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Notices
Garden Sculpture Exhibition
The North Shore Women‘s Refuge will benefit from funds raised
by a garden sculpture and outdoor art exhibition to be opened
by the Governor General Sir Michael Hardie Boys and Lady
Hardie Boys on November 6 1998.

This is the second New Zealand Garden Sculpture and Outdoor
Art Exhibition to be held in the grounds of the award winning
Becroft house in Takapuna. The first event held two years ago
(NZ Potter, Vol 39, No 2, 1997) was exceptionally successful
both as an art occasion and as a fund-raiser. With a garden
designed by landscape architect Harry Turbott and sited on
Lake Pupuke, the grounds of the Becroft house are a magnificent
setting to display sculpture and outdoor art. Since the previous
exhibition, a boardwalk has been built around the lake edge which
adds to the bush and grassed areas available for the display of
art works.

After the official opening for invited guests on the Friday evening
the exhibition will be open to the public for nine days with some
‘twilight‘ occasions planned. Over sixty artists will be exhibiting
and will include well known artists Gretchen Albrecht, Chris
Booth, Barry Brickell, Bronwynne Cornish, Charlotte Fisher,
Christine Hellyer, Virginia King, Phillip Luxton, Peter
Oxborough, Louise Purvis, Carole Shepheard, Llew
Summers, Jeff Thomson, Greer Twiss, Arnold Wilson, Merilyn
Wiseman, Frank Womble.

Artists appreciate the chance to show at this exhibition.
Sculptor Marte Szirmay says; “ Outdoor art is often associated
with public spaces, and as this event is seen on a domestic
scale where it complements and enhances the use of the garden,
it can only be beneficial for artists, the public, and most
importantly for the women and children who will benefit by the
success of the exhibition.”

As part of the event, artists and guest celebrities will conduct
tours of the exhibition, and a cafe will sell light refreshments. All
the art displayed will be for sale, with the commission from the
sales along with the entry fee raising funds for the Refuge.

The Friends of the North Shore Women’s Refuge have
established an Accommodation Fund to extend facilities for the
Refuge. The focus of this unique exhibition is to increase this
fund to help provide a separate and supportive environment for
families with teenage boys.

The exhibition will run from 6 to 15 November, 1998.
Further information from:
Lexie Turner, chairperson. Ph: 09 478 7222. Fax: 09 478 8402
Lenore Sumpter, art co-ordinator. Ph: 09 486-2617. Fax: 09
486 5588

Italy
ltalian Majolica of the 16‘h Century; a Travelling Conference of
Studies will take place in the three Italian cities of Gubbio, Urbania
and Faenza, from September 21 to 27, 1998. These cities are
known as excellent guardians of the majolica culture of the
Renaissance (Urbania was then known as Casteldurante) and
are holding this series of conferences to promote interest in Italian
ceramics.

The project has been organised by the International Museum
of Ceramics in Faenza under the sponsorship of Italian
Department of the European Parliament. It will involve scholars
from museums around the world.

The events include guided tours to many museums and
exhibitions, lectures, discussions and considerations by some
of the most influential specialists of different Italian ceramics

traditions. This travelling conference starts in Gubbio, September
21 — 23, moves to Urbania for September 23 - 24 and then to
Faenza, September 25 - 27.

During this time and until October 4, Faenza will host a major
exhibition of valuable Renaissance majolica masterpieces from
the renown Strozzi Sacrati Collection.

The registration fee for the entire conference is ITL250,000
(approx. NZ$250) There will be reductions for students, teachers,
ceramists, craftspeople and for those wishing to attend only
individual sessions.

The registration deadline is September 10, 1998. Information
from:
Gubbio lncontri Centro Servizi
Ph: 0039 75 922 1600
Fax: 0039 75 922 0548

International Teapot Competition
The Musée de Carouge in the Swiss city of Carouge has
announced their biennial international ceramics competition open
to any ceramist. For 1999 the museum is offering a prize of
SF7,500 (approx NZ$10,000). There will be two other prizes of
SF1,000 (Association of Swiss Ceramists) and SF500 (Bet/am
and Barton, tea merchants).

The subject of the competition is the Teapot. It must be a
functional teapot made of either terracotta, glazed earthenware,
stoneware or porcelain, and bearing a design either carved,
impressed, glazed, engraved or painted. The handle may be
made in another material of the maker’s choice.

Maximum size allowed is 350m in height, including the handle.
Only one entry per candidate will be accepted.

A short artist’s CV (maximum 30 lines) and two professional
standard (for possible publishing) 35mm slides of the teapot
must be received with the entry form before 1 June 1999.
Successful entrants will be notified in June 1999, in time for the
actual teapot to be sent by post. The exhibition will run from 2
October to 28 November, 1999.

Entry forms and full details can be obtained from:
Musée de Carouge
Mairie de Carouge
Case postale
Ch - 1227, Carouge
Switzerland

Apology
We apologise to affected potters and the organisers of the 1999
Sidney Myer Fund International Ceramics Award for publishing
incorrect details about this exhibition in the New Zealand Potter,
vol 40, no 1,1998. It appears we used outdated information which
we here correct.

The 1999 Sidney Myer Fund International Ceramics Award, in
association with La Trobe University is an international exhibition
and competition. The 1999 judge will be a ceramist of international
renown whose name will not be made public until afterthe finalists
have been chosen.

Premier Award of Aus$15,000 (approx NZ$18,000) with
Aus$10,000 in merit awards. Entries close on 30 September, 1998

Entry forms can be obtained from:
The Director
Shepparton Art Gallery
Locked Bag 1000
Shepparton
VIC 3632
Australia
Ph: 0061 3 5832 9861
Fax: 0061 3 5831 8480 I
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Premier Award: Jean-Francois Fouilhoux, France. Grand Coqui/le. 18 X 33 x 48cm

Fletcher Challenge Ceramics Award 1998

Merit: Award Jochen Ruth, Germany
Kreisel. 25 X 35cm

Photos by Haru Sameshima Merit Award: Eirik Gjeddrem, Norway
Whirl. 17 x 52 x 52

Merit Award: Mark Chatterley, USA
In Your Face. 200 x 32 x 48cm

Merit Award: Charles Timm-Ballard, USA Merit Award: Sasja Scherjon, Netherlands
Velvet. 28 x 19The Pleasures of Metal. 8 X 38 X 53
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Fletcher Challenge Ceramics Award
Duncan Shearer, Auckland
Photos by Haru Samesh/ma, page 8

The judge Torbjorn Kvasbo and winner Jean-Francois
Foul/houx with guests. Photo by Tony Bacon

Having spent almost two hundred hours with this year’s Fletcher
Challenge Ceramics Award entries, 1 have had an opportunity to
not only consider every piece individually, but also the exhibition
as a whole.

For myself, some of the more interesting aspects of the
Fletcher’s are the issues surrounding it - the curatorial approach,
the display and the public response. Having settled on the
anonymous, single judge approach the Fletcher’s has managed
to produce a show where the public expect it to be different
every year and are not disappointed. This varying swing of tastes
however, has only altered the object selection, not the tenor of
the show, which has evolved to present the audience with a
range of sculptured ceramics.

This may or may not be a cause for concern as many still
enjoy the show and are unconcerned by the lack of traditional
‘pots’. The predominance of non—utilitarian objects being made
and displayed in this kind of show is surely a product of our time
and various cultural or social factors.

I believe it would be more productive for ceramic criticism if
practitioners instigated an informed discussion about their work
and concerns. This would enable an enlightened debate to
develop around the object and not the maker.

The curatorial structure of the Fletcher’s has resulted in a room
full of diverse ceramic objects, linked primarily by the material.
This does not mean there are no other similarities. It is a fairly
common occurrence for potters to produce a ‘Fletcher’s Piece’,
a special one off, or a particularly accomplished piece in a series.
Designed for the Fletcher’s, some of these pieces will end up
being displayed in a room surrounded by like objects. This
provides the context for, not only the object, but also the viewer.
These works are in their anticipated environment, referencing
the room, the display equipment and the other objects.
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This leads to the idea
that the totality of the
show amounts to
something more than
just a collection of
disparate works. The
displaying ofthe works
takes on new meaning;
it’s not sufficient to
simply place a work on
a stand and illuminate
it clearly. Each table
acts as a frame and the
objects on top must
interact visually with
each other. The
juxtaposition of pots
viewed in front/behind
others links these
objects and provides
for a richer visual
experience than any
one pot in the link. The
lighting of the works
must also highlight the
uniqueness of the
object and yet still link

it to its community.
Thisyear’s Fletcher’s made these connections more obvious

by having all the works in one room without any major visual
obstructions. One was able to gaze from one end of the room to
the other. This, combined with a very geometrical plinth layout
designed by John Parker, meant the public could look along
one row of tables and see up to ten different ceramic works in a
line. Admittedly many people didn’t take advantage of standing
back and getting the ‘big picture’, as they were absorbed by the
spectacle of separate objects.

This year’s Premier Award winner, Jean-Francois Fouilhoux’s
work Grand Coqu/lle (catalogue #1) is one of the Fletcher’s more
interesting winners. For it is not only an undeniably beautiful
work, but is also strongly linked to the judge in a more obvious
and sympathetic manner than in some other years.

The judge, Torbjorn Kvasbo was aware of Fouilhoux’s work
prior to this exhibition and stated that this piece was the best
work yet that he had seen produced.

The work is a wonderful fusion between chaos and order,
elemental force and controlled precision. The balance of these
forms has improved over the course of the last year and now
have an energy about them that matches the fluidity of the
material and making process.

Fouilhoux spent 20 years researching the celadon glaze and
in this example he has perfected it. Glazed and fired four times,
the quality of trapped/reflected light by the celadon’s millions of
tiny air bubbles creates a soft halo effect. A velvet look that
when touched rewards you with a silky sensation.

The philosophical approach to clay that Kvasbo expresses in
his work is that of fluidity, spontaneity, truth to the material and
robustness; all are evident in the winner’s work as well. The glaze
hides nothing of this process, it in fact enhances the contrast of
surface and method, similar to the anagama firing process
practised by Kvasbo.

A final interesting note about this piece is the public response
to it. Most found this work a worthy winner and most included it

in their top five pieces from the show. Such popular acclaim
must have a positive flow-on effect to the public’s perception of
ceramics.

The Pleasures of Metal by Charles Timm-Ballard (#6) is a
work that attracted my attention for the entire show, despite my
viewing it many times. Its ambiguity intrigues me. The title of the
piece helped me to understand some of what the artist was
about. Technically all ceramics are just metallic oxide
combinations which have been heat processed. The name thus
refers to the object’s intrinsic material and also to the very fabric
of the landscape, from which is sourced the imagery.

The title also refers to the more specific colouring oxide used
to depict the scene. The copper ball in the upper right hand
corner reinforces the work’s link to metal by contrasting the
copper metal with the copper oxide used in the decoration.

Although this work uses imagery sourced from the historical
fine art landscape tradition it recontextualises it by the use of
ceramic as a medium. The work is the landscape and yet also
depicts the image of the landscape. Some of the concepts
expressed in this work can be traced back to expressionism, in
particular artists like Edvard Munch, but it also follows a ceramic
tradition of depicting landscapes. The work eschews the
‘decoration on a vessel form’ genus in order to present us with
a simplified canvas. This allows Timm—Ballard to explore not only
ceramic concerns like surface cracking and glaze effects, but to
comment on the historical art category of landscape.

The form of the work, a simple flattened rectangular box, has
been treated in a loose and plastic manner. The sides of the box
are darkly stained with oxide and contrast with the cream glazed
front. This helps to separate the work from its surroundings and
performs as a framing device.

Victoria Howlett’s work, Echoes of Things Remembered (#
45) comprising a four—by—four grid of slabs, topped with a
collection of box and wall shapes, has attracted many interesting
comments from the public. It is a work crying out for personal
interaction; the desire to rearrange the elements is as strong for
adults as a Lego set’s attraction is for children. The work, as
organised, is only the artist’s first reading of it, everybody would
arrange it differently. There are many possibilities to add new
meaning by subtracting pieces to add space and definition to
the surrounding elements, by removing some of the top forms
and by stringing the objects into lines or smaller groupings. A
parallel approach to composition can be seen in the New Zealand
artist Richard Killeen’s work where his cut-out shapes can be
freely arranged on a wall, with no prescribed arrangement.

The quality of surface is also of rich interest. Subtle smoked
colours combine with a luscious thick opaque white crackled
glaze, creating a very tactile surface. The simple abstracted
house/temple/wall forms add another layer of interpretative
possibilities.

Sculpturally, the work is very dense and busy as arranged.
Opening up holes in the grouping would create a less cluttered
installation. The work speaks volumes about clay as a material
and the processes of firing. Victoria Howlett handles mass with
a surety and confidence, the clay is thick and weighty, possessing
a gravity that alludes to the abstracted forms.

Carol Bradley’s work Flying Fish (#22) highlights a number of
issues to do with competitions in general. Namely that of
multiples, context and progression. Torbjorn Kvasbo commented
to me that if the individual unit was a poor work, then multiplying
it would still produce a poor work. In this case sixteen horn
shaped objects, all treated identically, yet not produced
identically, has created a work lacking variation but also lacking
a methodical perfection. Caught betwixt and between, it resides
in a bit of a metaphorical and conceptual vacuum. I question not
only their allusion to function but their sculptural impact.

This year, because of the Pots of Ponsonby show Extension
(see page 10) it has been possible to contextualise some of the
artists‘ work and to note the progression in their concepts. Carol
Bradley’s work is a good example of how it has improved since
submitting her Fletcher piece. The newer works have a more
resolved hanging apparatus and a softer organic feel. The idea
of multiples is also reduced to twos or threes, allowing each
item room to breath and yet still interact with the group.

Another interesting work is that of John Higgins (#75). His
architectural form entitled Morocco is one of the few works in
the show whose title illuminates the work - and without adding
another layer of obscurity.

Rich in surface detail, his use of clay and slips, highlighted
with oxides, is masterful. The object resonates with Moorish and
Arabian overtones. The abstracted architectural detail, the
variation of form from curved to angular walls, the hint of interior
space and unearthly views through the windows, create the
oriental mysticism of a foreign, eastern land.

In comparing his last year’s entry (also catalogue number 75)
with this year’s, | find an admirable consistency in concept. A
persistence with exploring architectural motifs and the use of
slips and restrained decoration, combine to generate a
monumentality about the work which belies their actual scale.

Chris Baskin’s Pasta Jar (#70) was one of the few utilitarian
vessel forms in this year’s show. It thus stood out, not only for
its own attributes, but because so many other works dealt only
with sculptural ceramic concerns. It was displayed alongside
work by Nancy Barbour (#80), Zoe Ryan (#20) and Matthew
Waite (#12). Which seemed to ghettoise the functional vessels
into a corner, but also highlighted the huge range of possibilities
within the functional genre.

Baskin’s work stood out by virtue of his sensitivity to the soft
clay. The loosely faceted sides and gentle lopsidedness,
emphasised with subtle woodfired blushes, gave this work a
lively yet restrained feel. It would be a delight to use this practical
vessel on a daily basis, or to interact with it purely on a visual
basis.

Steven Heinemann has been a fairly regular entrant to the
Fletcher’s and in 1996 was awarded a Judge’s Commendation.
His work titled Terra Alba # 2 (#30) is vessel based like much of
his previous work. Heinemann has consistently explored a theme
embracing formal concepts that have much in common with
contemporary sculptural concerns. Themes like hard/soft, inside/
outside and surface/form. This rigorous approach to his work
provides a methodology that allows us to critically view his works,
not only from a ceramics perspective, but also from a wider art/
sculpture ideology.

His exploration of the oval dish shape has allowed him to
connect ideas of history and nature. The material clay has a
cultural component once it‘s been made into an object, but still
possesses a geological time frame. The ceramic forms are
permanent until eroded away and yet they have a transient overlay
of human appropriation.

In Terra Alba #2 Heinemann has lightly outlined a figure 8 in

the bottom of the dish. This simple motif combined with the

work’s title helps to focus the viewer on the object’s links to

infinity (the figure 8 on its side is the mathematical symbol for

infinity) through the material and hence to the earth itself.

Heinemann’s use of clay as a material shows admirable subtlety

and mastery. His forms have a soft curvaceous feel and are

sensuously covered with muted slips and glazes, making his
work irresistibly touchable. Heinemann offers hope to those who

see nothing of worth emerging from modern international ceramic
sculpture. Working from a strong conceptual framework, he has

imbued his work with a contemporary and recontextualised
theme of natural process/historical culture. I
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Carol Bradley, Canada
Flying Fish (Drinking Vessels). 30 x 6cm

Shingo Takeuchi, Japan
F/attened Jar. 58 x 28 x 200m

Chris Baskin, USA
Pasta Jan 35 x 11 x 11cm

John Higgins, England
Morocco. 43.4 x 13.5 x 490m

Victoria Howlett, Australia
Echoes of Things Remembered. 24 x 110 x 1100m
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Andre Hess, UK Virginia Jones, UK

Anita McIntyre, UK Klaartje Kamermans, Netherlands
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Extension
Pots of Ponsonby, May 1998
Matt McLean, Auckland
Photos by Howard Williams, page 9
Given the unrefined nature of his own work, it’s perhaps surprising
that this year’s Fletcher Challenge Ceramics Award judge,
Torbjorn Kvasbo (Norway), included as many pieces of porcelain
in his selection as he did. His premier award winner, Jean-
Francois Fouilhoux (Fletcher catalogue #1: France)
demonstrated how this unlikely material, often associated with
delicacy and refinement, can give astringency to vigorous,
expressive forms, akin in spirit to Kvasbo’s own.

At Pots of Ponsonby, an Auckland co-operative shop and
gallery, three other porcelain (or quasi-porcelain) exponents were
among the 10 Fletcher exhibitors contributing to this auxiliary
display running concurrently with the main exhibition.

Employing slip—cast bone china, Martha Zettler’s (catalogue
#46: South Africa) approach contrasts markedly with Fouilhoux’s.
Her vessel forms are strictly prescribed and symmetrical. Their
translucent walls diffuse the light captured within, softly
illumination the glass-bead blasted relief pattern on the outside.
These patterns are angular, hard-edged and essentially two—
dimensional, speaking more of stencil making than of interaction
with clay. Her forms however, are by contrast soft and curved,
suggesting throwing and altering. Why not use slip-castings, I
wonder, to advantage to explore hard-edge repeated forms more
consistent with her graphic surface treatment. (eg: Jeanne
Opgenhaffen’s Little Box, catalogue #55: Belgium).

Gareth Mason (catalogue #15: England). To describe pots as
“captured spaces” is interesting. It suggests awareness of and
engagement with our surroundings - function of a kind. So, what
does Mason mean in the context of these pots?

We see a series of thrown bowls, bottles and vases, quite
small and simple, some enlivened by a slight wobble in the neck
or rim. Decoration is confined to a copper glaze breaking
occasionally to metallic black. Each pot has the profile of its
classical archetype which I find difficult to get past. Only Pewter
Green Vase #66, a simple, flaring beaker, escapes historic labelling
sufficiently for me to share Mason’s “captured space”.

John Dawson (catalogue #59: England). Analogies are often
drawn between music and other art forms. Timbre may be likened
to texture or colour, melody to line, chords to visual elements
acting together. In Dawson’s case one can imagine the pot being,
as it were, the basic musical form with its own rhythm, disturbed
by an overriding spiralling groove or painted line providing the
embellishments.

Two exhibitors use surface graphics to visually link series of
bowl forms. Nancy Barbour (catalogue #80: USA) employs free
sketchy brushwork in a pictorial fishing scene spanning a series
of utilitarian bowls. Klaartje Kamermans (catalogue #53:
Netherlands) by contrast, links non-utilitarian dish forms with a
tightly designed, repeated pattern, adapted cleverly to 3D from
17th century Dutch tiles. Rims play on the curved shapes which
are distorted and bisected continuously as your viewpoint moves.

Carol Bradley’s (catalogue #22: Canada) Fletcher wall piece
suggests an interest in installations, confirmed by reading her
notes. As isolated pieces these works feel out adrift, like theatre
props waiting for a play to fit into. The scene is already set -
dead organic form hangs from ancient forged hook - evocative,
beautifully crafted, but otherworldly.

Andre Hess’s (catalogue #86: England) pieces are so enigmatic
that material and method become subject matter. Crude
horizontal and upright elements are joined in a repeated
“bedstead” form. Simple slips and oxides, casually applied,
complete the routine. The most fascinating aspect of this series
for me is the repetition itself. Why the obsession with this form
and how did it evolve from the “chimney” series that we know
from earlier Fletcher’s. They share some features such as the

broad, flat base and slab—like uprights, but the carefully worked
surfaces and considered profiles have been abandoned. For
artists like this, a brief photographic retrospective may be more
illuminating for us than physical duplicates.

Although Anita Mclntyre’s (catalogue #48: Australia) wall tiles
can be appreciated simply as ceramic works in their own right,
reading about her Australian background prompts one to
consider them as landscapes representative of that continent.
Whether the vast hinterland viewed from 30,000 feet, or gravel
pressed into dried mud seen from close-up, the likeness is easily
drawn. In another series coloured slips and inlaid shapes drift
wistfully across gritty surfaces like figurines in a rock painting.

In contrast to her simple, elemental cylinder in the Fletcher
exhibition, Virginia Jones (catalogue #74: Australia) offers a
surprising combination of utility and surface manipulation in
Extension. Strait—laced teapots and teabowl forms are covered
with applied dots and squiggles on their outer surfaces, standing
out in relief. I’d need to live with these before I decided whether
they work or not, but irrespective of that, they’re strangely fussy
compared to her Fletcher entry.

Rand Heazlitt (catalogue #17: USA) presents a range of the
utility pots that he’s known for. Most of these salt glazed pots
are eminently practical, although the large Secret Jars deal with
containment as an abstract idea ratherthan physical containment.
Too small for any practical purpose, the lids exist for purely
aesthetic reasons, punctuating an otherwise continuous
ballooning surface. Indeed, the pot itself exists for similar reasons
- a vigorously formed 3D canvas for the interaction of clay and
kiln vapours.

Pots of Ponsonby members should be congratulated for
attempting this show, an obviously huge job considering that all
participants were from overseas. While successful in many ways,
auxiliary events like this, by themselves aren’t enough to inform
us about artists in the larger event. Photographs and writing
may be a better means of informing about past work and of
presenting larger scale works by the artists. I

Fletcher Challenge
Ceramics Award
End of an Award - End of an Era
Peter Lange
Director, Auckland Studio Potters Centre

Lucie Landau, UK, talks about her work on "Potters Night"
Photo by Tony Bacon

Fletcher Challenge Ltd has just announced that, as part of a
reappraisal of its sponsorship commitments, it will no longer
sponsor the Fletcher Challenge Ceramics Award. Although
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discussions are underway which may result in the launch of a
new competition with new funding in the year 2000 there will be
no Fletcher Challenge Ceramics Award in 1999.

This will be a blow to the international ceramists for whom the
Award has provided not only an opportunity for selection to one
of the top competitions in the world, and the consequent prestige
and CV enhancement, but for those who were able to visit this
country during the course of the exhibitions there was contact
with New Zealand potters, judges and visiting potters, workshops
and networking.

The effect on the New Zealand ceramic community will be
even more dramatic, although one of the original aims of the
Award has been to a large extent achieved. This aim was to
develop a studio and teaching centre in Auckland for the then
fledgling craft of ceramics.

The Fletcher Challenge sponsorship has always been a
generous one, allowing the potters of Auckland free rein to
organise the Award in the way that they felt was the most creative
for the exhibitors and the public. Profits from the successful
management of the Award were directed towards the
improvement of the facilities and buildings at the Auckland Studio
Potters Teaching Centre, which now has a very well appointed
and popular teaching workshop with IO kilns, 16 wheels and
plenty of room to move.

The other major aim of the Award was to promote international
contact between New Zealand potters and their counterparts
overseas. New Zealand is a small country isolated geographically,
economically depressed, and with something of a cultural
confidence problem. The cancellation of the Award will have a
significant impact on potters in this country who will miss the
contact with overseas potters and pots they have enjoyed over
the past 22 years as a result of the Fletcher Challenge Ceramics
Award.

The Award exhibition has been the ceramic high point of the
New Zealand potting year, bringing potters and public face to
face with 100 or so of the best international pots, and, just as
importantly with judges of international standing. Richard Shaw,
Ron Nagle, Patti Warashina, Elizabeth Fritsch, Takeshi
Yasuda and 17 other impressive figures have been brought here,
often with some curiosity on their part — a free trip, a bit of
sightseeing and socialising - but with the underlying motive of
being involved with a prestigious international competition and
with willingness to share with local potters some of their vast
wealth of experience.

Twenty—two years ago the Award exhibition was dominated
by New Zealand pots. In this the Award’s final year, there were
fewer New Zealand pots than in any previous year. Only eight
New Zealand works were selected for the exhibition which had
a total number of 92.

There are two likely reasons for this trend. Firstly, selection of
local works for a show which has had its international content
deliberately increased, is more problematical.

The second reason is more uncomfortable for New Zealand
potters to confront: the quality of New Zealand work and self—
image of the New Zealand potters themselves. There has been
a noticeable trend in the last 10 years for craft to change from
being a strong component of the arts in New Zealand to
becoming marginalised to the point of invisibility.

There is, fortunately, still a solid core of potters whose work is
recognised as having the sort of integrity that puts them in world
class. However, that number is small and shrinking. The number
of potters who work at the production of domestic ware, the
traditional staple of New Zealand ceramic work, has fallen
dramatically from many hundreds to several dozen over the last
twelve years. This has coincided with the sudden introduction in
1984 of a market-driven economy into a rather sleepy, but

nonetheless egalitarian, society — a change that decimated many
industries traditionally protected by tariffs, studio pottery being
merely another casualty.

This gloomy picture sets the scene for the unexpected loss of
our sponsor. It would be churlish to consider their behaviour
anything less than generous considering the 22 year history of
the Award, and I suspect it has been another casualty of a market-
driven economy. Nonetheless, it is depressing to witness the
demise of another major craft event.

Which is not to say that the Award has been without its critics
in recent years. There has been an interesting change of
perception of the Award on the part of local commentators, local
potters in particular. The exhibition has moved steadily away
from one with a strong functional component, to one which has
leaned heavily towards the sculptural. This has provoked long
and interesting discussion about the place of clay in the world of
art. The art/craft debate again.

The conclusion that seems to have the highest currency is
that this sort of event, and other competitions world—wide, are
increasingly becoming devalued by a predominance of bad
sculpture over good vessels. Firstly, the good sculpture is not
being submitted for reasons that only the world’s top clay
sculptors can explain (but they probably involve time, money,
prestige, fear of rejection maybe). Good vessels are being
submitted less frequently as vessel makers come to perceive
these shows as dominated by sculpture.

It is probably possible to structure this sort of competition so
that this trend is discouraged, either by an announced choice of
judge well known for functional work or the introduction of
categories or some such artifice. These ideas were under
discussion even as the Award was being voted against in the
boardroom.

The one acclaimed distinction that the Fletcher Challenge
Ceramics Award has always had over other competitions was
its sole, anonymous judge. This made the show each year
reasonably unique, and of course made the entries a bit more of
a lottery. Occasionally we would find that the chosen judge was
prepared to take a more generous approach and act more like a
committee, selecting work that they did not necessarily like, but
found useful as a means of presenting the whole spectrum of
ceramics.

This year’s judge, Torbjorn Kvasbo from Norway, wrapped
up the 22 year history of the Award on a very high note. He is a
dynamic and direct worker with clay and his enthusiasm for the
elemental approach to the medium found a response with many
New Zealand potters. His five day Masterclass, attended by 12
of the best potters from around the country, made pieces, built
a climbing kiln and fired them for 50 hours - an exhausting, but
exhilarating week. Torbjorn was very approachable and went
out of his way to relate to all levels of clay workers. His work, his
politics and his judging were all controversial. What more could
you ask for?

For these sorts of reasons it is a tragedy that the sponsorship
has come to an end. The members ofthe Auckland Studio Potters
organising committee are about to embark on a search for a
replacement sponsor; it will not be easy in this country’s present
mood where the arts are firmly at the bottom of the wish lists of
the mandarins who pull the economic strings.

We can at least reflect on 22 wonderful Award exhibitions, feel
proud of the potters’ own hard work that went into making it a
prestigious event, enjoy the ongoing connections with many
overseas potters, and feel grateful that, for a couple of decades,
New Zealand’s biggest company was prepared to take some
the country’s smallest operators under its wing and give them a
level of recognition which is rarely bestowed on clay workers
anywhere in the world. I
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Pottery and Permaculture
Petra Meyboden: her work and environment
Jenny Shearer, Coromandel
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Puketai Nursery is situated five kilometres north of Coromandel
township past Driving Creek on the winding road to Kennedy’s Bay.

On six acres of foothill are the developing native plant nursery,
workshop, and home of husband and wife team, Petra
Meyboden and Peter Hills.

When they saw the property some years ago, it had great
potential. There was a goodly number of tired apple and pear
trees, a couple of sheds and a very old miner’s cottage. The
lichen-covered trees had once been Coromandel’s main apple
and pear source.

In no time it seems, the driveway was reorganised, a comfy
workshop built with a clay floor and a gas kiln installed. At the
entrance to the building a large two-chambered salt-glaze kiln
with a round chimney, sits alongside a small casual area displaying
the latest pots and planters.

The plants are nearby, contained on shaded, time—worn bricks
with a surrounding half-metre high, curved, earth wall.

The elevated site has a view of regenerating bush and looks
toward the Hauraki Gulf. Going from the pottery to the house
you pass the flourishing vegetable garden and happy hens.

This is permacu/ture in action! Permaculture is described as
an integrated approach to living and design - utilising cycles of
energy and the elements to enhance the diversity and stability
of the natural eco—system. This principle covers design in
architecture, gardens, water—systems and other aspects of
sustainable human settlement. Petra and Peter have used these
principles wherever possible in their lifestyle.

The pots reflect this too. They are light to hold, earthy, but
colourful and extremely usable — the culmination of 23 years as a
journeyman potter. Her disciplined, pleasantly loose throwing
and decorating combines all the skills of a top domesticware
potter. Fired to a flat cone 10, the Southstone toasty—coloured
clay peeps through the slipped and trailed glazes. Shino base is
combined with blue, iron and titanium gazes freely dipped and
poured. Mono-coloured salt glazes roll over the textured clay.

The range of pots is large. From tiny egg—cups, bowls and
jugs to bowls and crocks, and in between, dinner sets,
candlesticks, fish money-boxes, teapots, sauce bottles; every-
thing forthe table. As well as some elaborate and intriguing structures
called Marble—towers, decorative toys for children and adults.

Born and bred in a beautiful part of Northern Germany,

Fischerhude, Petra grew up surrounded by art and craft. Her

father was an established expressionist painter, her mother a
weaver. They sent Petra to a Steiner school for the whole of her
education.

Following this, three-and-a—half years began as an apprentice
potter on the island of Juist. Here was Teutonic discipline! Formal
shapes thrown exactly to size and designed by the master. After
this training it was hard, when launching out alone, to create an
individual style. She had always admired traditional Spanish
pottery and came to enjoy old German Hafner ware.

Workshop happenings at La Borne in France introduced Petra
to wood—firing, Eric Astoul and Hervé Rousseau. On a trip to
England she was electrified by Michael Cardew, his
workshopand pots. Such a contrast to the clinical and squeaky—
clean place where she had learned. She resolved to model herself
along the Wenford Bridge Pottery lines.

80 followed ten busy years of building up a studio in
Fischerhude and training apprentices. Pots were sold direct from
home and at the nearby Bremen markets. She joined up with
one of the selective Art and Craft Guilds of Germany.

Seven years ago a trip to New Zealand started at the Quarry,
Yvonne Rust’s brainchild in Whangarei. Petra helped construct
the sculpture that graces the entrance. She wanted to experience
the New Zealand potter’s lifestyle and learn to fire with wood. I
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I6.9.14 ‘ The 12th Annual

{34? QUARRY SUMMER DO
6 9 — 17 Jan 1999

O HANDBUILT POTTERY
with MERILYN WISEMAN

O KILNWORK & WOODFIRING
with PETER ALGER

O CLAY SCULPTURE, MOULDMAKING
AND CASTING
with LLEW SUMMERS

PLUS
PRINTMAKI NG
EARTHBUILDING
FELTMAKING
PAINTING
VIDEO DOCUMENTARY MAKING

IT'S TIME TO BOOK FOR THESE
POPULAR COURSES

NORTHLAND CRAFT TRUST
BOX 1452, WHANGAREI, PH/FAX 09 438 1215

This led her down that well-worn potters’ track to Barry
Brickell’s Driving Creek Pottery. Here she settled in, adapted
her electric kiln, slips and glazes to suit local body-clays and
reduction firing techniques. From then, the DCR showroom was
and now is, mainly stocked with her work.

Petra says the demands of good domesticware are quite
enough. The integration of lifestyle and work are vastly important.
Income is entirely from pots and plants — difficult these days.
Time is taken out for honey—making, music—making, bottling fruit,
tree-planting and gardening. ldyllic, but requiring energy and
dedication one can only admire.

The Puketai Nursery and Pottery is open to the public most
days of the year. Plants and pots can also be purchased at the
DCF? showroom. A new outlet for pots is the Te Papa museum
shop in Wellington. I

andrelatedsubjects
1

'_:; ~. 1.
. _ 3 ~

'3 I Ei 7. ._

N.

.~
*“

K
-

' ‘xt

.,
M

K
;

I

Gulie’s Glaze Making
In our last issue (Vol 40, No 1, 1998) we published a review of an
excellent new book, Gulie’s Glaze Making, written by Gulielma
Dowrick and published as a fund—raising project for the New
Zealand Society of Potters Inc. Gulie has been embarrassed by
finding two errors in charts in her book after it was printed. She
writes:

“I regret finding that there are two errors in the charts for
proportions for Triaxial and Quadraxial Blends, so please use
the following instead of those in the book, and accept my

CCOBCRAFT
MANUFACTURING LTD

INTRODUCING THE COBCRAFT MATE KILN SERIES
Cobcraft Manufacturing Ltd recognises the Top Loading style of
electric kiln as the best design for consistency of firing and reliability.
To complement our quality Top Range Cobcraft Kilns, we now
introduce the Cobcraft Mate top loading range of kilns. ideal for the
hobby potter yet still robust enough to interest the serious potter. The
use of lbw thermal mass firebrick and ceramic fibre makes the
circular Mate a strong yet lightweight kiln. These new kilns stack up
well against other comparable local and imported kilns.
They are NZ constructed for NZ conditions
We offer a range of 5 sizes from 1.0 cubic feet (28 litres) to 6.9 cubic
feet (197 Litres)
Features include:-

*1280 degrees celsius (cone 9) continuous firing
*Mounted on castors for easy location and storage
*Quality Cobcraft elements using Kanthal element wire
*12 month warrantee against faulty parts and workmanship
*Ongoing support for parts and servicing
*Uses standard Cobcraft shelves

For Model information and NZ wide Agent list contact Cobcraft Manufacturing Ltd, PO Box 160, FlANGIOFlA or
phone 03 312 6614, fax 03 312 6688
Ask about our range of controllers, including the HARCO with continuous monitoring safety features plus cone
number settings

‘

MANUKAU
City Cornzcx']

“UNITc0“ ,4

am
El

[’1

MA
N”

’76 ’3
39

1‘
”

»>
"e

5

The Manukau
Vessel and Sculpture Exhibition

13 November — 4 December 1998

Calling all artists and sculptors - choose the medium
you wish to express yourself in and let your creativity

run wild

All entries will be judged and independently selected
for display in the Manukau Vessel and Sculpture

Exhibition at Nathan Homestead

Take advantage of the opportunity to be part of a
prestigious exhibition. Be in to win a number of prizes
Entries must be received by Monday 26 October 1998

For further information phone:
Robyn Mills, 09 267 0180

or
Nathan Homestead

70 Hill Road, Manurewa

Manukau Leisure Services
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apologies."

Triaxial Blend proportions of A, B and C printed on
page 26 and Quadraxial Blend proportions of A, B, C
and D printed on page 27.

TRIAXIAL BLEND
1

A100

A 80
B 20

A 80
C 20

A 60
B 40

A 60
B 20
C 20

A 60
C 40

A 40
B 60

A 40
B 40
C 20

A 40
B 20
C 40

A 40
C 60

A 20
A 20
B 60

B 80 C 20

A 20
B 40
C 40

A 20
B 20
C 60

A 20
C 80

16

B 100 B 80
C 20

B 60
C 40

B 40
C 60

20

B 20
C 60

21

0100

QUADRAXIAL BLEND

A 100 A 75
B 25

3

A 50
B 50

4

A 25
B 75

B 100

A 75
C 25

A 56
B 19
C 19
D 6

A 37.5
B 37.5
C 12.5
D 12.5

A 19
B 56

D 19

B 75
D 25

A 50
C50

A375
B 12.5
C 37.5
D 12.5

A 25
B 25
C 25
D 25

A 12.5
B 37.5
C 12.5
D 37.5

B 50
D 50

A 25
C 75

A 19

C 56
D 19

A 12.5
B 12.5
C 37.5
D 37.5

A 6
B 19
C 19
D 56

20

B 25
D 75

21

C 100

22

C 75
D 25

23

C 50
D 50

24

C 25
D 75

25

D100
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Shiro Tsujimura
A unique ceramist
Kelvin Bradford, Warkworth
Photos by Kelvin Bradford

Kelvin Bradford with Shlro Tsujimura in his workshop

When it comes to lga and Shigaraki anagama fired work, there
are few who compare with Shiro Tsujimura. | first heard of
Tsujimura in 1994 and resolved to meet him if the opportunity
arose, eventually visiting his workshop in 1997.

At the age of 20, Tsujimura undertook Zen training for almost
two years and then wished to become a painter. He visited a
number of prominent artists, endeavouring to obtain an
apprenticeship, but was unsuccessful.

During a visit to the Japan Folk Craft Museum he became
intrigued with an ldo teabowl and decided to become a ceramist.
He returned to his father’s farm to work and save money, where
he built himself a wheel and practised throwing at night.

In 1970 Tsujimura purchased 3,000 square metres of land in
the mountains near Nara, where during the next seven years he
built a house, a workshop, a teahouse and seven anagama kilns,
beginning a long period of self—study in ceramics. The kilns were
refired and rebuilt many times.

When I visited he had just completed a huge new workshop
and in 1998 he increased the size of his land to 13,000 square
metres.

Tsujimura, self-taught, self—made and very independent, is now
considered by many, the leading exponent of his particular style.
For many years he kept his methods a close secret, but Towards
2001, a recent major publication in which he is one of the featured
potters, showed a photo of one of his kilns firing with an oil—
burner.

In order to maintain his independence, Tsujimura devised a
system of firing which would not require an assistant. He originally
experimented with wood and gas, but now uses oil, introducing
ash during the firing process. The kilns are unique. They are less
than three metres long, wide enough to allow ease of loading,
and have no provision for side—stoking.

The modern anagama kiln is built on an incline at an angle of
up to 15 degrees, the degree of slope depending on where the
heat is to be concentrated. Tsujimura’s kilns are flat. He will fire
one of these small kilns twice within a week and is able to fire

.
. .

Pots lie around every building

them up to 20 times in a year. Each kiln holds up to 200 pots
with larger pieces fired in the front portion.

This type of firing has allowed him to circumvent many aspects
of traditional anagama methods and l have no doubt he is also
introducing charcoal and utilising a Shigaraki ash glaze called
Bedol. (This name is spelt phonetically here, as I don’t know the
correct English spelling. lt roughly translates as “running mountain
stream glaze”). He does not have any philosophical problems
about firing in this manner.
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Although being very different in character, in many ways Ryoji
Koie has a similar approach to firing. Tsujimura’s approach to
developing technique has been well documented. He has been
known to make up to 3,000 pieces for one exhibition and fire
2,000 of them. He works and works at a form until he is satisfied
with it. Sometimes he will combine painting and pottery for an
exhibition.

Tsujimura’s new workshop is very large, with an electric kiln,
electric wheels and racks and racks of finished work. Upstairs
there is a painting studio and storage for pottery. He has two
sons now who can assist him. The property is idyllic, set in the
mountains amongst many trees. Scattered around the main
house, kilns and workshop are literally thousands of pots,
carefully stacked in orderly groups.

Tsujimura has successfully exhibited in Europe and London
and his work is eagerly sought after by collectors. He has a
great love of teabowls and his have been mistaken by experts
for antique examples. The legendary Shino Master, Toyozo
Arakawa was one of the first recognised Masters to purchase a
Tsujimura teabowl and this created a lot of publicity in Japan as
Tsujimura was not at that time particularly well known. I

Anagama pots by Shiro Tsujimura

Exhibiting in Japan
Kelvin Bradford of Warkworth had a major success in Tokyo,
March 1998, with an exhibition of his shell—fumed pottery. The
exhibition was opened by the New Zealand Ambassador to
Japan, Neil Walter, and had illustrated reviews in two Japanese
newspapers. He has also had work accepted for this year’s
International Biennale in South Africa, and has since confirmed
further exhibitions arranged for Kyoto in 1999 and Tokyo in 2000.

Bradford’s articles on shell—fuming have been published in the
New Zealand Potter, Vol 36, No 2, 1994: Vol 37, No 2, 1995, by
the Ceramic Study Group, Australia and Ceramics Month/y, USA.

Here he gives pointers for potters thinking of exhibiting in
Japan.

“For those contemplating exhibiting in Japan, it is essential to
be aware of a few key points.

Do not be impatient with the procedures or the time it may
take to arrange an exhibition.

It is essential to exhibit at a gallery that has credibility — and
preferably in Tokyo.

Galleries are not interested in people copying Japanese
techniques; they are looking for originality. They are also not
interested in one-off exhibitions - the majority of Japanese
Masters exhibit in Tokyo every second year.

Exhibitions in Japan are usually on a large scale with up to
300 pieces.

‘I
The gallery commission percentage will vary according to

particular galleries, ranging from 45% to 60%, or some galleries
may insist on a fixed gross amount of sales to be held as a
minimum, before any amount is received by the exhibitor. This
usually is applied by galleries who have had failed exhibitions by
overseas artists and are therefore ultra cautious.

With regards to contracts, ensure that areas of responsibility
are clearly defined, including all deadlines, publicity, opening and
closing dates and when the exhibitor will be expected to attend,
price structure, settlement and arrangements for unsold work.

Purchasers will almost certainly want to use the pieces for
some practical purposes, with small and medium size pieces
the more popular. Stoneware is still the most popular medium.

There is a type of gallery known as a rental gallery where the
venue itself is rented and everything is arranged by the exhibitor,
but I would not recommend anyone to attempt this kind of
venture.

I believe it is a good idea to test the water if possible. A
collective group exhibition has a lot of merit.

It is not easy to get Japanese people to openly talk critically
about one’s work, so if they do, listen, carefully.

Although there is currently an economic downturn in Japan,
there are still galleries looking to exhibit work from overseas
ceramic artists.

Finally, it is advisable to have the support of the New Zealand
Embassy. This will add to the credibility of the exhibition. The
Embassy personnel have an in—depth knowledge of Japanese
protocol and they are also extremely helpful”. I
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KILN ELEMENT SPARES
NZ Wide Service — 40 Years Experience

PROMPT DELIVERY FOR ORDERS FROM
SAMPLES OR DRAWINGS

ONLY TOP GRADE WIRE USED
HISLOP & BARLEY ELECTRICAL LTD. VISA
57 Carr Rd, Mt Roskill PO. Box 27109 Auckland
Ph (09) 625-4292 Fax (09) 625-6731
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