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Through The Filter Press
By Howard S Williams

Value Added Export?
From the UK Clay Industry magazine Glo-
bal Ceramic Review comes the following
item:

The ever increasing quality demands of
the world’s premier bone china and por-
celain manufacturers are being'met by raw
materials from the Stoke-on-Trent sites of
Goonvean Ceramic Materials (GCM).

Having invested some five million
pounds over the last five years in estab—
lishing the sites at Blurton and Milton as
two of the most modern production facili-
ties in the field, GCM is now focussing on
a global market, with a 30 percent increase
in export turnover in the past year. These
exports now represent more than a third
of total sales.

New Zealand Halloysite
At the same time GCM has forged a closer
link with New Zealand China Clays and
has become its sole agent covering the
UK and Eire markets. The two companies
have in fact been working closely on a
number of projects over the past few
years, culminating in the signing of an
agreement to work together on an official
basis.

Using "The Whitest Clay in the World"
from New Zealand, GCM has developed
a range of bone china and porcelain bod-
ies to complement its own existing range.
In this way, customers will benefit from
bodies with some of the highest levels of
whiteness and translucency, combined
with the high level of quality and consist-
ency associated with all Goonvean prod—
ucts. GCM is unique in that it brings to--
gether in-depth expertise in bone ash,
Cornish Stone (Feldspar) and china clay -
the three essential ingredients for fine
bone china production.
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Networks in Ceramics ‘96
Networks in Ceramics ’96, the second in-
ternational conference in the series of In-
teraction in Ceramics - Art, Design and
Research, will be organised by the Uni-
versity of Art and Design, Helsinki UlAH,
on June 12 - 14 1996 in Helsinki, Finland.

Networks in Ceramics ’96 is a forum of
interacting and networking for all profes-
sionals in ceramics, artists, designers and
researchers. The conference will convey
visions of future professions of ceramic art
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and design, focusing on new means of
communication, ways of sharing informa-
tion, and organising professional and edu-
cational co-operation by using New Infor-
mation Technology.

Other themes will be the Higher Educa-
tion of Ceramic Art and Design, Pro-
grammes of Post Graduate Experience,
Research and Writing on Ceramics.

Artists, designers, teachers and re-
searchers are invited to present their new
findings in the seminar sessions of the
conference.

The conference language is English and
will be published and be accessible
through Internet/World Wide Web. Full
details from:

University of Art and Design
Helsinki UIAH
Conference Secretariat
Networks in Ceramics ‘96
Hameentie 135 C
FIN-00560
Helsinki
Finland

Mary Barraclough

Apology
To Mary Barraclough of Tauranga. Page
30 of our last issue had a photo from the
Hu/megas Creative Clay exhibition of her
merit winning piece In the Southern
Ocean. We wrongly called her Nancy.

Copyright
From the Greymouth Evening Star, Thurs-
day September 7, 1995, comes the fol-
lowing story written by Kim Knight. It con-
cerns all artists and craftspeople where
moral ownership of art work, their Intel-
lectual Property is concerned. We will be
following up this story with the help of Art-
ists Alliance.
“Copycat Call From Carver"

“A Paraparaumu carver is claiming a
bone disc made by him in 1985 and bought
by the Auckland Museum has been cop-
ied - right down to his signature - by a
Hokitika man.

Owen Mapp discovered the jade rep-
lica yesterday during a visit to Hokitika’s
Gold Room.

“The design has been ripped off. It’s
been copied exactly and signed with my
signature."

The original bone piece is approximately
13 centimetres across and has featured
in several books. It includes Mr Mapp’s
stylised initials to the right of the three
claws.

Mr Mapp said he was “amused and
shocked” when he saw the jade copy,
which was selling for $1,000.

“I was amused at the audacity. That a
person who lives in the height of the jade
carving area could do something so stu-
pid and think they could get away with it.”

Mr Mapp admits there is no copyright
on jade designs, but says it should be of
concern to all carvers that their work is
being plagiarised.

“As far as I’m concerned, this guy has
lost any chance to get into a national jade
exhibition. If you’ve got any self-esteem,
if you’re going to call yourself an artist, you
don’t copy other people’s work.”

He intends to contact the carver and ask
for an explanation.

Mr Mapp is on the West Coast tutoring
design to students of the Tai Poutini Poly-
technicjade carving school. He says he is
deliberately teaching students to develop
original ideas.

“Everybody starts from somewhere...but
hopefully you develop your own art. This
piece we’re talking about is a simple spi-
ral. Most carvers work with spirals and
come up with a different design every
time.”

Gold Room manager Rhett Robinson
agrees the jade piece is a copy of Mr
Mapp’s bone disc.

”But go into any shop, anywhere in New
Zealand, and you’ll see copied pieces. If
he (Mr Mapp) wants to discredit this com-
pany, l’ll discredit him from here to bloody
Bluff. If he can show me patent pending
numbers or registration numbers, then he
can go to the paper and complain. Where
did he copy it from...its copied from the

Maori over the past 500 years.”
Mr Robinson said the initials are simply

part of the disc’s Maori design. However
Mr Mapp has produced several other
equally intricate pieces with the same sig—
nature.

The jade copy wasn’t in the Gold Room
this morning. It has apparently been re—
turned to the carver, who was unable to
be contacted.

Another Hokitika carver, Ross Crump,
says copying is a fact of life.

“it happens right across the industry. you
can’t take a patent on a design, and the
only thing you can really do is be the first
to come up with it. It keeps us sharp.”

He believes his pieces have been repli-
cated “a thousand times” in his 25 jears
of carving.

“It’s a common thing, there‘s no doubt
about that. A number of people carve, but
they have no idea of design."
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Hawkes Bay Art Review
Annual Exhibition of Painting, Sculp-
ture, Print Making and Photography
Selector: Ted Broey. Head of Fine Art,
Canterbury University.

300 works were entered and 55 se-
lected, of these there were seven Sculp—
tural pieces.
“Change” by Gaeleen Morley
1.58m high, Heavily applied and textured
slip in earthy colours, wheel thrown and
altered

Internet
If you can access the Internet through your
computer, see if you can find the Ceram-
ics Gopher, put up by the San Diego State
University, USA. This can be found at the
address: http://www.athena.sdsu.edu.

When the menu comes up, follow it to
the Art Departmentand select The Ceram-
ics Gopher.

Or you can try: http://www.sdsu.edu
and follow the Departmental links to the
School ofArt, Design 8‘ Art History Home
Page, and then to the sdsu Ceramics
Gopher.

Here there are papers on a range of pot-
tery topics including glazes, firing meth-
ods, kilns and safety concerns. There is
an experimental glaze database with pic—
tures of test tiles. Via the Internet you can,
add your own recipes and pictures if you
wish.

There is also the Ceramics Art Discus-
sion List. This is a Listserve mailing list.
You send a message to join up and then
can receive copies of the electronic mail
messages posted to the group listing. You
can ask questions for others to answer on
various clay topics, send answers your-
self and suggestions, send or get glaze
recipes and potters‘ tips.
L ‘l

Potters’ Tips
From Waikato Society of Potters come tips
for repairing cracks - remedies for our frag-
ile world, to patch, glue and stick together
as best we can...

Vinegar and dry body-clay, makes a thick
slip for cracks in wet or leather-hard pieces
(which have become hard, but not dry).

Sugar, dry body-clay and water, makes
a thick slip for cracks in leather—hard pieces
and greenware.

Zircopax and calcined EPK with water
and a few drops of sodium silicate, makes
a thick slip for cracks in greenware.

One part Zircopax and one part silica
with water, makes a thick slip for cracks in
bisqueware.

Powdered bisqued body-clay, grog with
vinegar and a few drops of sodium silicate,
makes a thick slip for bisqueware.

Ceramic supply stores also carry patch-
ing materials - these as well as kiln ce-
ments will work on green or bisqueware.
All usually contain sodium silicate.

Where dry body-clay is called for, it is
understood to be the same clay body as
the piece to be patched. The best proce—
dure is to rub the elixir well into the crack
and then sand it smooth. it the piece is
still wet, slow down the drying by covering
it in plastic. ,

Things to be considered when trying this
method of repair are, that whenever so-
dium silicate is used in a light coloured

patching material, it will turn dark grey. It
will also dry and fire hard, making it diffi-
cult to apply a glaze.

EKCW
The European Ceramic Work Centre is
inviting artists to apply for a work period.

The EKCWis a cross cultural, non-profit
contemporary art work space, with a par-
ticular focus on ceramics. its aim is to
stimulate development in ceramics,
though it is open to all visual artists,
craftspeople, designers and architects,
from any country, who want to work on a
project or carry out research on a indi-
vidual or co-operative basis. Emphasis in
work periods is on exploration, creativity
and dialogue.

Applicants must have practised their
profession independently for a least two
years, though the EKCW would also like
to encourage talented young artists who
don't fulfill this requirement.

Twelve studios and advanced equip-
ment are available, as is technical advice
and support.

As a general rule, the work periods last
from three to four months. The admission
committee bases its decisions on the ap-
plicant‘s documentation; CV slides, refer-
ences and work plan.

A working budget is made available to
those to be admitted. Fairly inexpensive
living accommodation can be obtained.

Studios will be available starting in De-
cember 1996. Applications forms must be
received by the EKCW before 15 Decem-
ber 1995. Information and application
forms can be obtained by writing to:
EKCW
Zuid-Willemsvaart 215
5211 SG's-Hertogenbosch
The Netherlands
Ph: 0031 73 124500
Fax: 0031 73 12468
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Pioneer Potters Mackay Inc
The winners of the Pioneer Potters
Mackay 1995 Competition in Queens-
land, Australia, were:
Open Award:
Row/ey Drysda/e, Keni/worth, Old
Purchase Awards:
Helen Keen, Port Chalmers, NewZealand
Gwyn Hanssen-Pigott, Finch Hatton, Old
Arther Rosser, Eungella, Qld
Norma Keen, Brisbane, Qld
Cindi Birch, Cawarral, Old
Highly Commended:
Helen Taylor, Flagstaff Hill, SA
Regional Award:
Rick Wood, Mackay, Old
Highly Commended:
Carol Rosser, Eungella, Old
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Obituary
Susie Cooper,Ceramic Designer
29 October 1902 - 28 July 1995

Susie Cooper (British designer). Dinner service with hand-painted
decoration

Susie Cooper was one of the most important figures in the his-
tory of 20th century British ceramics.

Born into a world where girls were expected only to paint pretty
patterns on china while men ran the business, she was one of
the few women to create, design and run her own pottery which,
at its height, employed 250 people.

In a career that spanned seven decades, Cooper pioneered
new ceramic techniques, shapes and patterns.

She supplied customers including royalty with tableware that
was modern, stylish, functional and reasonably priced.

“I wanted to do nice things for people who had taste, but not
the money to satisfy it,” she said with a typical lack of pretension.

Today, many of these “nice" things are regarded as classics of
the period, and the elegant “leaping deer motif” that Cooper made
her trademark in 1932 has become one of the icons of 20th cen—
tury design.

Cooper, who has died aged 92, was born in Burslem, Stafford-
shire, the youngest of seven children. When her father, a farmer,
died in 1914, Cooper left school to help run the family business.
As a child she had “always been kept good with a box of paints”
and at 17 she enrolled in an evening class at Burs/em Art School.

She was offered a scholarship to complete her course and, in
1992, was taken on as an assistant designer by Gray’s Pottery
in Hanley. The lustreware and brightly painted cubist-style works
she produced at Gray’s are today considered her most collect—
:bl: pieces, although Cooper came to regard them with some

IS am.
“I don’t understand why people are prepared to pay hundreds

of pounds for them,” she said. “They were not very practical.”
In 1929, with a loan from her family, Cooper set up her own

factory. She was able to design her own shapes and abandon
the “crude colours that everyone wanted in the late ’20s”, in fa-
vour of simple patterns and a restrained palette.

Her works combined elegance and utility and were much in
demand. Her famous Dresden spray design, created in the mid-
19303 and purchased by Edward VIII from Peter Jones for Mrs
Simpson, was to remain in constant production for 25 years.

It is somewhat ironic that today her china is kept in collectors’
cabinets: her teapots always were good pourers, her cups com-
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This article was first published in The Guardian

fortable to drink from, her tableware was designed to stack
weII.During this period Cooper had little time for a life beyond
work. She never much wanted a husband, but nevertheless in
1938, she married the architect Cecil Barker.

In 1942 her factory was closed by a devastating fire and in
1943, aged 41, she gave birth to her son, Tim.

The factory reopened in 1945 and she moved from pottery to
bone china and continued to pioneer new designs, including the
famous can shape, launched in 1955 and epitomised by the tall,
cylindrical coffee pot. Her linear ceramics captured the spirit of
the ’508.

In 1966 the business was taken over by Wedgwood, with
Cooper responsible for some lines. But her relationship with the
company was not entirely happy and she retired at 83.

Cooper spent her last years on the Isle of Man sharing a house
with her son (her husband died in 1972).

In her 903 she was still producing new design work from a
studio at the top of five steep flights of stairs.

Cooper also did the cleaning, the shopping and the cooking -
serving cauliflower cheese off 19303 Cooper originals that a col-
lector would die for, and that visitors prayed they weren’t going
to drop.

“Do” was always the word that occurred most frequently in her
conversation. “It’s not how old you are, it’s what you do that
counts, and I’ve never stopped doing.” I

W44 '96 SUMMER SCHOOL
3:; JAN 13th - JAN 21st 1996

POT’I'ERS‘MASTER CLASS
Tutor Mirek Smisek - Salt Firing
Student require minimum 5 years experience

POTTERS CLASS
Tutor - Pamela Ansouth
Hand Building and Wheel Throwing

WOOD FIRING AND KILN PREPARATION

Peter Alger

These are very popular courses. Book now and
avoid disappointment

Enquires to:
Alan Baxter - Northland Craft Trust

Box 1452, Whangarei
Phone (09) 438 1215

Motorcyclists Go Potty
By Kinglsey Field, courtesy the New Zealand Herald,
13 September, 1995

Hera/d picture by Alan Gibson: Motorcycle club president Gary
Wendt sitting on one exhibit while museum officerAndrea Dornauf
holds another, a piece of ceramic art donated by the club.

Motorbikes and ceramic pottery art works don’t seem to have
much to do with each other.

But the Hamilton Motor-Cycle Club is interested in both and
displaying that interest at an exhibition in the Waikato Museum
of Art and History to celebrate the club’s 75th anniversary and
acknowledge some of the substantial collection of ceramics it
has donated to the museum.

President Gary Wendt says the club, founded in 1920, has
always had a strong membership in Hamilton and around the

Waikato, and to mark its anniversary this year was keen to put
on a display that would show its ties to the region.

In the 40s and 503 it held an annual series of road races in
Hamilton, and these were revived during the '703, when races
were held around the central city Founders Theatre. As a thank-
you to the city for allowing the races to be held, the club donated
all the profits from the latter events to the city’s museum.

The museum bought more than 100 pottery pieces, which now
make up more than 80 per cent of its ceramic collection.

The museum and club have put 20 of the donated ceramic
pieces on display along with eight motorcycles, ranging from a
rusting old machine once used for street and off-road racing, to
the latest 1995 BMW 110000 model, worth a cool $289,000.

The BMW, says Wendt, is displayed simply to give members
of the public some idea of the advances in motorcycle technol-
ogy over the past 75 years. Other motorcycles shown include a
1930 Velocette KTT Mk HI 35000, a 1925 Harley Davidson com-
plete with sidecar, and a tiny 1250c BSA Bantam, ridden to and
from work for many years by a club member who used the ma—
chine at weekends for racing.

The exhibition area is dotted with historic photographs of early
gatherings of club members.

The museum’s curator of art collections Lara Strongman says.
“One doesn’t normally expect such an association of motorbikes
and ceramic art work. It makes an interesting contrast.”
Note from the editor:
The pieces from the pottery collection, shown in this exhibition,
included some outstanding examples of the work of potters such
as: Len Castle, John Parker, Graeme Storm, James Greig,
Robert Field, Arnold Barraud, Sally Vinson, Estelle and Bruce
Martin, and Doreen Blumhardt. I
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Sarvlces l.
L.P.G. POTTERY KILN

AND FURNACE BURNERS
8 Bentinck St
PO Box 15567

A ‘__ New Lynn
3’5 Auckland 7

Telephone:
(09) 827 5802
Facsimile
(09) 527 6774
Mobile
(025) 94‘ 423

um w»... m. Mm:

FEATURES
' Fully adiuslable alr inaplrllora grvrng complete

llama control and precise mlxlno
‘ flama larlure tilted
' Main flame regulated via needle valve
' Excellent lurndown characteristrca
' Ourel operation
‘ Complete oxidation or reduction possible

SIZES AVAILABLE
BSP Capacrly/hr. O lockpa
1” at M.) (77,000 BTU)
1%" 17‘ MJ [165,000 BTU)
WI" 224 MJ (212.000 an»
2' 375 MJ (355,000 8t
' Special sizes and rallngs on request

0PTtON8 AVAILABLE
' Pressure gauge tilted to burner.
' Large preheating pilot to dry ware
‘ Basic burners

' Eleclromc al‘lon and ame detection
' Flex hoses and lrtlrngs

COMBUSTION SERVICES

ANCILLARV EQUIPMENT
' Regulators and gauges
‘ Manual and auto changoovar manrlotds
' Manual or fully automatic temperature

‘ Long venlunburnerslor even bellerconlrol control
‘ Flame salely equipment
' Balances lor WODOhInO glazes
' Pyrometer: analogue and drorlal
' Digital atmosphere analysers
‘ Natural gas burner systems

V \W

Kiln Element
Design and Manufacture

Elements for all types of kilns wound
to your requirements

Prompt and efficient service
Full records kept for replacement orders

We use and recommend Kanthal
resistance wire

Don't wait for an element burnout —
Keep a spare set on hand

Argus Heating Ltd.
411 Tuam Street Christchurch

’ Telephone 03 381 0768 Fax: 03 381 0968
Contact our factory manager, Brian Shaw

k
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. (V38 WAIKATO CERAMICS’
SUPPLIES FOR CERAMIC ARTISTS, POTTERS AND PORCELAIN PAINTERS

’l’aP of ambay H/l5 Z,’ I l I
F E : “- Pu/(EkaAf . ' "

FURNAQJE I
ENGINEER] G

ON The
0V6

{O The
PeaceiuL
Coowtkydi'da
Kilns loeveiy Purpose

BROOKLYN ROAD
P.0. BOX 12071
HAMILTON
NEW ZEALAND
FAX: 07 855 7747
PHONE: 07 855 7717

Potters Working For Potters
Bryce, Anne, Jo, Caroline & Andy: All experienced clayworkers, we understand your
needs, comprehend your problems and offer assistance wherever possible.

Niluxu fld
Exit

ilw
Competitive Prices
Ask for our free catalogue and compare our prices against all others.

Comprehensive Product Range
Everything for the potter. Clays, tools, raw materials etc. We import only proven,
reliable products.
We manufacture professional plaster press and casting moulds.
Our ‘Kiwi Underglaze’ and ‘Kiwi Majolica’ ranges are market leaders.

“NI/(c; Li {2.61.
__.. _____y,

Fast, Efficient Eelivery
Your phone order will be processed immediately. Our courier rates are the best.
(E.g. Up to 25kg delivered same day anywhere in greater Auckland, or coast to coast
right down to Taupo for only $3.50.)

I Pottery and Raku
I CeramicsKiwi Liquid Underglaze

Opaque Ceramic Colours
1000°C — 1300°C

KIWI LIQUID UNDERGLAZES are strong. lluxed colours suitable for
applying onto greenware (leather hard or bone dry) or onto bisqueware.
They perlorm in both earthenware and stoneware temperature ranges.

The usual undergla:e technique is to apply the colour on to greenware and
then bisquel'ire to 1000C prior to an application olclear glaze.
ll applied to bisqueware a second bisquelire will harden the colour prior to
glazing.

Alter the glaze liring the colours intensify and become glossy.
Colour on white clays is brightest around 1180C or more.

CLEAR OLAZE RECIPE:
' 1kg Abbots clear glaze powder
0 1.3 litres water
0 Nails olglaze medium (Siissettl
° Sieve through 100= mesh at least.

When lelt uuglazed and lired at 1050C the colours assume a velvet matt
appearance....i good surlace for sculptural forms and in a decorating ellect
where glazing is not essential.

Note: All colours are footlsule.

Kiwi Majolica
Ready to Paint Liquid Glazes

1050°C — 1200°C 1'

KIWI MAIOLICA is a range olstartlingly bright liquid gla:e colours.
Compatible with both Terracotta and white clays. they also work well on
Casting Clays.

The usual Majolica technique is to bisque lire terracotta clay to IOOOoC
then apply a background of opaque white glaze.

WHITE OLAZE RECIPE:
' I kg Abbots zircon white glaze powder
0 1 litre water
' ZOinls glaze medium (Sussettl
° Sieve through 100= mesh at least

With a fully loaded brush. paint your Kiwi Majolica decoration. Glost lire to
around IlSOoC (check clay requirements).

Designed primarily as an Earthenware glaze. most colours lire to Stoneware
temperatures. Test first.

Note: All colours are loodsale.

I Porcelain dolls
I China painting
I Enamelling
I Crucible
I Glass Kilns

Suppliers of y

Ceramic Fibre
Fibre supports
Fibre glue
Brick cement
Gas Burners
Raku Burners

Temp Controllers
Pyrometers
Slab Rollers
Kiln Elements for

most kilns

Kiln Repair and
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Exrl:

TELEPHONE YOUR ORDER TO WAIKATO CERAMICS
We will courier to your door anywhere in New Zealand

Colour 75ml 201a Colour 75ml 200ml
AQL‘A 53.50 57.93 LIGHT GREEN $5.30 57.95
ROSSO 54.95 511.00 BROWN 53.50 579;
LIME 53-50 $7.95 ROYAL BLL'E 53.30 57.95
COBALT BLL'E 5-1.9; 511.00 MANDARIN 54.95 511.00
TANGERINE 54.95 511.00 EGG YELLOW $3.50 $7.95
ORIENTAL GREEN 54.95 511.00 TL'RQL’OISE $3.50 $7.95
JET BLACK 54.95 511.00 I’EACOCK 53.50 57.95
WHITE $3.50 57.94 KORALLE 54.95 $11.00
PL‘RI’LE 54.93 “1.00 YELLOW 53.50 97.95

ouili Island Distributor: Culn‘ruft I’ouerx Supplies. Christchurch.

TELEPHONE YOUR ORDER TO WAIKATO CERAMICS
We will courier to your door anywhere in New Zealand

Relining

Banding Wheels

I Press Moulds
Colour 75ml 200ml Colour 75ml 200ml
AQUA 53.20 56.95 ORIENTAL GREEN 53.95 58.95
BROWN 33.20 56.95 PEACOCK 53.20 56.95
COBALT BLUE 53.95‘ 58.95 PURPLE 53.93 58.95
EGG YELLOW 53.20 56.95 ROSSO $3.95 $8.95
JET BLACK 53.95 58.95 ROYAL BLL'E 53.20 56.95
KORALLE $3.95 58.95 TANGERINE 53.95 58.95
LIGHT GREEN 53.20 56.95 TL'RQUOISE $3.10 56.93
LIME 53.20 5&9; WHITE 53.10 56.95
MANDARIN $3.95 5&9; YELLOW $1.10 $6.95

Smith Island I)ixtrilmtor: Coberuft Potters Supplies. CIirixtehureh.

FE Furnace Engineering.......
FURNACE Phone: (09) 233 6690
ENGINEERING aorbatk Road, RD? Pokeno, New Zealand.



RachelFuHer
Sculptor

P I
i1l

lr

Rachel Ful/er, wearing her own knitware, in her Dunedin studio.
Photo by a friend

John Fuller, a retired secondary school art teacher, potter and
former president of the New Zealand Society of Potters, had a
Christmas visit last year from his daughter Rachel, a graduate
of the Sculpture School in Dunedin, where she now lives.

She became engrossed in some of his books on ancient art -
Egyptian and pre—Columbian - and although she had intended
working on some waxes for bronze casts, went out to his work—
shop and found a bag of red clay.

John writes, “I couldn’t even get into my own workshop and
spent most of my time cleaning up after her, but it didn’t really
matter as what she did was more interesting than I had intended
to do anyway! The photos show some of the results of her holi—
day.“

Rachel herself explains more about her work.
“The pieces illustrated here stemmed from an interest in primi-

tive and naive forms of ancient art. The vessels and figures were
executed to give the appearance of age, as if they had been
freshly excavated from an archaeological site.

They are all terracotta clay carved at the leather-hard stage
and decorated with various slips and oxides. The patterns are
carved directly onto the leather—hard surface of the pot, with very
little planning undertaken, as this contributes to the fresh ap—
proach - precision is not required or even desired. Slips are then
applied and wiped off in a bold, vigorous fashion to further em-
phasise the spontaneity that so many early Greek pots seem to
have.

My interest in pre-Columbian cultures was initially sparked by
an art history lecture l attended at art school in Dunedin. l have
a habit of frequenting the Otago Museum where there is a won—
derful collection of Greek, Chinese and Egyptian ceramics as
well as Mayan, and while carrying out my research I began to
see parallels between these ancient cultures. I then began to
use some of their two—dimensional codices and wall paintings,
and transformed them into three-dimensional work, resulting in
a unique mixture of cultural references.
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As well as the ancients, many other potters have had an influ—
ence on this work. At the time these pieces were made, I was
also looking at English potters, particularly lan Godfrey who made
carving and sculpting on pot forms a part of his work. He used
rams’ horn handles and made small sculptures sitting on vessel
forms.

When a two-dimensional codex is taken and worked to pro-
duce a three-dimensional sculpture, the result often appears like
a miniature stage or diorama. I enjoy this approach and employ
it rather than a formal sculptural one, as I believe it is an aspect
which adds to the naive quality of the work.

l have always had a strong creative focus and remember from
a young age making finger bowls to be fired in my father’s kiln
along with his pots. From these primitive beginnings my affinity
with the clay medium has developed. After leaving school I spent
an unhappy year at design school where I found the rigid restric-
tions of the commercial format not to my liking.

l quickly realised that Fine Art was where my heart lay. In 1989
I came to Dunedin to attend the Diploma of Fine Art course of-
fered at the Otago Polytechnic, after hearing of its outstanding
reputation in the teaching of ceramics. My next three years were
spent happily exploring a variety of expressive outlets with an
accent on producing ceramic sculpture used in tandem with
materials such as copper wire, fabric, plaster of Paris and wood.

Since art school l have done a number of things to “help make
ends meet‘ including selling craft and bronze works, producing a
CD cover design for a local Dunedin band and a beaten and
etched copper relief of a religious symbol for a church in
Queenstown.

lnterspersing this with bouts of painting, sculpting, gardening
and knitting, means the biggest problem l have to contend with,
is the ability to stay fully focussed on one idea long enough to
finish it!” I

Carved earthenware vase with pale Orange slip, “rams’ horn”
handles. Flaw glazed inside. 14cm h

Jackal Jar (Anubis)
Red earthenware, white slip. 13cm d

“Lion Tile”. 15 x 13mm ”Helmet”, 34 cm h
Aluminium

Pagoda Jar, 17cm h
Red earthenware, white slip

“Wild Boar”, 200m /
Patina later changed to brown

“Nut”, 200m l. The Egyptian Sky Goddess who “Eight-Deer makes an Offering to the
each night swallowed the sun to give birth to it Sun” From the Mixtec codices in the
again in the morning British Museum. 23cm h

. ’ . 1'

“Eight-Deer”, Mixtec Chieftain mourns
at the funeral of his relative
Three-Lizard. 130m h

19/7/95 6'03 PM

Carved earthenware pot, whitePhotos by John Fuller
' slip, raw glazed inside. 100m h

“Nut", (detail)
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The Pioneers
Olive Jones
1890- 1990
John Parker, Auckland

Olive Jones was born in Auckland in 1893. In 1919 the family of
six moved to Seacliffe Road, Onehunga, to a large house
designed and built by her father where she lived with her sister
Gwenda, until her death in 1983.

Olive’s schooling began at Onehunga School and then to
Auckland Girls Grammar School and in her teens Elam School
of Art where life drawing, perspective and painting were taught,
but she did no modelling in clay. She left New Zealand in 1930,
sailing to Perth where she saw her first studio pottery and in
1932, followed her sister on to England.

“I enrolled at the London County Council’s Central School of
Arts and Crafts, doing three days potting and some modelling
and spinning and weaving to fill up the week. Later I took evening
classes at Camberwe/l, also an L C C School. I had never heard
of Bernard Leach or Michael Cardew, or any other studio potters
or I might have taken a different approach.”

It was during this period that she studied under Dora Billington
and had a wide experience of different clays, electric kilns and a
variety of firing temperatures as well as mould making.

The tutor at Camberwe/l, Harry Hopkins, worked for Doultons
in London as a thrower by day and taught in the evenings.A
farewell present from fellow Camberwe/l students was the now
classic Emile Bourry's, A treatise of Ceramic Industries, then
the only comprehensive book on pottery techniques.

Anticipating her return to New Zealand, she had samples of
local clays forwarded to her for testing and during this period she
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met up with a fellow New Zealander, potter and artist Robert
Field. After two years in London, Olive spent the last term in
Stoke-on-Trent at Burs/em School “to get experience of things
on a larger scale rather than at Art School, where we perhaps
played around all day over one pot.” There she saw serious
production throwing and had brief experience in lathe turning a
black basalt piece at Wedgwood with Tom Simpson, who was a
great technician, teaching her the difficult eccentric jumping lathe
technique.

While in Birmingham she bought a second hand reconditioned
Bou/ton double—cone drive wheel from Askams for £1 6. She also
enquired about the most suitable kilns and fuel for New Zealand
conditions, settling for an oil-fired updraught muffle kiln for which
she purchased a plan and a muffle liner.

“I ordered from Wengers a quantity of glaze materials and
oxides and found their large catalogue chapter headings almost
as informative as a textbook."

|n1934 both Olive and Robert Field returned to New Zealand,
Robert taking a teaching position in Dunedin and Olive to Auck—
land where she soon met Briar Gardner, the only other studio
potter in Auckland. In the same year she was accepted as a
member of the Auckland Society of Arts when their premises
were in Victoria Arcade. She held a small solo show soon after,
with pieces brought from England.

She began to set up a workshop. “With my father's help, the
cart shed and garage at home in Onehunga became the pottery
and the family Ford was relegated to the lean-to at the rear.

The kiln was built inside a four hundred gallon tank using
insulating bricks from a disused ironworks and keisulghur
(diatomaceous earth) dug from a large deposit on the far side of
Onehunga known as ‘The Grotto”. The muffle kiln was about 2
cubic feet capacity and was oil fired using forced air from a forge
fan.

“I knew nothing of draughts - | just followed my plan and wasted
much heat straight up the chimney, not to mention problems
with opossums and starlings taking up residence in the new
chimney.”

The kiln would take about 8 hours to fire to 1060°C for a bisque
and 1075°C for a glaze firing. Clay was more of a problem
however, than the small forwarded samples had indicated.The
local brick clay did not take glazes well. All her clay was dug
locally and after losing a great many pieces and experimenting
with clay from Glen Tunnel in the South Island, the right blend
was found of a fatty blue clay found in the Onehunga papa cliffs
combined with flint and feldspar.

“Shops began to ask for pots. I also sold from the workshop."
With the outbreak of the Second World War there were fewer
imports and as the demand for locally made goods increased,
Olive built a bigger kiln, twice the size of the first, to a similar plan
but with a half muffle. She took evening classes at the Society of
Arts and fired the student work in the larger kiln. This time the
kiln had locally made burners and Crum Potteries made tiles to
line it. The firings took longer on preciously rationed fuel and
varied between earthenware, stoneware and salt glazing.
Unfortunately it has been demolished.

All glazes and chemicals were ordered from Wengers in Britain
every two years. “One lot was lost due to enemy action during
the war. Being insured, this was replaced by Wengers, but the
original order had been diverted so two lots turned up."

In 1939 Olive first met up with Elizabeth Matheson who had
been at Central School earlier than her. Together they joined
forces for a demonstration and sales stall at the 1939-40
Centennial Exhibition in Wellington.This occupied their time on
and off for six months during which they took turns making more
work in their home studios. At the exhibition “An assistant sold
while we messed around with clay on our hands."

POTTERY DEMONSTRATION

Miss Olive Jones (Onehunga) is continuing her pottery-mak-
ing demonstrations in the women’s section.She will be rejoined
by Miss Elizabeth Matheson (Havelock North) for the last week
of the Exhibition. The demonstrations have attracted the in-
terest of young and old and children in particular watch fasci-
nated as under Miss Jones’ deft ngers, the shapeless lumps of
wet clay are transformed on the whirling potter’s wheel into
ornaments which require only ring and glazing to complete
them. One little girl was heard to ask whether the lady was
making mud pies, and a boy of about ten was overheard by
Miss Jones to ask his parents : “Is there any real art in that ?”
The answer to that, if the lad had thought to look, is the ready
sale of the nished articles.

The most expensive piece in Miss Jones’ collection is priced at
only three guineas. It is a piece of salt-glazed stoneware. Miss
Jones explained that the technique of firing was different from
the other pottery. The article was put in the kiln in its raw
state and the temperature was raised to 1200 or 1300 degrees
Centigrade. Salt was then shovelled into the rebox. At the
high temperature, it volatilised and formed a glaze on the clay.
The body of her most expensive vase, said Miss Jones, had been
made ofgrey clay over which a layer of red clay had been placed
and the design cut through till the grey body was reached.
Different colours were obtained by mixing With the glaze, metal
oxides - oxide of copper for green, of cobalt for blue, of iron or
manganese for brown and for black a mixture of those oxides.

There were sculptured ornaments and slip cast book ends based
on a stylised Maori canoe prow.

In 1962 Mavis Robinson, Paula King and Tony Valentine
approached Olive to start a discussion group to help sort out
firing and glaze troubles. They met in each other’s studios on
Saturday afternoons and out of this group, the first co—operative
The Twelve Potters Shop was opened in MtAlbert Rd. The group
expanded and moved several times, ending at the Upland Rd-
Remuera Rd intersection. Olive remained an associate member
and always kept potting. When I was director of the new ASP
Centre at Onehunga in 1977 and we were developing the
grounds with planting, Olive arrived with some small puriri trees
and a bag of blood and bone manure. They survive today as very
large trees, but then they were always known as The Olive Jones
Memorial Grove, much to the delight of her very much alive dry
sense of humour. As part of their 1982 Annual Exhibition the
Auckland Studio Potters payed homage to her as Guest of
Honour with a retrospective exhibition of her past work and an
accompanying Profile, for which most of this information was
collected.

Olive Jones was a much loved pioneer potter and an inspiration
to those who knew her. From the thirties she helped establish a
sympathetic climate of attitude and interest in pottery, through
teaching and demonstrating, which provided a solid groundbase
for the craft revival boom of the sixties. She was always generous
with help and encouragement over her more than half century as
a potter. After her sudden death in 1983 at 89, there were still
some leather hard pieces wrapped in plastic by her wheel, waiting
patiently to be turned and finished for that next firing.

I

From a contemporary newspaper article

“At the conclusion of the war, the American Service Hospital
became Avonda/e Col/ege.The Crown Lynn Works (the china
department of the Amalgamated Brick and Tile Co) which was
in the same area, required young workers with some training
and so 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 College set up
a pottery wheel in its Art Department, then under Hillary Clark.

David McClure, with his practical knowledge of the Ceramic
Industry came from Otago to the Amalgamated Brick and Pipe
Co as a chief chemist. He later set up as the first consultant and
supplier of pottery materials (Commercial Chemicals) a boon
for oncoming students and for schools. The way was now open
for students to train and to pass on to schools and colleges,
their enthusiasm for pots and potting".

Dan Pierce opened the first craft shop The Art of the Potter in
Takapuna in the early fifties. In November 1957 Oswald Stephens
organised the first exhibition of The New Zealand Studio Potters
in the Otago Museum. Olive exhibited both earthenware and
stoneware fired in the second updraught kiln. A 3 cu ft Grafton
brand electric kiln ordered from England was first used in 1957.

While studing under Dora Billington in London, Olive had
begun experimenting with lustres from the reduction of low-fired
copper earthenware glazes. She now resumed this, introducing
cigar shaped parcels of sawdust and moth balls through the
small spy holes. The unpredictable results were highly sought
after collector's pieces. All her subsequent work was with Bristol
type glazes fired to 1220°C in the electric kiln. Her wide range of
pottery was always largely functional: bowls, vases (often with
Maori rock drawing decoration or moulded New Zealand native
flower relief) generous mugs for gargantuan thirsts and her
famous whipping jugs - deep to take an eggbeater and with a
practical whole—hand handle placed at right angles to the pourer.

19/6/95 3'50 PM
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Vase Squared Deep Bowl Vase
H 130mm Diam 130mm 1968 H 150mm Diam 130mm 0. 1955 H 125mm Diam 115mm Earthenware c.1965
Copper glaze partial/y reduced Transparent Fluti/e green glaze Opacified brown and green glaze
Signed Olive Jones 4700 (sgraffito) Signed Olive Jones 16 (sgraffito) Signed Olive Jones (sgraffito)

Blue Bowl Canoe Stern Post Book Ends
H 95mm Diam 120mm Earthenware c. 1965 H 120mm L 150mm W 70mm Earthenware 1942
Mid blue opacified glaze Slip Cast brown transparent glaze
Signed Olive Jones 25+ (5
l". MW

Bowl Bowl
H 70mm Diam 70mm Earthenware c. 1960 H 100mm Diam 160mm Earthenware c. 1948
Thrown with moulded Kowai decoration Matt opacified pale green copper glaze
Signed Olive Jones (painted)
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graft/to) No mark but original gummed label with price of ”One Guinea "

Signed Olive Jones (sgraffito) Photos by Howard Williams

Gas Centre Ceramics Awards 1995
Waikato Society of Potters
Waikato Museum of Art and History
Selectors: Allie Eagle, Rick Rudd and Howard Williams
Photos by Stephanie Leeves

General view

Gas Centre Premier Prize
Denise Tohiariki, Palmerston North
"Nau...Naku — Yours...Mine"
Gas fired in sagger with seaweed and shells

Merit Award
Jo Beckett, Cambridge
"Non-functional Teapot"
Thrown, slabbed and pressed

Merit Award
Gaeleen Morley, Taradale
”Volcanic Series Bowl Form", handbuilt, multifired

Judges Commendation Judges Commendation
Caroline Bowker, Hamilton ' "' Kevin Barton, Coromandel
"P = Platter”. Stoneware with slip and underg/aze pencils Terracotta, Baku Jug
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Bloomsbury
Gloria Young, Wellington
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Bloomsbury, Wellington. Photo by Nina Bostrom

In 1980 in Mt Victoria, Wellington, I set up
Earth and Fire, my first pottery studio with
a shop attached. Gillian Kersey and l
were both recent graduates of the Otago
Polytechnic Ceramics Course and we
started with a Scu ft gas kiln behind the
studio. As we outgrew this venture I moved
location to an old Victorian building in
Roxburgh Street to form the Poxburgh 5
Co-operative Workshop, one of Welling—
ton’s first arts co-operatives.
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The six studios with shared lounge/
lunchroom have at different times been the
workplace of at least 50 artists and
craftspeople from all sectors of the arts,
many of whom have become very suc-
cessful in their field.

As pressure grew for me to buy another
electric kiln I decided to move just a few
doors away to Majoribanks Street, to a
shop with good foot traffic and room for
my studio behind. My plans in making my

workspace accessible to the public
pleased the OE l/ Arts Council, who as-
sisted me financially in the five months it
took to move.

The name Bloomsbury for Decorative
Arts is to honour the Bloomsbury Group
of artists who set up a similar workshop in
London in 1913 — the Omega Workshop —
with the aim of bringing vigorous, lively,
modern artwork into people’s homes. I
could identify with their struggles to run a
workshop producing saleable items, while
retaining scope for individual expression.
i didn’t want to emulate 1913, but to cap-
ture the spirit of what they were trying to
achieve. Decorative effects such as paint
finishes and painted ceramics and fabrics
popular at the time, are now back in fash-
ion.

The shop was designed to reflect mod—
ern decor trends, so people could see how
pieces might look in their own homes. This
was carried out superbly by Gayle Wilson,
a decorative artist, using trompe—l’oeil or
visual tricks to give the shop an opulent
imaginative feel, perfect for the kind of
work I wanted to display: all New Zealand
made ceramics, glassware and jewellery.

At Roxburgh 5, my old studio complete
with 180u ft gas-fired kiln, continued to be
used by a number of Ceramics Course
graduates; Andy Hope, Richard Stratton,
Kari Shadwell and Louise Pickford.
Bloomsbury has become a very accessi-
ble outlet for the work of all members of
Hoxburgh 5.

I now have an assistant, Rebecca
Pubben, a graduate from Wanganui and
Nelson, who produces her own work when
she‘s not serving customers. Despite the
interruptions the benefits are great, with
the interaction between the customers and
the potters, jewellers, glassworkers,
bronze sculptors and other artists, help-
ing to make an inspiring workplace in a
vibrant, exciting part of Wellington. I

Why not take a subscription to the

NEW ZEALAND POTTER
MAGAZINE

Subscribers have a $3 discount
see leaflet inside front cover

Post your cheque to:
NZ Potter

PO Box 881
Auckland

Gloria Young in the shop, workshop behind. The
seat is used by children to watch pots being thrown

”Unearth/y Urn" earthenware by Gloria Young. 500mm h
Photos by Guy Robinson

Majolica vase by Gloria Young. 315mm h

Rebecca Pubben’s fish on the wall, fruit bowl by
Gloria Young

1 0/210: Q-EQ DM

Majolica Platter by Rebecca Pubben. 350 X 220mm

Pots and shell forms by Rachel Vollusch, glazed by Gloria Young. 130mm h
Photo by Julia Brooke-White
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Double Agate: Silicon Carbide and
Copper additives

Group of bottles in different surface
treatment techniques with undulat-
ing rims

Manganese/Copper "Bronze” mix-
ture with sgraffito through Red Iron
Slip and lnlaid blue lines

Crawl glaze with Manganese parti-
cles bleeding through

”Tyrolean" bowl. The pink is Chrome
Tin reaction from Lead Chromate

Uranium Yellow with Manganese/
Copper rim

Agate spiral with Copper Carbonate
in the clay
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Bowl squeezed oval with Manganese and Cobalt parti-
cles added to the clay

Fluid Manganese/Copper caught in motion in a matt white
glaze

A group of composite bottles with pink artifici/ reduc-
tion caused by Silicon Carbide in one of the agate clays

Photos John Parker

The Organic Nature of Sophistication
Lucie Rie remembered
John Parker, Auckland

“Art is not a profession. There is no essential difference
between the artist and the craftsman. The artist is an exalted
craftsman. In rare moments of inspiration, moments beyond
this life, the grace of heaven may cause their work to blossom
into art. But pro ciency in a craft is essential to every artist.
Therein lies a source of creative imagination ."
Walter Gropius : The First Bauhaus Manifesto. 1919

Lucie File was the most sensitive, aware, individual and
uncompromising potter l have ever known. To say she has been
the greatest influence on my own work is the understatement of
the century. She was a constant inspiration, working right up into
her nineties until she had a stroke about three years ago. l was
personally devastated when the Off Centre column in Ceramic
Review published an attack on her questionable worth as one of
the important influences of twentieth century ceramics. It hurt
me deeply. I really felt like answering back, but couldn't. My 1995
show at Masterworks Galleryopened on the day she died. it was
a strangely positive omen that brought a flood of wonderful
thoughts along with the tears. I have wanted to write my feelings
about her for a while now, but I haven't wanted to be another
hanger-on to jump on the eulogy bandwagon. She is too
important to me for that.

When I began working with clay and a potter's wheel in 1966,
the New Zealand norm closely followed the Leach/Hamada/
Rhodes aesthetic of truth to materials, which manifests itself in
the natural beauty of iron-bearing clays, reduction fired mostly in
oil fuel kilns. Electric kilns were regarded as an amateur joke.
The results gave the overall brown and green tradition which
was all pervasive. In the pottery heydays of the sixties, so much
of the work was mock traditional, mock Japanese, clumsy,
roughly finished, unevenly glazed with dribbles. All this hid be-
hind the guise of spontaneity. Honesty, humility and expression
of the rugged qualities of clay were often a smokescreen for
lack of craftsmanship. The random flashing and firing marks
amounted to cosmetic surgery. It was never really my thing, but
I tried to conform and managed to work within the system. Firstly
trying to throw white earthenware clay which felt more like a
casting slip and then by manipulating a magical ingredient 8N1
with Crum Clay, I managed to get a relatively iron free clay to
experiment with white glazes on. Trevor Bayliss mixed the first
porcelain clay from refined ingredients, but David Leach Porce-
lain was yet to come as a product of the late '703. As beautiful as
the traditional Chinese and Japanese objects were and still are,
i felt out of place with the oriental mentors.

Then one day in 1967 Tony Birk's TheArt of the Modern Potter
was published and I discovered Lucie Hie and Hans Coper and
the Bauhaus and a European aesthetic which joyously celebrated
the machine and technology and precision. Form followed func-
tion rather than emulating nature. It changed my life. I had a real
mentor at last and one that was well respected and still used an
electric kiln. One day with all the naivety and arrogance of a 21
year old, I actually wrote to Lucie and asked if I could come and
work with her. She suggested instead that I should apply for the
Royal College ofArt. Years and many letters later I did go there.

Hans Coper was my tutor and l graduated with an MA Degree
in Ceramics in 1975. i am certain Lucie had a lot to do with the
whole process of my getting in with an honorary BA Degree,
although she would never take any credit. She found me a place
to live with young friends of hers and would periodically have me
over for dinner because she thought I wasn't eating properly.
She always cooked sensible things because she said " New
Zealanders liked sensible things." She introduced me to her
great friend Ian Godfrey, and we shared a workshop for a year
before I returned home.

I have many great fond memories; like the very first meeting
when she came to the door dressed in white, with a white apron
and white porcelain clay on her hands; the legendary poppy
seed cake; The Joseph Hoffmann glasses; the talk of an aristo-
cratic childhood in Vienna and my holding her feet as she dived
into her large electric kiln to lift out the heavy shelves. Always
there was a generosity of spirit. After I returned home she al—
ways made time to see visiting friends i passed her phone
number on to. The last time I saw her was in 1988 on the ill-
fated Faenza reconnaissance trip.

Lucie Rie epitomises all that | find desirable in pottery. Her
work is highly sophisticated but the apparent simplicity is highly
deceptive. I believe the more her work is refined, the more she is
concerned with simple variations of basic ideas, then the more
the essential qualities of clay are being expressed. In the Hand
Crafted ldeal this is as much an apparent contradiction as label-
ling her work “Potter's Pots", but they are. They contain so much
information about clay, glazes, the throwing process and the
effects of temperature, but they are like people who silently know
more than they are letting on. The implications one may deduce
from supposedly simple or straightforward effects are stagger-
ing. All you need to do is work out how to decipher them.

In the introduction to the catalogue for the 1967 Arts Council
retrospective exhibition of her work George Wingfield Digby wrote
“Here was a studio potter who was not rustic but Metropolitan.
Herwork had the nostalgic undertone of Folk Art." She always
worked within the area of traditional studio pottery, because all
her were is recognisable as buttons, bowls, bottles, cups, jugs,
vases etc. Although some of her inspiration comes from early
Roman pottery found in Britain, her work is contemporary and
sophisticated. This is not surprising since Greek and Roman
pottery was all about control and precision: the potter's skill of
throwing and turning versus the kiln's random enhancement.
She never needed to resort to using the bizarre for effect. She
was concerned with essence: The paring away of unnecessary
features like stuck-on appendages or ruinous brush painting.
Lucie decorated and complicated her work with restraint and
from a limited vocabulary of methods and simple variations. Her
favourite forms recurred with subtle changes in size and propor-
tion rather like the a group of plants of the same species - they
are all theoretically the same, with a shared common origin but
none are exactly identical. Her forms are stark, often severe, but
are-far more related to the forms and principles and refinement
of natural things than the pseudo-natural sculptural ceramic
artworks which proffer to know what it is all about, but which end
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