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THROUGH THE FILTER PRESS
EDITORIAL
HOWAR D S WILLIAMS

Botryoida/ Sail

Tim Currey, winner of this year’s
Fletcher Challenge Ceramics Award
(see cover photo of our last issue) had
his first ceramics exhibition at Master
Works Gallery in Parnell, Auckland,
just before he left permanently with his
family, to live in Australia.

Helen Mason has recently been to
his now vacant workshop at the well-
structured Moehau Community at
Sandy Bay, 3 kms north of Port Charles
on the tip of Coromandel Peninsula.
Many of his clay objects are there to be
discovered in odd corners. She writes:

“When I saw that the famous bronze
casting workshop (next session 11-17
January 1992) was in the same
building as Tim’s spacious and well-
set—up pottery I began to understand
some ofthe origins ofhis very personal
style. A walk on the sand of the
adjacent rocky cover revealed even
more of his sources.”

Tim is now settling in to life on Lamb
Island on the Great Barrier Reef. He
can‘t wait to get his gas kiln, which he
took with him, set up — the
environment is so stimulating to his
creative eyes and hands.

Meanwhile, at Sandy Bay there is a
good workshop, much raw material
and two brick kilns, one small diesel
and one large wood-fired, waiting for a
potter. Anyone interested should write
to the Moehau Community, Port
Charles, RD, Coromandel. I
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CONE CITY CLAY
The New Zealand Society of Potters
annual convention and exhibition is to
be held in Auckland over Queens
Birthday Weekend, May 30—June 1,
1992. It will be one of the biggest
events yet in the pottery calendar as
the National Exhibition will be on
simultaneously with the Fletcher
Challenge Ceramics Award.

All galleries in the area will also hold
special exhibitions and marvellous
things are planned for the conference
happenings — Cone City may erupt in
a pyrometric manner! Look further in
this issue for the NZSP advertisement
which gives more details.

l3

FLETCHER CHALLENGE
CERAMICS AWARD 1992
For the first time in the 15 years of this
award, the 1992 exhibition will be pre-
selected by slide submission. Many
local ceramic artists and potters will be
taken short by this change in selection
procedure, for two major reasons.

Firstly, it brings the date of entry
submission forward by an alarming
amount — slides are required to be in
New Zealand by 13 December —
around the time you may be reading
this! The slides submitted (up to 3
taken from different angles of the
actual work forthe show) are then sent
overseas to the designated judge for
the pre—selection. Those artists whose
work is accepted will then be notified in
order to physically freight the work to
the venue, where of course a second
screening will take place — the work
must not vary too much from what the
slides portrayed.

Secondly, well before the slides are
sent, the work must obviously already
be made and a photographer found
who can do justice by showing it
correctly. The best pot or sculpture
can be dullsville if photographed badly
— or conversely a mediocre piece can
be made to look quite stunning if the
photographer is skilled. Neither
extreme is helpful in this exercise. Nor
are slides where a ‘product
photographer’ dresses up the work in
an ‘arty’ setting — draped fabrics, long
grass and tree trunks, lichen—covered
stones — the piece should be shown
clearly on a plain non-eye—distractive
background. Obviously the judge is
jurying the ceramic work, not the
photographic statement!

The reasons for changing to
selection by slide are several, but the
main one is the sheer physical problem
now encountered with having

hundreds of pots freighted in for
unpacking, selection, repacking and
back-freighting of unselected work.

The cost of this work and the extra
potential for accidental damage is
another factor. Also many people
would be prepared to send larger
works if they have been accepted by
slide first. This reduces the possibility
of expensive packing, freighting and
insurance, being fruitless in the event
of the work not being accepted.

What this may do for 1992 is produce
an exhibition with a far greater
proportion of overseas works, to local
works. In New Zealand, it has been
almost unknown for exhibitions to be
selected this way so we are not geared
up for such a system. Most other
countries are, so entries are likely to
pour in from artists who are prepared
and familiar with the process.

Perhaps in following years we will
have adjusted our thinking and be
working with the earlier lead times
required — not to take that latest pot
out of the kiln to deliver it to the venue,
scorching a towel wrapped around it,
on the final acceptance day.

CATALOG UES
Catalogues from Fletcher Challenge
exhibitions are still available in limited
numbers from:
Auckland Studio Potters
PO Box 13—195
Onehunga
Auckland
The 1990 catalogue is $5 and the 1991,
$6.80. Add a dollar for p&p.

El
”Kiln Wasters". Salt-glazed, wood-
fired jug/kiln prop by Flenton Murray.
Exhibition “When Mistakes become
Art” at Albany Village Pottery.

A HINT
for decorators, from Libby Boyd of
Thames who has been maddened by
the continual ruination of her
expensive decorating brushes, when
using latex. Having tried many
cleaning agents she eventually
confronted DSIR with the problem.
Their suggestion was Kumclean, and
having tried it she writes:

”No problems at last — it’s
marvellous stuff! Watch out though —I
said stuff, not snuff— it has a powerful
nose-ruining smell, but it sure works
well on the brushes.”

ANOTHER HINT
for those who have work at a shop or
gallery, on commission. In these
recent hard economic times, more
than one gallery has been unable to
continue and has faced receivership. If
this occurs, work which was on
commission, been sold, but not yet
paid for to the artist, may slide away
into oblivion. The artist will probably
not be paid as they are obviously less
important than solicitors, landlords,
IRS

Works on commission and not yet
sold, should still be the property of the
artist and reclaimable, if they are
correctly documented. Just be careful,
out there.

Michael Keighery and Moyra Elliott at
the University Club, Brisbane. See
article pages 30-32.
v :-

CERAMICS TRADE
EXHIBITION
An International Ceramics and Glass
Forum C92 is to take place in Limoges
in 1992, from 22 to 25 September.
There will be 5,000 sq m of stands, 220
exhibitors, 1,000 participants in the
conferences and over 6,000
international visitors.

Primarily concerned with plant and
equipment for the ceramics industry,
this year 092 is enlarging its scope by
including glass-making techniques.

Major conference topics will cover
Promoting Ceramics; Environment
and European Standardization;
Energy.

For more information contact:
Pia Abildgaard
Ceram Expo, C92
27 bd de la Corderie
87031 Limoges
Cedex
France

SALZBRAN D
Salzbrand is the major international
exhibition and competition for salt-
glazed ceramics. All types of clay
objects will be considered, but they
must be salt—glazed. The exhibition by
the Galerie Handwerk, Koblenz will be
held in the 1992 northern summer;
closing date for entries is December
31, 1991 , while the actual work must be
delivered between March 1 and April
15, 1992. The awards total DM18,000.

The organisers are:
Handwerkskammer Koblenz
Galerie Handwerk Koblenz
Rizzastrasse 24-26
Postfach 929
D-5400 Koblenz
Germany
Telfax: (+49) 261-398-282

The NZ Potter has entry forms and
conditions; photocopies can be had for
$2 from us; PO Box 147 Albany

“Slab Happy”. Exhibition of slab-built
pots by Ian Firth at Pots of Ponsonby.

El
RUMOUR
has it that there could possibly be a
new ceramic award exhibition next
year in april, held underthe auspices of
the Royal Easter Show, Auckland.
Watch your local newsletter and that of
the NZSP for further development of
this potential addition to our exhibition
calendar.

III

NEXT ISSUE . . .
Owing to lack of space we have had
to hold over two articles intended for
this issue — John Parker’s Middle
Fire Glazes, Part II, and the
continuation of Acme Marls’ Modern
Kiln Furniture.

El

KILN ELEMENT SPARES
NZ Wide Service — 40 Years Experience

PROMPT DELIVERY FOR ORDERS FROM
SAMPLES OR DRAWINGS

ONLY TOP GRADE WIRE USED

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

VISA
MASTERCARD

ACCEPTED
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EXPO ’92
Louise Guerin, Wellington

Barry Bricke/I, handbuilding

New Zealand’s pavilion at Expo 92in Seville next year will
have a very special focus, on New Zealand ceramics.
Altogether 14 people who work in clay will be represented,
along with one glass worker, Ann Robinson of Kare Kare.

The exhibition will be the first major showing of New
Zealand ceramics and glass in an international arena and
will reflect in part the Expo 92theme Voyage in the Age of
Discovery. Christopher Columbus receives particular
attention, along with tuataras, eels, nikau palms, Pacific
elements, and the activity of the earthy’s crust.

Exhibition designer and curator, James Mack, has held
Pacific navigators in focus, while drawing together
exhibition themes. “Whether you like it or not, 1500 years at
least before Christopher Columbus did what he did, there
were great ocean voyages happening in the Pacific."

The evidence of these voyages is ceramic, the Lapita
culture (N.Z. Potter, Vol 31, No 3, 1989). This then ties in
closely with the past history of one ancient building still in
existence on the Expo 92 site. It is a twelfth or thirteenth
century monastery, which in the nineteenth century was
turned into an encaustic tile factory. Its beehive kilns are still
there.

Mack completed a mid—making tour of all the participants
in early September and was very pleased with progress.
“What started out looking like becoming a very good show,
has moved a million miles into being a show l have no
hesitation in saying is going to be spectacular”, he said.
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”The exhibition was put together with an absolute belief
that the people invited to participate were capable of
extending themselves so that when we take the show into a
European arena, we’ll be able to stand up with stuff that’s as
good aesthetically, as any of them are doing. The
consideration of taking an exhibition into that environment
means that it’s got to be bloody good, strong and vital; it
must be seen as a statement strongly evocative of New
Zealand, otherwise it’s not worth it.”

So, whatwill the exhibition be saying about New Zealand?
”It’s reminding the rest of the world that even though human
habitation here is young, we have found our place in our
land and are able to project its strength into our art.”

“It’s also reminding Europeans that materials available to
New Zealanders are the same materials that they know. It’s
the same deterioration of rock and stone into clay. It‘s
reminding Europeans about their knowledge of clay before
they start seeing the way New Zealanders interpret it. It‘s
reminding them that in terms of geological time, we once
were the same continents, and we are now their antipodies
— that if you drill a hole through from Spain to New Zealand
it’s the same earth, same magma and the same rock in
between.”

Mack says he chose ceramics as the medium to represent
this country in this way “mainly because l believe it is the
branch ofthe arts making the strongest portrayal ofwho and
what we are as New Zealanders.”

And how did he come to Choose the people he chose?
“Every one of them was already doing fantastic stuff and
every one of them had a capability of taking the curatorial
dream and marching with it to their own tune. I mean, it was
absolutely imperative that every one of these people who
was already great became better, for themselves and for the
show, so that we can stand up in the extremely rarified
aesthetic environment in Spain.

Robyn Stewart working on Godwanaland series

Chrstine Boswijk
N !

Ann Verdcou ’ssabe/la and erdinand of Spain
“Another importantthing was that in an exhibition like this

you do have to show the individual people, but you must
also show a cohesive force that sits like an umbrella above
the total show, otherwise it’s just another arty farty
experience.

“So the show has been looked at to reflect all those things
about New Zealand‘s place and its relationship with Spain,
and l have no hesitation in saying I have chosen the people
who do it superbly and who are best at it. All those who are
upset about my judgement forget that I’ve been looking at
New Zealand ceramics as a non—participant for something
approaching 30 years and I don’t care whether they think it’s
big—headed or not, I now believe that We been around the
people long enough to see those who do ceramics because
they can’t stop; those who so ceramics just to make their
bread and butter; and those who do ceramics as a dilettante
activity. Every one of the people in this exhibition has clay in
their blood, for gods sake.” Photos by Louise Guerin I
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LOMBOK, INDONESIA
Crafts Project Update
Jean McKinnon, Wellington

x

Project potter bringing his pots in to the Centre

The Sasak potters of Lombok, Indonesia, need no
introduction to readers of this magazine, nor does the
Lombok Crafts Projectwhich has been working there since
February 1988. The Indonesia—New Zealand Lombok Crafts
Project is part of the official development assistance
programme of the Ministry of External Relations and Trade.
Most of us had our first glimpse of Lombok in Robyn
Stewart’s article in 1987 (New Zealand Potter Vol 29 No 1).
Helen Mason provided an update in 1989 (Vol 31 N0 3)
based on a letter written by Peter Yeates who by that time
had been working as Ceramics Adviser for six months.

What then has the Lombok Crafts Project been doing in
the last three and a half years? Plenty.

We began with two New Zealanders, myself and Ann
Ambler-Woodroffe, and one Indonesian assistant. Peter
Yeates replaced Ann in early 1989. Jean Hastedt was to
replace me as Project Manager in the beginning of 1990, but
due to ill—health was able to stay only six months (in which
time she made valuable contributions in both technical and
management work). Peterand I stayed on until the middle of
this year when we handed over to a new team of advisers;
Bill Parr whose background is business management, Janet
Clougherty, a potter and ceramic archaeologist who has
worked in Britain for many years, and Gail Sammons, a
potter and teachertrom Wanganui. They are working with a
staff of twenty—five dedicated and overworked young
Indonesians, most of whom are Sasaks from the pottery
villages.

The Project has long since outgrown its original modest
and probably naive goal of improving potter incomes
through technical and marketing assistance. It has become
a development organisation actively working not only in
technical and marketing areas, but also in the equally
important areas of community development and
participation. Significant Changes have been made in the
potters lives and the first steps taken to make those changes
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sustainable. The most noticeable changes are in the pots
themselves.

Our first impression of Lombok pots was their striking
beauty and variety of form, and the sheer quantities
produced by these amazing women working in little
cramped spaces between their houses. Thetorms especially
have a faultless integrity that is the result of generations of
refinement. Each village has its range ofspecific and unique
pots, each with a function and a name, and often a ritual use.
The forms needed no help.

Yet we began to see that these marvellous pots in no way
realised their potential. No one bothered much with
aesthetics, burnishing was careless, everything was fired as
little as possible. Priorities were determined by economics.
Pots to be sold for a few cents or a few dollars to another
villager must be made at minimum cost in materials, fuel and
effort. That‘s all. Refinements were of no significance.

The technical programme worked towards changing all
this, by working on clay preparation, finish and firing. Pots
now being made in Project villages are stronger, shinier,
more richly coloured and generally have that nice ripe glow
of well fired terracotta. Clay is now slaked for several days
before drying and wedging with temper sands (instead of
being pounded and dry sieved, mixed with water and used
almost immediately). Burnishing is given the time and effort
needed to bring up a good rich shine. And firing . ..

Because it was clear that clamp fired pots which reached
only 600°C were very fragile, the most technical work has
been on firing. in Penujak where we built three types of
experimental kiln and spent a long time on trials and training
with small core groups of potters, kiln firing has now
become the norm, representing a major achievement. All
kilns are variations on a simple updraught design, little more
than above—ground pits with fire boxes. When properly
stacked and fired the wares reach an optimum temperature
(800-90000) in about two hours, with excellent fuel
economy, using wood, coconut husks, garden rubbish, rice
straw and husks. Although to us such kilns are primitive and
uneconomic, to the Sasaks they are revolutionary and to
gain acceptance of kiln firing has been a long and frustrating
task.

With every small departure from the normal working
habits, whether it was clay preparation, burnishing methods
or firing, a whole campaign of motivation and persuasion
was required. Pete regularly made his morning entrance to
the office dancing a little shuffle and singing, “One step
forward, two steps back". Perhaps Sasaks aren’t much
different from the rest of us in this respect. “Why should I do
it differently just because you say it will be better? Even if
you can demonstrate to me that it is better I don’t want to do
it because I never have before.” It’s simple. It’s human
nature. It can drive a well intentioned and optimistic
development adviser to despair.

A good example of this was when Pete built a domed kiln
in Penujak. It was wonderfully efficient and yielded lovely
pots. But the potters wanted to tear off the dome after the
first few firings. Why? “We don’t like giving the responsibility
of stacking to one person. With the open top kiln we could all
put in our own pots.” The last reports I heard from Lombok
were that, after months of discussions and many more trial
firings, the kiln has at last been accepted and is being fired
correctly and turning out wonderful pots, at even lower cost
than the open—topped kilns. contined page 9

Peter Yeates, Jean McKinnon and fire—master Sayuti

Photos by Jean McKinnon and Jean Hastedt

Jean McKinnon with Penujak potters committee on the
steps of the gallery built in 1990

M

Jean Hastedt with potters and training assista
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(1986) LTD
Our Auckland shop has MOVED
to a NEW CENTRAL ADDRESS

Unit 4 / 43a LINWOOD AVE
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HAMILTON SHOP
Northway St, Te Rapa.

P.O. Box 10-362, Te Rapa. Ph: 497-473

With such difficulties we were naturally reluctant to rush
into kiln building in the other two villages, where clamp
firing is still the norm. We found that clamp firings could be
improved by using more fuel, making sure fuel is dry, and
taking more time, but the inevitable unevenness within the
stack continues to produce some pots with underfired
spots. The potters in these villages have seen the Penujak
kilns and are eager to start kiln firing.

From the very beginning our approach has been to
nurture and promote, and in some cases revive traditional
forms. That said, we did find room to tamper with tradition
by adding decoration to plain pots, improving on pots with
ill fitting lids or badly designed handles (only necessary in
pots the design of which had been borrowed from
manufactured metal household wares), and developing
some new forms.

Banumulek rice storagejar. Coiled with symbolic decoration.

In the villages of Banyumulek and Masbagik Timur many
pots have always been decorated with specific traditional
burnished or applied patterns. Some decorations had ritual
significance and complex rituals associated with their
making. In Penujak however there were very few pots still
being made, none of which were deocorated. We developed
a style of incised decoration and a range of small domestic
ware that would appeal to the bus loads of tourists
beginning to visit the village in search of souvenirs.

In an environment where the influx of “foreign" ideas
grows by the day, we insisted that any new form or
decoration must be derived from Sasak art. New forms were
based on modifications of older pots. Decoration
introduced, while never before produced in clay, were
borrowed from other Sasak crafts such as the incised
patterns on bamboo containers, carved patterns on wooden
domestic decorations and implements, and shell inlay on
wooden dowry boxes.

The rich variety of Sasak decorative arts reflect Lombok’s
cultural links with Bali and Java, but is nevertheless a
distinct style that developed alongside their unique
syncretic religion. This tradition has gradually been
degraded in the past century due to the various influences of
modernisation, opening up to the outside world, and
Islamisation.

In the past five years tourism and export trade have
brought about a new demand for crafts, resulting in a
proliferation of “primitive” Sasak art that is neither attractive
nor traditional. The handicraft shops of Java and Bali
abound in ersatz “traditional” Indonesian art, amongst
which pottery stands out as the best example of how
manufactured “tradition” excels in ugliness. In such a
climate the Lombok Crafts Project has a clear responsibility

as a major influence on pottery production to safeguard and
foster genuine Sasak pottery forms. Our confidence that an
appropriate marketing approach could make this policy
profitable has been borne out by the preferences of an
increasingly sophisticated and experienced buying public,
from the middle class of Jakarta to the interior designers of
Europe.

Meanwhile the Lombok Pottery Centre has evolved to
meetthis growing market interestfrom within Indonesia and
abroad. With guidance from the New Zealand advisers,
Indonesian staff members coordinate all aspects of the
business including promotion, order processing, pot
production, retail sales, packing and shipping, invoicing and
management information. Village men have learned to
make bamboo shipping baskets and crates (designed by
Peter), providing another source of income. An average of
four to five container loads of pottery are sent off each
month to Bali and Java, Europe, Australia, USA and New
Zealand. Local retail sales to foreign and domestic tourists,
local hotels and restaurants account for a significant
proportion of the income.

All this has meant a lot of change in a relatively short
period. Life has clearly improved for the potters. Women
who formerly churned out as many pots as possible, fired
them as quickly and cheaply as possible and sent them off
for sale would earn about $1.00 a day, for many the only
income for a nuclear family of six, plus grandparents. Now
the best potters earn more than five times that much.
Husbands freed from the exhausting job of peddling
shoulder poles of pots around the countryside help with
decoration,finishing andfiring.Thisimprovementhasled to
concrete changes like long—term debts paid off, new or
repaired houses, kids in school, eye diseases treated, better
health for both adults and children, wells that don’t dry up in
the hot season, and even a day of rest on Sundays.

Equally gratifying to see has been an emergence of self—
confidence and self-worth, creativity and pride in what they
make as they begin to understand that people out there in
the wider world buy their pots for lots of money simply
because they are beautiful.

To gain these rewards has required the potters to change
more than their potting techniques. They are now selling to
a market that insists on high quality standards and
production deadlines. They have had to learn cooperation
and organisational skills. For their enterprise to be
sustainable they must eventually own and manage
everything. Most potters are poorly educated, illiterate and
unable to speak the national Indonesian language. To build
up a self—managed organisation you don’t start with
teaching book keeping and management skills, you start
with literacy.

In a society with an ingrained ”bottom of the heap”
mentality, where poor people expect to remain poor and to
have little power over their fate, where cooperation rarely
extends beyond family boundaries, and where village
women do not run organisations, it is an unusual idea.
Nothing of its kind has ever existed in Lombok. To the
potters themselves it was until recently totally
incomprehensible.Nowitis beginningto dawn onthemthat
not only might it be a good idea, but just maybe it is also
possible.

Helen Mason’s article in 1989 was titled The Lombok
Experiment. It remains an experiment, but the
experimenters are no longer New Zealanders trying to help
a group of impoverished village potters. The experimenters
are now those potters themselves, and their goal is to secure
the dignity and lmproved quality of life that self-reliance will
bring.

NOTE: The best Lombok pots to be seen in New Zealand to
date will be exhibited next February at the Dowse Art
Museum, Lower Hutt. I
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CANTERBURY POTTERS ASSOCIATION
SOUTHERN CMYS urn ANNUAL EXHIBITION, 1991

Canterbury Museum

TERRACOTTA AND EARTHENWARE CLAYS
O BRICK RED — Rich red terracotta 10500-11000C OX/RE strong plastic

clay good for plant pots.

O ABBOTS RED — Terracotta 11000-11500C 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 11000-115O°C OX/RE smooth
plastic clay — fits Abbots glazes.

Photos by Maxine Waters

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 13000-132O°C RE.

0 LOW IRON STONEWARE — 1250°1300°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 supply distributors.
Bulk indent including mixed orders available through your

distributor

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

Hours 9 a.m.-12 Noon, 1 p.m.-5 pm. Monday to Friday
2"?) '_ ' .- " ' .

553:1" ' ‘iii-bk}

E David Brokenshire. Porcelain vase I Sabrina ldiens. ”Seaborn”, pit fired I Hilary Lakeman. Salt g/azeteapots
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THE LAND AS A GALLERY
FRACTAL GROWTH: An Ephemoral Installation

Pat Sinclair, Auckland

Sue Wink, American ceramic artist,
visited New Zealand from June to
August this year. The first month of her
visit was spent touring the North and
South Islands, visiting museum
collections, experiencing the unique
environment and attending the
ClayAzArt conference in Coromandel—
Rotorua. She also attended the fifth
National Ceramic Conference in
Brisbane and took a side trip to Lady
Elliot Island on the Great Barrier Reef.
The final month of her visit was spent at
Carrington Polytechnic as Visiting
Artist constructing an outdoor
sculpture in the grounds.

Sue teaches ceramics fulltime as
Associated Professor of Art at the
Central Michigan University. Her
sculptures are installation—oriented;
she designs site—specific works for
indoor and selected outdoor locations.
Inspiration for her work is derived from
natural phenomena — organic
systems of growth and pattern, Her
arrangements of multiple ceramic
forms represent metaphorical
statements about human growth.

Fractal Growth, the sculpture she
created at Carrington, was designed
specifically to fit within the chosen
hillside location. Alternating raw clay
forms and ginger plant stems were
arranged in random fashion between
fracted channels dug into the lawn.
Movement within the continuum of the
6 metre circle was suggested by
placing egg-shaped pieces of a
contrasting reddish—pink clay at
opposing poles.

The kinetic quality became a reality
as you circled the piece and it changed
from round to elliptical and quietly
vibrated with your movement.

The use of the ginger plant stems,
found by chance in a nearby pile, gave
rigidityand strengthtothe matrixYour
surprise when you first came upon the
piece gave way to fascination and
absorption. It made for an easy
relationship, a subconscious reminder
perhaps of our own passage through
the scale of time.

The completion of the piece took
nearly three weeks, the challenge
made difficult by the rains of July. The
work had to be constructed one
section at a time and each section
covered from the elements by a sheet

12 New Zealand Potter No.3, 1991

of plastic, but this provided an
unexpected bonus for it created
patterns of condensation on the raw
clay and acted as a greenhouse to
promote rapid grass growth.

Even the autumn leaves that settled
on the piece became part of the whole
through the harmony of the colours of
leaf and clay.

Fractal Growth was left on location
to weather and decay with the
elements. Within the next two weeks it
was submerged in grass and the clay
was sinking into the soil, emphasising
the intended impermanence of the
sculpture and its circular theme of
growth, decay and new growth. I

Photos by Sue Wink
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TERRACOTTA Plastic easy to throw, good for planters and
(planterbody)

REDWOOD Grey/Brown plastic stoneware.
Cone 9—10.

WAIWHERO Light coloured stoneware, good for salt glazing.
Cone 9—10.

WHITESTONEWARE Very plastic dense whitestoneware.
Cone 10—11.

WHITESTONEWARE T Very plastic dense whitestoneware, good for
oxidized firing. Cone 9—10.

WHITESLABWARE Coarse whitestoneware, good for slabs and
handbuilding. Cone 9—11.

PORCELAIN Super white, translucent, at Cone 10. Very white in
oxidation. Cone 4—10(1180°m1300°)
$28 per 20 kg bag.

domestic terracotta. Orange Cone OS—Cone 01 Red.

MHC'S MUD (0
l

g

$440 A TONNE
ex-factory includes GST

ASSORTED TONNES

Good freight rates available
throughout NZ

Royce MCGlushcn
128 Ellis St, Brightwater, New Zealand. Telephone 0-3-542 3807

Expert Price List
1 April 1989

Note: All prices in Australian dollars — ex
Works — Crated in Export quality
crates. Cost Insurance and Freight
(C.|.F.) Pricing upon application.

STANDARD PUG MILLS
75 mm NOZZLE l3omm

BARREL SINGLE PHASE
l25 mm x loO mm NOZZLE TWIN

SCREW SINGLE PHASE

$l 050.00

$5500.00

DE AIRING PUG MILLS
G.P. 8: G.F. HILL PTY LTD

Manufacturer:

VENCO PRODUCTS/
WESTWIND TURBINES

75 mm NOZZLE l36 mm
BARREL SINGLE PHASE

87 mm NOZZLE I50 mm
BARREL SINGLE PHASE

$l 650.00

$2300.0029 OWEN RD, KELMSCOTT, WA 6111, AUSTRALIA 100 mm NOZZLE 200 mm
PHONE (09) 399 5265

TELEXAA 92881 PUBTL PE 1366
FAX6'l-9- 9713 5

BARREL SINGLE PHASE $2900.00
/

CLEVELAND CERAMIC AWARD 1991

at

Cleveland

The inaugural Cleveland Ceramic
Award exhibition was held in the
Gienfalloch Woodland Garden chalet,
Dunedin, 9-18 August 1991.

The response from ceramic artists
nationally was very enthusiastic, 146
entries being presented for the judge
to select the exhibition from. Otago
was very well represented.

The judge who selected and staged
the exhibition was Ms Cheryll Sotheran
Director of the Dunedin Public Art
Gallery.

The winning entry was the work of

Suzanne Spannagl from New
Plymouth. Her pot Pacifica is wheel
thrown and slip painted.

The Gienfalloch MeritAward went to
Kenneth Winter of Nelson. His pot,
Annu/ose he described as “the hazy
surface of this pot brings to mind the
annular eclipse early in 1991, with the
glazed portions representing ‘multiple
suns’ as viewed from Golden Bay
through the overcast sky._’:,

The Otago Daily Times Awardfor an
Otago resident was awarded to Jo
Howard for her slab built vase.

Gienfalloch Merit Award. Kenneth
“Annulose”

\‘li'

The sponsors, Cleve/and Charitable
Foundation Inc were very pleased with
the exhibition and Les Cleveland has
indicated that the Foundation will, in all
probability be offering the Award
annually.

If anyone wishes to receive a 1992
entry form please send your name and
address to:
Ceramic Award
P.O. Box 492
Dunedin I

Photographs by Robert Brown
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SIDDIG EL’NIGOUMI
Burnished Terracotta
Exhibition at Pots of Ponsonby
Photos by Howard Williams
Photo by Sidd/g with students by Chris MulesThe key to success

in ceramics isn’t
'ust anyhodyis gas.

Producers of quality ceramic products

often find that a lot of energy sources iust

don’t stack up.

The ceramic producers standards are

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 800 574 and speak to the experts.

BP Gas .
The LPG Authority

'3?
BP Gas
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CERAMICS

ORIGINAL WORKS

Fairs of New Zealand present 'Original Works',
an exhibition committed to promoting original works
ofarts and crafts from New Zealand's talent . With over
50 years collective experience in the creating, making
and marketing of original design products in this
country, Fairs of New Zealand have actively promoted
and assisted New Zealand artists and craft people to
promote and sell a wide selection of their work both
here and abroad.

Fairs of New Zealand include among their
objectives a commitment to provide display and sales
venues forfine arts, quality crafts and alsothe promotion
of imaginative and individualistic products under the
theme of 'Original Works'.

The principle of freedom for creative people to
display and markettheirworks in the manner, time and
place of their choosing is of paramount consideration
to us and we encourage the pursuit of excellence in
their chosen fields.
For information on exhibition display and venue dates phone (09) 479 3032

4 - 12 January 1992

John Parker (NZ) and American ceramics/mixed media artist Holly Hanessian.
plus
PAINTING: PRINTMAKING: DESIGN: MIXED MEDIA: MIME: CREATIVE
BASKETRY: GLASS: BRONZE CASTING: BOOKBINDING: MARBLING:
CALLIGRAPHY: COMPUTER GRAPHICS: PHOTOGRAPHY: MUSIC:
WEARABLE ART: FOOD AND WINE: CREATIVE GARDENS.
Send in now for full information on courses and tutors.

Sum mer School Coordinator
Wanganui Regional
Com m unity Polytechnic
Private Bag, Wanganui
Phone (06) 3450997
Fax (06) 345 2263
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CITY CERAMISTS

Jeannie van der Putten
It might seem an anomaly that in our high—tech society
people are increasingly captivated by hand—made things,
and by doing things by hand. But it seems to me a
reasonable response to a world in which cosmopolitan
communications and peripatetic customers have made it
possible for virtually identical products to be available
almost anywhere.

As country potters we were barely aware of the pot—
buying public. That public, of whom dealers would speak in
varying tones of condescension, exasperation and
gratitude, were kept at a distance by the buffer of shops and
retailers with ‘personality’. We stayed in our rural ivory tower
and did the job, and had, I guess, an enviable life style.

The move to Auckland, to the urban confrontation of our
shop/workshop/house in Grey Lynn changed all that.
Hardly a week goes by without some stranger falling
through the door claiming they’ve been collecting our work
for years, naming shops and galleries no longer in
existence. Occasionally one of these stalwarts will leave
disconcerted by the change in our work, but more often will
have turned the same corners and enjoy mixing the bright
earthenware with 20 year old woodfired salted favourites.

And who is our market? The director of a soft-ware firm
buying ten slightly different staff presents; the production
assistant choosing a ‘prop’ for an O/ivetti ad; the trade
unionist selecting two pieces for a boardroom; the student
paying offa bowl; a fringe actress treating herself and then
there are the most reliable, the gift—givers. They’ve really
done the ground—work! They’ve wandered through the
turbid aisles of import barns, checked out kitchen and
design boutiques with their reproduction Portuguese,
Spanish, French and English ware, cast their eyes over the
ubiquitous Italian ceramics (one million dollars‘ worth
imported into New Zealand last year alone) and they’re
looking for the hand—made individual pieces which say
something about here and now. l‘m amazed that in spite of
the vicissitudes of life in Enzed, these people are staunch!

Bruce McLean, the Scottish conceptual artist—turned-
potter constantly questions the parameters deemed
necessary to define an object or event as ‘art’. He has always
preferred the idea of art—as—process, to that of art-as-object
and insists that his pots are intended to play an active part in
their owners’ lives. He is defining pottery as a branch of
performance art! That idea appeals to me and I believe it is
this sentiment that many of the pot buyers I’ve described are
putting into practice.

Oxidised gas firing at a lowered temperature has been a
breakthrough for me. I delight in decoration, ornamentation
and pattern, and colour is central to my work.

If find the stimulation of city life a persistent influence on
my pots. There’s a propensity of contemporary pottery,
which has a serious bent to it, a weighty and contemplative
cast to it, an obvious allusion to other and older cultures. |
find the 20th century more than enough to get on with. You
only have to see a Peter Greenaway movie, eat a meal at
Guadalupe, visit the Artiture exhibition and take in an Inside
Out Theatre production to assault your senses to the point
where a couple of Aspro and a lie—down are in order!

Although primarily drawn to the ‘container’, | no longer
feel that function is the first consideration of today‘s potter.
The exploration of surface treatment, of pushing the form,
represents a whole new aesthetic.

As it is put by Denis Dutton, lecturer in Philosophy of Art
at Canterbury University, ”Pottery should fulfil the general

criteria of exploring the formal and expressive properties
and possibilities of the medium, and also be pleasing at the
level of the imagination."

I feel we are managing to do this.

Andrew van der Putten
in spite of well meaning friends warning us of the dangers
lurking in the big cities, and reminding us of the beauties of
the countryside (the only place apparently, where you’ll find
real people) and on which we were about to turn our backs
early in 1985, we set off for Auckland. Here, seven years on,
we are not thinking of going back.

Although country living and potting has its appeal and we
certainly don‘t regret the ten years we spent in Coromandel,
it also has serious drawbacks. I found the various farming
type jobs which had to be done frequently, a frustrating
experience and an intrusion into my potting time. I also find
Nature quite daunting, especially if it means fighting flooded
rivers (in vain) and coping with incessant winter rain. Life at
times took on a Vigil like quality, romantic perhaps, but i
prefer Nature to stay well within the confines of a terracotta
planter.

On the technical front, the major change has been the
switch from wood firing to gas; from a large kiln which
required 18 hours of slog to fire (thankfully once a month
only) to a much smaller kiln which seems to be going all the
time. I still relish the luxury of being ableto light up late in the
afternoon and turn off at midnight.

This quick turn—around has meant a much greater
inducement to experiment with new clays and glazes and

continued page 22
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