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POTTERS CLAY

NELSON LTD

The Nelson White Package

Nelson Low Fire White (UV) - Cone 02 -1

Nelson Mid Fire White
Nelson White

(1120 - 1150)
1-6 (1150 - 1222)
1-10 (1154 - 1305)

- Cone
- Cone

These bodies have been developed to fit
Ferro 271D and 191D glazes

Potters Clay (Nelson) Ltd
42 Quarantine Road, Nelson
Phone 03 547 3397, Fax 03 547 5704

MACS MUD Co™

FACTORY SALES — Factory Road Brightwater 8.00-4.30 Mon-Fri
ORDERS - 128 Ellis Street, Brighwater, Nelson, NZ Phone & Fax: 0-3-542 3585

TERRACOTTA RED Plastic, easy to throw red earthenware
clay that is good for domestic terracotta ware, planters and
tiles — can be thrown, handbuilt, extruded or ram pressed.

Low Shrinkage 5-6% to dry. 13-14% fired.
Fires 1100°C—light red—1140°C dark red.

REDWOOD BUFF A traditional iron bearing plastic stone-
ware clay. With its plasticity it throws very well — suitable for
both proficient throwers and beginners.

Shrinkage 5-6% to dry. 13-14% fired.

Warm toasty brown (R)/Light Buff ©x)

Fires Cone 9-10.

WHITESTONEWARE Very plastic dense whitestoneware,

good for throwing. Works well in gas, wood and oil fired
kilns. Shrinkage 12—13%. Cone 10-11.

Off white (R) /white (O%)
WHITESTONE(T | Very plastic dense whitestoneware, good

for oxidized firings. Shrinkage 6% to dry— 12-13% fired.
Cone 9-10.

WHITE SLABWARE Coarse whitestoneware,
good for slab work and handbuilding.
Shrinkage 12-13%. Cone 9-11.

PRODUCTION STONE\W/ARE A prepared ball milled body.
Fine, plastic, and easy to throw. Designed for good thermal

shock properties, ideal for kitchen & cookware articles.

Shrinkage 12-13%. Firing Cone 9-11.
Off white (R)/white (OX)

MAC'S WHITE (EARTHENWARE] A white clay that per-
forms well as an earthenware through to a vitrified stone-

ware, suit colours and clear glaze — or on glaze decoration
Suitable for throwing, hand or slab building, ram pressing

Shrinkage 5-6% dry— Cone 1 12%
Cone 9 14%
Fires 1150°C (Cone 1)— 1280°C (Cone 9)

We are happy to put together assorted tonne lots. All tonne lots sent have
$25.60 charge for pallet and packaging. The pallet is non-returnable. If you
recefve clay in a damaged condition you must claim to the carrier involved.
Don 't forget to claim for the freight on the damaged bags. Good freight rates.




OTAGO

& POLYTECHNIC

/‘\ SCHOOL OF ART

offers Degree and Diploma qualifications, stimulating and enriching environment, superb facilities

Private Bag 1910 Dunedin NZ, or ph: 03 4796056, fax: 03 4776033,

and technical support, with national and international recognition in New Zealands student city.

Expose yourself

to the BEST

training possible

email: ngrant@tekotago.ac.nz
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Filter Press

Howard Williams -

50th Premio Faenza

The jury for the selection and admission
of the works taking part in this Concorso,
the 50th Faenza International Competition
of Ceramic Art, metin Faenza, ltaly in early
January. It was composed of Garth Clark,
gallery director and critic of contemporary
ceramics from New York and Janet
Mansfield, ceramist and publisher of
Ceramics: Art and Perception, from
Sydney (Janet Mansfield is also this year's
sole judge for the Fletcher Challenge
Ceramics Award).

From 21 countries, 92 works have been
accepted from 52 ceramic artists. One
artist has been accepted from each of the
following: Argentina, South Korea, Finland,
France, Latvia, Mexico, Norway, Spain,
USA, Sweden and Hungary. Two each
come from Austria and Poland; Three from
each of Australia, Belgium, Japan, UK;
four from Switzerland; five from Holland;
seven from Germany and nine from ltaly.

None were accepted from New Zealand.
| wonder if anyone from here submitted
work this year? Probably some did, as the
92 accepted entries came from 1,381
submissions.

The judges stated:

“The criterion for entry into this
Concorso, that all entrants be under 40
years of age, shaped our selection - we
sought promise, freshness, vision and a
touch of youthful iconoclasm. Cultural
differences were taken into account, but
finally all artists selected had to meet an
international level of professionalism in
both the use of the medium and in the
expression of ideas. We were demanding
in the selection process, as the numbers
attest - 92 objects being selected from
1,381 submitted - but this rigor was
necessary to achieve a standard worthy
of the historic milestone of the 50th
Concorso.

“For more than half a century the Museo
Internazionale delle Ceramiche in Faenza
has provided contemporary ceramics with
an unparalleled global forum, promoting
excellence and multicultural under-
standing.

“This year's Concorso with its focus on
optimism and the future, is a fitting tribute
to the longevity and importance of this
competition.”

The jury has also admitted 56 works
from 18 ltalian Schools of Art, for a
concurrently held competition Ceramic Art,
open only to students attending such
schools. The theme for this exhibition is

The Vase, the same theme of the first
Faenza competition held in 1938.

The same jury will meet again in June
to determine the winner of Premio Faenza
from the selected artists, awarding a prize
of 20 million lire and a scholarship of 5
million lire for a stay in Faenza during the
year following, allowing the winner to work
and study in the Institutes, workshops and
factories for ceramics. The prize-winning
work will go into the contemporary
collection of the International Museum of
Ceramics in Faenza.

The President of the Republic of Italy,
the President of the Senate and the
President of the Chamber will award prizes
to three other works.

The jury will also award the winning prize
of 2 million lire in the Italian Schools of
Art competition.

The exhibitions begin in Faenza on 20
September 1997 and will be accompanied
by two other major ceramic shows. One
is of particularly significant works by world-
famous artists and designers, selected
from around the world by the jury, and the
other comes from the Kyoto Raku Museum
-A Dynasty of Ceramists from the Origin
to Kichizaemon Raku XV.

Obituary

Kari Christensen
A tribute from Moyra Elliott

New Zealand potters who met her will be
saddened to learn of the death, in February
1997, of the 1993 Fletcher Challenge
Ceramics Award judge, Kari Christensen
of Norway.

Kari came here with her husband Knud
Larsen and delighted everyone with her

unassuming charm. They came to New
Zealand following one of many visits to
the Dalai Lama in India where they have
been (and Knud continues to be) involved
with aiding the Tibetan community there.

After being in New Zealand and on their
way back to Norway, they went to San
Francisco especially to visit Susannah
Israel, winner of the FCCA that year (with
Lobo California) who was unable to come
for the presentation due to a back injury
which prevented her flying. Kari met with
Susannah particularly to present her with
her winner's medallion and to see more of
her work. Kari subsequently arranged to
introduce  Susannah’s work in
Scandinavia.

The Auckland Museum has a piece of
Kari's in its collection - a very fine one from
her series based around Tibetan
mountains and transfiguring journeys.

Her last work was an altar piece she
called Towards the Light, commissioned
for a small church set in woodland outside
Kristiansand, her birthplace. The central
figure is a tiny golden bird, in the form of a
cross, rising into light. Kari's ashes are
buried in the family tomb in this church.

Kari's last trip to Tibet was in late 1994
and it was there that she just became ill.
Her last two years were spent undergoing
a number of surgical operations and
extensive chemotherapy, but she finally
succumbed to liver failure caused by the
cancer, on February 5.

During her final stay in hospital she
expressed the wish that Knud write to send
a last greeting to friends all over the world,
including New Zealand, sending her love,
respect and gratitude for warm exchanges
and wonderful memories. Thinking of
others is very typical of this generous,
gentle and sensitive woman. She trod
lightly upon the Earth.

Knud is arranging an exhibition of Kari's
recent work in Kristiansand and a full
retrospective will take place in Oslo at a
later date. There will be many attending
both these exhibitions. She was a much
loved personality and a highly respected
artist, not only in Norway, but in Scan-
dinavia, much of Europe, Canada and the
USA where she frequently exhibited,
representing her country in group and solo
shows. She was a memorable visitor to
our shores who enjoyed her stay here and
the people she met.

She had hoped to return one day.

Knud Larsen’s address is:
Gladvollveien 18

N 1168

Oslo

Norway
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Busted Pottery

Judi Smith of Taupo has appeared on the
Maggie Barry gardening programme.
Using the book Modelling Likeness in Clay
by Daisy Grubbs as her handbook, Judi
has mastered the art of producing replica
busts from photos. She takes hundreds
of measurements from the photos, ear to
nose, nose to chin etc, and then calculates
these measurements to larger proportions
and uses them to model the bust. She said
the making and placement of the ears were
very important, as this can affect the
overall likeness of the bust.

TVNZ sent Judi two photos of Ruud
Kleinpaste (front and profile views) and
so she set to work, taking well over a week
to make the bust. The concrete moulder
required the bust to be solid so he could
take a mould from it and reproduce it in
concrete.

Ruud was completely surprised and very
taken with the bust and after the TV
programme, wanted it, so Judi was faced
with the prospect of firing a solid clay bust.
Thinking back to the school she attended
with tutor Bruce Dehnert at the Waikato
Society of Potters (Riverlea) she used
Bruce's method of firing very slowly. Three
days and three nights: 24 hours to reach
200°C; 24 hours to 400°C; 12 hours to
600°C and then overnight to 1,000°C.

The bust has now been sent to Ruud,
and his wife who is a‘painter will paint it.
Judi often does this herself using Humbrol
paints, diluted down and brushed on. She
also uses oxides for skin colour and
ceramic glazes for extra colours.

Judi recently held an exhibition of 40
pieces and has received many
commissions for these busts. She uses
Nelson Slab clay (SC80 with 30 mesh
grog) and cuts the top off each head after
finishing the modelling to hollow it out
before leaving it to dry and be fired. Even
then, it is fired slowly to ensure there is no
cracking. After finishing a bust, she often
relaxes by doing a raku as a total contrast.

Another potter doing something very
different! | hope Judi gets heaps of
commissions and we see her on TV again.

Janet Smith
Waikato Potters Newsletter

Arts Deal

The New Zealand Academy of Fine
Arts has signed a $1.2 million deal
with the Museum of New Zealand
(MONZ) to move to a site on the
Wellington waterfront.

Bed & Breakfast New Zealand

*My wife and | spent February (1996) in
New Zealand. While there, we had the
pleasure of staying with the Featonbys, the
Newmans, and the Fullmers, and had a
nice visit with Lindsay Baine and his wife.

Although it was the first time any of them
had faced B&B pottery guests landing on
their doorsteps, and our first time using
your service, | can’t think of anything they
might have done differently to make the
experience better,

While at the Featonby's we took part in
a birthday BBQ celebration, met their 11-
year-old woolly lawn-mower, Larry-the-
sheep, toured their lovely garden, and
generally were treated like family.

Moira and Rex Newman are both in their
late 70s but still run their citrus farm and
raise sheep. They took time from their busy
lives to make us welcome. Moira brought
us to their pottery guild meeting where we
met and compared notes with a dozen or
so area potters.

The Fullmers too were great to visit with.
Steve Fullmer told us that last year he had
been at his brother's place in California,
about the same time the B&B book was
being reorganised. It was waiting for him
at home, but he looks forward to using it
for his next frip.

We had hoped to stay a night with the
Baines, but ran out of time. We did,
however, stop for a morning coffee with
them when we passed through their town.
Again, we were made most welcome, and
we left wishing we had more time to spend
with them.

My suggestions? As a guest, bring slides
or photos of your home and work to share
with your hosts. If possible, offer to make
a presentation to the local guild. Certainly
a house gift of a piece of your work is a
small thank-you that is much appreciated.
| brought spoon rests that were easy to
carry in a suitcase and that seemed to
please our hosts.

Will we use the system again? You bet!
A great contribution to our clay
community!”

Dan and Joanne Taylor
Taylor Clay Works
Medicine Hat, AB
Canada

Letter from The Studio Potter Network
Newsletter, Vol 9 No 2, 1995

International B & B System

Share your home, or your adventures with
other potters. Do you have an extra bed to
offer a tired travelling potter? Are you on
the road for business or pleasure and in
need of a friendly pillow for your head?
Do you like meeting new people, especially
new potters, and talking clay, learning and
teaching? If your answer is yes, yes, and
yes, join the Bed & Breakfast program.

How does it work?

First, you must belong to a potters’' group
that is a member of the Studio Potter
Network. If there's no group for you to join,
or if you simply don't like joining groups,
you may belong to the Network as an
individual.

Next, complete an application form and
mail it with a US$10 registration fee. You
will then be registered as a B&B host and
listed in the International Directory. You will
receive a copy of the B&B Directory listing
the other hosts in the program.

Once registered, you may act as a host
to other participants at your convenience,
and you may stay as a guest with other
listed potters.

Are there any restrictions?

To use the Directory as a guest, you
must be listed as a host. This preserves
the reciprocal aspect of the program.

It is also strictly non-commercial. No
money changes hands; it is a volunteer
program, and we want to keep it so.

Only members of the Studio Potter
Network are eligible, and only members
and their families may use the B&B
Directory. Do not share the listings with
other friends; encourage them to join the
Network and register themselves.

We welcome your participation in the
B&B program and are sure you will enjoy
it. Remember to let us know how it is
working for you.

Details and membership forms from:
Studio Potters Network B&B Program
c/o Robert Compton Pottery

3600 Route 116

Bristol

Vermont, 05443

UsSA

Potters' Tips

smooth out the interior surface.

i =

When handbuilding bowls and plates, try rolling a tennis ball around inside to

Think of a toast rack for cooling toast - how about an old wire-frame record
rack for holding bats so they can dry out easily, and store them tidily.

If you have an old credit card with your name embossed on it, take a plaster
cast and you can use it to stamp your name under your pots.
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Prize Money

Tax Implications

Russell Toplis, Ross Melville PKF
Chartered Accountants, Auckland

There has been some debate as to what
the proper tax position is of potters
receiving prize money from winning at
exhibitions.

Income Tax

The income tax treatment will be
determined by deciding whether a potter
carries on an operation which should be
regarded as a business, or whether the
potter merely carries on a hobby.

Fundamental matters to consider are
whether the operations are such that
they can be said to be a business
undertaking i.e. carried on with the
intention of making a profit, or whether
the operations should be disregarded for
tax purposes as being the indulgence of
a hobby, or being carried on in such a
small way that the receipts merely cover
expenses.

If the operations are such that they
constitute a business then the receipts,
including prize money, would be liable
to tax as normal business income.
Expenses associated with earning
business income should normally be
deductible.

Receipts from indulging in a hobby are
not business income and should not be
taxable in normal circumstances.

There have been several cases on
whether an operation is a business or a
hobby. For example an employee of a
council bought a fishing boat for hobby
purposes. The person was impressed by
initial catches and further equipped the
boat and extended the activities into a
commercial operation. In the next year
poor catches were common and a loss
was incurred. The Commissioner dis-
allowed the loss relating from a hobby,

but the court found a part time business
was carried on and allowed the loss.
On the other hand a taxpayer's
activity of restoring vintage cars and
selling parts thereof was a hobby and
not a business. Another case involved
a retired architect who remained a
consultant partner operating from
home. It was held that losses should
be disallowed as there was no
reasonable prospect of making a profit
and although the operation was not
strictly a hobby, it was not a business
within the meaning of the Tax Act.

GST

The GST position is not determined
by the income tax treatment. A person
is required to register for GST purposes
if the anticipated annual sales are
expected to exceed $30,000. The receipt
of grants and/or sponsorship will need
careful analysis when assessing the
$30,000 threshold.

As a general observation most potters
deriving more than $30,000 of gross
receipts per annum are likely to be
carrying on a business and are therefore
GST registered. In this case the prize
money forms part of the normal
business receipts and the prize money
is subject to GST. The practical effect
of this is that the prize money of say
$3,000 for a premier award would be
deemed to be inclusive of GST of 1/9th
of the prize money being $333.33.

A hobbyist is unlikely to exceed the
$30,000 threshold and therefore the
receipt would be deemed to include
GST.

No Easy Answers

Each individual potter will have his/
her own circumstances to carefully
review (with their Accountant and/or
Inland Revenue Department) before
blindly proceeding. The new |RD
"penalty regime" is a tough one!

Cracks Happen!
From Diane Sullivan, Vice President of
the Alberta Potters’ Association, Canada,
come the following helpful hints, published
in her society’s newsletter, In Touch.
"Here are some remedies for cracks |
have successfully used over the years. The
best solution to cracks is no cracking at
all, but here are some solutions for work
past the leather-hard stage when scoring
and slip won't cure your woes.

Greenware

Spooze (I learned about this in Nova
Scotia seven years ago from an instructor
who'd learned about in New York State
years before that, and recently | saw it was
on the Internet)

2 parts dried and powdered clay body

1 part soda ash or frit

corn syrup and vinegar to mix to a paste

Leaves a slight discolouration under
glazes where the soda ash fluxes

Paper clay

I've just begun experimenting with this.
It successfully fills and mends some
cracks. | haven't yet determined why it
doesn't work all the time. It sure fixes chips
and because it is essentially the same as
your clay body there is no discolouration
under glazes.

You can make a small batch of paper
clay by mixing some of your clay body in
a slurry form and some paper pulp (a few
sheets of toilet paper in a cup of water run
through a blender and drained) and mixing
them at a ratio of 5:1 by volume (so if you
have a 10cm deep slurry in a plastic cup,
add 2cm of pulp).

It seems to work best on bone dry
pieces. Wet the cracked area and apply
generously. You can sponge and
sandpaper it after it's thoroughly dry.

Bisque and Glazeware

1 part Sairset (kiln brick mortar)

1 part your clay body calcined (bisque
fire the powder)

1 part glaze being used (the goopier the
better)

KILN ELEMENT SPARES

NZ Wide Service — 40 Years Experience

PROMPT DELIVERY FOR ORDERS FROM
SAMPLES OR DRAWINGS
ONLY TOP GRADE WIRE USED

'-IIBHR

HISLOP & BARLEY ELECTRICAL LTD. VISA

57 Carr Rd, Mt Roskill P.O. Box 27109 Auckland
Ph (09) 625-4292 Fax (09) 625-6731

MASTERCARD
ACCEPTED
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| used to tease the professor who told
me this one, that it was the most useful

and worthwhile thing | had learned at
graduate school. | have successfully filled
" inch cracks over 14 inches long (6cm
wide over 35cm long) using this little trick.
It does not work successfully on bottoms,
however, as using the glaze is the secret
to its success. Mix all three parts into a
thick paste and fill the crack, wipe excess
off edges, let dry and glaze (if you use
more than one glaze on the area of the
crack you will need to mix different batches
for each surface area). This procedure can
be done on bisque or glaze ware. Only mix
the amount you need to fix the crack at
hand, don't tempt fate!"

Diane Sullivan goes on to explain how,
as a last resort, she fixes cracks in her
sculpture using an epoxy - which may not
be available in New Zealand under the
same name. "Maost miraculous in terms of
its ease and strength is PC 7 (grey in
colour) and PC 11 (white). Of incredible
strength, these can be modelled and used
to fill cracks after it has set up for 20 to 30
minutes. It has a 45 minute to one hour
working time. There are no toxic fumes
and it can be sanded and covered with
acrylic paint. It is available only in small
independent hardware stores - not the
large chains. It is pricey, but worth it - and
only a third the price in the USA, again in
small independent hardware stores."

I |

First International Triennial
Exhibition of Ceramics

Ceramics Submerged. Porcelain by Ann
Clifford, Dunedin, selected for the First
International Triennial Exhibition of
Ceramics, called Cup '96. The Cup
exhibition and competition will be held
every three years in Belgrade, Yugoslavia.
Ann has also had another piece included
in the Modern Ceramic Collection of the
Castelli Art Gallery in Italy.

Kodak Photographic Award
Second Prize Winner: Emma Smails
from Elam School of Fine Arts, essay
on ceramist Zeke Wolfe

Photo essays by photography students on seven New Zealand ceramic artists exhibiting
in this year's Fletcher Challenge Ceramics Awards captured the imagination of viewers
visiting this prestigious exhibition, the images communicating interesting aspects of
each ceramist's art and their life style.

“The exhibition organising committee from the Auckland Studio Potters and the show'’s
designer John Parker, arranged a sympathetic placement of the photographic images,
to the ceramic art pieces involved. The photography adds an interesting extra dimension
to the work,” said Kodak’s Manager of Special Events, Ken Goody, when announcing
the award at the Auckland Museum.

The Kodak Photography Award which has been set up in conjunction with the Fletcher
Challenge, aims to provide encouragement and practical experience for tertiary
photography students. Kodak invites tertiary institutes each year to select one
photography student to complete a photographic essay on a ceramic artist whose work
is selected for the exhibition.

The winner this year was Amanda Trethewey, from Otago Polytechnic, whose photo
essay featured ceramist Nicola McLaren. Amanda received $500 worth of Kodak
Professional film as a prize and the right to hold the camera trophy crafted in clay by
ceramist Peter Lange, until next year’'s award.
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FREE ADMISSION

MUSEUM & CAFE HOURS:

Monday to Friday ~ 10am to 4pm

Weekends and public holidays ~ 11am to 5pim.
Laings Road, Lower Hutt. Phone 0-4-570 6500.

NZ'S FINEST CONTEMPORARY CRAFT ARTS
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Teapots To Spout About

Albany Village Gallery
Howard Williams, Albany

Tea, which first originated in China, is the most widely drunk
beverage in the world. It is made from an infusion of dried leaves
of the subtropical evergreen Camellia sinensis, now a major
plantation crop in many countries.

Over the centuries its drinking, apart from thirst quenching,
has become associated with social rituals; ceremonies which in
some cultures have assumed an almost religious significance.

So also, have the pots and cups for preparing and drinking tea
evolved, from basic kitchen utensils into ritualistic vessels, even
to sculptural interpretations having no tea-time table function.

Teapots to Spout About covers this spread of intention behind
the making of teapots from clay. The 50 exhibits were invited
from professional potters, some well-known teapot makers, while
others are “doing their own thing” - exploring a concept inspired
by the theme.

Of all pots, the teapot is the most demanding of a potter’s skill,
bound by more parameters of function than any other. Handle,
lid, spout, sieve; heat retention, no-leak, non-drip, don't scratch
the table, don't steam my fingers - all this as well as balance of
form, beauty of decoration, quality of glaze, technically correct
firing. And then it still might not make a really good cup of tea.

Many of these would, Specialists in their own teapot genre
showing excellent examples include Peter Lange, salt-glazed
with coloured glaze-runs; Ross Mitchell-Anyon, full-bellied and
wood-fired; Greg Barron, classical deep red glaze; Andrew van
der Putten, green and gold over full and fluid forms; Merilyn
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Wiseman, a royal oval in turquoise with ornamental feet and
crested handle; Peter Alger, cut-sided, wood-fired shino. Renton
Murray, salt-glazed country cottage kitchen; Chris Weaver,
designer-contemporary,

Brush-decorated teapots are by Catherine Anselmi, Heather
Skeates and Sally Vinson.

Peter Stichbury’s Red Hot Screw Top has a cunningly made
lid that screws onto the neck of his red glazed teapot. lan Smail’s
Handle with Care in unglazed terracotta has a handle woven
from barbed wire strands.

Then there are sculptural teapots. Brendan Adams excels in
slip-cast unit combinations, especially Blue Spout, with its exterior
sieve and ingeniously devised additions. Rick Rudd’s perfectly
carved curves are here seen at their best. Jan Russell perches
her tiny raku teapot in a tower of bamboo twigs like a bird’s nest
in a tree. Sam lreland’s is a wiggly jig-saw of flat pieces wired
together. Bronwynne Cornish has built a tea-bush planter from
clay-covered tea-bags...

On the wall is a teapot tile picture by Jeannie van der Putten
and a terracotta sculpture negatively moulded around teapots,
by Matt McLean. From Moyra Elliott, Proxy shows teapots
graphically sketched on teapot trivets and John Parker cheekily
shows a cylindrical vase with brass screws like arms forming a

letter T - his “T" Pot.
One special teapot is a collaborative effort: inspired by Richard

Parker, made by Richard Fahey, glazed and fired by Merilyn
Wiseman.

2SS UNITEC
INSTITUTE of TECHNOLOGY
Te Kura Puukenga o Wairaka

SCHOOL OF DESIGN
Private Bag 92025

Auckland
Watch this space!!!
NEW DEVELOPMENTS

at

UNITEC

For further information or application form contact:
The Design School - (09) 849 4180 extn 7256

. FLETCHER CHALLENGE
7= CERAMICS AWARD

IN ASSOCIATION WITH AUCKLAND STUDIO POTTERS INC:

Call for Entries 1998

The closing date for entry to the

Fletcher Challenge Ceramics Award 1998
has yet to be finalised. However, ceramists
are reminded that entry is by slide
submission and that the closing date is
likely to be early December 1997

Work selected by the sole international
judge is likely to be required by late March
1998.

For further information contact:

Auckland Studio Potters

PO Box 13195, Onehunga

Auckland, New Zealand

Tel: 0064 9 634 3622 or Fax 0064 9 634 3626
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Albany Village Gallery

Invited Teapot Exhibition

Brendan Adams

Belinda Paton

'Bronwynne Cornish
Teabag Tea-pot planter

Peter Alger

Rosemarie McClay

Peter Stichbury

Royce McGlashen

Merilyn Wiseman

Andrew Van Der Putten

Richard Fahey
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The Fletcher Challenge Ceramics Award

Christine Thac
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ker, Auckland
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The judge for the 1987 Fletcher Challenge Ceramics Award was
geographically the closest we have had for some time. Australian
Janet Mansfield is a practitioner, which is a requirement for the
appointee, specialising in the ancient and venerable art of wood
firing and she is a highly experienced observer of global practices
in pottery through her editorship of two international magazines
on the topic. She has not only assembled one of the most
comprehensive exhibitions of recent years, but possibly the most
objective selection as well.

When the name of this year's judge became known most of us
probably thought we would see more traditional pottery, tableware
etc, but as Janet writes in her statement included in the catalogue
“...the exhibition encompasses the diverse field of ceramic art
currently being made.” She has chosen what she describes as
“the extremes in these possibilities" in a display which “scans the
realm of ceramic art practice.” To further give description to the
wide variability on show, Mansfield uses the following adjectives:
fragile, weighty, colourful, animated, subdued, sombre, whimsical,
forceful, serene, classic, enigmatic, ritualistic. One or more of
these terms can be applied to all of the exhibits and all of them,
with the possible exception of “whimsical”, can probably be applied
to the overall winning work.

There are 94 works this year, one third less than we have
become used to, and it is a stronger show because of this. The
design, by John Parker, is simple and sophisticated and stunning
as a result.

The premier award went to Philippe Barde from Switzerland
with a quartet of paper-thin, porcelain, paper-bag-like, chiselled-
looking containers titled All being equal, all being different. Each
of these essentially square vessels seems to have been hewn
from rock, then gently softened by rain; they look geological, but
at the same time like ghostly supermarket bags with nibbled,
tatty edges. They look rough and smooth, flimsy but tough, dried-
out, parched and bone-like with an enduring vitality. They are
technically interesting, ambiguous and therefore capable of
whatever interpretation you bring to them.

Torbjorn Kvasbo, from Norway, received a merit award for
Trough, a work in which the clay seems to have been taken to
the point of almost being brutalised. It is a work of physical and

Photos by Haru Sameshima

technical extremes where gritty terracotta clay has been squeezed,
punched, pinched and ripped to form a long, shallow trough which
has then been ravaged by flames in an anagama-type kiln. With
its cracks and fissures and reptile-like sense of lumbering
movement it conveys a bare sort of beauty.

There is stark beauty also in the merit-award-winning bowl
from New Zealand's Raewyn Atkinson. It compares aesthetically
with the premier award work with its fragile looks, ripped-edge
rim and textural character.

Bruce Dehnert’s merit award Red Room, is in the nature of
an experience. Three white walls are studded with the green stalks
and shiny red petals and stamens of around 200 flowers which
all poke out and into the enclosed space in a manner which is
both enticing and slightly threatening. They look as though they
may be carnivorous; they look precious as though they only flower
once every ten years and then just for fifteen minutes and they
also look as though they may snap off if you dare to venture too
close.

From England, Richard Slee’s merit award work Punch
emerges from his interest in the development of English industrial
pottery and in particular, pottery from the Staffordshire area, home
of the Toby Jug which this pot both parodies and pays tribute to.
The scale and technical prowess impress in a work which is bold
and unique.

The three little prickly, prehistoric animal-like container forms
from Anne Tyrn of Estonia, achieved their hair-brush-like spikes
from the laborious process of repeatedly applying tiny drops of
slip in a stalagmite sort of build-up to a height of around half a
centimetre each, these covering the form at regular intervals. It
is the work of an obsessive and will be of interest to anyone who
has been similarly obsessed by the emphasis and oddness which
can result from excessive repetition. This completes the list of
merit winners, all very different and all quite remarkable.

Mansfield’s method for an objective selection and to be
sufficiently ruthless in order to make an exhibition of 100 pieces
from over 800 entries was to look for resolution of intention, a
high level of technical competence and imagination.

Some mentionables with this criteria in mind include the soft
and sinuously thrown Drehform from Emil Heger of Germany. A
thin, column-like form at more than one metre in height, it is
substantial, but has the ephemeral look of a plume of smoke.

Leaf Boat by Hideaki Suzuki of Japan, seems to be a study in
wave action. Made from many tiny sagging coils to form a
segmented boat of 50cm in length, it is as its maker succinctly
writes, “not a copy of nature, rather an observation of its structure,
texture, rhythm and colours.” It is a boat which captures and
expresses perfectly the pulse and motion of the sea and it is also
a very beautiful object.

From the USA, Pascal Chemlar’s Covered Jar is a chunky,
crusty example of woodfiring while Peter Meanley’s salt-glazed
teapot has a mixture of elegance and humour with a handle that
looks like the sort of handle you pull to get the lawnmower going.

Among the New Zealanders with work in the show this year
were Matt McLean who always manages to make large
assembled blocks of baked clay look soft, malleable and almost
light-weight; Graeme Storm with Gourd God, a small, organic
pot where the metallic glaze shimmers like surface tension most
attractively, and Sun Chariot by Nicola McLaren, a mythic-looking
work where a legless, wheeled horse draws a radiating form,
perhaps the sun. It is a sensitive and personal work.

If asked to sum up the 1997 Fletcher Challenge Ceramics
Awards exhibition in a word, the word “complete”, comes to mind.
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Duologue

This article evolved from a conversation between Philip |
Luxton and me following a joint viewing of the |
exhibition. We both feel practitioners need to more
actively participate in the critical discourse surrounding
such events if we are to better utilise their educational

potential. We originally intended that the article follow
a conversational format and focus more on the
differences in our approach. Circumstances didn’t allow
that however, so we each wrote a personal response
which draws on that original conversation.

Matt McLean, Auckland

The first work we considered was Gegengleich (Same to Same)
by Ruedi Kathriner, Switzerland, Catalogue No 41, which was
interesting for the contrast it immediately showed up in our
responses. Philip's was unfavourable because he found the work
didn't immediately engage his emotions, so he wasn't tempted
to look at it further.

On the other hand, | was
immediately arrested by its
starkness and by the fact that it
posed a problem. Like a
dismantled puzzle it demanded
solving, which act drew me into
the work forcing me to reconcile
its various aspects - the
recurring geometry, scale
progression, material content
versus void. One piece must
have served as the mould for the
next; inner surfaces defining
outer.

| found myself considering the
medium of air that the pieces
displaced and which would be
squeezed out if the pieces were
stacked, and of light which informs us about them.

This cerebral involvement lead me to a feeling of kinship with
the maker, paralleling his own making process.

=g

Photos by Haru Sameshima of these works, pages 12 and 13

Red Room by Bruce Dehnert, New Zealand. Catalogue No
37. | see this work as an environment in which, screened off
from outside distractions, the viewer is immersed in a little world
of flower-like protrusions. Overwhelming in number and obtrusive
in the small space, almost threatening, the clay flowers are also
fragile and precariously poised, giving a sense of unease.

The work speaks of methodical and meditative making process,
the components being obviously hand-formed and different from
each other. These aren't real flowers or even plastic - they're clay
with clay-like qualities - motionless, inert, brittle.

The other installation, Night Depth-charged the Dream with
Fish by Miltiades Kyriakides, Australia, Catalogue No 13, |
saw initially as a kinetic sculpture with not much to do with
ceramics. We are transported into a remote dream world in which
eerie lights and swaying movement have the main say. After
moving among the hanging fish though, | was struck by their
translucent smoothness and mass-produced uniformity - clayness
of a different kind, familiar somehow - reminiscent of the china
cabinet kitsch of my childhood. In the end, | think these qualities
contributed to the success of this work for me. Uniformity of the

cast fish for instance, enhanced the mesmerising uniformity of
their motion.

Clay and its manipulation wasn't Kyriakides' primary concern,
but it was a significant contributor to this work.

Installations place big demands on curators. By their very nature
they're gallery dependent and occupy a disproportionate amount
of space and resources. Their temporary nature makes them
unattractive to buyers and therefore difficult to justify from a
revenue point of view. Nevertheless they make a valuable
contribution to a show like this, helping shift the focus away from
precious objects and overcoming the atmosphere of reverence
which is the antithesis of what ceramics is really about.

O, by Christine Thacker, New Zealand,Catalogue No 44. For
me this piece speaks of latent movement, threatening to roll along
the table and inviting alternative positioning of the central slot.
Orientated vertically, it suggests the letter "O"; horizontally, a
handle to be picked up, or a letter slot. Each interpretation invites
us in turn to consider other attributes - profile, weight,
containment. The small piercings are a subtle reference to mass,
successfully penetrating only near-exposed edges and betraying
the solidness of the form. Contrast this with last year's Nomad'’s
Tent from the same artist, where similar piercings showed the
paradoxical hollowness of an otherwise massive form.

As with Kathriner's piece, my emotional response developed
slowly in the wake of mental analysis, rather than the other way
around. In contrast to the installations, there are compelling
reasons to own a work like this. Ownership would allow time for
my response to evolve and opportunity to touch, which is denied
in the gallery environment.

Punch, by Richard Slee, England, Catalogue No 89, raised
the nostalgia issue for me. In a field as rich in history as ceramics,
it's tempting for practitioners, infatuated with another period or
culture, to work in that style themselves. Fair enough | think, as
long as these time-travellers bring back a message for the present.
The danger is that such work can become mere nostalgia - a
means of escaping the real world rather than engaging it.

Was Slee guilty of this? My initial answer was “yes". Apart
from enlarging the traditional Toby Jug to give it more prominence,
he seemed to have no creative input and failed to bridge the gap
to make it relevant to me in the 20th century. His denial in the
notes that his jugs speak as heritage, convinced me to reconsider
however, and | began regarding Punch as something like an
ancestor figure gazing mischievously across the centuries
mocking us, his descendants - perhaps for not having evolved
beyond what he was? Loyal reproduction of the period piece now
acquired a new significance, increasing its potency rather than
indulging the maker. B
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AWARD OF MERIT Anne Tyrn, Estonia
Cactus - Animals, 160 x 180 x 50mm

AWARD OF MERIT Torbjorn Kvasbo, Norway
Trough, 200 x 250 x 600mm

AWARD OF MERIT Raewyn Atkinson, Wellington, NZ
A Change of Heart, 220 x 440 x 360mm

The Awards

PREMIER AWARD
Philippe Barde, Switzerland

All being different, all being equal
130x 120 x 160mm each

gee

AWARD OF MERIT Bruce Dehnert,'Dunedin, NZ
Red Room, 4.8 x 4.8m

AWARD OF MERIT Richard Slee, England
Punch, 640 x 320 x 420mm

=
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Nicola McLaren, Mosgiel, NZ
Sun Chariot, 180 x 680 x 170mm

Christine Thacker, Waiheke Island, NZ
“0”,280x 280 x80mm

Jane Hamlyn, England
Saltglazed pot with koru handie
250x180x 180mm

Merilyn Wiseman, Auckland, NZ
Teapot, 145x120x 310mm

RN

Zeke Wolf, Auckland, NZ Estelle Martin, Hastings, NZ

Raku Fish Platter, 200 x 600mm Old Fire Grate, 190 x 165 x 165mrr
Patti Meads, Wellington, NZ Graeme Storm, Auckland, NZ

Pair of leaning vessels Gourd God!

560 x 90 x 100mm 180x 120x120mm
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Trough, by Torbjorn Kvasbo, Norway, Catalogue No 14, is
the work in the show | identify with most. These pieces read as
fragménts from some greater event involving stampipg, cutting
and lifting. The eventual form of each is almost |nC|den_tal._ Of
greater importance seems to be the activities that formed them,
for which the pieces serve as a record.

The firing process itself is recorded on the work, of course. |
especially like the fact that although utilising an anagama kiln,
Kvasbo avoids anagama clichés - no flattering blush or decorative
lugs. This work’s not pretty. It shows a vision that’s personal and

uncompromising.

Phillip Luxton, Auckland

| think there is a struggle in me between the desire to become
educated and analytical about art, and disdain for art whose
main attribute is it can only be understood and appreciated
by a select few, or only with copious art wank written to
accompany it. There is nothing more laughable than the artist
discovering meanings a critic found in their work, which
they neither intended nor cared about.

Discovering art is more fun than chocolate. It is the
language of human experience; intellectual, emotional and
mystical. It is yummy and infinitely enriching, especially if it
has a chewy centre. | suspect it has to be made and
appreciated on all these levels.

The Shoe, by Sarka Bulcikova, Czech Republic. Catalogue
No 56. When | first saw this work | thought it was being wilfully
funky, but it has grown on me since. With its casually pinched
porcelain it has little acknowledgement towards crafismanship
and takes much of its delightful air from this looseness. The cotton
wool and balloon echo and enhance the softness of the clay and
its handling, yet challenge its hard feel. | had no idea what it was
about, prior to discovering its title, but enjoyed it sculpturally and
conceptually none the less. The title opened up new dimensions
suggesting fantasy, magic and dreams around the idea of
footwear. | found the work playful, but quite haunting in its imagery.

Fug:-‘

Yellow Bowl, by Yaeko lkeda, Japan. Catalogue No 58. This
is open, loose, playful work, the ceramic equivalent of abstract
expressionism in three superb dimensions. The form and its
colour, scratching, marking and glazing are all harmonious. It is
not decorative, nor a good and clever idea; it embodies this
person’s self. The artist's statement is a wonder, “| love spiral
things and get strong power from them”. Yippee!

Trough, by Torbjorn Kvasbo, Norway. Catalogue No 14. This
artist's statement in the catalogue was simply “Between thought
and clay”. It is a piece that speaks volumes about clay - its ability
to take impressions from other objects; of plasticity allowing
squashing, splitting, penetrating, tearing; of its relationship to
fire. All qualities reflected in many clay works, but in this piece,
the maker has allowed the clay to say so much firstly, then with
great sensitivity has deftly rearranged it into a powerful sculptural

form - a tremendously difficult thing to achieve, a play in which
the intellect might take a back seat.

Red Room, by Bruce Dehnert, New Zealand. Catalogue No
37. Installations are so often loaded with meaning they become
pretentious, preachy or obtuse. This one however, is as fresh as
its subject - the flower as sculpture. Not the ornamental attitude
of building decoration, but to all intents growing from the wall
and into the room, transforming the space into an enveloping
and enriching zone in which the shadows on the wall alone were
worth a review.

There are perhaps ten departure points in terms of the way the
clay is handled, from cut/sharp/mechanical, through to soft/folded/
organic. Each piece is unigue and deserving of attention and yet
there are hundreds. Colour is limited to red, yellow, green; clay
which serves to enhance the collective sculptural nature of the
work. The overall effect is a space vibrating with energy.

Walking Insects of the other Planet, by Jeng-Daw Hwang,
Taiwan. Catalogue No 5. A previous judge of the Flefcher
Challenge Ceramics Award, Asako Watanabe said to me about
my work, “Do what the clay is happy to do”, or words to that
effect (another rejection).

It is a miracle these walking insect pieces made it from Taiwan
with their long, long spindly legs of clay. It will be a further miracle
if they get to see their first birthday outside a glass case. They
defy the laws of clay and therefore must die. The image of the
walking teapot has been done many times before and will be
done many more - and a good thing too. | searched for a
personality in these pieces and found very little. | think they are
an exercise in cleverness and suspect they are slightly immature
- to see this person’s work in five years would be very interesting.

O, by Christine Thacker, New Zealand, Catalogue No 44.
This is a continuation on a theme Thacker has been working on
for a year or two now. Last year's piece was about the stars, the
universe and our relationship to them - expansive. This work has
removed and folded in on itself. It is very quiet.

Thacker’s artist statement talks of technical problems and
challenges and of producing a sufficiently interesting form. Her
work is enigmatic, requiring a reflective attitude to appreciate.
Somehow there is always more going on inside her pieces than
is immediately visible to the casual viewer and often this is only
revealed slowly, which is one of the great joys of her work.

This piece has succeeded for the maker possibly because it
has a secret. Although initially it had its back to me and left me
with the feeling of no admittance, on a second and third viewing
it rolled over and bumped into me.

Toi Tende, by Mary Barringer, USA, Catalogue No 2.
Everything about this work bothered me. Conceptually could it
be a comment on implements or tools? As a sculptural form it,

14 New Zealand Potter No 1 1997

or the space around it, did little to excite me, nor did it have
much discernible internal life.

Interestingly | found it one of the most successful photographs
in the catalogue. The fact it was made of clay was neither here,
nor there; it could have been reinforced concrete. | only wish |
could find out what Toi Tende means.

Artist's statement; “Working means homing in on a very
shadowy, hard-to-grasp feeling, by very tangible physical means.
What results is not so much an expression of that specific feeling
- more a distillation in an object that has its own concrete reality.”

This illustrates pretty well my concerns with this person’s work.
It would appear she isn't clear in her intentions.

By Product, by Jeff Schmuki, USA. Catalogue No 78. At the
1996 Fletcher Challenge, potters’ evening, Schmuki talked about
his work for around 20 - 30 minutes which was interesting at
first, but it became too much; he gave away more information
than was necessary. | feel the same about this work.

The pot is a watering can
with a spout and rose turned
back at an unusual angle. The
clay is very competently and
attractively handled in slabs.
It has a personality all its own.
The problems arise with the
imagery on the work; diagrams
of mouth-to-mouth/CPR, dis-
section drawings of beef cattle.
The literal message of this, the
banged-up watering can and
the title suggests a com-ment
on our wasteful society. Social
commentary has a noble
history in art, but | feel the
delivery here was over-stated
to the point where subtlety and
mystery were cheated.

Three Bowls, by Jet Mous, Netherlands. Catalogue No 25.
Three luminous bowls. Saturated colour matte glazes. Round

bottoms (as every bottom should be) no feet or detail to disturb
their line. The effect is similar to colour-field painting where planes
of pure colour are placed in relationship to one another in a
celebration of colour and form, except that these offer a sculptural
dimension.

This work has a calm, assured clarity. | can imagine it being
wonderful to live with; like Michelle Pfeiffer, it would become
more beautiful the older it got. Also like my wife.

Teapot, Sugar and Cream, by Nicholas Seidner, USA.
Catalogue No 19. This work resonates with the feeling of
someone who has been making for a long time and is lovingly
familiar with his own unique and wonderful style, a uniqueness
achieved not by determined originality, but by self-knowledge
and gentle discipline.

Its magic lies in small detail flourishes, gorgeous restrained
use of colour and decoration, and finally a clear understanding
of the sculptural in the familiar. His statement - “made for everyday
rituals and routines"- what powers therein lie.

The Yellow Orange, by Lucie Landau, Czech Republic.
Catalogue No 63. On one level this is a flower, its imagery quite
straightforward and yet it suggests so much more. Call me a
pathetic washed-out old Freudian throwback, but | can't help
feeling it has a strange otherworldly air about it. Despite its obvious
organic origins it radiates a sense of having inhabited another
landscape, yes, that of the psyche. And if that isn’t enough it has
captured the feeling of rebirth and renewal without even resorting
to images of confounded little people peering out of things. Now
I'm going to go and lie down in a foetal position and have a drink
of milk.

When Matt McLean and | thought reviewing the show would
be a good idea, we didn’t realise it would be such an
engrossing process. At the time of going to print neither of
us has read the other’s copy. If nothing else, | hope the
comparison will be of some interest in its exposure of
different approaches to art - and that both approaches have
merit. | defend my more emotive response, but realise that
the depth and scope of appreciation, afforded by a more
cerebral appraisal is its own reward.

A “pick and mix” show like Fletchers offers a wide
perspective on ceramics, but not | fear, a particularly deep
one. A way around this might be, to every so often have a
show where fewer people are selected and they submit say,
three pieces each, facilitating a more comprehensive
understanding of individuals’ work. | say this knowing it is
very easy for others to make such suggestions, when in
reality any move in policy for this kind of show requires an
enormous commitment of energy, foresight, will and
determination on an already stretched voluntary committee
- and in the end it may be full of holes anyway. | |
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