Northland, is used forits
purity in translucent glazes.) Each year six promising young
people from known pottery families are given special tui-
tion. According to Edward, foreign students could work
there and use the equipment free of charge.

We walked over country paths, alongside flooded rice
paddies newly planted, to visit several potters working in
contemporary styles and living in very pleasant surround-
ings. Two of note — Kosho and Chika Ito, a young couple,
gave us a warm welcome, green tea and the cups it was
served in. Their avant-garde work has been widely exhi-
bited throughout Japan and overseas. Also, there was
Motohika Ito whose Nunome (cloth-textured surfaces) deco-
rated with flowers and grasses, are very beautiful and much
in demand.
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The following day was spent in the neighbouring village
of Mashiko. Before the arrival of Shoji Hamada in 1924,
Mashiko was in decline in both production and traditions.
His influence over the following 50 years meant that
ceramics have again become the mainstay of this commun-
ity. The number of shops and potteries on the main street is
rather overwhelming. Most are making and selling mass-
produced work of indifferent quality. I personally discov-
ered only three galleries with work of interest-and a high
standard, Mashiko is largely trading on the name of
Hamada, I fear.

Tatsuo Shimaoka’s Nawame (cord impressed) is world
renowned and extremely expensive — a tea bowl, NZ5$1000.
A young Indian woman student who had been working
with him for a year, guided us around workshops, kiln and
showroom.

Takeo Sudo works in folk art style using kaki and tetsu
glazes typical of Mashiko. He had a young Australian ap-
prentice who pays for his bread and butter (should I say fish
and rice) by teaching English. For foreigners, quite a com-
mon way of supporting oneself in Japan.

We travelled rapidly by bullet train past glistening Mt
Fuji, through hilly tea-growing country to Nagoya, a heavy
industry city of two million people and smog! Tokoname is
situated on the coast south of Nagoya. During the Kamakura
era (1185-1333) its pottery was much sought after for tea
ceremony use. Simple forms with random natural deposits
of ash glaze were fired in long anagama kilns, cut into the
soft hillsides. These fallen and abandoned kilns are
everywhere, revealing much about the ancient style of pot-
ting and firing. Modern Tokoname is best known for the
production of sewer pipes!

Ryoji Koie — a very colourful potter, personality and
clothes-wise, gave up a working day to show us around. He
comes from a very long line of Tokoname potters. His style
of Work is modern, and he fires in both an electrickiln and a
traditional anagama.

continued overleaf
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