TANTERBURY
Q\PUBLIC LiBRARY

Lealand

5
0
7

A

Number §

Aﬂgust‘ 1960




. ) b l'-ct F i}
R7 SIS S Ly 0

N E W ZVE A LA N D PO BT E R

This issue is published at Wellington by the Editorial
Committee of the New Zealand Potter: Doreen
Blumhardt, layout and drawings; L.ee Thomson, ad-
vertising; Jocelyn Thornton, assistant editor; Helen
Mason, editor, 29 Everest Street, Khandallah,
Wellington.

Volume Three Number One August 1960

Available
without
Charge

CONDITION OF LOAN
A fine of 2/6 is payable if this
book is not returned or renewed

| by the latest date shown on
| Transaction Card. A fine of

6d is payable if the Trans-
action Card is missing from
this pocket.

TO RENEW —
Ring 60-545 (not week-ends)
and ask for “ Renewals.”

Even today there are still many countries left in
which craftsmen-potters earn a living by filling a
need in their community., In this issue we have
articles about potters of this type in Africa, Spainand
Japan. DBut in New Zealand no-one will thirst because
we have made no water-pots. Therefore we have to
create a need, we have to prove to our fellow-
countrymen that a handmade pot has value in a world
increasingly moulded into the same pattern by every
new technical advance.

If our pots have the human values of warmth and
vigour as well as usefulness they will find their own
response and their own value in our community. But
it is up to us to see that our work is not just a poorly
made copy of factory produced ware oY a stilted re-
production of pots that come from another age and
another society.
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Bowls with a swelling curve that enhance the slim
beauty of a coffee table; lamp bases large and
characterful; mugs for coffee, cocoa, beer, that are
good to hold; all these have a use in pres ent-day
living. Twentieth century individual pots for twen-
tieth century individuals to enjoy.
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The cover photograph is of ceramic figures made by
Muriel Moody and exhibited at her excellent show at

the Architectural Centre Gallery from 14 - 26 February.

Muriel Moody's work is sensitive and thoughtful. The
variety and delicate imagery of her sculpture, in a2
setting well-designed by Geoffrey Nees, made the
Gallery alive with a rare individuality.

EARTHENWARE GLAZES
Jack Laird

Earthenware glazes, like all other glazes, are glassy
coatings to pottery formed by melting silica com-
pounds. Apart from aesthetic reasons they are needed
to compensate for the porosity of the body by giving
an impermeable covering to its surface.

As the melting point of silica is 1685° C., powerful
fluxes are required to bring the fusing point down to
below the vitrification point of the body. It is as well
also to understand what happens to silica during the
application of heat. Many potters think that because
they have successfully fired a pot to a good biscuit
temperature at a steady pace the glaze fire can then
safely be quite rapid. This is true as far as the body
is concerned but considerable changes go on in the
crystal structure of silica from 2509C. upwards and
particularly at 600°C.  If the grain size of the silica
content of a glaze is not very fine, and if the tempera-
ture rise is too rapid, stresses are set up in the
glaze which may not be resolved at the end of the
firing.

The top range of earthenware temperature is usually
considered to be about 1150°C. This is below the
point where the crystoballite Beta content of the glaze
exerts its maximum thermal expansion effect and
helps to render glazes fairly crazeproof. The diffi-
culty in handling earthenware glazes lies in balancing
them to make them a perfect fit to the pot. Under
some conditions all glazes will craze. One of these is
too rapid firing. A rise of 100°C. per hour is a fairly
safe maximum, and 50% longer than the time required
to reach maximum temperature should be allowed for
cooling. Also if the body of the pot has an absorption
of more than 10% the glaze is liable to craze. If the
absorption is 15% or more it is practically bound to
craze. Thirdly, too thickly applied glaze tends to
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craze readily. This may be seen when the glaze has
run into the bottom of a bowl. Crazing cracks
appear there and often not where the glaze is thinner.

It is necessary, when searching for a good earthen-
ware glaze, to start with an examination of the body
of the pot. As the whole process involves a lot of
trouble, it is just as well to make sure that there is

a good and continuous supply of that body to use when
the glaze has been stabilised. An earthernware body
should be tested for absorption, deformation and
shrinkage. The percentage absorption is determined
by weighing a piece of biscuited body before and after
totally immersing it in water for 24 hours. If the

weight has increased by more than one tenth, the firing .

temperature should be raised to nearer the vitrifica~-
tion point, until the absorption is at a satisfactory
level. To this temperature a tile of clay 3' thick, 8"
long and 3" wide should be fired with each end
supported so that the tile bridges a gap clear of the
kiln floor. If it sags, the body is unlikely to be suit-
able. If the overall shrinkage is more than -é-”, avoid

using it also.

When a suitable body has been located, its maturing
temperature will be known by the tests, and the next
problem is determining and adjusting a basic glaze.

The amount of lead handled by a studio potter does
not constitute a health hazard if used with care and
normal precautions are taken. It is as well however,
to avoid glazes in which lead oxide or lead carbonate
forms substantially the bulk of the flux on vessels
likely to be used for storing acidic liquids such as
vinegar or fruit juices. There have been cases where
the acid-soluble part of the flux in a glaze has not en-
tirely combined in the firing and subsequent contact
with acidic liquids has led to lead poisoning. Lead is,
however, a most powerful and valuable flux imparting
a fat smoothness to a glaze and enhancing colour.
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The most usual form for handling lead is in lead-
bisilicate or incorporated into a low-solubility frit.

Earthenware glazes, to mature at low temperatures,
require high proportions of powerful fluxes. It is a
fact, although the reason is obscure, that a combina~
tion of fluxes is more effective than one alone, and
that lead readily combines with others in this way.
Generally the more complex forms of low tempera-~
ture glazes behave better, and are more tolerant than
the simple forms, and for this reason many potters
use a basic glaze compounded from a frit, either low
solubility or leadless, and other added ingredients.

It is interesting to note that a 'leadless'' glaze can in
fact contain lead, although none of it is soluble in an
acid test.

If the porosity of a body is satisfactorily low at a
temperature of 1080°C., at a firing rate of 1002 an
hour, pots made from it should be biscuited to this
point. It has been noted that crazing problems de-
crease as the maturing temperature rises, as does
the hardness and durability of the finished pot. So it
would be advisable to fire the glaze as near to the
maturing point of the clay as possible, perhaps some-
where about 1120°C, To work out a glaze from a
basic frit by empirical methods it would be necessary
to choose one that matured about 1060°C., and to it
add silica and alumina to increase the maturing tem-
perature and correspondingly increase the tolerance.
As most substances of use to the potter that have an
amphoteric action in glazes also contain quantities of
silica, it is reasonable to concentrate on adding
materials which will increase tolerance (i.e. a larger
firing range and craze resistance) and let the silica
content look after itself to the point where the matu-
ring temperature becomes high enough. As an
example - to 60 parts of frit maturing at 1060°C. may
be added -
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Kaolin 10 parts
Steatite 5 parts
Feldspar 25 parts.

The Kaolin gives greater firing tolerance, raises the
maturing temperature and makes the glaze more re-
served and less glassy. Steatite (talc) gives greater
craze resistance when used in small quantities.
Feldspar combines with the fluxes in the frit and re-
duces the firing temperature. As a matter of fact,
this particular glaz.e fires with a comfortable range
of 1080° - 1130° C. There is no point in giving
earthenware glaze recipes unless the body is stated
as well, as every body has to have its glaze adjusted
to it, and what may work on one body may not on
another. This glaze was used as a basic glaze for
domestic ware in England, showing no sign of craze
when properly fired, and although it was never

claimed to be so was, to a certain degree, ovenproof.

To it was added tin oxide as an opacifier and various
oxides for colours. It was also used clear over slip
decorated ware.

Accuracy in weighing and making up glazes is a very
important factor and the potter must be prepared to
own a really good pair of scales, particularly for the
small quantities that the studio-potter uses. The
small country pottery may make up glazes in 200 1b.
lots and a few grams either way will not make very
much difference, although even then great care is
exercised. A good balance of the 'Butcher! pattern
that does not need weights and weighs up to 200
grams is very useful. Care should be taken to check
that it is perfectly level before use, and that small
quantities, say 3.5 grams of oxide, are added to say,
150 grams of glaze already in the pan, and not
weighed separately. This is because the balances
are rather insensitive at the bottom end of the scale.

79

Other fluxes that may be added to adjust the maturing
temperature of a glaze are:-

Limestone -~ This is a powerful flux used in small

quantities, and is very useful in conjunction with tin

oxide. Dutch Delft ware has a body rich in limestone
and the glazes contain it too, and these glazes are
notably crazefree.

Feldspar - Potassium or pink feldspar gives a glaze

a fat rich look and increases tolerance.

Colemanite - This natural combination of lime and

borax is the only form of borax which is insoluble and

can be used in an unfritted form.

Dolomite - This combination of lime and magnesium

contains no silica and is a useful flux in leadless
glazes.

For red clays with the most characteristic quality of
the traditional English earthenware, a generous
warmth, the cold clear glazes of the modern ceramic
chemist are less attractive. The old litharge glazes
with their pale honey colour are particularly suitable;
easy to handle, and fairly tolerant. They really need
the complete oxidation of a well-controlled, flame-
fired kiln to reach their true quality, but the electric
kiln can fire them quite well. Litharge is very suit-
ably combined with lime and feldspar, and a good
basic glaze known as 'lead lirme and potash® glaze
makes a suitable point of departure for experiments.

Litharge 123 or lead carbonate 42

Whiting 5.2

Feldspar 28.9

Kaolin 6.7

Flint 17. 4
A basic litharge glaze is Litharge 53. 5
Kaolin 18. 6
Flint 27.6



Both fire at 1100° C. The previous notes about
solubility will of course apply to these glazes, as
will the caution that they may have to be adjusted to
suit different bodies. The 'lead lime potash' glaze
is suitable for the addition of tin oxide, but the plain
litharge glaze is not. A harmonious decorative
effect is achieved by using a buff body with decora-
tion in dark red slip and the whole covered with the
litharge glaze, to which has been added not more
than 2% copper carbonate. The resulting soft yellow-
green glaze turns that body a deep olive and the slip
a warm black.

The best quality of an earthenware glaze appears
when it is fired to a point where it seems just on the
verge of beginning to run. This is particularly true
of tin glazes when they will lose their dead opacity
and have a certain depth. The glaze runs thin on
lips, rims and throwing ridges, allowing the body
colour to show through and modify the effect of the
glaze, Speckles show just the faintest trace of soft-
ness, and that rather unpleasant soapy texture of a
glaze overloaded with tin and fired well on the safe
side of maturity is avoided. The two extremes of
bright glassiness and dead opacity should be care-
fully avoided. Ovwverfiring in which a pool of glaze
runs to the bottom of a bowl and produces large cool-
ing cracks is to be avoided also.

As we have lost our natural unsophisticated sense of
design, brushwork and sgraffito and other forms of
decoration should be used only after a great deal of
consideration and study. The biggest trap for the
potter in earthenware is the range and intensity of
colour available from the ceramic chemist. The
only safe thing to do is to throw away all prepared
glazes, glaze stains, underglaze colours and over-
glaze colours, etc., that one buys from the big
ceramic suppliers (and it should be remembered that
these are designed for use in industrial pottery plants
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on 'bone china' and earthenware that is refined to the
point of deadness) and use just the basic simple
oxides that have been the mainstay of potters from
very early times; i.e. iron oxides, cobalt oxides and
carbonates, copper oxides and carbonates, manga-
nese oxides and dioxides, basic yellows prepared
from antimony; with perhaps a discreet use of some
chromic compounds and prepared metallic lustres.
In this range there is enough scope for the most ad-
venturous designer. By adjusting the glaze base,
and using additional agents suchsas zinc oxide, a
wide range of intensities and colours is available.

These appear to be the 'matural'! colours for earthen-
ware. They have stood the test of time and always
seem to live in harmony with each other and with the
bodies they clothe.

There is a lot to be said for experimenting with a
basic glaze and adding different simple oxides in
various proportions to create a wide variety of
coloured glazes with rich textures. Textures are an
aspect of glazes which may be given a lot more atten-
tion and the quality of depth and tactile qualities ex-
plored. Speckles, spots, shading, roughness, etc.,
produced by the interaction of ceramic materials under
heat and not by spray guns have a considerable part to
play in the development of new earthenware glazes.
Impure materials like rutile which break up and cause
crystals to form in the glaze, some wood ashes, in
smaller quantities than the stoneware potter uses,
lumpy grains of borax dusted on to the wet glaze to
pull colour out of the glaze, oxides dusted on with a
bag of fine nylon, and glazes laid over glazes; all
these are means of enriching the quality of glazes.

Underglaze brushwork on the live textured surface
produced by the potter's fingers, is not often very
satisfactory, and to use a brush well implies as much
study and practice as, for instance, learning to throw.
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Far more satisfactory is the effect of painting on an
unfired tin glaze, although very much more difficult
to execute. The very nature of the absorbent,
friable surface and the unsympathetic muddy mixture
of oxide and water imposes a discipline that res-
trains the decorator from going too far off the rails.
It is made somewhat easier in execution by the addi-
tion of a fair quantity of gum to the glaze and by
grinding the oxide with a quantity of the same glaze
together with gum and water,

Unfortunately New Zealand does not possess any
quantity of good examples of Majolica painted ware,
but at its best the freedom and certainty of brush-
work, usually in one or two colours, and the bold-
ness of conception in the decoration yield nothing to

Sung decoration, although the idiom is utterly differ-

ent.

There is a great need here for some bold experiment-
ing with materials. The quality of a good earthenware

glaze is totally unlike a stoneware glaze, and it is

usually more difficult to control. Earthenware potters

must look to their own materials. They will find that

the restraint and austerity of stoneware glazes merely
look weak when aped in earthenware. The true nature

of earthenware is far more lighthearted, flamboyant
and emotional.

Rock Glages - M.Bondy 3/
_ 2ot e . _
Leach Jssue, NZ.Fotler  Tof-
Availalle 29 Lverest St Khwmdallah

-
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PLEASING OURSELVES
Michael Cardew

Originality or - to use the shorter word - style, in
pottery is not to be attained by taking thought; it is
Just something which may (or may not) shoot 'ou.t in-
directly, as a result of taking thought about other
matters - of continual striving to perfect your crafts-
manship, to overcome technical difficulties and to
surmount all the kinds of obstacle which Nature puts
in the path of Art. You cannot do anything about it in
a direct way. ‘We who dwell on earth can do nothing
‘of ourselves. Everything is conducted by spirits, no
less Digestion and Sleep. ! '

If all good pottery is a humble form of art, and all
_good.art,‘ even that of the most conscious individual -
ist, is unconscious, what can a potter do to make his
pots good? '"Without unceasing practice nothing can
be dOn_e. Practice is art; if you leave off you are
lost. ' But besides struggling to perfect his skill or
tcf overcome his lack of it, he must above all please
himself. . There is a West African Proverb which
says, 'If you like yourself, people will like you, ! So
if you make pots to please yourself, there is a .very :
good chance that you will thereby also serve your
neighbour truly, by pPleasing him as well.

S1m1?1¢?.utilitarian Pots from remots primitive com-
munities were not made to be viewed and judged as
works of art. They were made for the satisfaction of
the maker quite as much as for the satisfaction of the
user, ‘and 50 they bear naturally ‘the lineaments of
gratified desire?’. That is why they are admired by us
as works of art, though the uses for which they wexs-re
made may be obsolete in Twentieth Century society.

The potters at Abuja are working for new uses and
new applications, and are in process of gaining
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familiarity with new technical dimensions and bear-
ings - throwing on the wheel, glazing, high temper-
ature firing. Their constructive effort is pre-
occupied by these things, and the conscious
inspiration for their pots is a practical one - for food
and drink. There is no striving for originality, no
anxious theorising about what is or is not 'creative’,
no feeling about copyright or ‘property in design’.v
New shapes are seen simply as parts of a developing
tradition. But like other good potters, they know by
instinct that every element of human personality can
- in fact inevitably does - find its unconscious ex-
pression in clay, and that above the effort to achieve
technical success, there dwell the august forms of
proportion, harmony, and that energy which is itself
without motion.

(Taken by permission from the introduction
to the catalogue for an exhibition of stone-
ware pottery by Michael Cardew and pupils
at the Berkeley Galleries, London, from 16
September - 10 October, 1959.)

PHOTOGRAPHS

, 2, 3. Pots in Spain

Wall plaque by Kato Syunto

Kato Syunto, Master Potter, Seto, Japan
Hausa potter beating out water pot

Boy adding tops to water pots

Variety of pottery for firing

; Firing takes 23 hours

10. Unpacking the kiln

11. Method of carrying water pots

12. For sale in the market next morning.
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AUSTRALIAN POTTERS

Australian hospitality is proverbial, Australian
potters! hospitality deserves to be even more so. The
moment we arrived in Perth there was Eileen Keys
who waited patiently for hours while we wound our
way through the complications of landing in Austra-
lia from a tropical country. She cared for us and
showed us the beauties of Perth, a lovely city. We
were very interested in her pottery. Eileen is doing
some excellent work with glazes made from local
materials. Western Australia is rich in minerals,
and she is getting some wonderful colours from
different copper, gold and other mineral bearing
rocks. The rocks are ground patiently by hand in a
miner?’s dolly-pot, so Eileen deserves the success
she is getting.

In Melbourne we unfortunately were only able to con-
tact Mr. Hughan by telephone, but we saw several of
his pots and were particularly impressed by the

quality of his celadons. Mpr. Hughan is an expert on
Chinese glazes. He is soon to have a show in Perth.

In Sydney Wanda and Denys Garnsey (who came to
the Auckland Summer School last January), took us
in and looked after us royally. Wanda is making
good quality stoneware, and Denys fires the kiln in
the back yard. Ivan Englund and his wife are doing
some interesting work with well thrown pots. Peter
Rushforth is a very fine potter with his own kiln and
workshop at home. He and Mollie Douglas have es-
tablished a Ceramics Department at East Sydney
Technical College. The equipment and facilities
would make any New Zealander most envious.

We paid a visit to Ivan McMeekin’s old pottery at
Mittagong and found that Les Brakebrough, his ex
student, was carrying on the sound traditions laid
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down by Ivan and adding something more of his own.
He is one of the few potters in this part of the world
actually getting down to the business of producing
domestic ware in quantity for a market. The g!azgs
produced in the wood-fired Sevres type round kiln in
a thirty hour firing were excellent.

Ivan McMeekin himself is now in the Industrial Arts
Department of the Sydney University. Australia is
very rich in the raw materials for pottery making
and the research that Ivan is doing is most valuable.
His ‘collection of Chinese pots and his knowledge of
this vast subject kept me enthralled for an afternoon.
We would find Ivan's ability and skill of great help in
our exploration of the possibilities of New Zealand
raw materials. Perhaps we could borrow him for a
University vacation.

H. M.

B O O K S

Drummond, 21 Little Russell St.,
Bloomsbury, London, wW.C.1,
specialises in books on Pottery
and other craifts. Send 6d N.Z.
stamps for lists. State craft.
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Several stoneware kilns have been built in the last few
months. Veronica Clear and Kathleen Caughley of
Takapuna have learnt a great deal about bricklaying
during the process of building their new kiln. In
Takapuna also the Scotts have built for themselves a
downdraught kiln, Nan and Oscar Janett of Napier
have their two chamber updraught kiln under control.
At Reikorangi near Wellingtom Barry Brickell has
constructed a large round downdraught kiln for Wilf
Wright and the last two salt glaze firings were ex-
cellent. Bobbie Winchcombe and her husband of New
Plymouth have built a 6-burner drip feed downdraught
kiln 27" x 30" x 30'. Jack Laird, Mirek Smisek and
Roy Cowan all have large new oil-burning kilns.
Something good should come from all this activity.
The Fourth New Zealand Potters! Exhibition in Auck-
land should let us see what is happening.

Graeme Storm has left England for a teaching
position in Canada. He writes: I was at St. Ives
recently and once again met Leach and had a look
around the pottery. While there I had a long
interesting talk with Bill Marshall. Incidentally,
there are still jars labelled 'Len's glaze' on the
shelves of the workshop. Harry and May Davis have
their pottery at Crowan, not far from St. Ives, so I
called in there and was shown over the place by

Mr. Davis. It is an absolutely fascinating set-up as
everything is water powered and driven off a huge
wheel to which the water is carried from a storage
pond by means of a wood aqueduct. Power is thus
generated for lighting, driving the throwing wheels,
and operating the mixers, blunger, pug mill, glaze
grinder, etc. Just about all the materials used at
Crowan are locally procured, including the bulk of
the clay and all of the glazes. Here in London over
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the winter months there have been several interesting
exhibitions of ceramics. One held at the United
States Cultural Affairs Section of the U.S. Embassy
in Grosvenor Square had some most unusual and int-
eresting work in it, and I look forward to seeing more
of American ceramics in the future, Another excel-
lent exhibition was of Ruth Duckworth's work. I
have been working under her at the Central school so
have got to know her quite well. Lucie Rie also had
an exhibition not so long ago at a West End Gallery,
to which she invited me, and I saw once again some
of her typically fine work.

In Morrinsville there is a busy group of potters in
their fifth year. These enthusiastic folk began with
three potter's wheels at the Morrinsville College
under the Adult Education Scheme, the tutor being
Mrs. Henry Hall (Elizabeth Lissaman). Many local
clays have been used, some very successfully., There
is now a fine new electric kiln which is giving excel-
lent results, with many types of clays and glazes.
After working without a kiln for three years it is now
most satisfying to be able to put into practice the
theory that has been learned. Each year this group
holds a small local exhibition.

The North Shore Society of Potters still meets once

a month and is playing a helpful part in organising of
the Fourth New Zealand Potters! Show. Increasing
interest in pottery making on the Shore has resulted in
Westlake High School classes increasing to 36 enrol-
ments for 1960, Two classes have been started under
the tuition of Betty Brookes and Nancy Beck., Veronica
Clear is also in charge of a full class at Takapuna
Grammar School. At a recent fashion parade on the
Shore one of the frocks shown featured large blue
porcelain buttons made by Mary Hardwick-Smith.

Everyone at Summer School this year will remember

17.

Mr. Macarthur, the quarryman from Bethlehem,
Tauranga. He has built himself a wheel out of 4 x 3
rimu and an old Dodge car engine crankshaft. It
looks very plain but is as the old car was - good.
Based on the design of Jack Laird's wheel and on
advice from Peter Stichbury (at least 45 lbs. fly-
wheel, he said), it is a most efficient machine.

In Dunedin Jim Nelson, with the help of Mr., and
Mrs. Dunn of the Crafts Centre, Christchurch, held
a five day pottery school in the large basement of
Mr. and Mrs. Coker. It was a memorable five days
for the keen Dunedin potters. Mr. Nelson took them
through what would normally be a five year plan in
wedging, throwing, turning, together with lectures
on the chemistry of pottery, the making of coloured
slips and their application, design and the dipping and
pouring of glazes. His aim was to make them see the
extensive possibilities of earthenware. Two even=
ings were given to looking at Mr. Nelson's fine
collection of coloured slides of pots owned by the
Dunedin and Christchurch Museums.

Dr. Terry Barrow, still working on his SEATO
Research Fellowship, has left the Bernice P. Bishop
Museum in Honolulu and is now at the Museum of
Ethnology at Manila in the Philippine Islands. En
route to Maniia Dr. Barrow was able to spend a week
in Japan as the guest of Shoji Hamada at Mashiko.

The Leach Issue has been very well received in
Japan, and Dr. Yanagi made the observation that

they had no idea Bernard Leach was so highly thought
of in New Zealand.
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IDEAS FROM THE WORLD DESIGN CONFERENCE

Yusaku Kamakura: Tradition is a problem a-md a bur-
den imposed on the designer. He cannot reJer.:t it. He
has the duty to take tradition apart and to put it to-
gether again in a new way.

Tomas Maldonado: With regard to the Bauhaus move-
ment, there is on one hand a Bauhaus which has become
mystical and popularised and which has descended to
the level of academism; but the true Bauhaus must al-
ways continue to develop. And its true spirit has been
one which always provided the solution for its age, 1?.a.s
been something discovered that industrial design might
be better organised and unified. It is necessary to give
free play to this spirit in order to grasp correctly and
to solve the problems of industrial design today.

RELIABILITY EXPERIENCE AND TECHNICAL
: KNOWLEDGE COUNT

Six kinds of clay: Plastic School Modelling clay in
56 Ib. plastic bags: White earthenware body in 4 gallon

tins: English 'Studio' earthenware body, 190 1b. drums:

S.N.1 powdered body 20 1b. and 80 lb.: C,M.N., indus-
trial earthenware body 14 lb., 40 1b., 1 cwt.

Four Glazes: H26 transparent glaze for 1000°C.:

M glaze for 1080 - 1120°C.: P craze-resistant glaze
for 1100°C.: 302M opaque new-type zircon glaze.
Oxides and stains for slips, underglaze and glazes:
Good stocks of most colours.

Raw Materials: Imported feldspar, flint, Cornish
stone, ball clay, china clay, N, Z, silica flour.

Miscellaneous Supplies Catalogue on Request

COMMERCIAL CHEMICALS I T 1,
Box 15-036, New Lynn, Auckland. Phone 885-119.
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EARLY POTTING IN AUCKLAND
Olive Jones

The beginnings of pottery in Auckland are somewhat
obscure, but would seem to start with Briar
Gardner, now an old lady of 80. Her Grandfather
Clark farmed in the heavy clay soils of Hobsonville.
To facilitate drainage on his farm he procured a pug-
mill from England and commenced making field
tiles for himself and his neighbours. From that
begzinning has grown the Amalgamated Brick & Pipe
Coy., As a child Briar watched the pipes being ex-
truded from the moulds and the flanges expe rtly
turned. She could not resist dabbling in the lovely
plastic stuff.

Some years later the Gardner Brothers decided to
install a wheel in the brick yards. A worker from
overseas with some knowledge of throwing used the
wheel, and again Briar watched and could not resist,
In time she built up a collection of pots and had them
biscuit fired in the brick kiln. Made of coarse pipe
clay, over and underfired, and with many blemishes,
Briar decorated them with barbola, paint, and gold

[

lacquer and held her first show. This was about
1925,

The family's reactions were divided. One brother
said 'waste of good clay’, another, ‘go ahead, learn
to glaze’. Those in favour won, so a small coal-
fired kiln was built in the brick yard. Briar took
lessons in modelling with Mr, Wright at Elam
School, and in Maori design with Mr. Trevor Lloyd.
She hunted the libraries for information, reading all
she could of ancient Greek and Roman methods of
making pottery. There were none of the present day
'How to Do It! books; there was no Mr. McClure to
consult on any and every problem; 'A Potter's Book’
by Bernard Leach had not been published. Eventually
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a Wenger's catalogue was obtained and a hit or
miss selection made of glazes and colours from - -
those vast and, to the uninitiated, unintelligible
lists. Then the trials and tribulations of experi-
menting with firing and glazing began. The kiln,
over large for experiments, the door too small;
hours of all night stoking; a sooted up chimney;

a whole batch coming out navy blue, another in all
shades of pink, puce and purple instead of off-
white (the fashion of the moment). However,
popular interest grew: women wanting to make
flower containers came for lessons; the ever
fascinating wonder of the potter's wheel was
demonstrated to crowds at the popular winter
shows.

In the early nineteen thirties the slump came,

and Briar potted on, often working alone in one

of the large and temporarily unused brickworks
buildings. About this time the Yugoslav Rancich
contacted her. He had had some experience of
pottery as a child in his own country. For a time
he used her wheel, and after trying unsuccessfully
to persuade her to go into partnership with him, he
started a workshop pottery of his own on the
Titirangi Road. This became a popular stopping
place for passing motorists who were attracted by
the brightly glazed peasant type of pots showing in
his window. Rancich continued some years until
his death in early middle age, when his widow
attempted to carry on for a time but eventually re-
turned to her home country.

While these pioneering efforts were going on in
Auckland two students from New Zealand met in
London at the Central School of Arts and Crafts.
In 1934 they both returned to New Zealand, Robert
Ficld to a teaching position in Dunedin and Olive
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Jones to set up her own pottery in Auckland.

Olive Jones'® first kiln was an oil-burner built
with her father’s help in a three hundred gallon
iron tank. There were the usual teething
problems to start with, not the least being
opposums which took up residence in the
chimney, and starlings who decided the same
place was good to build a nest of wet straw well
stamped down. But with equipment, materials
and experience brought from overseas these
difficulties were as nothing compared with Briar
Gardner's.

With the war years from 1939 onwards came a
great shortage of imports, which naturally
created an increasing demand for locally made
goods. Olive built a larger kiln. Briar had

to leave the brick yard and built what eventually
became an oil-burning kiln in he r own back yard.
The Amalgamated Brick & Pipe Coy. started
experimenting with table wares, a venture which
later developed into Crown Lynn Potteries. Re-
turned and handicapped Servicemen were sent to
Briar Gardner for remedial occupation.

A‘t the condusion of the war the American Ser-
vices Hospital became Avondale College. The
Crmm-rn Lynn Works, which is in the same area,
required young workers with some training, and
80 prevailed upon the Education Department to
start pottery classes in the College. Robert
Field from Dunedin was put in charge. About
the same time Auckland Teachers?! Training
College set up a pottery wheel in its Art Depart-
ment (then under Hillary Clark). David McClure,
with his practical knowledge of ceramic chemistry,
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came from Otago to the Amalgamated Brick & North Shore Potters' Group.

Pipe Coy. (or Crown Lynn as its China Depart-

ment is now called) as chief chemist. He later So it allbegan. Now there are many potters, known

set up as a consultant and supplier of pottery and unknown, and many opportunities for lea’rning

materials, a boon for oncoming students and for the right way in schools and classes. Small groups

schools. So now the way was open for students ‘ are meeting for pooling of ideas and experiences;

to train, and to pass on to schools and colleges f larger groups are meeting in Summer Schools. ;-’111

their enthusiasm for pots and potting. these should bring a higher standard and a greater
development in the work of the present generation
of craft potters.

Outstanding among the many students, who have
passed through Avondale and Training College
and are now working in their own studios, are
Patricia Perrin, Leonard Castle, Peter Stich-

bury and Nancy and Martin Beck. TWELFTH SCHOOL &5 et

ART
Patricia started her art training at Elam School & 8D DESIGN

of Art, continued with Robert Field at Avondale, ARDMORE TE :
and now works in her own studio in the daytime ACHERS' COLLEGE PAPAKURA
and teaches adult school classes in the evening. 19th - 20th January, 1961

Len Castle, who is now on the Training College
staff, had his early pots saltglazed in brick works

kilns, which perhaps started his flair for stone- Pottery Classes will be in three sections each

ware. He was awarded the Fellowship of the limited in number and separately accommodated.
Association of New Zealand Arts Societies for
overseas study and spent 1956-7 working in the
Bernard Leach Potteries at St. Ives, Cornwall. J Tutors: Peter Stichbury, Jack Laird
and one other,

Peter Stichbury also received this Fellowship in

1958 and used it for study, both with Leach and

with Michael Cardew in Nigeria. He is now on

the staff of Ardmore Teachers' College. Director of Adult Education, 21 Princes Street
Auckland. C,P,0, Box 3457, '

For further details apply:

The Becks have their kiln and studio at their home 3 »
in Takapuna. They take a keen interest in the ' Applications for this School close in November.
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POTS IN SPAIN '
: ‘Graeme Storm

Pot hunting in Spain is easy and rewarding. Here
water is the staff of life and water, in all but the
largest cities, is carried in or drunk from earthen-
ware pots. Look for water and you are bound to
find the vessels connected with its drawing or carry-
ing - it is as simple as that.

The first pots I saw in the north west of the country
were the water drinking jars, about one foot in height,
unglazed (the seepage keeps them cool), of a creamy
white body, with a pulled handle on top, a nozzle and
an air hole. Except for a few minor variations to

the foot and handle of the vessel, the shape remained
the same right throughout Spain. The method of
drinking from this jar is to hold it slightly above and
out in front of the head, cant it forward and direct the
jet of water into the mouth - in my case invariably
after having received it full in the eye for a few eter-
nal seconds. It is easier to write about this than to
actually accomplish the deed!

Water sellers, usually women, sit in shady spots on
the footpaths or congregate outside the bullrings with
their water pots, selling drinks to parched passers-by
for a few centavos. Wherever there is a crowd of
people you can count on finding a drinking pot. Each
village has its well or fountain, usually situated near
the central square, and it is there that you see the
women and children filling their water jars and carry-
ing them off on heads, shoulders, hips, in wheel-
barrows or in panniers slung across a donkey's back.

In the north these jars ranged from about one to two
and a half feet in height, with rich full bellies, a
broad generous bevelled lip, and one short broad

25,

pulled handle. About central Spain the character-
istic shape changed slightly. The jar became tall-
er, slimmer, had a wide cylindrical neck and two
handles, one on each side from neck to shoulder.
None of the water pots were glazed, and they
varied in colour from an orange bisque to a dark
terracotta red, with a few the creamy-white of the
drinking jars.

My first indication of a pottery in the offing was a
typically whitewashed SpanisH building with the word
‘ceramica' incorporated in the name. Earlier in
the day we had passed about a dozen brick kilns and
1 had been hoping to find a pottery where the beauti-
ful water and wine jars I had seen in every village
were made. This then was it, and the products
were strewn all over the yard, stacked up five or
six feet high against the wall, standing in orderly
rows in front of the kilns waiting to be packed, or
lined up in the shade in various stages of drying.

The men working the pottery were extremely
friendly, and although we could not speak a word of
each other's language, I soon discovered that there
is an international sign language for talking about
pots and their making. The main products of the
factory were water jars of varying sizes, drinking
pots, large shallow dishes of anything up to two
feet across, and wide necked food storing jars,
ranging from about nine inches to three feet in
height. The only articles that were glazed at all
were these food storing jars, and then only on the
inside.

The whole pottery was self contained. It had been
built on a suitable clay site (the pit was situated
behind the kilns) with its own water supply in the
form of a well. There were three drying ponds for
the clay, which after being weathered, reduced to
a slip and dried out, was eventually cut from the
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pond in blocks of about one foot square. From

there it was taken inside to the throwing shed, where
it became the task of a young lad to knead it into a
more workable state by tramping round and round in
ever narrowing circles on a large dollop, after which
the the throwers themselves handwedged whatever
quantity they required at that particular time. There
were four wheels in the shed, of the variety where
the motivation is provided by kicking directly on to

a large wooden fly-wheel. Except for a narrow
aperture which enabled the thrower to slide into
position above the wheelhead, the whole affair was
surrounded on three sides by a clay bench. Pots
straight off the wheel were stored inside for a while,
then moved outside to the shady side of the building,
and finally into the sun, before being stacked into the
kiln. The kiln was a fairly large one - about seven
feet high and twelve feet deep ~ with two chambers.
One was in the process of being fired, while the other
also stacked but left open, was utilising heat from the
first to dry off any excess moisture in the raw pots.
The clay being used was a low firing, red burning
mixture, and the actual firing process took seven hours
all told. The fuel used was wood in the form of small
branches fed into fireboxes at the rear of the kiln.

Before I left I couldn't resist buying a pot though I had
to nurse it on my knee for the next 3,000 miles. What
potter could resist buying for 1/6d such a beautiful

eighteen inch reminder of a visit to a Spanish pottery ?
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HAUSA POTTERY
Peter Stichbury

Sokoto is a large town in the far north of Nigeria,
close to the border of French territory, and about
400 miles from Abuja. We toured there in Feb-
ruary, via Jos, Zaria and Kano. Our main purpose
in visiting Sokoto was to see the Hausa potters at
work.

On the north side of the town, about half a mile
from the palace of the Northern Premier, the Sar-
dauna of Sokoto, is an old market place. Here is
found the community of potters who live at the rear
of the area, with their work huts in front and their
living quarters behind. The kilns are in the large
space in front of the work huts. Also in the market
place is the small pottery established and maintained
by the Native Authority for one of Michael Cardew!'s
ex-pupils, Sidi 'Sokoto!. Sidi is regularly visited
by Mr. Cardew, who gives advice and assistance.
There is a similar pottery at Kano, and more are

to be established elsewhere as pupils of Michael
Cardew graduate.

The potters are poor people, for theirs is a lowly
trade. In the north, pottery is a man's trade, in
contrast to the southern areas where it is the women
who make, fire and sell pottery, in addition to all
their other tasks. We spent a lot of time watching"’
and photographing, and were fascinated by all that
was going on. The skill of the men and boys was
very high and it was a delight to see them at work.
We peered into the small huts and saw the making
of the typical Hausa water pots, step by step. The
clay, dug locally of rather ccarse texture, is mixed
on the floor of the hut, then kneaded by foot, and
when ready is shaped into regular round flat lumps,
which are stacked and kept damp with wet cloths.
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The body of the pot is shaped on a concave, half-
spherical wooden block, which is set into the
ground at a slight angle towards the potter. First-
ly a flat bowl is formed from the lump of clay, by
revolving and thumping the edge into the wood.

This raises a rim. Then, with the aid of a beater
(a2 shaped, fired piece of clay - see photograph),
the pot is gradually formed by revolving and beat-
ing. All the while the wood is dusted with fine ash,
sieved from the kiln, When the clay has reached a
deep cup shape it is set aside to harden for a brief
period. The form is completed by beating until a
very regular oval shape is achieved, the rim is
dampened, and with the aid of a stick on the outside,
and careful use of the fingers on the inside, the
opening is reduced until about two inches in dia-
meter. A small band of decoration is added at the
shoulder by pressing a small piece of string into
the clay (see pots in photographs) in regular line.
Later, when the pot is firm, the top is added. We
watched a youth at work outside the huts, adding
these tops very skilfully., The rim of the opening
is moistened, and a coil of soft clay pushed on;
then by deftly spinning the pot in and with one hand,
the neck and rim are shaped with the use of a soft
wet piece of leather held in the other. Each top
takes only a few minutes to complete, though the
boy was very particular about his work. Later,
when the pot is harder, ochre is rubbed on to just
below the line of impressed decoration. This ochre
is given quite a high polish when nearly dry, by
rubbing firmly with wooden beads held loosely in the
hand.

As well as the water pots in two sizes, we saw
other forms being made. Long drainpipes (see
photographs) from sheets of pressed out clay, the
two long edges being pinched together and smoothed
and strengthened with added clay. These are used
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for drainage on the northern type roof. Huge
bowls, also, probably for water storage in the
home - simple cup-shaped pots with a heavy rim.
The potters were interesting people, some react-
ing, some indifferent, to the prying eyes of the
"bature!, but all working hard and skilfully.

Every Thursday is firing day, for Friday is
market day when the pots are sold. We spent a
fascinating day watching the potters getting ready
for the firing. Apart from the numberless pots
made in the community thousands more seemed to
come in from every direction: in large baskets on
the heads of young girls, old women and young boys;
on donkeys, carefully placed in nets; under arms in
ones and twos; pots arrived nearly all day. These
were stacked until each kiln had a huge pile by it of
pots of every size and shape. How each person
accounted for his or her pots, we haven't the faint-
est idea! Water pots, water coolers, small
boutas ! (drinking pots, or ceremonial washing
pots) of many shapes, casseroles with lids and
coloured with gold mica dust rubbed into the clay.
Drain pipes, money boxes, ink pots, shallow cook-
ing pots, cooking pots with three legs, small pots
with a hole in the side and three legs used for hold-
ing fire. Over these meat is cooked, on a grill of
heavy wire netting.

Packing of the kilns started about 3.30 p.m. The
kiln is simply a circular wall of bricks plastered
with mud, banded at the top with odds and ends of
wire twisted together. Woe betide any child who
leaned on the wall of the empty kiln - punishment
was swift! The large kilns were twelve feet in
diameter, the smaller ones (two out of the fifteen)
were nine feet in diameter, both sizes having a
height of three feet six inches. Walls were about
four inches thick, and around the bases were spaced










































