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By Howard S. Williams
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So this is the beginning of my fourth year
as editor of the NZ POTTER. It has been
a fascinating time and a great learning
experience for me.

My major aim has been to upgrade the
content and presentation of the magazine
to reflect the high standard of studio
pottery in New Zealand, One successful
move towards this was the introduction
of colour, and I must compliment the
printers Tablet Printing Co of Dunedin,
for the excellent colour reproductions
they gave in the last two issues. | must
also thank the contributors of articles
and photographs. The standard of copy 1
am receiving is improving all the time. |
trust my readers agree, and show their
appreciation in the usual manner., No —
not a round of applause from clay-
spattered hands, thank you — just keep
buying your subscriptions and make
your mates buy their own copy, instead
of borrowing yours!

These years have also had frustrations,
chief among which has been the word
deleted lateness of so many issues.
Apologies are due for this stage of affairs,
not only to readers, but also to
advertisers whose copy has so often been
out of date by the time the magazine has
been on sale. This has mainly been due to
a succession of owners of the publishing
rights to the POTTER.

This year, the now owners, Communi-
cation Associates Ltd of Christchurch,
have tightly organised the production
schedules to avoid this problem in the
future.

Editorial deadlines for copy to me are
15th of February, June and October,
giving the 3 issues on-sale dates of 20th
April, July and December.

Change of address: Furnace Engineering
have moved to 6 Holmes Road,
Manurewa, Auckland. Their postal
address is Private Bag, Manurewa and
their telephone number is (09) 267-2661.

This major international exhibition of
salt glaze held recently in the Gallerie
Handwerk in Koblenz, Federal Republic
of Germany, included work by two New
Zealand salt glaze potters, Mirek Smisek
from Te Horo near Wellington and Terry
Williams from Cambridge. Their pots are
illustrated in the magnificent catalogue.
Congratulations to them both for being
representatives of NZ pottery in this
prestigious salt glaze exhibition.
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As 1 sadly intimated in my last
editorial, Fletcher Brownbuilt have
pulled out of sponsoring the annual
award exhibition — the premier event on
NZ potters’ calendars. We will miss the
enthusiasm and hard work put into the
last 10 years of this exhibition by Trevor
Hunt, Ernie Fuller and their team from
the Fletcher Brownbuilt staff.

When Fletcher Challenge took over
the sponsorship they elected to hand over
a specific amount of money to the
Auckland Studio Potters Society, with no
further involvement on their part. This
meant that the ASP were left to do the
total organisation — an enormous task
for people unskilled in this area. A
steering committee was set up, which
then appointed Leo King as paid
organiser, to the overwhelming approval
of the members.

Time was already short so with the
help of ASP president, Ann Ambler and
Lex Dawson, the director of the ASP
Centre, the machinery was set in motion
to get the Fletcher Challenge Pottery
Award Exhibition under way for 1987.

Due to all this fluffing around, the
information given in the Fletcher Brown-
build advertisement in the POTTER
28/3, 1986 is incorrect. The entry closing
dates will have passed by the time you
read this, but I can give you the correct
dates for the exhibition itself. The official
opening and presentation to the winner
of the cheque ($NZ5,000) will be in the
Auckland War Memorial Museum on
Friday 29th May. The exhibition will be
open to the public from Saturday 30th
May to Sunday 14th June. We trust this
exhibition will be just as special as in the
past — ASP have yet to convince the new
sponsors that it will be worth their while
continuing this Pottery Award in future
years.

Rational argument can be conducted
with some prospect of success only so
long as the emotionality of a given
situation does not exceed a certain
critical degree.
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Preparations for this event are well in
hand. The 1987 Convention of the New
Zealand Society of Potters will be held at
the Wanganui Regional Community
College, from 15th to 17th May. It will

Pot by Michael Keighery, photo by
Martthew Keighery

include glass as well as clay, as the main

guest is to be Michael Keighery of

Sydney, Australia. Michael is also the |
guest exhibitor at the accompanying
NZSP 29th Annual National Exhibition
in the Sarjeant Gallery, Wanganui. He is
currently working with both these
materials and has this to say about them;

Clay

“It is when clay is worked upon that it
takes on a personality. The processes of
stretching, drying and fitting all show
characteristic marks. Whether one
chooses to ignore, change or use them,
the marks of the processes have a power
and presence that I find fascinating. Even
a piece that shatters in the kiln can be
extraordinary, but often not noticed
because expectations of a particular
result have not been met.” {

Glass

“By and large we think of glass as
fragile, everyday and somewhat danger- f
ous. Glass has been used as currency,
Napoleon is interred in a glass blanket
and Victorian ladies held glass eggs or
hand-coolers while being wooed. Glass is
used to send light around corners,
internal combustion engines have been
made of it and glass saucepans can
contain and melt aluminium saucepans.
Amazing stuff!”

Michael will be demonstrating hot
glass work alongside another glass tutor,

Tony Kuepfer from Taranaki. He will
also be demonstrating his clay work with
potter George Kojis, senior pottery tutor
at the College.

Another pottery tutor at the conven-
tion will be Steve Fullmer from Nelson,
winner of the Flercher Brownbuilt
Award, 1986.

The programme for the convention
cludes Pyrotechnics — a performance, a
special dinner and dance, discussion
sessions with the tutors and of course, the
AGM of the NZS P. Further information
can be obtained from:

Wanganui '87
P.0. Box 7035
Wanganui

©\

WANGANUI REGIONAL
CONMIMUNITY
COLLEGE

He who slings mud, is losing ground.
Anon.

ENHIBITION

Clayshapes Gallery, Wellington

April 4 — 20. “Something Blue” Easter
Gifts

April 4 — 20. “Something Blue” Easter
Gifts

Pots of Ponsonby, Auckland

June 8 — 20. Winter Dialogue 1. Painted
plates and terracotta by Gretchen
Albrecht and Pat Baskett

July 6 - 18. Winter Dialogue [1.
Barbara Skelton, potter and Keith
Mahy, glassblower

August 10 - 22. Winter Dialogue II1.
Penny Evans, raku and Julie Colhs. fibre

Albany Village Pottery

April 10 - 24. Barry Brickell

May 4 - 31. Andrea Barrett. inlaid
porcelain

July 1 - 31. Barbara Hockenhull. pots
and flowers

August 2 - 31, Anita Thompson

Pumphouse, Takapuna
June 2 - 21, Anita Berman. “Feathers.
Fans and Fibres”

Exhibitions to be held from September
on can be listed free in this column if
relevant details are sent before 20 June
to:

The Editor

NZ Potter

P.O. Box 147

Albany

"GALENDAR

George Kojis in the main college fover below banners made at the summer school
Artist to critic, “I prefer the way I do it, to the way you don’t”,

Tony Kuepfer demonstrating glass blowing in the college glass studio
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AUCKLAND STUDIO POTTERS
~EXHIBITIONX

AT THE SUTER GALLE
NELSON 1986

v Sculptures by Chris Thacker

Photos by Lynne Griffith A Porcelain boxes by Beverley Luxton

Slip cast (ves, all but the wire twists)
sculpture by Peter Lange

By Paul Johnston,
Whakatane
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In Whakatane, isolated as it is from the
mainstream of New Zealand society and
therefore isolated from the mainstream
of New Zealand pottery, there are only a
few practising potters of national stand-
ard. One potter who has reached that
standard is Greg Reid.

Greg has been potting since 1976 when
he was working on a farm, but after 2
years attending night classes at Edge-
cumbe High School, he left the farm and
moved into Whakatane. Unable to make
a full-time living from pottery he was
forced to take up his old trade of
engineering to supplement his pottery
sales, and he now works roughly 4
months of the year full-time in pottery,
with the other 8 months being taken up
by engineering.

After initially making earthware and
firing it in a small electric kiln, a change
to the higher fired stoneware and the
building of an oil-fired kiln, meant that
Greg made great strides into his
understanding of the craft. Now a further
phase is unfolding with the completion of
a wood-fired kiln which is fired Anagama
style over 30-36 hours.

Greg's pots have changed to suit this
kiln — instead of churning out domestic
ware, the casseroles and coffee mugs, he
is instead making more one-off pots,
with the effects of the wood-firing in

. Greq-Reid

Photos by Greg Reid

mind. He uses a bought white clay which
turns to an orange hue and becomes
glazed where fly-ash from the firing fuses
with it, on the exposed surfaces of the
pots. Only the inside of his pots are
normally glazed, using traditional Jap-
anese glazes such as the white Shino or

This article is reproduced by courtesy of
HORIZONS, Whakatane, in which
publication it first appeared.

= ecam

black/brown Tenmoku. Some of his pots
are coated with an iron slip which shows
a darker colour after firing.

A shortgage of good teachers in the
Whakatane area has meant that Greg has
had to go out of the area to schools, or
bring in potters through the Society of
Arts, of which he has been president since
1983, to increase his and other’s
knowledge.

One such potter was Len Castle whose
visit to Whakatane in 1982 was a turning
point in Greg's development as a potter.
Len's deeper philosophy in pottery
showed Greg that there was a certain
amount of each individual potter in their
work and this made him look more deep-
ly at his own pots. He began to develop
his own style.

Married with 4 children, Greginvolves
himself, in the little spare time he has, in
the Whakatane Society of Arts where he
is trying to establish a permanent potters’
workshop.

While working for a period at the local
hospital as an engineer, he also found
time to build a potter’s wheel for the OT
department and gave pottery lessons to
those interested there, He has also built
his own wheel, a pug mill and his oil and
wood-fired kilns.

His own potting has always been done
in a converted garage, but having
received planning permission to build a
larger studio workshop, he may at last be
closer to the position that he wants, that
of a full-time potter.

New Zealand Potter No. 1, 1987 5



NELSON

COMMUNITY

POTTERS

By Peter Gibbs, Nelson

For an area short on population, Nelson
is pretty tall on pottery groups. During
the 1970s, no fewer than 3 were
established in the city’s urban area. Craft
Potters, a workshop group based in the
Richmond area was first to open for
business, followed a few vears later, in
1976, by Nelson Community Potters,
operating in a similar way and providing
classes and tuition, as well as a small sales
area. Finally, in 1979, the Nelson Potters
Association was established to serve the
interests of the more estabished potters.

Last year, Community Potters looked
back over the impressive achievements of
their first decade. The most obvious is
their mortgage-free building close to the
central city area. Purchased in 1978,
using debentures raised from members
amounting to $4500, the group got under
way with five wheels and a 3.5 cu.ft.
Coberaft electric kiln. Since then, the
workshop has been extended, a gas/
diesel fibre kiln built, and the premises,
both inside and out changed from a
rundown old property to a comfortable,
well organised workshop and clubrooms.
In fact, Community Potters have been
leaders in obtaining sponsorship from
sources ranging between paint and
timber firms, clay suppliers, government
and local body agencies, and arts
councils.

In the early days of settlement of the
Nelson area, intending pioneers could
purchase a package consisting of 150
acres in the country and one town acre,
prior to leaving England. Unfortunately,
early estimates of the area of the province
were astray and insufficient good farm
land was available. John Sylvanus
Cotterell sailed from London on the
Fifeshire in September 1841, and sub-
sequently took possession of his town
acre close to central Nelson. Unfortun-
ately for him, his training as a surveyor
led Captain Arthur Wakefield to appoint
him to lead a party into the Wairau
Valley searching for more farmland for
the fast arriving settlers. As might be
expected, the Maorisalready in residence
there took exception to this threat, and
the infamous Wairau Massacre termin-
ated Mr Cotterell's short stay in the
colony, Just two months before this
event, Cotterell, along with other Quak-
ers marked the establishment of their first
Meeting House in Nelson with a plaque,

6 New Zealand Potter No. 1, 1987

Community Potters, Nelson. Circa 1981

Interior showing the workshop space

Members firing the top hat kiln b

still in place in Community Potters’
grounds.

Apart [rom the tangible signs of their
activities, the group have added much to
pottery in the area as a result of their
many workshops. Harry Davis gave one
of his rare workshops for the group in
1979, and he has been followed by a list of
other national and local celebrities as
long as your arm. Regular classes are
held with a variety of local tutors, but mem-
bers can also make their own hours to
come in and use the facilities offered. One
transient member who spent some time
working on the premises, and is now
making big waves across the Tasman, is
Australian Mare Sauvage, and many
other members have joined the ranks of
full time potters in the Nelson area.

The tenth anniversary of Community
Potters was celebrated in style late last
year with an exhibition and dinner.

KILNS

AND
SUPPLIES
FOR
POTTERS

Write for catalogues and information

388 MONTREAL STREET
P.O. BOX 25053 PH. 67-229
CHRISTCHURCH, NEW ZEALAND

Craft Loan Scheme

Queen

>VA< Elizabeth 1II

Arts Council

Development

Finance fC

Corporation.

Crafts
Council

OFNEW ZEALAND (INC)

craft loans scheme

in conjunction
with the

fc

Applications from those craft people who
have a proven experience and
production/exhibiting record are now
being considered for equipment and work-
shop development.

Information and application forms available from:
Edith Ryan: Advisory Officer
Queen Elizabeth 11 Arts Council
Private Bag, Wellington
Telephone: 730-880

Raewyn Smith: Information Officer
Crafts Council of New Zealand
PO Box 498, Wellington
Telephone: 727-018
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POTS ANDF

Keith Blight, potter, with
the Ichiyo School of
Ikebana at the Pumphouse
Gallery, Takapuna

Photos by Keith Blight

Keith Blight from Remuera, has been a
full-time potter since 1974, He won the
$1,000 NatWest Bevond Craft award
from the NZ Academy of Fine Aris,
Wellington last vear. He has been
particularly interested in making special
pots for the Japanese flower arrangement
system [lkebana. In this exhibition in
Takapuna's Pumphouse gallery, he com-
bined with the Northcote /ehivo School
of lkebana to present a particularly fine
show of this type of work. Lorna
Withers, the director and tutor of this
school was the featured lkebana artist
along with several examples from each of
her students.

The NZ Herald critic Amy Brown
wrote “The strength and dominance of
Keith Blight's pots, combined with the
natural fragility of flowers and branches.
produces some rare combinations of
beauty ... he has achieved some super-
lative colours in his glazing ... strong
dominant ones, rich reds. fierce oranges.
citrus  yellows, with tones that flow
between, producing some very exciting
effects. The flower arrangers, using the
bounty of nature, were creating and
measuring their design skills against the
skill of a potter who creates especially for
Ikebana specialists.”

Asked to write about this exhibition.
Keith said he would rather the photos of
the work speak for themselves.

To Brighte

Two-piece container which can be used
with or withour the top section, or
with the top section fitted into the
hase, string removed.
Arrangement by Mary Dunkley A

Yellow discoid pot. Arrangement by
Kayv Greenheld »

“Reflections”. Multi-media wall plague
with strips of mirror set on flat and at
45° angles to reflect into one another.
The triangular pot can be removed
from the plaque for replenishment.
a4 Arrangement by Lorna Withers

A Burnt orange slab pot. Arranged by Joan Fletcher
A
Pair of “Free Glaze" triangular pots. Arrangement by Pat Harboard

4 Brilliant red pot. Arrangement by Linda Skelton

0,

ART FORMS THAT WORK BEST TOGETHER.
Signed and numbered original prints. Creative pottery,

That's why we exhibit them side by side.
Above left: Above right:

SNZ330.00 (incl GST). Can be rolled and tubed for Right §MZ51.70. (incl GST)

transportation ight:
Exhibits by far the largest range of original Below right:

New Zealand prints.

sSaLL gallLcry

Quaypoint (first floor) The Shades
21-29 Lower Queen Street 256-262 Lambton Quay
AUCKLAND WELLINGTON

Open daily from 9.00 a.m. and Saturday mornings.

Seen in local pottery newletters:

“Imitation alone is not the sincerest form of flattery; it is merelv a symptom of inadequacy”

original serigraph by Malcolm Warr. Unframed price  original pottery by Beverley Luxton. Left $N259.40

Hereford to Cashel Sts
CHRISTCHURCH

If with Colin and Ron. 50c”

“Do it yoursel)

“How and Why does David Brokenshire Charge 1"

“Take a cushion to sit on and something to nibble” (A friend? — Ed)

original pottery by Royce McGlashen $NZ264.00 (incl GST)
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LOMBOK
INDONESIA

By Robyn Stewart, Waiwera

In February 1986 the Department of For-
eign Affairs, NZ Government, asked me
to travel to Indonesia to be technical
advisor for a feasibility study. The
assignment came under the Overseas
Development  Assistance Programme
and involved investigating the feasibility
of establishing a pottery production and
marketing project on the island of
Lombok.

Located 8° south of the equator, the
island is separated from Bali by the
turbulent Strait of Lombok. This strait is
part of the geographical feature known as
the Wallace Line — the boundary
between two contiguous tectonic plates
in the earth’s crust. It also separates east
from west in the world of flora and fauna.

Only 4,700 sq.kms. in area, Lombok
supports 2 million people, though there
are still great areas of land unoccupied or
uncultivated. Mt. Rinjani, the highest
active volcanic peak in Indonesia, towers
over panoramas of rice paddies, small
villages and deserted beaches. There are
however, towns where photos can be
developed in 45 minutes; neon lights and
garish posters advertising vintage movies
decorate the main streets, and a jet can
carry you off to the Indonesian capital,
Jakarta.

Lombok has an agriculture based
economy. Fishing is the second major
occupation and 86% of the population
live in villages.

I visited 3 areas of pottery production,
the largest of which, Masbagik Timor has
some 600 families involved in ceramics.

Burnished water containers (kendi) A

“Cookie" cookers set out to dry b
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In some villages the men dig and
transport the clay, in others it is bought
from vendors. Pottery making is wom-
en’s work — nothing special — pots are
made in between producing babies,
planting rice and dealing with all the
other household tasks. The making of
pots is intensified when demand for
labour in the rice fields is slack.

Methods have not changed for hun-
dreds of years. In a small area often
adjacent to the cooking space, pots are
hand-built using a few basic tools — a
smooth rounded stone, a wooden paddle,
a couple of cutting and scribing sticks
and a piece of glass or obsidian (natural
volcanic glass) for burnishing. Apart
from a rudimentary burnishing on much
of the pottery seen, little decoration is
done.

The range of pottery produced in-
cludes storage jars for rice and water,
cooking pots of various sizes, cookers
and stoves, kettles, woks, money boxes
and planters. While all three villages
visited make more or less the same
things, there is some variation in the
shapes and sizes of items made.

The “paddle and anvil” method used throughout Lombok &

Photos by Robyn Stewart

Firing is communal and done by a
primitive clamp method. Large pots are
pre-heated; dry sticks, grass, leaves, rice
husks and any other available combust-
ible materials are piled on top and firing
begins, lasting 1 — 2 hours. Some pots
are carbonised by completely covering,
or perhaps by just sprinkling them with
rice husks at the end of the firing. They
are very fragile, but I saw surprisingly few
breakages during the whole procedure.
The finished pottery is then transported
to market, normally slung from a pole
across the men’s shoulders. They go on
foot, stopping to sell at households along
the way.

Stove fuelled by rice husks. This was a copy of a metal example
and made by one of the few men potters v

4 Carbonising a kettle in rice husks after firing

Water jar. Photo by Howard S. Williams A

Pots ready for market at Masbagik, Lombok
Photo by Brent Hesselynw

New Zealand Potter No. 1, 1987 11




Sometimes traders come to the villages
to purchase pots for their market stalls.
Nearly all pots are sold within a short
time of being fired, and their production
is geared to the local, mainly rural.
market.

Whenever innovative or ornamental
pottery is produced, it is the men who are

the potters. I only discovered four of

these, one of whom had beensent to Java
for training.

Over the years the Indonesian govern-
ment has attempted to introduce kiln-
fired glazed pottery in Bali, with the aim
of producing tableware. As an extension
of these projects a few kilns have been
built on Lombok in the traditional
pottery villages. None are being used and
in one village the kiln has been
dismantled. Apparently, little training in
new techniques, assistance in firing,
purchasing of materials or the marketing
of new products, accompanied the
introduction of kilns!

The beautiful forms of this traditional

pottery and the simplicity of making a
firing, will stay forever in my mind. 1
wonder though, how much longer these
things will continue on Lombok, as the
preference for containers swings towards
longer lasting “prestigious” plastic
buckets and bowls.
Post Script: An example of one of many
humbling experiences for me while on
Lombok — a woman potter had been
having a “bad week™ producing 75cm
high water storage pots, of superb form.
She usually made about 25 in a week, but
because of wet weather had only
managed 15. If T could complete in a
week just one pot of equivalent size and
standard, | would be very pleased with
myself! Incidentally, we often refer to
these pots as “primitive”. The only thing
primitive about them is the price the
potters get for them. These beautiful
water pots sell for about one dollar.

12 New Zealand Potter No. 1, 1987

Stacking of large containers and lids a

4 Firing

Editor’s Note: Our well-known, yet still
sensitive, maker of burnished and dung-
fired pots, Robyn Stewart, was very
appropriately sent by Foreign Affairs to
Lombok to conduct a feasibility study on
the pottery deseribed in her article above.
Can it in any way be upgraded or made
strong enough to be transported out of
the island to more lucrative markets, thus
raising the financial return and sequent-
ially the living standards of the people of
Lombok? Such, in brief, was her brief.

Robyn has written her report and at
the time of this writing the proposal for
a Lombok Craft Project is under con-
sideration by the governments of
Indonesia and New Zealand. If this
project goes ahead, I promise further
articles from Lombok in the future.

POTTERY IN
NIGERIA — 1959

By Peter Stichbury, Auckland

With the article in this issue on the
potters of Lombok, by Robyn Stewart, it
is interesting (o look back at the potters
of Nigeria with Peter Stichbury, for
comparison.

June 1959. My wife Diane and I went to
Kwali, a village in Nigeria, 25 miles from
Abuja where we were working with
Michael Cardew. Kwali was the home of
the well known potter Ladi Kwali. We
were with Donald and Marjorie McCrow
— Don was editor of NIGERIA
magazine located in Lagos and had
arranged this visit through Michael, to
see Kwali pots being fired and to record
this for a future article in his magazine.

Sgraffito decorated Kwali pot &

3

[ ] -

Ladi came with us, dressed in her finest
clothes — very striking and elegant. We
were met by the Headman and after »

Photos by Peter Stichbury

Paddle and anvil, and skill, build a perfect formw
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formalities, sat awhile in a compound
and watched a huge pot being pre-heated
the usual process before firing in clamps.
On this occasion two clamps were set up
by the women potters, one with a single
big pot, the other with three smaller pots.

Pre-heating drives off the colloidally
held, or adsorbed water which is attached
to the smallest particles, even though the
pores in the clay are quite empty. It is
driven off at about boiling point. The
pots would otherwise crack and they
must now be fired or they will re-adsorb
moisture from the air if left to cool.

The beds of the fires were of guinea
corn stalks or small wood — the larger
pot had bigger pieces of wood — and
both fires were lit before the pots were
placed, still hot from the pre-heating.
Wood was then stacked around the pots
and when this was almost burned away,
dry grass was thrown over the fire. This
evens the temperature, which reaches an
average of 650°C, throughout the clamp.

Traditional potters all over Nigeria take
good care to keep their fires within this
range and avoid exceeding it. The clamps
range from the individual large pot to the
huge ones of llorin in the West, and sim-
ple kilns are found such as in Sokoto in
the far North. This temperature is the
lowest at which a pot can be fired and is
done for a very good technical reason. At
this temperature the pots develop their
optimum resistance to thermal shock, i.e.
they can be used for cooking over an
open fire without cracking.

It is not that traditional potters do not
know how to obtain higher temperatures
— consistently higher firings are reached
in their methods of firing bricks in
clamps.

These pots are brittle, the clayis coarse
and casily broken. Kwali potters, as do
others in Nigeria,mix up a brew called
Makuta which is made by boiling the
empty pods of the locust bean tree untila
dark mahogany coloured liquid is
obtained. Pots are lifted from the fire
with a long pole and this liquid is brushed
inside and outside them with a brush
made from threshed guinea corn stalks.
The brew boils and blisters, some soaking
into the pores. When cooled it forms a
kind of varnish which is permanent,
making the pot stronger and easier to
clean.

Kwali pots are some of the most
beautiful and striking in Nigeria. Made
since Neolithic times, they usually feature
fine strong traditional patterns.
Impressed string and roulette, sgraffito
decorations of stylised lizards.
chameleons, snakes, birds and scorpions.
Often cornstarch is rubbed into the
texture to highlight the pattern.

I don’'t know the potting scene in
Nigeria today, but with an increase in
population from 37 million in 1960, to
over 80 million today, | guess the pottery
activity is as vigorous and fascinating as
ever.
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master WOFkS

Ann Porter and Sara Sadd opened
“Master Works” Gallery in the Habitat
Courtyard, Parnell, Auckland, in April
1986.

By the time this goes to print our
multimedia gallery will have been open
for one year. It has been a year of fun,
excitement and hard work.

We are not an exhibition gallery,
choosing rather to show work from
several artists at any one time. The
contrast and balance between ceramics
and glass, fibre, wood and stone, is the
basis for our display — using colour and
space to create visual excitement.

Both of us are serious about marketing
and committed to promoting work — for
public spaces, building interiors and
private and corporate collections. Res-
ponse from the public has been excellent.
We find ourselves introducing original
New Zealand work to a whole range of
people as well as the traditional buyer.

For 1987 we plan further exploration
of the tourist market, aware that as yet,
only a small number of interested
overseas visitors find us.

There are many people who have
helped us towards a first successful year,
but in particular we thank the artists and
craftspeople who have given us support
and encouragement, and without whose
work there could be no Master Works.

Terracotta female torso
by Rick Rudd, Wanganui

Photos by Theo Chapple

Fair of gourds by Ann Robinson.
Photo by Burke Harper

Interior of Master Works Gallery, Parnell

« Terracotta with slip decoration

by Raewyn Johnson, Wanganui

Large glass form
by Garry Nash, Auckland
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By Sam Halstead, Albany

I must confess that my heart sank at the
end of the first day of John Green's
weekend course when 1 looked over the
day's production. It seemed like all we
had done was copy his style using his
and even his equipment (who else do you
know with a tool for wrinkling elephants’
knees?). If | had stopped then and given it
all some thought I might have accepted
— and even expected — those imitations
but it wasn't until the end of the second
day that I really got a perspective on it all.

The course had started with an
unusually quiet Mr Green mumbling a
brief introduction and proclaiming
“Well, this is what I usually do.1... um
start with the feet and work up”. At his
urging we all produced variations of
some of his basic themes — sitting man
(legs akimbo) on a rock — standing man
with long tail (a three point base is more
stable) — elephant at rest etc. One or two
of the more terminally talented among us
managed some fairly good pieces but
mostly we preferred to work by the rule
that you learn more from your mistakes.

What we all lacked was the deftness
that John has acquired from years of
manipulating little people. He knows just
how much of a squeeze is needed to
produce the required bulge in the right
place. I like watching experts at work —
whether it is a farmer digging a post-hole
or a jeweller carving a precious stone —
they all exhibit the same grace and
economy of movement that is only
developed through practise and re-
petition,

I found it interesting that in the first
day and a half most participants finished
two well-crafted pieces and yet in Sunday
afternoon alone, added another three or
four pieces to their tally. This output was
dramatic not only for the increased rate
but even more-so for the shift in style.
While the previous work had been
openly derivative , the later work
became more original with every piece
made.

At this stage | was reminded of
something I had read years ago about
creativity that seemed to be borne out by
what happened on our course. Although
I feel that too much analysis of the
creative process can have a retardent
effect upon it, I think there really are
typical stages in the process and that a
broad understanding of them is, at very
least, enlightening.

The theory contends that first up there
is the intake stage in which a problem
may exist that requires a creative
solution. (We are not just talking craft
here, but creativity in general. Even so,
the concept of art as providing answers

for the artist is well understood.) This
first stage is at once an awareness that
“something needs to be done” and a
researching analysis or taking stock. The
second phase is a kind of incubation
period in which the mind reuminates
consciously or unconsciously towards a
solution or resolution. And thirdly is the
resolution or revelation the creative
idea — the original thought. The solution
may dawn slowly or arrive in a “flash of
inspiration”. It may happen in a few
seconds or years later.

Possibly the creative person worksina
continual flux of the first two stages
always feeling a need to resolve, always
receptive, always with ideas or projects
on the boil. Most of us are heading in a
general direction of our own choosing
even if we haven't consciously defined it
— and are picking up everything useful
along the way. This is why we read so
much, experiment, observe, daydream,
and go on weekend courses.

Of course no artistic talent is needed
for those activities and they of themselves
don’t actually produce. Creativity has to
do with bringing new things in to being,
so we are inclined to consider the third
and final phase to be the “creative act”. In
reality those first two stages are the real

source of expression — especially the
middle “incubating™ period where all
sorts of influences and thought processes
can do wonderful things to quite
ordinary input.

That third “project” stage is the really
exciting one though. That’s the buzz we
are all after, The glorious moments when
from out of our own thoughts, from our
individual lives come ideas or products of
true personal meaning. OK, so it doesn’t
happen with every piece but its the feeling
and remembering of the times when it
does all happen, that keeps us going.

Postscript

(A roadside conversation two weeks after
the course.)

JOHN: How's things? All right?

SAM: Yup! Fine, fine.

JOHN: Bad news about your elephant
I'm afraid.

SAM: Oh?

JOHN: Yeah. It blew up in the kiln.
Millions of little pieces.

SAM: Oh well. Who cares — it wasn't
that great anyhow.

JOHN: And it took eight other pieces
with it.

SAM: Good God! Is that the time? Must
fly.
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kerry rombouts
By Julie Obren, Wellington

Some 20 years ago Kerry Rombouts,
recently arrived from Holland, bought 3
spice jars, little realising that was the
beginning of a love affair with clay, pots
and New Zealand. Now, 2 decades later,
Kerry is settled in Wellington’s suburb of
Mirama having brought up a family of
new Kiwis while pursuing her experi-
ments with clay and glazes and develop-
ing her skills.

Like many young mothers she
attended night school classes at the local
college. After 3 years as a hobby potter
she knew she was committed. Moving
aside the washing machine, she put up
shelves in the laundry, installed a small
electric kiln and a wheel and devoted
herself to her passion.

Kerry firmly believes in returning to
potting all the joys and skills that she has
experienced, involving hersell with
teaching night classes at Onslow College
for the past six years and exhibiting
regularly. Always an active member of
the Wellington Portters Association, she
has helped with the running of the
Rooms, served on the committee and
assisted with exhibitions and promotions
for 15 years.

Having recently rebuilt a ceramic fibre
kiln, converting it from updraught to
downdraught, Kerry is shortly to com-
mence building a salt glaze kiln set into
her neat garden and concealed when not
in use, underneath a slatted timber cover.

A versatile potter, Kerry enjoys
experimenting and is strongly influenced
by nature. Her work ranges through
domestic ware, saggar fired forms, raku,
pit-firings, humorous animal caricatures,
rugged slab pots and neriage ware. She is
equally interested in hand-built or wheel-
thrown work. Her early training as an art
school teacher in Holland has assisted
her to develop an eye for, and apprec-
iation of colour, form and design. Her
brushwork reflects her European back-
ground although many other design
aspects come direct from the bush, hills
and streams of the New Zealand
countryside.

Kerry had three striking saggar fired
orbs accepted for the 1986 NZSP
exhibition in Christchurch and was
selected to exhibit at the recent Spheres
exhibition in Invercargill. Her potsare to
be found in private collections both here
and overseas.

As a member of Clayshapes, a co-
operative potters’ gallery in up-market
Oriental Bay along Wellington's scenic
Marine Parade, Kerry is receiving a high
profile, with work being purchased by
tourists and Embassy staff — having
come a long way from her initial
fascination with a chance purchase of 3
modest little spice jars, so many years
ago.
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The Dowse Art Museum

co_llects th_e fine arts in mat-
erials traditionally associated
with the crafts.

Art Museum hours

Monday to Friday 10am — 4pm

Saturday, Sunday and public holidays
lpm — 5pm

Lower Hutt City Centre

Do you have a potter as a friend? Or do you
enjoy reading about New Zealand potting at
its best? A subscription to New Zealand’s
potting magazine makes a wonderful gift.

New Zealand

NEW ZEALAND POTTER, P.0. BOX 2505
CHRISTCHURCH

| enclose my cheque for $16.50 for 3 issues
If this subscription is a gift, please fill in YOUR
name and address here and the recipient’s below.

POTS BY PENNY EVANS
NEW VISION CERAMIC ARTS

GT NORTHERN ARCADE, 45 QUEEN ST.
AUCKLAND. NEW ZEALAND. PH 34-149
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