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THROUGH THE FILTER PRESS

TRIENNALE
DE LA PORCELAIN
The third Triennale de la Porcelain in
Nyon, Switzerland has been
announced, unfortunately leaving very
little time for New Zealand entries to be
prepared. Although the exhibition is
not to be held until 6 June 1992 (it
continues until 1 November at the
Nyon Chateau) because of the slide
selection process, entries must be with
the organisers by 6 September 1991.
The international jury meets in early
October to consider the submitted
slides from which suitable works will
be chosen. The rules are:

Contemporary porcelain, ie:
translucent vitrified ceramic and not of
monumental scale. 5—10 individual
works or of a group. For each work the
entrant must submit 1 or 2, 35mm
colour slides with title, dimensions,
and fabrication technique. A
curriculum vitae of the artist —
maximum 15 typewritten lines, and a
comment on the works (not
compulsory) of up to 20 typewritten
lines. Entrant’s full name, address and
phone number.

The artists selected by the jury from
these slides will then be asked to
provide, for the catalogue,
photographs of one of the selected
works and a black and white photo—
portrait of the artist. This material is
required by 15 Febmary 1992. The
actual works selected will have to be
with the organisers by1 May 1992, but
further instructions will be given to
those artists whose work has been first
selected by the slides.

The artist will have to meet the costs
of transport of the works to Nyon and
return of unsold pieces and transport
insurance. The artist winning the
grand prize of 10,000 Swiss francs
must present to the city of Nyon, one of
his or her selected exhibits.

The Triennale meets other
associated costs for the exhibition and
catalogue.

The slide entries as above must be
received by 6 September next at:
Secretary Gabrielle Butschi,
Triennale de la Porcelain,
18, chemin du Pelard,
CH-1197 Prangins,
Pres Nyon,
Switzerland.

Works which differ too far from that
presented by slide, may be rejected.
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FLETCHER CHALLENGE
CERAMICS AWARD 1992
It appears very likely, owing to the
sheer pressure of handling problems
as more entries are received each year
for the Fletcher Challenge, that this
exhibition will also be given over to
initial selection by slide.

At the time of our going to press the
organising committee had not
completed formal investigations into
how this would be done, so I can not
give any rules, or dates for the 1992
Award. This is unfortunate, as our next
issue in December may be too late for
many potters — see how great a lead
time is required for entries into the
Triennale de la Porcelain.

If the Fletcher Challenge is to be
juried by slide next year, let this be fair
warning to prospective entrants to
begin preparing that special piece
now, and finding where professional
quality slides can be taken of it.

In this country we are not
accustomed to this form of entry
submission and perhaps find it all a
little daunting. However, it is a very
common procedure for major
exhibitions in most countries. If we do
not act quickly on this one, the next
Fletcher Challenge is likely to be totally
dominated by successful overseas
entrants!

The Fletcher Challenge Ceramics
Award is now one of the most
prestigious of its kind in the world,
carrying one of the highest prizes. It is
no longer enough for our local potters
to deliver pieces hot out of the kiln on
the final acceptance day. This method
of selection by slide may make us all a
bit more professional in our approach
— and may also see a far better
standard of photography of our work.

Watch for developments on this
subject in your local pottery newsletter
and that of the NZSP Or even write to
the organising committee c/o:

Auckland Studio Potters,
P.O. Box 13-195,
Onehunga,
Auckland.

If you send a stamped addressed
envelope and request that information
is sent to you as soon as the system of
entry application is decided for next
year, I am sure you will be kept
informed. Pottery club newsletter
editors are recommended to do this as
a matter of course.

Jurying by slide may nothappen for
next year, if time to organise it has
become already too short, but it is
bound to be in operation for the
following year.

NZSP CONFERENCE 1992
The NZ POTTERthanks NZSP retiring
president Rick Rudd for the help and
information he has given during his
years in office. We look forward to a
continuing good relationship with the
society through the new president,
Auckland potter Peter Collis and his
new executive, and wish them well for
their tenure of office.

The 1992 conference, AGM and
national exhibition will be held in
Auckland over Queen’s Birthday
weekend, Friday 29 May to Monday 1
June. Epsom Girls Grammar School
will be the main venue, with as many
participants as possible billetted with
local potters in order to keep costs
down. The 34th national exhibition is
scheduled to be heldinthe new Parnell
premises of Masterworks Gallery.

Plans are already well in advance for
this annual event and it promises to be
a particularly good one. Watch your
local newsletters for further
information.

FLETCHER CATALOGUE
The excellent catalogue of this year’s
Fletcher Challenge Ceramics Award
has a short profile of the judge Ron
Nagle with several black and white
photos of his ceramics. It also has 40
full colour photos of works in the
exhibition, taken by Haru Sameshima,
and a list of all past years’ judges,
winners and merit winners. This
collectors‘ item is available from the
Auckland Studio Potters, address as
above, for $6.80, incl p&p.

NORSEWEAR ART AWARD
Last year after a very successful
Norsewear Art Award exhibition in
Waipukurau, there was a depressing
rumour that as the sponsoring
company was in receivership, they
may not continue their funding of this
award.

Happily that is not the case. After 18
months of receivership and the sorting
out of some overseas problems the
Hawkes Bay knitwear manufacturer is
back in the black and under control of
new staff shareholders. The company
had traded profitably through the
whole of its receivership period, but no
outside interests wanted to buy it as a
going concern. A staff buyout was put
together late last year and the new
group successfully took control early
in 1991.

Of the 60 employees from the local
township of Norsewood and nearby
Dannevirke, 25 bought the company
along with other members of the local

community, thus saving the major
employment base for the area.

The receiver Bruce McCallum of
Price Waterhouse praised the local
effort put into making the company
work. ”In times of doom and gloom
nothing gives a receiver greater
satisfaction than seeing a business
back on its feet. Here is an example of
what can be achieved when there is a
viable core business to work with and
everybody involved is prepared to
work hard together."

For artists and craftspeople this is
also good news as the company this
year again sponsored the major three
prizes of $2,000 each for painting, fibre
and wool, and ceramics. Rick Rudd
was the selector for the ceramics
selection: Brian Gartside won the
award while merits were given to the
work of Peter Henderson, Raewyne
Johnson and Paul Laird. Their work
can be seen on our photo pages.

We congratulate not only
Norsewear, but all those others in
Waipukurau who made this year’s
award exhibition one of such a high
national standard, and we look forward
to those in the future — they can only
gain in stature, given the present
professional level of commitment to all
aspects of the award.

Potters should watch our next issues
for announcements regarding the

CERAMICS

entries for the 1992 Norsewear Art
Award.

FELLOWSHIP ABROAD
The Commonwealth Foundation Arts
and Crafts Fellowship is open to
anyone under 35 living in any
Commonwealth country. Each
fellowship is worth up to $6,000 and
covers the costs of air fare,
accommodation and subsistence, as
well as the expenses of mounting an
exhibition in the host country.

It enables the artists to work and
studyinthe Commonwealth countryof
their choice for nine months. For
application details contact:
Craft Council NZ,
Resource Centre,
PO. Box 498,
Wellington.

CONGRATULATIONS
To Wellington potter Doreen
Blumhardt, CBE, FRSA, MIAC, who
received an Honorary Doctorate of
Letters from Victoria University at the
capping ceremony on May 1. Doreen
says she sees it as an honour for craft
in New Zealand.

In England, potter Lucie Rie, who is
now 90 and still potting, was on March
19 made a Dame for her services to
pottery, in that country.

4 - 12 January 1992

CLAY IN YOUR PENCIL?
The following interesting item was
written by Raeone Dellaca and first
printed in the trade newsletter NZ
OFFICE TIMES.

“Wood cased pencils have to be a
good idea to have survived for so long.

First knowledge of a graphite core
pencil was recorded in 1662. Of
course, there isn’t any lead as such in a
lead pencil at all. The bit that makes a
mark is a mixture of graphite, finely
ground clay and wax.

More graphite means a blacker line
and a softer pencil; more clay than
graphite makes a harder pencil and a
finer, lighter line. These degrees of
hardness are graded in a range going
from the hardest at 6H, to the softest at
68, with the ubiquitous HB as the mid—
point.

The wooden outer sheaths are most
commonly made from American
Cedar. This is bonded to the ‘lead’ and
it is the quality of this bond that
determines how easy it will be to
sharpen the pencil without the lead
breaking.”
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MIDDLE FIRE OXIDIZED GLAZES
PART 1: Shortcuts to getting started: a simplistic approach to testing

John Parker, Auckland

Background Perspective

My first pots in the sixties were fired in
a natural draught diesel kiln which
laboured up to the then obligatory
cone 10 in at least as many hours. The
pots are well as the unsuspecting
neighbours were all heavily reduced.

Graduating to the unique Teddy
Twiss burners and two trusty Tel/us
vacuum-cleaner blowers, firings
became more reliable. Oxidation
though was still an unwanted problem
to overcome in the current Leach
aesthetic.

Electric kilns in the macho craft
world of the sixties were something
relegated to lowly china painters.
Anybody using one and wanting their
work to be accepted in shows,
surreptitiously tried to make work
which pretended to be cone 10 oil fired
reduction ware.

Around this time I was tending
towards a severely controlled style
which suffered from accidental firing
effects and l was struggling with a kiln
and materials intended for a different
type of work.

It was with Lucie Rie and the Royal
College of Art that I really became
converted to oxidation, electric kilns
and ”Middle Firing" to a maximum of
Orton cone 7.

Fighting Anaemia in Bodies

The first and most major problem in
changing firing temperatures and
atmospheres, is the quality of the clay.
With an iron bearing clay in a high tem—
perature reduction atmosphere, you
get a lot of help as the clay approaches
vitrification. None of this happens to
the same clay under the new lower
oxidized firing regime.

The clay must begin to vitrify for the
clay/glaze interaction to work in oxida—
tion. It also stops fired pots sweating
and leaking without the surgical appli-
cation of silicone sealants.

The advent of Leach Porcelain gave
us perhaps the first white firing clay to
be vitreous around cone 6.

Iron bearing earthenware clays,
which are intended to be used as just
that, can be pushed up to cone 7.
Manufacturers’ firing ranges printed
on the bags are an insurance policy
with generous built—in tolerances.

Of the local commercially prepared
New Zealand clays, l have found FiKF,
E1, E2, Abbots Bed and the new Abotts
White, in theirtime to all be effective. At
the moment I prefer the Abbots Red
and White, but they are the newest
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finds. Brick Bed is very rich, but tends
to slump at cone 7, making it excellent
for blending. Getting a clay that will
melt is always less of a problem than
one which won’t move.

Breaking the Glaze Code Mystique

With workable clays you now need
appropriate surface coverings.

In adapting glazes for the middle
temperature of cone 7 you have two
options:
1. You can take low temperature

glazes and add refractories, or;
2. You can take high temperature

glazes and add fluxes.
Any glance through pottery publica—

tions will give favourite glaze recipes in
abundance. Some authors exist by col-
lating endless pages of formulas. It is
easy to be overwhelmed by the sheer
number and complexity of them. The
solution is to simply divide all glazes up
into their simplified, significantly dif—
ferent categories. There are fewer than
you think, if you consider the eventual
reaction to colouring oxides.

I think there are really just four:
. Gloss neutral
. Gloss opacified
. Matt magnesia/zinc
. Matt high alkaline.

I decided to avoid really low
temperature glazes with lead and frits.
I chose a cone 6 transparent glaze base
which was an averaging out of several
glazes from different publications. It
doesn‘t have large quantities of
influential things so it is basically
neutral.
a. GLOSS NEUTRAL
Potash Feldspar 43
Silica 24
Kaolin 2
Gerstley Borate 20
Whiting 2
Zinc Oxide 3
Barium Carbonate 6

100
10% Tin Oxide was added as the
refractory to make:
b. GLOSS OPACIFIED
Potash Feldspar 43
Silica 24
Kaolin 2
Gerstley Borate 20
Whiting 2
Zinc Oxide 3
Barium Carbonate 6
Tin Oxide 10

110
For the magnesia base I took as a

starting point a Len Castle matt white
cone 10 reduction glaze. A series of
fluxes were added; Borax Frit, Gerstley
Borate, Zinc Oxide, Alkaline frit and
Nepheline Syenite, in amounts of 2%,
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5%, 10%, 15% and 20%.
The best results came from 10%

additions of Zinc Oxide, giving:
c. MATT MAGNESlA/ZINC
Potash Feldspar 31
Whiting 20
Talc 10
Kaolin 29
Silica 10
Zinc Oxide 10

110
The high zinc content contributes to

some cracking in thick applications of
the raw glaze and subsequent
crawling. It is advisable to calcine the
zinc oxide by bisquing it to at least
800°C. Spraying gives fewer problems
than dipping.

For the matt high alkaline base I took
as a starting point, the famous
turquoise copper matt MC 532A from
the Carlton F. Ball and Janice Lovoos
1965 book Making Pottery without a
wheel. It was more of a milestone
publication for me, than Leach’s A
Potter’s Book, because it opened up a
new palette of colours and was the first
time one ever read of “Glazes to be
fired in an Oxidizing Atmosphere at
Cone 5". It certainly got me interested
in Barium Carbonate.

Leaving out the copper carbonate
colorant and adding the same fluxes as
for the previous test, the best results,
which should have been obvious,
came from 10% alkaline frit.
d. MATT HIGH ALKALINE
Barium Carbonate 27
Nepheline Syenite 58
Kaolin 6
Silica 7
Lithium Carbonate 2
Alkaline Frit 10

Conclusion
I fire to Orton cone 7 at 150°C per hour,
which is the rate for which cones are
calibrated. You need to standardise
your temperature by synchronising
controllers forthe same results. I never
soak.

The first of these base glazes is
transparent. The next three are white
with different textures and will have
unique effects on the colouring oxides
of your choice. Try additives of Cop-
per, Manganese, Cobalt, Vanadium,
Chromium, Wollastonite, Rutile, Sili-
con Carbide. I think iron is a waste of
time at this temperature in oxidation.

Use percentages of 25-10%. You
need to know the extremes of what a
little, and what a lot, will do. I
PART 2
Adding Copper Carbonate —.. The
High Temperature Litmus Test, will
follow in the next issue, with pictures.

ELIZABETH LISSAMAN OBE. 1901—1991
The Bath-House Gallery, Rotorua

Elizabeth Lissaman was the first of
New Zealand‘s pottery pioneers,
making pots several years before Briar
Gardner and Olive Jones.

She potted constantly for 70 years,
developing her own style of painting
with oxides and ceramic stains on
earthenware and terracotta, her motifs
mostly drawn from New Zealand
flowers and birds.

Elizabeth was not part of the
mainstream of studio development in
this country, though she had quite an
influence upon it, mostly through her
teaching at Levin, Horowhenua and
Morrinsville and through the
publication in 1969 of her book Pottery
for Pleasure. She also conducted many
weekend schools in the Waikato,
Hawkes Bay and Bay of Plenty.

The New Zealand Society of Potters
accorded honorary membership to
Elizabeth Lissaman in 1965 and she
was awarded the OBE in 1982 for her
services to pottery. See NZ Potter Vol
29, No 3, 1987.

Elizabeth Lissaman died on 18
February this year while negotiations
were under way with the NZSP for a
retrospective exhibition of her work to
be shown alongside the 33rd National
Exhibition. This exhibition came to
fruition when 32 of her pots, dating
from her very first one made in 1920 to
her last, made in 1990 were put
together with the assistance of her son
Ron Hall of Howick. Most of the pieces

Bowl, 1920. The first pot made by
Elizabeth Lissaman. Bird design
painted with oil paints before firing in a
gasworks kiln, Wellington.

came from his own collection, and they
were exhibited along with many
examples of Elizabeth’s drawings and
paintings, and her book, in the Bath—
House Gallery, Rotorua. It made an
excellent accompanying exhibition to
the NZSP’s National and the ClayAzArt
conference.

A collector’s item was produced by
the NZSPforthis exhibition in the form
of its catalogue which contains the
story of Elizabeth Lissaman’s life—time
of pottery making. There are historic
photos of the artist at various stages of

her career and 10 colour plates of her
work photographed by Haru
Sameshima. The catalogue was
designed by Rick Rudd, the retiring
president of NZSP, who also curated
the exhibition.

This catalogue, Elizabeth Lissaman,
70 Years of Pottery for Pleasure can be
obtained for $5 plus 80¢ p&p from:
New Zealand Society of Potters,
C/o Robin Paul,
145 Eskdale Road,
Birkenhead,
Auckland.
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Elizabeth with her Brayshaw muffle kiln, 1930.

Photos by Haru Sameshima.
Vase, 1931. Underglaze floral design.
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NZSP 33rd ANNUAL NATIONAL EXHIBITION
The Bath-House Gallery, Rotorua. Sponsored by Trust Bank, Bay of Plenty.

Photos by Jack Inwood

Michael O’Donnell, Paeroa. ”Footed Fish Platter” John Parker, Auckland. “Pitted Turquoise Bowl”

Raewyn Atkinson, Ngaruawahia. ”Nikau Goblets”

Darryl Robertson, Nelson. ”Moroka Tabernacle”

Theodore Gustafson, Taupo. “Hot Water Bottle” Chester Neal/e, Helensvi/le. ”Anagama Jar”
Danny Moorwood, Dunedin. ”Crackle Bowl” Suzanne Spannagl, New Plymouth. “Morangles /”

The Bath-House
Rotorua’s

Art of? History
Museum

Government Gardens
Open daily, Public Holidays 1 0-4.30

Weekends 14.30 ,
Ph (0'?) 5484197 Fax (0'?) 546-5143
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THE DEMONSTRATORS
Rotorua Soundshell
Photos by Howard Williams

Jim Leedy, USA
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Mark Chadwrok; New Zealand cor-ordinator

Want an easy-to-use,
accurate Kiln Controller?

CONTROLLERS SPECIALLY
EMC 430 TEllllPERKl'UER

hr l

DESIGNED FOR POTTERS!

they all can start and control
tiring while you sleep!

Many people specialising in pottery manufacture
assisted EMC in developing this unique range of
Programmable Kiln Controllers which have eitherthree
or six stages, each with a ramp rate, a hold temperature
and a hold time, which allow control of the firing
process — including cooling. Another good factor is
that the programme is retained in the units memory,
ready to use again.

Free illustrated leaflets are available for EMC
Programmable Kiln Controllers and if you are unable to
obtain these from your local pottery dealer, phone, fax
or write to EMC at the address below. . .

ELECTRIC MEASUREMENT
AND CONTROL LTD

PO Box 31-145 Milford, AUCKLAND 9
PHONE (09) 444-9229 . . . FAX (09) 444-1145
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AUCKLAND CITY CERAMISTS
Maggie Blake, Auckland.

Potters have long been associated with rural New
Zealand, where they make pots that reflect the gentle
hues of nature. Now there is a new breed — city potters
— who have shrugged off their earthy past and are
producing bright, highly decorated pots, in keeping
with life in racy Auckland.
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Jeff Scholes
Jeff Scholes remembers when hundreds of visitors came to
his Bethells Beach home in one day to buy his pots.

That was 18 years ago.
These days Jeff is a city potter and a buzzer rings every

time a customer steps into his Ponsonby showroom.
In those early halcyon days an exciting, pioneering spirit

pervaded potteries: pottery was seen as both a movement
and a way of life. At Jeff Scholes’ twice-yearly open days the
wine flowed, and almost every pot disappeared out the door
—— wrapped in sheets of newspaper. The visitors were all very
enthusiastic buyers. One lot even bought the crock that
served as the till — and nearly reached home before
realising that they had purchased the day’s takings.

“The open days would last for a whole weekend — to me
they were like exhibitions. They weren’t just a means of
selling my work — they were a way of getting feedback.”

In 1977, Jeffsuddenly decided that he no longer wanted to
make traditional earth—toned pots with muted stoneware
glazes — the shinos, tenmokus and celadons that covered
everything from winejars to dinner plates. Forthree years he
devoted himself fulltime to his music — earning his living as
a guitarist and Iutenist, setting up an early music group
called Digor/e and touring New Zealand and Australia with
another group, The Troubadours.
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At the time, he thought he was leaving the world of the
potter and a lifestyle that revolved around a wheel and a 60
cu ft diesel-fired kiln, behind him forever. It wasn’t until he
set up home in the heart of St Mary’s Bay that he was once
again stirred to make more pots.

“It’s a startling experience to lose interest in the one thing
you really care about," he said, “but the value of that break
was incredible. I had thought a lot about it — and I certainly
didn’t start off again where I had left off. I had to admit that
I didn’t like the way ceramics were. I felt a lot of the stuff was
drab. Craft shops all looked the same.”

Jeff began experimenting with colour and new
techniques at lower temperatures. He made large slip—
trailed pieces with traditional combed and marbled
decoration. He worked with copper greens, iron browns and
glaze stains. He also produced stoneware with rich sang de
boeuf (copper red) glazes and soaked pots in brine so they
emerged from the kiln with a self—glazed, toasted look
decorated with bright turquoise trailing.

Jeff felt a strong urge to emulate some of the rich, folksy
earthenware pots of other parts of the world — though he
did feel uneasy when he finally made the plunge.

“I was nervous getting into it in the early 1980s Stoneware
was supreme in this country. Earthenware was seen as
tacky, the colours and decoration were seen as decadent.”

Working conditions were cramped at home in St Mary’s
Bay where the tiny backyard sloped away and was uncertain
underfoot where generations of residents had buried their
broken—down appliances. He also had to keep a low profile
working in a residential area.

To solve these problems, he sold his house and bought a
commercial property, which he called City Ceramics. The
two-storey Mackelvie Street building was once
headquarters foracommercial cleaning company and smelt
of detergent and floor polish. When the mops and vacuum
cleaners disappeared, Jeff set about pulling down walls,
painting and lighting the place.

He put in a top hat kiln connected to the mains gas supply
and opened the doors for business — selling, among other
things, tin—glazed pottery inspired by European folk
traditions.

He was pleased he had his own showroom — the number
of pottery dealers had dwindled over the years and he knew
those still selling traditional pottery would find his coloured
earthenware too outlandish for their shops. Pottery people
on the whole were very critical of his earthenware, Jeff
remembers.

“Mind you, I was probably a bit paranoid. Potters would
say to me: ‘You are obviously having a lot offun, aren’t you?’
and then they would give a nervous giggle. There were
plenty of loaded comments.”

The public’s response to his work, however, was
immediate and positive.

“The general public is not prejudiced,” says Jeff. “They
don’t have fixed ideas about what is proper."

His work has evolved in response to this public.
”It’s a symbiotic relationship — I develop something new

and the public responds. I’m always putting out feelers and
trying out new ideas. I lead them —then they lead me. It’s an
ongoing thing.

“It was very unsatisfactory only selling my pots to dealers
— because I wasn’t communicating with the real people who
were actually buying them."

Jeff still feels nostalgia for those country days, though
he’s the first to admit that beneath the gumboots and parka
stood a real city person.

”I was always travelling frantically between the city and
my country home. I travelled enormous distances every
year. But I do like the pace of life in the country. There is an

ambience of stress in the city — the nine to fiveness of it. You
can hear things starting to roar up in the mornings and
everyone has Sundays off. In the country I didn’t know if it
was the weekend or not, half the time.”

After a one-year sabbatical in 1989, Jeff has returned to
his city pottery with new ideas. His colours have been
influenced by a year travelling around the harsh island
continent of Australia — with its bright blue skies, vivid
birdlife and bare red earth.

He has put aside the tin-glazed ware he decorated with
free flowing brushstrokes, and turned from a red clay body
to a white one.

He now uses Abbots White clay which provides him with
a very good background for a palette of strong colours. He
applies wide bands of rich colour, frequently combined with
free sgraffito decoration, giving him the sense of gesture
and movement that he likes. He has abandoned gas and fires
in a 20 cu ft electric top—hat kiln.

Letting go ofthe stoneware tradition he learnt at the age of
20, at the Coromandel pottery of Barry Brickell, has not been
easy.

“It has been a real struggle to evolve a new style for myself
and to break with a very rich tradition that can also be a very
negative force in developing and continuing to grow.

“Even now I don‘t like it when people want me to repeat
things that I made in the more recent past. I find that I end up
copying myself. There is no point being a potter if you are
not growing and developing.”

After nearly 30 years as a potter, Jeff still finds ceramics
complex and unreliable.

“There is a real trap in finding a formula that works and
sticking to it. I want to keep on developing.” I

Edge City Ceramics
It is 10 years since Louise Rive and Chuck Joseph gave up
rural life and decided to become potters.

The couple and their two children had tried living in
Tolaga Bay on the east coast and up north in Hikurangi.
Chuck had worked as a primary school teacher with a
special interest in art — and Elam—trained Louise had
concentrated on motherhood. They both decided at the
same time that they needed a change in direction.

“When we got to nervous breakdown stage, we decided
we would pursue the old dream of having an art studio
where we could pursue a variety of work,” says Chuck.

They came back to Auckland and hunted for a home —
finding one eventually in Westmere, close to the zoo — with
an old shop attached that they could use as a studio. They
decided to make clay their prime medium.

“We knew people who were potters and making a living
out of it and we knew that New Zealanders were educated to
buythings in clay,” said Louise. ”No—one was making a living
out of painting — but they were out of clay.”

Chuck had been working as an arts adviser in Whangarei
and had experimented with some raku firings. Louise had
been taking a Saturday art class and had included clay work
in the programme.

In Auckland, they were lucky enough to know a potter
called Julian Pirie, who had broken his arm. He was kind
enough to show them the ropes and lend them his kiln while
his arm took three months to mend.

”He was very good to us, helping with the glazing and
firing. We looked around and saw what people were making.
They weren’t making platters and they weren’t decorating,
so we made lots of press—moulded platters. We made our
own moulds and didn’t even go near a wheel for five years."

They took their first firing to Pete Sinclair who owned a
Herne Bay pottery shop called Alicaf. He bought the entire
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firing — except for a couple of cracked pieces. Louise and
Chuck went out and bought themselves a new 11 cu ft LPG-
fired kiln, rolled up their sleeves and got on with it.

“It has taken us years to get this kiln going just right,” says
Chuck. Even so there are still a few post—firing blues for the
pieces that don’t live up to expectation when they emerge
from the kiln. When that happens “all I want to do is make
another one,” says Louise.

Although the couple are getting more and more proficient
atthetechnical side of pottery—they still endure high levels
of anxiety.

”You want control,” explains Chuck. You stick it in the kiln
and fire it up to 1300°C for 10 hours in this swirling, boiling
hot atmosphere — and you hope it’s all going to come out
sitting still. Two out of three firings come out perfect — and
the third doesn’t. A bit of fibre will plop down on a really nice
piece or it will have been sitting in a cold spot.”

Although the couple use colour and decoration on all
their pots they have stuck with stoneware — with the
occasional terra cotta firing, later decorated with matt
enamel paint. They gave up producing pots with brown and
shino glazes because ”we couldn’t sell them for love or
money”.

"We used to use Nelson 682, an iron—rich clay, but we
gave up on that because it had dark little flecks of brown in
it. Now we use Nelson 8080, a white stoneware, with a
white glaze. Basically we are painters on clay and we want a
good surface,” says Chuck.

_ ‘..".‘..v9.».., .‘ ,;...f‘.;..?.: 1‘ . ,, . . . ..

It can take them up to two weeks to “paint up” a firing.
”With some pieces we go back and back and back,” says

Louise. “One of my big jugs, for instance, takes at least one
whole day to decorate.”

“Everything is made as something to decorate,” says
Chuck. ”We have decorated more and more — and the more
we decorate, the better it sells.”

Their oddly-shaped house juts like a boat’s prow at the
junction of Old Mill and Garnet Roads. It was once a grocery
store, then a television repairshop. When Louise and Chuck
took it overthe shop front was strictly a studio, with painted—
over windows.

They sold all their work to dealers — frequently driving
around the countryside with pots, stopping at shops in
various towns along the way.

Then in 1986, tired of selling to dealers, they decided to
take the leap, scrape the paint off the windows and open up
the shop for business.
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”We were sick of selling to shops, satisfying the middle
man and whatever limits the retailer put on you. We were
doing more and more experimental work and the dealers
would say things like: ‘We like this — but we’ll take that’.”

They called the place Edge City— not only because it is
sited on a street once defined as the edge of Auckland — but
because of an inspirational poem that hung on their studio
wall.

The poem by Canadian C. Logue reads:
Apol/inaire said
Come to the edge
We might fall
Come to the edge
It’s too high
Come to the Edge
And they came
And he pushed
And they flew.

The television repairman had told them that the place
would never work as a retail spot. But the couple opened
their doors anyway.

Louise: “We decided that we wanted to make things so
good that if they didn’t sell we would want to keep them
anyway.”

Chuck: “Also if we made really good things, people
couldn’t ignore them. People would have to buy them. And
that’s how it’s worked here.”

The couple work very strict hours — 10am to 6pm every
day of the week — with Sundays and Mondays off.

Five years after taking that leap off the edge they are
delighted with the results. They are also enjoying the
“unexpected bonus” of meeting their customers direct.
They can survive financially solely through their shop sales.
If they had tried to make a go of it in the country, they
believe, they would not be working with clay any more.

Many of their customers live nearby, and are on the
lookout for something that reflects their own environment.
New Zealanders going away are also drawn to the shop for
something — perhaps funny, perhaps with a parochial
flavour — to remind them of home while they are away.

"People love the fact that the things in our shop are made
in New Zealand — and made in Westmere. New Zealanders
are pretty positive about supporting New Zealanders.” I

Jeff Soho/es.

Chuck Joseph.

._ 12;.

Louise Rive.

.....

Chuck Joseph.
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G.P. & G.F. HILL PTY LTD
Manufacturer:

VENCO PRODUCTS/
WESTWIND TURBINES

29 OWEN RD, KELMSCOTT, WA 6111, AUSTRALIA
PHONE (09) 399 5265

TELEX AA 92881 APUBTL PE 1366
\ FAX61-9- 9713 5

Export Price List
1 April 1989

Note: All prices in Austrolion dollors — ex
Works — Croted in Export quolity
crotes. Cost Insuronce and Freight
(C.I.F.) Pricing upon opplicotion.

STANDARD PUG MILLS
75 mm NOZZLE l36mm

BARREL SINGLE PHASE $l050.00
I25 mm x I60 mm NOZZLE TWIN

SCREW SINGLE PHASE $5500.00

DE AIRING PUG MILLS
75 mm NOZZLE l3<§ mm

BARREL SINGLE PHASE $lo50.00
87 mm NOZZLE I50 mm

BARREL SINGLE PHASE $2300.00
l00 mm NOZZLE 200 mm

BARREL SINGLE PHASE $2900.00

For perfect
firing consistency

Gas Fired and Electric

Patent application approved on new gas kiln
design and ceramic fibre attachment. These
and other innovative improvements will secure
a kiln for the future.
Write for further information or a list of recent
customers near you.
Pottery equipment madeto yourspecifications
or off our price list.

ARCADIA DEVELOPEMENTS LTD
13‘] PO. Box 87-088 Meadowbank, Auckland 5 NZ.

30—9—815—0815 Fax 0—9—579—7568

the electric furnace co ltd

®
*lndustrial & Hobby Kiln & Furnace

Manufacturer

* Gas and Electric
1% Top or Front Loading —Top Hat or Truck Kilns
* Using only Imported Refractories (no cheap

substitutes)
* One Year Unconditional Guarantee

at Sigma Temperature Controller & Program-
mers

ir Elements the latest breakthrough. Three to
four times or longer element life. No sagging
— or growing. FIRST IN NEW ZEALAND.

* Spares for any type or make of kiln. Service NZ
wide.

THE ELECTRIC FURNACE CO. LTD
73 Wiri Station Road, Manukau City, Auckland 6

Phone: (09) 263-8026. Fax: (09) 277-7481
P.O. Box 76162, Manukau City, Auckland.
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PLANTERBODY Plastic easy to throw, good for
(terracotta) planters and domestic terracotta.

Orange Cone O3—Cone 01 Red.
Grey/Brown plastic stoneware.
Cone 9—10.
Light coloured stoneware, good for
saltglazlng. Cone 9—10.

WHITESTONEWARE Very plastic dense whitestone—
ware. Cone 10—11.

WHITESTONEWARE T Very plastic dense whitestone-
ware, good for oxidized firing.
Cone 9—10.
Coarse whitestoneware, good
for slabs and handbuilding.
Cone 9—1 1 .

All above clays $440 per tonne incl. GST ex factory.
Good freight rates available.

REDWOOD

WAIWHERO

WHITESLABWARE

PORCELAIN Very fine, translucent, white.
$32 per 20 kg bag. $8 per 4 kg pack.

Royce M<G|ushen
I28 ELLIS ST, BRIGHTWATER, N.Z.

TELEPHONE (054) 23585

DOWSE
ART MUSEUM

August Excitement !

Jacobson Bowl Collection
Aotearoa Woodturners

Derek March
Dave Hegglun

Rongopai Broughton
The Hutt Valley
Centennial Show

Free entry every day of the year

Coffee Shop/Museum Laings Road
Open Mon-Fri 10am-4pm Lower Hutt
Sat, Sun and Phone (04) 695-743

Public Holidays I lam-5pm or (04) 660-502

EST. 1987

Manufacturers of Quality Clay

$400 per tonne incl GST

Business (03) 614-7751
Richard O’Leary

AH. (03) 614-7577

(Winchester — Hanging Rock Road)
R.D.12, Pleasant Point, New Zealand

Bernies Clay is a recently established business situated
on a large natural deposit of raw clay.

Our aims are to produce a quality product and maintain
a constant supply for many years to come.

All Enquiries Welcome

POTTERS CLAY (NELSON) LIMITED
PO. BOX 2096, 42 QUARANTINE ROAD, STOKE, NELSON
TELEPHONE: (054) 73-397 AFTER HOURS: (03) 547-3397

STONEWARE LOW FIRING STONEWARE
G82 LF18
RMK3 GEF
OTAGO POLY N0. 21
No. 18 EARTHENWARE
WHITE SLAB 1100 Red
SC80 & SCSO E2
HGB & PCW RKF

PC Red

DISTRIBUTORS
Homecorp Mitre 10 .,.,.,.,.....,......................,.Dannevirke
COG. Industries ............................................Auckland
Western Potters Supplies ..................................Auckland
Western Potters Supplies .................................. Hamilton
Glaze Away Potters Supplies ................... Palmerston North
Coastal Ceramics ..................................... Paraparaumu
Bay Potters Supplies ............................... Havelock North
Wellington Potters Supplies.........,...: ................ Wellington
Cobcraft Potters Supplies ............................. Christchurch
H.L. Familton .................................................. Oamaru
Courtyard Pottery ............................................ Dunedin
South Street Gallery ........................................... Nelson
Potters Clay (Nelson) ......................................... Nelson

and most Placemakers branches
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RECENTLY SEEN
Albany Village Pottery

O O O ’ Exhibition of work by Laura Novarina and her husband
Adriano Antoniacomi on their recent working visit from Italy.

1 ‘ The inlaid terracotta bowls were by Adriano and the low-
fired Archways by Laura.
These pieces were made at Peter Oxborough’s Warkworth

. b d ’just any 0 ys gas.
studio, in an exchange arrangement for his earlier working

Producers of quality ceramic products coN E CITY cLAY

visit to their studio and shop in Peveragno, Italy.

NZ SOCIETY OF POTTERS CONVENTION 1992

MAY/JUNE QUEENS BIRTHDAY WEEKEND AUCKLAND
often find that a lot of energy sources iust Photos by Howard Wil/iams

don’t stack up.

The ceramic producers standards are
The Well of Desires. Day after Day. Theatre of Dreams.

tight. Success requires a strong, concentrated '

heat source and instant control,

As with any business, the bottom line

is vital. Cost efficiency is paramount.

The answer lies right there on a plate.

BP Supergas LPG. Available in ready

supply, everywhere.

Eliminate energy problems. Increase

the payoffs, For more information about

BP Supergas LPG, phone us toll—free on

0800 800 S74 and speak to the experts.

BP Gas
The LPG Authority

'3?
BP Gas
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RECENTLY SEEN

The Potters Shop, Wellington

AV?

Gwyn Bright, Brush decorated Pots. Murray Clayton, Pressed Platter

Paul Winspear, Platter. Maureen Hunter, Fiaku Hat.

Anneke Borren, Terracotta Stones. Beryl Buchanan, Dinner Set.
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FLETCHER CHALLENGE
Julie Warren, Nelson

Tim Currey, Award Winner.

l visited the Fletcher Challenge exhibition this year slightly
jaded, after three intensive days at Rotorua’s ClayAzArt
conference. It had been a memorable weekend. Slightly
apprehensive after the antics of these clay gurus last visit, l
was delighted to find them in great form; charming and
open, hardworking and exciting to watch.

80, to Fletchers, tired, but full of anticipation — this is The
Big One. I wasn‘t disappointed. It was the first Fletcher
Challengeexhibition I’ve seen forseveral years although I’ve
pored avidly over the catalogues and slides during this time.
I had seen this 1991 catalogue before going to the show and
there the surprises began. As the scale of works became
apparent, pots I had previously paid little attention to from
their photos, now took on a new meaning.

I visited the exhibition with a group of potters, mostly
visitors to Auckland who had also been to Rotorua; Peter
Lange was there as a docent to tell us the inside story. We
didn’t reach a general consensus on the winner, but there

,9/1
A

were lots of works we all enjoyed. We analyzed the pieces we
all liked and found that many of them had dry glazes, and
often muted colours.

A personal favourite of mine was Temp/e Mundo Perdido
by Jytte Gaihede of Denmark. A simple, square form topped
with a pyramid, and quietly decorated, I think its appeal to
me was that it evoked feelings of my childhood home, but
others were drawn to it for reasons of their own.

The Japanese Bizen Dish by Yasushi Mori was another
stunning piece. Seemingly of moderate size in the photo in
the catalogue, its surprisingly large scale gave it a presence
I had not anticipated.

l was delighted to find Siddig El’Nigoumi’s work. Having
organised workshops for him later this year it was
reassuring to see the strength of his burnished, incised
piece Sudanese lbreeq.

Three works, all with dry surfaces and abstract forms,
displayed together at the far end of the exhibition hall,
attracted our group, largely because of their unusual
constructions and interesting surfacetreatments, Australian
Beverly Bloxham’s Cub/st Classical Vase, the Blue Vase of
England’s Philip Jolley, and Corner in the Sky by
Englishman, John Higgins were unusual pieces,
eyecatching and different from all angles.

There were a lot of Japanese entries. They ranged from
Yozo Kizaki’s Flower Vases and Planter Covers, brightly
coloured and scattered like tempting sweets on the grey
marble tops, to the many enigmatic sculptural works,
superbly executed and mysteriously Eastern. Perhaps I
missed some of the messages, but I mostly enjoyed and
admired them.

Clay is often used as a means to express a sense of fun,
and pieces such as Richard Slee’s Flowerwould brighten up
any surroundings. There were some huge platters with very
striking glazes which immediately attract because of sheer
size and impressiveness of decoration. A number of brightly
glazed pieces I enjoyed and would like to have around, but

.it is the quieter pieces which have stayed in my mind.
Unfortunately the prices of most entries mean that they are
unlikely to be bought by many potters, but it was great to
look and lust. . .

The move to the larger space left more room for the
display department at the Auckland Museum to manoeuvre,
and they did a spectacular job. No more patchy white walls
— decked out in black with grey marble slabs for display
tables, the scene was stunning. I

KILN ELEMENT SPARES
NZ Wide Service — 40 Years Experience

PROMPT DELIVERY FOR ORDERS FROM
SAMPLES OR DRAWINGS

ONLY TOP GRADE WIRE USED

"IIBBR HISLOP & BARLEY ELEC. VISA
57 Carr Rd, Mt Roskill PO. Box 27109 Auckland
Ph (09) 654—292 Fax (09) 656—731

MASTERCARD
ACCEPTED
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FLETCHER CHALLENGE CERAMICS AWARD 1991
Auckland War Memorial Museum, Auckland Studio Potters Inc. y

b.
/Judge: Ron Nagle, USA. Photographs: Haru Sameshima.

Fletcher Challenge Opening Night Photos by Alb/e McCabe

Premier Award $NZ10,000
Tim Curry, New Zealand.
“Rock Column”
(See Front Cover Photo)

Hideo Kobayashi, Japan, ”Joh En" {Cosmos of Streak)

MERIT CERTIFICATE MERIT CERTIFICATE
Seiji Kobayashi, Japan, Chloe King, New Zealand, Bronwynne Cornish, New Zealand,
”The Sky With Blazing Red Sun ” “Bench Jar” “Shrine to Tokio Kumagai"

Christine Thacker, New Zealand.
“Hailing Rock Form"

DOUBLE AWARD OF MERIT $NZ2,000
Jeffrey Oestreich, USA.
“Teapot”

Lana Wilson, USA. ‘Artifact Teapot"

MERIT CERTIFICATE AWARD OF MERIT $NZ1,000 AWARD OF MERIT $NZI,000
Sachi Motomura, Japan. Duncan Ross, England. Kyoko Hori, Japan. Peter Mean/ey, Non‘hern Ire/and.
“Shino Serving Dish” “Vase Form " “The Place Water Has Gone” "Saltg/azed Teapot"

\

Siddig El’Nigoumi, England.
“Sudanese lbreeq”

“V
,

WARD OF MERIT NZT,000 H . H .. ‘ .

fawson Oyekan, Efig/and. xii/gefgggflggggnd weighTAigeHgghgfig-rg Eng/and. Peter Lange, New Zealand. 0” 301179 Raegene l/aura, USA Euch/ Kawano, Japan. “Black and Silver”
”Passage With Palm Print” “Bowl” ”Black Goat Dish N All of My Hear?
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:-:-:-,,EWZEAL,,,,D.S NORSEWEAR ART AWARD 1991
COMPLETE SUPPLIER Waipukurau Civic Theatre

:':.:°:I KI LNS Norsewear
o o o u CLAY Howard S. Williams, Albany
.'.'.'.' GLAZES AND MATERIALS
-.-.-.-, BULK SUPPLIES
'.'.'.'. KILN FURNITURE

COASTAL
CERAMICS

®

The fifth annual NorsewearArtAward Exchange Artist in Residence tenure certificates went to Peter Henderson,

POTTERS SUPPLIES
124 Rimu Road Paraparaumu NZ

Tel 058-84377 Fax 058-73107
Hours 8-4.30 Mon to Fri,

8-12 noon Sat
Mail Order throughout NZ
Write for tree catalogue

l
Manufacturers of

Tallsman Pottery Equipment -
including electric potters wheels & seats, batts,

lotus & 15" wheelheads, banding wheel bases
(takes all Talisman wheelheads), Slabrollers,

light pugmills, extruders, rotary & hand sieves &
spare screens, test seives, plastic & aluminium

was officially opened at the Civic
Theatre, Waipukurau, in April by Dr
Ted Jabbs, Cultural Affairs Officer at
the Embassy of the United States of
America.

Featuring a catalogue of 183 works
from the record 571 entries received
this year, the NorsewearArtAward has
become firmly established as an event
of national importance. We are
especially pleased to hear that despite
rumours last year that the Norsewear
company may have to end its
sponsorship, the reverse has
eventuated, Norsewear will continue
as sponsors of this award along with
assistance from the Central Hawkes
Bay District Council and the Central
and Southern Hawkes Bay
Community Arts Council. Also
involved this year were CHB Printand

arranged between the Norsewear Art
Award organisers and the Fresno Art
Museum, California. The New Zealand
artist send to Fresno will be chosen
later this year from a short list of seven
already selected from the 41
applications received from around the
country. Elaine Lynn awarded the
$2,000 painting award to Ruby Huston
of Auckland for her mixed media
composition, Red Lil/ies. There were 6
merit awards for paintings.

In the Wool and Fibre section, New
Plymouth selector Jean Abbott chose
Napier artist Louise Ludlow’s painted
and padded silk wallhanging titled
Superman Chasing the Angels for the
$2,000 award, with a further two merits
being given.

The Ceramics section comprised 63
exhibits and was juried by Rick Rudd

Dunedin for a white earthenware
decorated bowl; Raewyne Johnson,
Wanganui for her Maketu Series III in
terracotta and mixed media; Paul
Laird, Nelson for his stoneware
sculptural piece Atlantis Submerged.

Of his selection criteria Rick Rudd
writes:
“Fitness for function, quality of design,
form and craftsmanship — but to be
includedintheexhibitionawork had to
be more than a good example of its
type. it had to have a quality that took it
beyond being a well executed,
fashioned piece of clay —— it had to
express the spirit of the maker.

it is a considerable responsibility
selecting an exhibition of this
standard; friendships must be set
aside, but by having so much of such
good quality to choose from, I have

woks, glaze & slip stirrers for electric drills, hand
operated glaze mixers and
electric spinning wheels

Ruahlne Motors. from Wanganui. He awarded the been able to select an exhibition that
The Painting section, with 63 $2,000 to Brian Gartside of Ramarama shows the range and quality of what is

exhibits was judged by Californian for his stoneware wallhanging titled expressed with clayin NewZealand.”I
artist Elaine Lynn after a two month’s Lake Mountain Morraine. Merit

V THE WAIKA‘IT‘C
POLYTECHNIC

INTERESTED IN
ART RELATED STUDY?

The Department of Design offers
full time programmes in:

Craft D€Sign Drawing - Painting - Design
Graphics Fibre - Fashion - Photography

I Visual Merchandising Pottery - Jewellery
Video and Photography Stitchery - Weaving

, Visual Arts Writing - Drama

The Department of Design
’ Brochures Available:

The Waikato Polytechnic
The Waikato Polytechnic Private Bag 3036
Private Bag 3036 HAMILTON
Hamilton 2020 ’ Phone: (071)348-888
Phone: (071) 348—888 Fax: (071)380-707
Fax: (071) 580-707

I
We also stock a full range of:

(NZ) Potters Clay, Southern Clays,- Clays-

(UK) Potclays, Potterycrafts
- Raw Materials
- Glazes, stains, lustres, underglaze colours, under-

glaze pencils & crayons, Aristocrats (overglaze),
on glaze enamels.

- Teapot handles, winetaps, oiled thread, gloves &
mits, masks & goggles, spray units

- Corks
- Brushes & tools - a very comprehensive range
- Glaze & Raku tongs, banding wheels, wheel grips,

scales
- Moulds
- Kilns — Cobcraft & Arcadia.
- Kiln Furniture, temperature indicators & controllers,

cones
- Potters wheels - electric & kick - Talisman, Cobcraft,

Cowley, Shimpo, Venco
- Pugmills - Talisman, Ratclifle, Shimpo, Venoo
- Extruders - Talisman, Cowley, Coilex
- Slabrollers - Talisman
- Books & magazines - a wide range. Magazines

include 'NZ Potter", "Pottery in Australia", "Ce-
ramic Review“ UK, ”Ceramic Monthly" USA -
subscription available.

WRITE OR RING FOR
FURTHER INFORMATION
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The WAIKATO
POLYTECHNIC

SUMMER SCHOOL
6 - 10 January 1992

Ifyou would like more information,
write or telephone:
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Warren Tippett

Norsewear '

Brian Ganside, Drury. “Lake Mountain Morraine” Selector: Flick Rudd. President, NZSP Steve Fullmer, Nelson, “Forest”
Winner. $2,000 Award

Photos by Howard Williams

Warren Tippett, for many years a well known
potter working in the far north of Coromandel
and then in Auckland‘s inner suburb of Grey
Lynn, is now permanently living and working
in East Sydney, Australia,

Earlier this year he briefly visited Auckland,
paying for the trip by bringing a selection of

Peter Henderson, Dunedin. “Bowl” Anne Powell, Hunterwlle. "Spirit Vessel Brendan Adams, Auckland Mantle Clock tzgfigtnpfiteshiglfjtegr? gézgttwgeklgnz 93”t
Mar” Award home of friends in Herne Bay, setting his pots

out along the verandahs of their old inner—city
villa.

His domestic were is still thrown with the
skill of a master craftsman and decorated in
high colour brushwork using glazes, stains
and enamels. Hand enamelled tiles made into
exotic mirror frames added another
dimension.

Photos by Howard Williams,

Haewyne Johnson, Wanganui. “Maketu Series l/l"
' . “ Bo "Merit Award Ann Verdcourt, Dannewrke lnfanta X

Paul Laird, Richmond. "Atlantis Submerged" Margaret Sumich, Auckland. ”Bowl Form ll” Barbara Hockenhull, Wellsford. Fish Dish
MeritAward

24 New Zealand Potter No. 2, 1991 New Zealand Potter No. 2, 1991 25



MODERN KILN FURNITURE
What it is, how it is made and how to use it
Acme Mar/s Ltd of Stoke—on—Trent,
England, is one of the major producers
of furniture for all types of kilns as well
as many other products used in the
ceramics industry. In order to inform
their clients, particularly studio potters
who may not have a good technical
knowledge of refractory products,
Acme Mar/s have produced a booklet
written by R.J. Slawson and printed in
UK by Gamers, Stoke—on-Trent.

The Acme Mar/s area sales manager,
Fred Stubbs has given the NZ POTTER
permission to publish the text of this
booklet, serialised over our next
couple of issues, in the interests of
furthering the knowledge of our
readers — their potential clients. We
thank Acme Mar/s Ltdfor giving us this
information, and the permission to
reprint it.

FOREWORD
These collected notes on the use of
Modern Kiln Furniture refer
specifically to the products
manufactured by Acme Mar/s Limited,
but most of the points are of
completely general application.

The information contained herein is
intended mainly for the use of the craft
potter but we hope that many other
users of Acme kiln furniture will find it
of interest.

This is not intended to be an
exhaustive text book on the subject but
is simply meant to help the user to
avoid some of the problems that might
occur in the use of refractory materials
without a basic understanding of the
principles involved. It is for this reason
that this publication may appear to lay
undue emphasis on possible faults and
failures. Failures can, and do, occur
but, if these basic principles are
thoroughly understood, they should
be very rare indeed.

I
MAINLY HISTORICAL
When firing ceramic were it is
necessary to support it on a rigid base
of some kind and, in the case of glazed
ware, out of contact with adjacent
pieces. It may be necessary to support
it in such a way that firing distortion is
minimised and, in certain cases, it may
also be necessary to protect the ware
from direct contact with the kiln
atmosphere or, at any rate, from direct
flame impingement.
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Up to about the time of the second
world war all these functions were
fulfilled with reasonable success by
saggars in conjunction with various
kinds of props — “thimbles”, “stilts”,
“spurs” and the like, and by ”bedding"
originally in sand but later in calcined
alumina.

All this involved the firing of a
considerable mass of non-product,
refractory, material often exceeding
the mass of the actual pay—load. It was,
incidentally, probably the high
proportion of refractory material used
that resulted in the location of most of
the English pottery manufacture in the
Stoke-on—Trent area; where there was
little or no raw material suitable for the
production of anything better than red
or buff clay ware. There was, however,
an abundance of fuel and of refractory
marl* suitable for the production of
saggars (and of bricks for kiln
structures).

‘ It may be advisable to explain the use of the
term "marl": Strictly speaking a marl is a clay
containing a high proportion of CaO (as
carbonate) and used particularlyfor agricultural
purposes but in the Stoke—on—Trent area the
term became used for any fairly refractory
plastic clay suitable for the manufacture of
saggars. The term is used also for the plastic
mixture of clay and crushed refractory as used
for saggar making.

Thus, even in early days of the
pottery industry, itwas more economic
to import the pottery raw materials that
were a relatively small proportion of
the total materials used than to site the
industry near the source of the higher
quality clays required for manufacture
of pottery.

With the increased popularity of the
tunnel kiln, from about 1930 onwards,
it became a feasible proposition to
place ware, to be fired, on bats. These
were originally simply saggar bottoms
without sides and were supported on
blocks of similar material to produce a
series of open shelves on which the
ware could be placed.

Whilst coal firing was still used in the
intermittent (“bottle”) kilns it was still
generally necessary to use saggars to
protect the ware from the dirty kiln
atmosphere but many tunnel kilns
were fired by town’s gas or in some
cases, by electricity and it was realised
that in many, perhaps most, cases
protection from the kiln atmosphere is
not necessary (and, even in those
cases where it is desirable, the use of
baffle plates is usually adequate).

The bats in use at this time were still
made from saggar marl and had not

R.J. Slawson, UK

great length of life — moreover the
weight of refractories was still a high
proportion of the total fired mass and
the somewhat friable nature of the
material still gave rise to dirty specks
on glazed ware.

During the second world war and
immediately afterwards the
manufacture of specialised products
for use as kilnfurniture really gotunder
way. Bats could then be made thinner
and lighter, still with adequate strength
and were much less likely to cause
“kiln dirt”.

Various systems of props — much
lighter and smaller than the old blocks
were introduced so that shelf
structures could be built up with
spacing exactly as required for the
particular type of ware being fired. In
this way a large increase in the amount
of ware that could be fired on a kiln
truck was achieved. In some cases the
increase was as great as 100% more
than when saggars were used.
Moreover the reduced mass of
refractory material and the improved
atmospheric circulation allowed faster
firing so that the output of a given
tunnel kiln could be increased by a
factorof 2-5—3-0 without any significant
increase in fuel consumption.

There are a few cases where, even in
modern tunnel kilns, the use of saggars
has persisted. This is because the
manufacturers concerned were
particularly far seeing in the early days
of tunnel kilns and mechanised their
internal transport systems so that
saggars were used, not only for
holding the ware during firing, but also
for carrying the ware on conveyor
systems to the kiln. It is only during the
last few years that practicable systems
of easily removable bats have been
developed that are capable of being
used in this way. In these systems the
bats are carried on a permanent
structure built on the kiln car but are
themselves removable. The bats can
therefore be loaded with ware at any
convenient place, transported to the
kiln and slid into place without
disturbing the ware.

||
DESIRABLE PROPERTIES
OF KILN FURNITURE
REFRACTORIES
At first sight it might appear that kiln
furniture could be made from a wide
variety of refractory materials but, in
practice, the range is somewhat

restricted by the combination of
properties required.

These desirable properties are:
(a) Bending Resistance

Because these materials are used
mainly in the form of shelves (bats)
subjected to bending loads, the rate of
creep under such loads and at high
temperatures should be as small as
possible.
(b) Resistance to Thermal Gradient*

(“Thermal Shock”)
Because of temperature differences

generated during heating and cooling,
the resistance to thermal gradients
should be as high as possible. This
means that, in general, the overall
thermal expansion co—efficient must
be as low as possible and there must be
no sudden changes in co—efficient at
intermediate temperatures.

' The term ”resistance to thermal gradients" is
to be preferred to the more generally used term
“resistance to thermal shock" because, in
articles that are relatively thin compared to their
other dimensions, gradients may be set up when
there is no significant “thermal shock" and
conversely, if such articles are heated or cooled
evenly, very rapid changes of temperature do
not necessarily produce dangerous gradients
within the article.

(c) Cold Strength
The cold mechanical strength of the

article must be sufficient to carry the
required load. In most cases this does
not present a serious problem as, with
a given bat, bending at high
temperature is more likely to occur
than is breakage by load alone. Only in
cases where loads are very high,
temperatures low and spans short is
the cold mechanical strength of an
articlelikely to beasignificantfactorin
load carrying capacity.

Cold mechanical strength is a
significant factor when considering
possible damage to refractories during
transit or in general handling
(breakage caused by careless
handling is often a major source of
loss).

In the case of bats to be used in
“pusher kilns” the resistance to
abrasion, which is related to
mechanical strength, must be
reasonably high.

It is not, however, generally
desirable to increase mechanical
strength unduly because ceteris
par/bus, the resistance to thermal
gradients is often reduced at the same
time.
(d) Accuracy

The articles must be accurate in
shape and size and must resist
distortion in the original firing as well
as possible. It is for this reason that,
whenever possible, kiln furniture is
produced by dry or semi—dry pressing
in steel dies.

(e) Cleanliness

In certain cases, when ware is to be
placed directly on the refractory it must
not cause any staining of the ware.
This generally means that the iron (or
other chromogenic) oxide content
must be low and well distributed.
Generally a low iron content is also
advantageous in reducing high
temperature creep but it usually results
in a higher raw material cost.

Only in rare cases is staining of ware
a serious problem.
(f) Cost

The material must be as inexpensive
as possible.

Obviously it is improbable, even
impossible, to achieve optimum values
of all the desired properties in one and
the same material and some suitable
compromise must be reached. J.W.
Mellor once characterised Ceramics as
“The Science of Uncompleted
Reactions” — we might extend that
definition, particularly in the case of
refractories, by the rider: . . and the
Art of Choosing the Best
Compromise”!

This being so, it is suggested
(certainly in the case of larger
industrial kilns) that the manufacturer
is furnished with as much information
as possible about the intended use (in
particular: working temperature, load
and available firing space) and it
should be leftto himto designthe most
suitable structure and to suggest the
most suitable material.

Articles of kiln furniture are
produced to fulfil a particular purpose
and not to conform to any particular
technical specification and it may, in
certain cases, be necessary to carry
out working trials on more than one
material to find the optimum — for
instance, no two kilns seem to produce
precisely the same conditions and
although laboratory checks may well
sort out the useless from the possible
(under a given set of conditions) there
is no substitute for experience of
similar cases and the time-honoured
method of “trial and error”.

III
MIXTURES AND PROPER-
TIES OF COMMERCIALLY
PRODUCED KILN FURNI-
TURE
Almost all mixtures used for the
manufacture of kiln furniture consist of
a fairly coarse refractory filler bonded
together with finer materials
containing a substantial proportion of
clay. The filler may be a completely
natural material as, for example, zircon
sand, but is more usually a processed
material (such as calcined china clay

[molochite] calcined kyanite or
synthetic mullite).

These materials, combined with the
clay and, sometimes, a relatively small
amount of free alumina ensure thatthe
product, after high temperature firing,
contains a substantial proportion of
mullite, the only alumina/silica phase
that is stable at high temperatures. The
presence of mullite is important also
because it forms a felted mass of
acicular crystals that is mechanically
well adapted to resist bending at high
temperature.

In materials intended for use above
about 130000 this combination of a
high proportion of mullite (in some
cases, almost 100%) with a matrix of
siliceous glass is an almost invariable
choice although it may be achieved in
different ways from different raw
materials. These compositions have
not notably low thermal expansion co-
efficients and so are not particularly
resistant to thermal gradients.

For use at lower temperatures,
however, it is usual to incorporate a
proportion of magnesium oxide
(usually derived from talc) into the
material to convert much of the matrix
material to cordierite and so produce a
material with a much lower thermal
expansion co-efficient.

There are, therefore, two main
classes of materials: high and low
expansion. Because of theirsomewhat
higher bending rate the low expansion
materials are suitable for extended use
up to temperatures of only about 1250
to 130000 They can however, be used
upto an absolutelimitofabout1400°C
if loads are light, spans short or if a
higher rate of bending can be
tolerated. High expansion materials
can be produced with compositions up
to almost pure mullite and usable up to
about 1600°C but they are more likely
to crack under temperature gradients
and, depending on the working
temperature, are considerably more
expensive. It may often be found to be
more economic to use a low expansion
material even though the working
temperature is high and to accept a
somewhat shorter life.

An example of a low expansion
material is Acme Marls' general
purpose body type NB1.‘ Unless there
is some specific reason for using some
other material, NB 1 would normally be
specified for almost any purpose at
working temperatures up to 1250-
1300°C. The composition is
approximately: SiOz — 44%; Al203 —
47%; M90 — 6% with small amounts of
adventitious materials (Fe203, TIOQ,
NaZO, K20 etc.) up to a total of about
3%. V

* Previously known as 140 (Alumina).

To be continued . . .
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IF YOU DON’T TELL ME,
HOW WILL I KNOW?
A non-definitive look at design
and decoration with glaze

Notes to myself, June 1991

0 I never intended spending my time looking at rows and
rows of glaze tests. It’s a result of having imprecise,
almost non-existent aims. It just seems that when I set out
to do one thing, I nearly always end up doing something
else.

0 The aim of this article was to dwell upon and ponder the
excitement of actually using several of my glazes at one
time, on a pot or ceramic surface.

0 My attempts to write in general terms about glaze
decoration and design proved too difficult, so instead, I
offer an idiosyncratic view of how I use my glazes.

0 It is said that the English language has the largest
vocabulary of all. It is also said that English has the
greatest capacity for absorbing new words and phrases,
with the result that it continues to grow and expand day
by day. I sometimes wonder whether the reason for its
voracious appetite is that its words are never precise
enough. One sentence needs another sentence to explain
and expand its meaning.

0 Pages and pages of written text are spawned profusely
every day (including this page). It’s all part of the urge to
communicate and to express what seems to be
happening. Yet, to capture clear true meaning seems
beyond our grasp —
— “What do you mean by that?"
— “See what I mean?”
— ”No, could you be more precise?”

0 Nowhere is this confusion more evident that in the world
of art. “Art” itself is a word that seems to defy definition.
People use it to describe anything.

0 I seem to have been involved in some way with art since
childhood. At the age of approximately 10 years the
prevailing definition of art revolved around who could
best draw Mickey Mouse, Donald Duck, Tarzan or Flash
Gordon. in the years between then and now, I must admit
it got slightly more complex.

0 The major discoverythat released me from the grip of the
definition, was that the things you drew and made, didn’t
have to look like an object, a person, or any thing at all. i
have allowed books, magazines and people to bombard
me with all kinds of definitions of art and have been
around long enough now, to wonder about the effects of
trends and fashions that seems to accompany each
decade.

0 These days I cling to the notion that my art — the art that
suits me — is essentially visual. I always return to the idea
of personal seeing and human expression through visual
elements, giving an object that contains its own
explanation and its own life.
— ”What is your message?” the journalist asks.
— “What issues are you dealing with?”
— “What are you passionate about?”
— “How do you see yourself?”
The temptation to give flippant answers to these
questions is great indeed. The fact of the matter is that
when l’m engrossed in activity of any type, I’m essentially
performing a deep trust in what is happening and
responding to ideas asthey arise in my head (?) mind (?)
— where?

Brian Gartside writes regular features for the
NZ POTTER. He has a workshop and studio 2km west
of the southern motorway at Ramarama, RD 3, Drury.

Even the activity of writing this becomes easier if I trust
the thoughts as they arise and resist the temptation to re—
phrase or re-write parts of it. i suppose it‘s an act of trust
in saying ”allow me to have and express spontaneous and
(dis?)(un?)-connected thoughts freely, without having to
question them.” When I eventually read this in printed
form, I’ll probably disagree with some of the ideas, but at
this moment, as | write, it is what is flowing out from the
internal dialogue with myself, and that seems OK.
The next thing that comes to mind is to make comment
about the tendency to take things too literally. Given the
difficulties in making strict definitions (discussed earlier)
then it becomes obvious not to take spoken or written
language at face value. A comment, perhaps made briefly,
can stick like superglue for ever.
-— ”He makes raku”
— ”She does lustre work”
— “She’s so intuitive"
— “He’s so cerebral"
— He’s got it made, it’s alright for him".
These cliches hang around for years. Quick, glib
descriptions, spoken or written, take on an energy and an
importance far beyond their origins.
Maybe that’s why I enjoy sarcasm so much (or do I mean
dry humour?) Saying the opposite can somehow give the
unsaid thing more life. Unspecified, it has more freedom
to be itself and laughing at it helps it to explain itself, and
continue on its way. I’m quite intrigued by the dynamics
of opposites. “Both sides of the same coin” they say;
calm-chaotic, serious-light hearted, vague-definitive.
Opposing elements belonging together, explaining and
enhancing the meaning of each.
Taking things literally also tends to lead to earnestness
which can be very painful. It’s like trying too hard and
never quite making it, meeting nothing but
disappointment and, in spite of the striving,
dissatisfaction.
I’m not convinced that channelling in towards a defined
goal works for everyone. I’m sure there are other ways to
achieve things. Aiming off-target often allows the real
target to be achieved and it certainly lifts the pressure off.
Good ideas, and probably most ideas, have a habit of
fulfilling themselves and seem to resent too much
pushing.
Finally l must tell you that l have it in writing that I am a
glaze expert! — is that really what I am? There’s a colour
page opposite that’s fairly close to what l am. So if anyone
is interested they will have the choice of trying to read the
preceding notes, or reading between the lines, or reading
the ideas in full colour on clay surfaces.
Alan Watts in The Wisdom of/nsecuritywrote”. . . to look
at life without words is not to lose the ability . . . to be
silent is not to lose your tongue”. Also in the same book

. . a menu is very useful, but no substitute for dinner”.
For the technical record I will say that the colours and
marks illustrated are all made using simple mixtures of
ceramic raw materials described in my previous half
dozen articles. Every effect here is obtained by layering
glazes over each other and firing several times; taking a
few risks, letting the glazes join gladly, or battle with each
other‘s shrinking characteristic in the kiln. I
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HEATHERs CERAMIC STUDIo LTD
P-o- Box 92 NEW FROM COWLEY

National Distribution Centre [Plalpielr & F

3123? // “44% (:6ig4gf7oo ax DOUBLE ROI-l- Slabr0”3r
UNSURPASSED IN DESIGN AND QUALITY

Leading Importers of Ceramic

Duncan and Paragon Electric Kilns

AUtQmatIC’ Manual and Large diameter roller to
D'g'tally controlled. prevent warpage and cracking

1/2 CU ft — 11 CU ft Up to Gone 11 ThtCkneSS adjustment- Second roller automaticaflySingle Phase performed from one S'de Of tensions and rewinds top Cloththe table in seconds. / ‘
Full range of Duncan Products

Glazes Underglazes Kilns Acrylics’ ’ ’ ’ rh— Hea du Cloth.Brushes and Tools. W W

WESTERN POTTERS
SUPPLIES (1986) LTD

Our Auckland shop has MOVED Legs fold within '. '
to a NEW CENTRAL ADDRESS {:ggnsgvggrgfggggggér

Unit 4 / 43a LINWOOD AVE
MT ALBERT. Ph: 815-1513

Heavy duty table
which can double as
a workbench.Single handle for winding

carriage along table and also
adjusting Clay thickness,
instantly removable.

Table constructed of heavy gauge pressed steel,
finished in a very durable oven baked powder AVAILABLE FROM
coaflng... _ _ ALL LEADING
m
— Table size = 1200mm x 600mm RETAILERS— Clay thickness = 3mm-50mm
— Weight = 50kg

HAMILTON SHOP — New Zealand Registered Design No. 23743.
Northway St, Te Rapa. — © CCWIGY Potters Equrpment 1991 MANUFACTURED BYP.O. Box 10-362, Te Rapa. Ph: 497_473 — DeSIgn Right Cowley Potters EqUIpment 1991 LYLE COWLEY, HAM'LTON

30 New Zealand Potter No. 2, 1991 New Zealand Potter No. 2, 1991 31



SOUTHERN CLAYS
TERRACOTTA AND EARTHENWARE CLAYS
O BRICK RED — Rich red terracotta 1050°-1100°C OX/RE strong plastic

clay good for plant pots.

o ABBOTS RED — Terracotta 1100°-1150°C OX/RE very popular versatile
clay suitable for domestic ware, plant pots, handwork and school
modelling. Commercially available glazes "Abbots Clear” and “Abbots
Zircon White” specifically designed for this clay.

o ABBOTS WHITE — Ultra white earthenware 11000-11500C OX/RE smooth
plastic clay — fits Abbots glazes.

THE “ABBOTS” PACKAGE
IDEAL FOR

SCHOOLS, BEGINNERS AND PROFESSIONAL
POTTERS — Abbots Red Clay, Abbots White Clay,_Abbots

Clear glaze, Abbots Zircon White Glaze.

STONEWARE CLAYS
o ABBOTS WHITE — Ultra white vitreous body. Vitrified at 1250°C. Use as

a stoneware from cone 8. OX/RE

O SOUTHSTONE — Rich buff coloured reduction stoneware. Good stock
stoneware body 1300°-1320°_C RE.

0 LOW IRON STONEWARE — 1250°1SOO°C RE Light grey — OX Off
white. Good for handwork because of long workability range.

0 OTAGO LOW FIRE — 1250°-1280°C OX/RE light buff clay popular for
figurines and novelties.

ALL CLAYS BISQUE TO 1,000°C

Products stocked by all major ceramic supp/y distributors.
Bulk indent including mixed orders available through your

distributor

SOUTHERN CLAYS m,
P.O. Box 6323, DUNEDIN, TELEPHONE & FAX (03) 477-6229

Hours 9 a.m.-12 Noon, 1 p.m.-5 pm. Monday to Friday
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JOHN PARKER
Wanganui Summer School

Peter Gibbs, Nelson

John Parker is one of New Zealand’s most accomplished
potters and teachers. For ten days in January he conducted
a workshop with twelve potters at the Wanganui Regional
Community Polytech’s Summer School of the Arts. | asked
him what his aims were in such a session, and how well the
students had reacted.

“You’re not there to promote your own work, to let them
know how great you are, but to coax out of them things they
didn’t know were there. It‘s no competition, but each person
is trying to extend their previous personal best.

”So I got them to focus in on simple forms, through the
first exercise that I did, using 3D glasses. They had to,
without even being near clay or anything 3 dimensional,
rememberthe last piece they made and reconstruct it, not in
pencil, but with little mosaics of torn up paper. That was
putting them in the position where they were all equal,
because they didn’t have to rely on drawing skills or
throwing skills. It was a great leveller. Also it was a lot of fun,
so it broke the ice a bit.

“I wanted them to have individual programmes, but I did
demonstrate some techniques to them all. One was
stretching. I don‘t believe you can throw and shape at the
same time. So I’ve been trying to get them to divide the
throwing process up into thinning and then shaping. Asthey
were throwing, if there were moments that were interesting,
I would ask them to stop.

“In the end, the finished pieces do have perhaps a slight
look of things that Lucie Rie or I might make, but I think
that’s actually incidental rather than intentional. What
they’ve explored are their own shapes, but they’ve used the
wheel or even the throwing process as a decorating process
in its own right.

“I don’t draw or paint or decorate well. My decoration is
really limited to banding or creating texture which does
things and I‘m very keen on the agate technique as a random
way of placing decoration which you can‘t fake with a brush
at all.

“We added grog to the clay and watched how it tore. We
added brass filings, made agate and put organic swirls or
sweeps. By looking at the pieces you see how the throwing
process works. I just wanted to make the point that even
though they might superficially look like things that Lucie or
I might make, behind is a structure they have worked out for
themselves.

“Also I tried to fit in as many things as possible and the

Anne Powell and John Parker.

Evelyn Kelly and Barry Doyle.

easiest way to teach people a lot, is to restrict what they do
so they’re focussing on something specific. From the very
beginning they were designing work and right up until the
end they were still designing work.

“Something that often happens in workshops is that
someone will turn a bowl, then turn a foot on it and think it’s
great. I encourage people to take if off the wheel, feel it and
make sure it is even and if not, to put it back and correct it.

“A lot of people ended up ruining things by breaking the
rims because they got too dry, but it was great they’d
bothered to decide it was actually too thick. Now they’re
designers and that‘s the thing I try to put across, that people
are designers and makers of their own work. You aren’t the
designer and maker of your own work if you‘re just copying
something out of a book, because you’re copying an end
product rather than copying a starting point.

“We used three glazes, all of which were white; a
transparent tin one, a zinc/talc one and a high alkaline one.
And just by using copper we got a full range of green to
apricot, grey right through to black and blue, it was an
educational process for them just to see the simple basis.

”I once took a middle-fire glaze course. I didn’t really
know anything about middle—fire glazes, even though I was
firing at cone 7. It’s always good if you don’t know
something to teach a course on it, because you have to do a
rapid learning curve. So a group of us met on five Sundays
and l organised a testing scheme. People did all theirtests in
the week and then we brought them back and talked about
them. Out of that have grown these three basic glazes, which
a lot of people use now.

“This Wanganui workshop was a combination of that and
my own work. It was the third ten day course I’ve taken. The
first two in Southland were more “make this, let‘s all make
that", but this time it was more interesting because everyone
had their own projects.” I

Evelyn Kelly.
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GINNY CONROW

Glaze notes from an Auckland
Studio Potters’ Workshop

Ginny Conrow, president—elect of the
North—West USA Potters Association
has, this past summer, been on a back—
pack tour of New Zealand and
Australia, visiting potters and
conducting workshops. When at
home, she lives and works on the
ground floor of a three storey
commercial property in Seattle, where
a shed out the back houses her kilns —
electric for oxidation and gas for
reduction firings.

Her work includes a lot of finely
thrown porcelain, altered by stretching
and folding into unique pieces. These
are glaze decorated mostly using
airbrush techniques, as are her
landscape panels which consist of
stain and glaze spraying on standard
commercial tiles.

On her return to Seattle, Ginny
hopes to begin organising exchange
exhibitions or even an artist in
residence exchange scheme between
Seattle and Auckland At her workshop
inAuckland sheprovidedthefollowing
notes on her favourite glazes. All
feldspar used is potash feldspar, the
cones quoted are Orton.

Yana White. Cone 10 (12600C).
Reduction.
Feldspar 4O
Whiting 17
Talc 13
EP Kaolin 3
Flint 28
Bentonite 3
1% Epsom salts mixed with water into a
paste can be added as a suspender.
Use stains for decorating on top of this
glaze. As it is magnesia based, cobalt
used with it will tend to turn purple.

Yana Black. Cone 10. Reduction.
EP Kaolin 9.00
Feldspar 41.66
Silica 20.95
Whiting 15.65
Ferric oxide 9.10
Zinc oxide 2.02
Bentonite 0.75
This is a shiny Tenmoku black which
can be decorated with rutile,
colemanite or gerstley borate to
produce breaks of orange/brown. Or
these can be lightly sprayed all overthe
glaze to break up the black surface.
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Basic Clear Glaze. Cone 10. Reduction.
Nepheline syenite 5O
Flint 2O
Wollastonite 10
Zinc oxide 10
Colemanite 5
Ball clay 5
Colemanite may be replaced by
Gerstley borate.
Can be used either under or over other
glazes given here, but is best if
decorating stains or oxides are used
under. Not good to use chrome oxide,
because of the zinc. Add 1% ferric
oxide to make this a grey glaze.

Crackle. Cone 10. Oxidation.
Feldspar 79.2
Colemanite 8.1
Whiting 12.7

Peach Bloom. Cone 10.
Feldspar 79.2
Colemanite 8.1
Whiting 12.7
Tin oxide 1.0
Copper oxide 0.3
Base glaze for copper reds. Over—
oxidised, the copper reds go white.
Over-reduced they are awful,
producing “Dirty—Myrtle" red, but they
can be brought back by re—firing with
more oxidation.

Japanese Blue. Cone 10. (Red and
Blue).
Whiting 10
Colemanite 10
Feldspar 30
Flint 30
OM Ball clay (white) 5
Barium Carbonate* 5
Magnesium Carbonate 5
Copper Carbonate 5
Rutile 3
Don’t use this glaze alone. Use it on top
of Crackle, Peach Bloom or Leach
Clear for blues and reds.
* Do not use Barium carbonate on any
domestic ware.

Leach Clear. Cone 10. Reduction.
EP Kaolin 10
Feldspar 35
Silica 35
Whiting 20
1% Epsom salts as a suspender. This
glaze is best with stains or oxides used
oven
For Teal Blue, use Leach Clear and
add:
Copper carbonate 25%
Ferric oxide 50%
Rutile 2.00%

Black metallic stain
Albany slip 88.66
Cobalt oxide 8.00
Copper oxide 8.00
Red iron oxide 8.00
Manganese dioxide 8.33

The following glazes are for oxidation.
Semi-matt. Cone 6.
Feldspar 50.0
Zinc oxide 10.8
Whiting 18.6
Kaolin 14.7
Flint 5.9
A milky, off-white glaze, this is awful if
used with chrome, because of the zinc.

Opaque. Cone 5.
Feldspar 22.3
Silica 22.3
Frit 3134 22.8
Whiting 11.8
Kaolin 9.9
Dolomite 3.6
Bentonite 2.1

Sealant glaze. Cone 10.
Feldspar 32.0
Flint 16.0
Zircopax 16.0
Talc 12.0
Gerstley borate 9.6
EP Kaolin 7.2
Dolomite 5.6
A good tight glaze for sealing the
insides of vases, etc.

Celadon. Cone 10.
Feldspar 50.7
Flint 20.5
Barium carbonate* 16.5
Whiting 6.2
EP Kaolin 4.0
Red iron oxide 1%—2%
Test this celadon with oxides and
stains under, over and both.
* Do not use Barium Carbonate on any
domestic ware.

Ginny also showed how to use stains
for decorating and how the colours
could change depending on whether
the stain was used over, under or on
both sides of the glaze. Experiment
with all possible combinations.

Her mixing recipe using Mason
stains was as follows. This is a rough
guide to be experimented with, for
instance less stain is needed if it is
Degussa, as this is stronger than
Mason.

Stain (tablespoons) 2
Ferro frit 3134
Nepheline syenite 1

_L

The ferro frit can be replaced by
gerstley borate or colemanite. I

TERRACOTI'A BREAD POTS
Robyn Hetherington, Auckland

\‘

The Bread Pot is a porous, unglazed
terracotta clay pot ideal for baking
breads and fruit loaves. The pot stores
oil and slowly releases it during baking
to keep the bread moist, giving
beautiful even—textured loaves.

Bread making is the simplest form of
cooking there is. All that is needed is
some yeast, some sweetener for the
yeast to work with (yeast is alive, and
uses sugars to make bread rise) and
some high gluten flour.

Before using a bread pot for the first
time, warm it in the warming drawer, or
in the oven, for a short time. While the
pot is still warm, pour a few
tablespoons of cooking oil into it and
swirl it to coat all the inner surface of
the pot with oil. Leave the pot for at
least half-an—hour to let the oil soak
into it, before first using it for baking.

For subsequent uses, re—oil the pot
with one or two tablespoons of oil just
before use. The more often you use the
pot, the less oil it will need — and the
better the bread will be.

For cleaning, the bread pot need
only be wiped out with a dry cloth.

I make terracotta bread pots in three
sizes. The small one uses 3 cups of
flour, the medium one 4 to 5 cups,
while the large pot uses at least 6 cups.

There are many ways to make
delicious bread in a bread pot and
much of the fun of baking bread at
home is in experimenting with all the
tasty things you can use.
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Wheat flour and rye flour contain
enough gluten for bread making, so at
least two—thirds of the flour used
should be wheat or rye. Here is a
simple bread recipe which takes less
than 10 minutes to prepare:

Mix 4 cups of wholemeal wheat flour
and 2 cups of any other flour you like
(see Suggestions) with 3 teaspoons (or
less) of salt, in a large mixing bowl.

Make a ‘well‘ in the centre and add 2
level dessertspoons of fresh active dry
yeast, and 2 good dessertspoons of
runny honey. Add a cup of warm water
and gently mix in. Keep adding more
warm watertill all theflouris mixed into
a sticky dough. This mix is enough for
one large bread pot or two small ones.

Oil up the pots and put the dough in.
Tip the dough out, turn it over and put
it in again. This coats the dough all
over with an even layer of oil. Sprinkle
the top with kibbled wheat or rye, or
sesame seeds to your liking and set the
loaf aside to rise, for half—an-hour or so.
Bake at 1800C for about 40 minutes.
Leave the bread to cool slightly before
removing it from the bread pot,

Suggestions . . .
Flour. The tastiest loaves have _a
mixture of flours, so use at least 3
different types. As well as wholemeal
and white flour, you can use rye,
oatmeal, rolled oats, kibbled wheat,
cornmeal, or soya flour for extra
protein.
Sweetening. Use honey, brown or raw
sugar. For darker loaves, try a little
molasses.
Fruit Breads. Add bananas, apples,
dried apricots, nuts, coconut —— or
anything else you feel like tossing in.
Here’s your chance to experiment.
Spicy Raisin Bread. Use wholemeal
and/or white flour. Add one teaspoon
each ofcinnamon and mixed spiceand
half a cup of raisins, to the mix.
Herb Bread. A deliciously different
recipe from The Herb Farm in Akaroa.
Take part of your normal dough out
and replace with the same amount, in
bulk, of grated cheese, a finely
chopped onion and finely chopped
herbs of your choice, such as Hyssop,
Marjoram, Chervil, Parsley, Mint. Fresh
herbs all blend well together.
Happy Baking!
Flobyn Hetherington sells her
terracotta, including Bread Pots at the
Great New Zealand Craft Shows. Ed. I
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“ICESCAPES”
Helen Schamroth, Auckland

Exhibition by potter Robin Paul and fibre artist Helen
Schamroth at Pots of Ponsonby 4-16 March 1991.

What do you get when you cross the work of a potter and a
fibre artist? A lot more than the sum of the parts, if our
experience is anything to go by. You get even more when
these people’s lives are intertwined with the lives of an
architect and a designer.

Working collaboratively is not new for Robin and me — we
started in 1985, have exhibited since 1986 and won a couple
of awards with some of our earlier work. We enjoyed the
experience so much that despite our lives taking different
directions for a couple of years we were determined to do
some more work together, and started meeting, discussing
and creating samples early in 1990.

The starting point invariably has been having something
to say, a statement that fits comfortably for both of us.
Looking at the environment and what humans are doing to
it, as well as celebrating its beauty, has given us much of our
subject matter. How we say it has been the adventure, the
excitement and frustration.

We chose to look at the Antarctic for this group of work,
and started to research the images that were meaningful to
us. Our resource materials were referred to several times
during the process, especially when we started to lose our
way and got some bizarre results of experiments.
Researching also meant visiting Greenpeace and we made
a decision to donate part of the proceeds to them.

Setting a deadline early in the project gave us a framework
to cling to when our jobs, families and other commitments
threatened to take over. The inevitable ”we could have done
with longer” was balanced by forcing us to make decisions
and resolve half-ideas. It also forced us to rearrange our
priorities in the three months before the exhibition.

When we look back to see where the visual ideas came
from it is hard to pinpoint who had the ideas. Rather they
came from asking unexpected questions of each other,
bouncing ideas back and forth, thinking laterally, defining
the qualities we wanted the work to have and clarifying the
content. Solutions also appeared when experiments failed
— bottles became sculptures and wall—pieces became
vessels.

Current work of our own also had a large bearing on what
we finally produced, so the results, although unpredictable,
relate to the way we have been working independently.

The discussions we had were as much about asking the
other to try new techniques as about aesthetics. Quality of
detailing was up to the one with the expertise to resolve, but
that didn’t stop both of us from being forever critical. We
trusted our intuitions and always expressed any sense of
unease. It invariably meant trying again until we were both
excited with the results rather than settling for a
compromise.
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The process necessitated me getting my hands into the
clay, which I love but my skin doesn’t! And it meant that
Robin was creating with a multitude of materials she
wouldn’t otherwise use. Not to mention the fun we had when
the pieces required four hands to keep all the bits in the right
place!

The exhibition consisted of mainly high—fired white clay
pieces — handbuilt slab bowls with torn edges, and “bottle
sculptures” that were thrown, slashed and rebuilt with
additional fragments of rolled textural slabs. For display
purposes Robin created an army of penguins which have
become an endearing part of the imagery for us.

Some of the pieces were glazed white to look glassy,
frosty or icy. Others captured the different moods and light
of the Antarctic landscape, and were left matt white then
coloured with onglazes, some of which were rubbed into
embossed areas much as one does when rubbing ink into
etching plates.

Where, one might ask, is the fibre? Basically it isn’t there
in its more usual forms, with the exception of a quartet of
knitted cotton and fusewire lace bowls stiffened with paint.
It appears to a lesser extent in the embossed textures taken
from abstract knitted wire samplers alongside the raked
surfaces Robin created on a mould almost by chance.

My main contribution has been textile process rather than
textile materials. The debris in the icescapes is mainly hard
— wire and wire meshes, including stainless steel mesh
fabric, glass fragments, rattan, sandpaper, mylar and
electronic components — and enamel paint.

My handling of the clay — torn fragments of textured slab
— used for rebuilding the bottles was based on the way I
assemble fragments of fabric or paper, which was not
without its technical problems.

My unorthodox approach (for unorthodox read
inexperienced) in using clay was balanced by Robin’s
perserverance to get the pieces to survive, or alternatively
freed her to substitute it with an even better solution. The
reverse was true with the fibre work. So the balance of input
was always shifting as we learnt from each other as well as
from our mistakes.

The process was laced with good humour, dedication and
sense of purpose, as well as the inevitable moments of
despair. We trusted each other implicitly to be honest, and
throughout the project we managed to develop our
longstanding friendship even further, as well as maintaining
mutual respect for what the other had to offer. That’s what
made the project so worthwhile. I

GALLERY GUIDE
Entries for this listing cost $15 — boxed $20 — (incl GST) for up to 25 words. Cash
with order, to NZ Potter, PO Box 881, Auckland. Next deadline 1st June.

NORTHLAND
NORTHLAND SOCIETY OF ARTS — Reyburn House Gallery, Lower Quay Street,
Whangarei. Monthly exhibitions of artists, craft people and various media — Hours:
Tues—Fri 1030-400, Weekends 1—4.

NORTH AUCKLAND
PALMS GALLERY, Wayby, Pottery, wood, glass. Resident potters: Barry, Barbara,
Scott and Arran Hockenhull. Open 7 days (09423) 7125. Turn left 500m off S.H.1
15km north of Warkworth.
WARKWORTH CRAFT GALLERY CO—OPERATIVE Cnr Baxter and Neville St.
Excellent selection of local pottery, woodwork, weaving, jewellery and clothing.
Open 9.30—5.00 daily. Phone (09425) 8790.

AUCKLAND
ALlCAT GALLERY, 36 Jervois Road, Ponsonby, ph (09) 786-874. Open 6 days, fine
selection of NZ pottery, paintings and custom framing.

ANDREW and JEANNIE VAN DER PUTTEN POTTERY, 3 Surrey Crescent,
Grey Lynn. Makers of colourful decorated earthenware and designer ware.
Open 6 days. Monday to Saturday 10am — 6pm. Phone (09) 765—158.

ART AND SOUL, 434 Mt Eden Rd. Open 7 days. Pottery, glass, wood, knits, silk,
jewellery, flax kits. Many craftspeople not represented elsewhere. Phone (09) 606—
918.
ARTISAN CENTRE, Potters Co-operative, Broadway Plaza, Newmarket, Auckland.
Ph (09) 524-0465. Decorative and domestic ceramics. Buy original work direct from
10 experienced potters. Open 6 days.

CITY CERAMICS, 7O Mackelvie Street, Ponsonby. Hand made colourful studio
pottery, domestic ware and individual pieces by Jeff Scholes. Phone (09) 764—
107 or (09) 760—458.

COMPENDIUM GALLERY, Victoria Road, Devonport. Ph (09) 445—1577. Open 7
days/evenings. Greatest selection of quality NZ crafts anywhere — ceramics,
jewellery, clothing, glass and woodware.
GALLERIE LA POSTE, former Takapuna North Post Office, corner Hurstmere Rd
and Earnoch Ave. Excellent selection of top New Zealand artists, painting, pottery,
mixed media and sculptures. Exhibitions change monthly. Phone (09) 486—1702.
IAN FIRTH GALLERY, 15 Valkyria Place, Birkenhead. Fine art and sculptural
ceramics in stoneware and terracotta. Individual commissions are a specialty.
Phone (09) 483—4285 Mon»Sat10am—5pm.
KERAMOS ARTS CRAFTS, Henderson Square, Henderson. Phone (09) 838—6174.
Pottery, wool hangings, cane, pure silk scarves, jewellery, sheep skin slippers from
leading crafts people.
LOPDELL HOUSE, Waitakere Arts and Cultural Centre, three galleries, two craft
working studios, craft shop. Open 7 days 10am—4.30pm. Phone (09) 817—8087.
MASTERWORKS GALLERY, 8 York Street, Parnell. Phone (09) 309-5843. Ceramics,
glass, fibre, wood, jewellery. Superb selection of New Zealand's best. Open Mon. to
Sat. ‘
POTS OF PONSONBY, 298 Ponsonby Road, Auckland. Ph (09) 760-145. Craft co—
operative gallery offering a wide range of quality handmade domestic and decorative
pottery and other crafts.
SUNPARK GALLERY, Main Road, RD 2 Albany. 8kms north of Albany village.
Excellent selection of fine pottery and ceramics. Open 7 days. Phone (09) 415—9373.
TEXTURES CRAFT GALLERY, 10 The Promenade, Takapuna. Phone 460—877.
Selection of fine NZ craft concentrating on fibre, wearable art and flax. Exhibition
space available to potters. Open 7 days.
THE BLUE STUDIO, 434 New North Road, Kingsland. Home of the Out of the Blue
original, modern, bright ceramics by Brendan Adams. Ph (09) 896—376.

THE POTTERS GALLERY, 209 Hinemoa Street, Birkenhead. Phone (09) 418—
1263. Fine range of porcelain, domestic and decorative pottery, silk scarves
and kauri woodware. All by leading crafts people. Open 6 days.

THE RICH EARTH, Auckland's Crafty Place to shop, 106 Picton Street, Howick.
Pottery, hand crafted kauri, lead lights, china painting, Ieatherware and knitted
garments. Phone (09) 534-2321.
WALNUT COTTAGE, Main Road, Orewa. Restaurant, BYO, Devon Teas and
Lunches. Fine crafts, paintings and pottery. Closed Mondays except Public
Holidays. Phone (09) 426—6523.

WAIKATO
CADEAU STUDIO, 115 Alexandra Street, Hamilton. Domestic and Decorative
pottery, weaving, handspun and mohair knitwear, bone carving, woodware, Wayne
Sinclair's paintings and silk. Made by well known New Zealand crafts people. Phone
(071) 389—096.
EXPRESSIONS — The Museum Shop, Waikato Museum of Art and History,
Hamilton. The finest New Zealand pottery, glass, jewellery, silk, books, prints, cards.
Phone (071) 395—100.
FIRE & FORM. Chartwell Square, Hamilton. Eleven potters and one woodcarver.
Wide range of domesticware and decorative pieces. Monthly exhibitions by NZ
craftspeople in various media. Phone (071) 556~638.

COROMANDEL
ALAN RHODES POTTERY. Situated at Whenuakite, 23km south of Whitianga.
Stoneware and pit fired pots. Studio attached to the gallery, visitors always welcome.
EASTERLEY, Ocean Beach Road, Tairua. Specialising in quality pottery and garden
ware. The shop and garden open to the public from dawn till dusk, daily.

MINISTRY OF WORX, Craft Gallery, Waikino. Haven of crafts including jewellery,
wood—turning, soaps, perfumes. Specialising in stained glass and pottery. John and
Trish MacReady. Ph (07) 863-7720. Closed Saturdays.

PENINSULA GALLERY. Showcasing the Peninsula’s finest arts and crafts. Pottery,
flowers and carved kauri. Monday—Saturday, 9am-5pm. Albert Street, Whitianga. Ph
(0843) 65-224.

WHAKATANE
THE RED BARN. State Highway 2, Whakatane. 7 minutes from Whakatane Post
Office. Featuring locally made pottery and wide range of other crafts. Open 7 days.

ROTORUA
STUDIO 4. 33 Eruera Street, Rotorua. Wide range of crafts, glassware, bronze
weaving, gold and silver, jewellery, woodware, silk scarves, pottery — stoneware,
porcelain, pit fired, raku, domestic, exclusive gifts made by New Zealand crafts
people. Phone (073) 460—242.
MANAWATU
SANSON POTTERY AND GALLERY. Main Highway, Sanson. Producers of
individual handcrafted domestic and decorative pottery. Carmen & John Hackshaw.
Open 7 days. Ph (063—293) 517.
POTTERS VAULT CO-OP SQUARE EDGE. Church Street, Palmerston North.
Decorative and domestic ware, pit fired and raku pieces made by nine members.
Phone (063) 82—211.
RANGITIKEI PLAINS
VILLAGE GALLERY. State Highway One, Hunterville. Fine glass, pottery, porcelain,
paintings and wood. Phone Anne Powell (0652) 28—461.

WAIRARAPA
PAUL MELSER POTTERY. A wide range of domestic ware in six standard glazes. All
pots handmade and woodfired. Norfolk Road to Mt Holdsworth, Walrarapa. Ph (059)
83-788.
WELLINGTON
CAPRICORN GALLERY, 155 Jackson St, Petone. Handblown glass and studio
pottery from leading NZ Potters, silk scarves, jewellery. Open 6 days to 1pm
Saturday.
CLAYPOTS by Murray Clayton. Gallery and studio open the first weekend of every
month or by appointment. Wide range of glazed pots. Takarau Gorge Road, Ohariu
Valley. Phone (04) 784-080.
CLAYSHAPES GALLERY, 236 Oriental Parade, Wellington. A wide selection of fine
NZ crafts. Pottery, woodturning, silk scarves, jewellery, bone carving, hot glass.
Open 7 days, 10am—6pm.
CRAFT COUNCIL GALLERY. 22 The Terrace, Wellington. Open 7 days for the
purchase of craft pieces executed by New Zealand's finest craft artisans. Regular
exhibition programme. Phone (04) 727—018.
HYDE PARK CORNER, Te Horo. Craft Village, Museum, Garden Centre and Coffee
Lounge. Sells pottery, windchimes, garden ornaments, fountains, sculptures. Holds
exhibitions occasionally. Open Tuesday-Sunday,10am-4.30pm.
MALCOLM WARR STUDIO GALLERY, 26 Parata Street, Waikanae. Ceramic
Sculpture by Maree Lawrence and original prints by Malcolm Warr. Open Monday-
Saturday 9am-5pm. Telephone (058) 35—060.
MIREK SMISEK AND PAMELLA ANNSOUTH POTTERY, Main Highway, Te Horo.
Open every day. Wide range of domestic, decorative and sculptural pieces in
stoneware and saltglaze.
PAEKAKARIKI POTTERY, Pots by Neil Gardner— from fine glazed plantersto vases
and domestic ware. Visitors welcome, 65 Wellington Rd, Paekakariki. Phone (058)
28-396.
PARAPAHENALIA CRAFT GALLERY. 22 Marine Parade, Paraparaumu Beach. Fine
crafts — pottery, glass, wood turning, screen and hand painted clothing, jewellery,
handmade wooden childrens toys. Phone (058) 84-022.
REIKORANGI POTTERY and Riverside Animal Park, Ngatiawa Road, Waikanae. Jan
and Wilf Wright invite you to experience a country environment. Open 7 days,
9.30am-5pm. Ph (058) 35—146 (Tea Rooms).
THE POTTERS SHOP, Kirkaldie and Stains Building, Johnston Street, Wellington.
Phone (04) 738—803. A co—operative potters gallery offering their pots of excellence
direct to the public.

NELSON
SOUTH STREET GALLERY, Cnr Nile St West and South St. Here Nelson potters sell
a wide variety of functional and imaginative work in historic surroundings.
Exhibitions are shown in the upper Gallery.
WAIMEA POTTERY. When in Nelson visit Waimea Pottery at Craft Habitat,
Richmond, to view a fine collection of lustred and domestic ware by Paul Laird.

WEST COAST
COAST CRAFTS, 47 High St, Greymouth, West Coast. Ph A/H (027) 6102. Weaving
studio and outlet for local pottery and crafts. Specialising in handwoven scenic
wallhangings.
HOKITIKA CRAFT GALLERY CO-OPERATIVE, 25 Tancred Street, Hokitika. Multi-
media gallery offering wide selection of quality craft works from top West Coast
craftpersons. Open 7 days.

CANTERBURY
ARTISANS GALLERY, 45 Rue Lavaud, Akaroa. Open daily 10am-5pm. Ph (03) 304—
7514. New Zealand fine craft and craft art, studio pottery, ceramics, woodturning,
weaving, furniture, jewellery, original casual clothing, silk, glass. Orders/
commissions taken.
BARRHILL VILLAGE CRAFTS, Old School, Barhill, Sunday 2-5pm, for New Zealand
woolcrafts, woodturning, pottery. Ph (03) 302—1720.
BARRHILL CRAFTS, McMillan St. Methven, Sunday-Friday 10.30am onwards.

COURTYARD POTTERY, 69 Rutland St, Christchurch. Ph (03) 355-5933.
Specialising in quality pottery, glass and silks by New Zealand craft people.
Open Mon-Thurs 9.30—5.30pm. Friday 9.30-8pm. Saturday 11-2pm.

CAVE ROCK & SALAMANDER GALLERIES. The Arts Centre Christchurch. For fine
NZ crafts and works on paper. Phone (03) 365-1634.
EASTSIDE GALLERY. Specialising in quality pottery, woodwork, fabric craft,
paintings, silk scarves, woollen garments, weaving. 724 East Street, Ashburton. Ph
(053) 89—550. Open 7 days. 9.30am-5.30pm.
MAINLY POTS, 95 Main Rd, Redcliffs, Christchurch. A co-operative of local potters.
Colourful domestic and decorative pots and crafts. Open every day. Enquiries: Lis
(03) 844-1000.
SEVERAL ARTS, 807 Colombo Street, Christchurch, Phone (03) 669-264. Fine NZ art
and crafts since 1960. Open Mon—Thurs 10am—5pm. Fri 10am—6pm. Sat 10am—1pm.

MARLBOROUGH
MACMILLAN GALLERY (MHJ). Pottery, paintings, bronze sculpture, terracotta bird
baths, feeders, etc. Commissions. Open 7 days, 10am-5pm. Cnr Inkerman Street and
West Coast Road, Renwick, Marlborough.

DUNEDIN
DUNEDIN POTTERY. Specialising in locally produced domestic and
decorative pottery. Plus pottery supplies,clay, glazes, tools etc. Open 7 days.
201 Stuart Street, Carnegie Centre, Dunedin. Phone (03) 477-1163.



CLASSI FIE D My,
WANTED ‘3‘3014
Pugmill and electric wheel in good condition by the
Waimate Pottery group. Please contact Kate Johnson,
88 High Street, Waimate, S.l. Phone 0519-7153.

*****
Large slab roller wanted, 660m wide. Write to Mike
Flatt, 377 Sandringham Road, Auckland or Phone (09)
892-879.

TO RENT
For rent in 1992: home including two wheels and kiln,
two looms and spinning wheel. Private garden, close
to beach and mountains. One hour from Wellington Peter Algers
and Palmerston North. Write to Jan Calkoen R.D.31, Merrilyn Wiseman
Levin. Graeme Cornwell

John Bolton
ACCOMMODATION WANTED Kate Coolahan
English student on a BA Hons Degree course looking Helen Everest &
for work experience, with a ceramist. Between Jan- Di Baynham
Feb 1992. As part of a placement year. Anywhere in Anna Caithness
New Zealand. Paid/unpaid accommodation required Stephanie Sheehan
if possible. Hard working female 21 years old. Colin Montfort
Contact: Amanda Napp, 21 Middleton Close, Ann Forbes
Chingford, London, E41 8EA, England.

FOR SALE
Peter Knuckey’s home and pottery, Melbourne.
Excellent well equipped studio, gas fired kiln over 30
cu ft ready to start production. Sound weatherboard
house, gardens, ponds. For details contact agent:
00613—439-2988 Australia.

’92 SUMMER DO
The Northland Craft Trust invites you to attend the 6th
Annual 9 Day Summer School to be held in Whangarei
from the 11th to 19th of January 1992.
Tutors and courses are:
Lu Bo Pottery

Lithography
Shadow Puppetry
Paper Art

Papermaking & Marbling

Painting & Life Drawing
Stained Glass
Puppet Making

Enrolments close 15th December. Discount for early
enrolments. For information brochure, write to or ring:

P. Lupi, Co—ordinator:
’92 Summer Do
Northland Craft Trust
Box 1452, Whangarei
Phone (089) 481 215

FIRST I'lIlII -- BEIIIIIIIIIII FIRST [HDILE
FIRST IN LIGHTWEIGHT CONSTRUCTION

Two people can easily lift this kiln to move or transport in your car no expensive
flue required - fire in the open then back into storage

j . ‘ FIRST IN RIGID CERAMIC FIBRE LINING
‘ » ' _ The best ceramic fibre for a potter's kiln - better able to take the knocks and

‘ vacuum clean

FIRST IN PERFORMANCE TO 13000
, No other burners match ours for speed and easy operation - half a cone evenness
guaranteed

FIRST INNOVATIVE PATENTED DESIGN
This is the first true downdraft kiln to convert to updraft operation for gentle
biscuit firing - again we were first to design and make the modern zircon slip
cast flue system. We are continually improving this design - our first is 1000
firings old and still going strong '

FIRST IN GAS KILN TRAINING
Only we give you professional training in all aspects of gas kiln firing - be
confident in stacking, reduction or oxidation firing, safety, maintenance and
even glaze analysis

LAST IN EXPENSIVE KILNS
, No other kiln of this size beats our price - 12 months warranty and excellent

9’ ' " ' - " ‘ after sales service
i ' “ ‘ ‘ 6.0 cubic foot two burner - $1820 incl. G.S.T.

3.6 cubic foot one burner - $1485 incl. G.S.T.
Enquire further for information on our range of production kilns up to 60 cub ft

REIIMIIBI'I DEVELOPMENTS lTIl
Phone 643-31 1

58 Athens Road Onehunga, Auckland

”The gas kiln specialists - working exclusively with studio porters”

W Cont/gel Orafvjhop
Specialising in Garden Pottery

David & Pat Boyes
PO. Box 20 — Phone 48—526

Ocean Beach Road, Tairua, N.Z.

JULIA BROOKE-WHITE
Fine Art (9 Craft Photography
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Richard Pa r/eer

Telephone .- 04—854 606 0 PO. 303627-190

WELLINGTON POTTERS SUPPLIES
All pottery requirements

NZ and imported clay, low—cost porce/ain

Agents: Cobcraft & FE kilns, Cowley wheels and
equipment, Blythe stains.

Specialist element service: Replacement elements for all kilns.
Also element upgrades for kilns with uneven heat, slow firing,

or with short—life elements.

2 Cashmere Avenue, Khandallah,
Wellington. Telephone (04) 791 -211

. The Old Dairy Factor
Crafts A,

Pottery
Crafts
Sheepskins
Souvenirs

Station Road, Waimauku Village
25 minutes drive from Auckland.
Opp. Muriwai turnoff.

L Ph: (09) 411—8665

OPEN 7 DAYS
Mon-Thurs 10am to 5pm
Fri-Sat-Sun 10am to 6pm J

WESTLEY INSURANCES UT).
Westley Insurance are a firm of Insurance Brokers who specialise in Insurance for

small businesses and in the individual. We administer the New Zealand Society of
Potters Insurance Scheme and would be happy to consider your business either as an
individual or a group.

We suggest you drop us a line and allow us to discuss the Benefits with you.

P.O. Box 33-655, Takapuna, Auckland 9.
Phone No. (09) 486-1283 Fax (09) 489-8011

ROSS
MELVILLE
BRIDGMAN & Co.
CHARTERED ACCOUNTANTS

50 ANZAC AVENUE
AUCKLAND

FAX (09) 393-247

PO. BOX 881
TELEPHONE (09) 798—665

INTERNATIONALLY PANNELL KERR FORSTER ~ ASSOCIATES THROUGHOUT NEW ZEALAND.

ARE PROUD TO BE SUPPORTING “NZ POTTER”
& ASSOCIATED ORAPTSPEOPLE IN NEW ZEALAND
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Moyra Elliott
Barbara Hockenhull
Barry Hockenhull
Peter Lange
Renton Murray
Rosie Murray
Peter Oxborough
Cecilia Parkinson
Andrew van der Putten
Jeff Scholes
Heather Skeates
Robyn Stewart
Peter Stichbury
Margaret Symes
Howard Williams
Merilyn Wiseman

Ph. 415~9403
Open 7 days 9 amA5i30 pm

ALBANYVLLAG‘E

NORTH SHORE
HIRE CARAVANS & TENTS

105 Wairau Road, Takapuna

Special Ratesfor BP Gas
POTTERS 7799 LPG Authorzty

Ph. 444-8343 MASTER
478-6649 $n

Mouldcraft
Ceramic Design
Original models

blocks
cases

&
I mouldmaking

Bruce Yal|0p
work 878-650

home (09) 817-7875

THAMES
SOCIETY OF ARTS
“9:2:-- f» a p

SUMMER EXHIBITION
IAN 17-FEB 2 1992

PRIZES FOR _
Pottery Painting Souvenir

Entry forms from —
Old North School Gallery

Tararu, Thames

COUNTRY CRAFTS MAKIKIHI INC. (1977)

For quality:
Pottery
Woolcraf!
Woodwork
Leatherwork
etc.

Hours: 10 am - 4.30 pm,
Mon-Sat or on requestOwned and operated by:

St Andrews Co-operating Parish,
South Canterbury, N..Z.
Enqui'ies: Noeline 0—3—689 5708 or Pam 0—3-686 4731

FINE CRAFI'
PHOTOGRAPHY

35mm slides and
large format transparencies
HOWARD S WILLIAMS

PO. Box 147
Albany

Ph (09) 415-9817

Fine l’_Qt_t_erv 8: Crafts

St. Lukes Mall, Auckland, NZ.
Ph. (09) 863-265
OPEN 7 DAYS

AIRBRUSH WORKSHOPS
Tutor — George Ellis

(National Instructor for Paasche Airbrush Co.)

We stock a Comprehensive Range of
Airbrushes and Compressors

Special Discounts apply to Potters
Enquiries and Visitors Welcome

RAINBOW STUDIOS
29 Linwood Ave, Forrest l-lill, Auckland 10

Phone (09) 4106—327

40 New Zealand Potter No. 2, 1991

Improved
model

now has
‘/2hp

motor

coon “

Manufactured by

'I‘HIJISM‘HN
Manufacturing

124 Rimu Road, Paraparaumu. New Zealand
Phone 058-84377 Fax 058-73107

Available from your local potters supplier.
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NORTHSHOR] ._ _ . ' - _ _ . ,

HIRE CARAVANS & l I Still. NZSMSIPCPUIa
105 Wairau Road, Take -

Moyra Elliott
Barbara Hockenhull
Barry Hockenhnll
Peter Lange
Renton Murray
Rosie Murray
Peter Oxborough
Cecilia Parkinson
Andrew van der Putten
Jeff Scholes
Heather Skeates
Robyn Stewart
Peter Stichbury
Margaret Symes
Howard Williams
Merilyn Wiseman

Ph, 415-9403

Special Rates BP
for .
POTTERS 7799 LPG
Ph. 444-8343

478-6649Open 7 days 9 am~5.30 pm

Mouldcraft SOCITEI-TlcgESARTS
Ceramic Design ,_, ._, .. --

- - WOriginal models
blocks SUMMER EXHIBITION
cases IAN 17-FEB 2 1992

&
mouldmaking PRIZES FOR

Pottery Painting Souvenir
Bruce Yall0p Entry forms from —

work 878-650 Old North School Gallery
home (09)817-7875 Tararu, Thames

COUNTRY CRAFTS MAKIKIHI INC. (1977) FINE CRAFT
Pottery PHOTOGRAPHY
Woo/craft
lid/ooziwork 35mm SlldeS and

ea e’w°”‘ large format transparenciesetc.

Hours 10 am — 4.30 pm, HOWAR D S WILLIAMSOwned and operated by: Mon-Sat or on request
St Andrews Co—operating Parish, PIONEER/147
South Canterbury, N..Z. _
Enqu;“ies: Noeline 0-3-689 5708 or Pam 0-3-686 4731 Ph (09) 415 9817

AIRBRUSH WORKSHOPS
Tutor — George Ellis

(National Instructor for Paasche Airbrush Co.)

We stock a Comprehensive Range of
Airbrushes and Compressors

Fine P_Qttel‘v &7Crajt_s Special Discounts apply to Potters
Enquiries and Visitors Welcome

St. Lukes Mall, Auckland, NZ. Improved MEISM‘HN

29 Linwood Ave, Forrest Hill, Auckland 10 .
OPEN 7 DAYS Phone (09) 4106-327 "gyhgas manl-IfaCturmg

2

40 New Zealand potter No_ 2, 1991 m°t°r 124 Rimu Road, Paraparaumu, New Zealand
Phone 058-84377 Fax 058-73107

Available from your local potlers supplier.

Manufactured by
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