





on form

i

T

%

rick rudd ceramics
el E-T
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In 1999 when Rick Rudd celebrated his 50th birthday he started to think about where he wanted
to live for the rest of his life. This motivated him to move from the suburbs of Wanganui to the
coastal settlement of Castlecliff, situated on the wild, west coast of the North Island of New
Zealand, 12 km north from downtown Wanganui.

It is tempting to conjecture that this change of environment influenced his pottery. One might
assume that the vast quantities of driftwood, stones, shells and other organic matter he has
amassed in his unique cliff-top garden overlooking the Tasman Sea provides ‘raw material’ from
which his vessel forms derive. Certainly many of the teapots, and recent bottle forms, have the
appearance of dark grey stone, burnished smooth by the wind of a thousand centuries, and yet
Rick points out that several forms were already present in his work in the early 1990s. While
there’s always evolution in his work, there’s also a regular return to previous forms.

For Rick there are usually more pragmatic reasons why his work changes. For instance, he
decided that 2000 would be “The Year of the Jug”, but when the jugs jumped the ‘species’ barrier
and became teapots the trickle of sales turned into a stream. Six years and over 400 teapots later
they are “hotter than ever”.

The Teapot

The teapot is a universally recognised and cherished object whose presence is often central at
social gatherings. It symbolically unites us through joyous or sad times and during that ever
popular human pastime of catching up with the gossip ‘over the teacups’. Little wonder that some

people avidly collect teapots.

What an endlessly fascinating form the teapot is! More interesting, complex and challenging to

make than any other vessel in the potter’s repertoire, and in Rick’s case the teapot is a sensuous
object of beauty whose fluid lines make you just want to run your eyes, or hands, all over it.

The current series of teapot forms are Rick’s most accomplished yet. Over and above the years of
experience he brings to bear in mastering their physical construction it is the scale of these new
teapots which separates them from their predecessors and puts them into a league of their own.
It is hard enough to model spout, body, handle, lid and feet, but here, Rick achieves all that in
miniature without foregoing the same exacting level of detail and precision he would demand of
larger scaled pieces. These little beauties would be ideal for those who only require “half a cup”
as that’s all some hold! Theoretically they should do their job if ever pressed into service.

They are glazed in his now familiar metallic black, with lids highlighted in bronze or shiny black.
For Rick, colour is an unnecessary distraction to the core business of building a pleasing form
with clean lines, so he glazes in order to emphasise form and line rather than to ‘decorate’.

Marvelling at their construction it is hard to imagine these teapots being hand-built. Even though
Rick has smoothed away all the irregularities which we come to expect in the hand-made piece
there’s always some flexing or movement of the surface during firing which implies the
hand-made. These undulations and curves bring life, character and individuality to the form and
ensure that no two pieces, no matter how alike they may first appear, are ever simply ‘clones’.

What an extreme makeover Rick has achieved in design while still remaining true to the teapot
form! While they possess all the required ‘body parts’ we expect in a teapot, how extraordinarily
avant garde and futuristic they are. Some have aero-dynamic ‘wings’ evoking supersonic aircraft,
while others look like flying machines yet to be invented. There are teapots with holes in places
where logically a hole shouldn’t be, and others which are spiky, bulbous, wavy, angular, or a
combination of these - any shape he’s able to persuade the clay to maintain.

Rick now works at the outer limits of form-making, always trying to push the clay, and himself,
just a little bit further with each new form.



The Bottle & Bowl

Of late Rick has returned to the bottle form with very exciting results. While the teapots have been
miniaturised, quite the reverse is happening with the bottles. Their size ranges from domestic
dimensions to the very large, verging on monumental. Their long, tapering necks and fin-like
‘feet’ again recall spacecraft (this time, however, rockets).

This shift upwards in scale effectively showcases their sculptural qualities, as they almost (but not
quite) kiss goodbye to all traces of functionalism. Gone is the hand-held scale that makes a bottle
easy to lift and pour; gone too the stopper to preserve its contents, and the simple, cylindrical
shape for efficient storage. These bottles are about their outsides and not what is supposedly
stored within.

In the case of the bottle, the last vestige of functionalism that Rick retains is virtually nothing at
alll Well, it's the hole, or aperture, in the top to be precise. Sometimes it’s less than 1 cm in
diameter, but it’s a hole nevertheless and therefore, by Rick’s definition, a bottle.

Our notions of what constitutes a bowl are also challenged by works with multiple ‘arms’ and a
cactus-like appearance. These perch on balls that sit on an amorphous-shaped base. They're a
marvellous feat of engineering and may cause some tension in the viewer due to the clever
balancing act being performed.

Signature & Style

In the past, Rick has ventured into abstract and figurative sculpture, but prefers to be defined as a
potter (with its tradition of functional objects for the home) rather than an ‘artist’ who makes
‘sculpture’ for the gallery or art collector. Paradoxically, his work has been purchased by several
top New Zealand public art galleries, so he’s one of the few who have succeeded in having a ‘foot
in both camps’. To understand this more fully one needs to know that his heroes include the 20th

century potters Hans Coper and Lucie Rie. Their work too pushed the boundaries of what it was
possible to build in clay and, like Rick, also bridged the gap between art and craft with ease.

The 20th century saw some seismic shifts in thinking around ceramics. Bernard Leach’s seminal
1940 publication, A Potter's Book gave rise to a whole new East/West ceramic cultural
interchange which continues to this day. However, this branch of pottery practice is perhaps a
little “Old School’, (emphasising traditional aesthetics and techniques) whereas Coper and Rie
epitomised a new school of thinking informed by sculptural concepts from European Modernism.
Their works have yet to achieve the same giddy heights in the elite art world as British sculptor
Henry Moore, but among their peers and subsequent generations their influence has been just as
far-reaching and profound.

Future art historians may well assess Rick’s ceramics along similar lines, as a ‘Rudd” vessel needs
no flower arrangement to bring it to life. Its ‘object-ness’ is emphatic and complete. He has long
dispensed with ‘signing’ pieces. Why would he? His work is not only inimitable, but long been at
the stage where style is signature.

Paul Rayner
March 2006

ABOUT THE AUTHOR:

Paul Rayner trained as a painter at Elam School of Fine Arts, University of Auckland 1985-88, and
began working with clay in 2004. Ffrom 1998-2006 he was Senior Curator at the Sarjeant Gallery,
Wanganui, New Zealand and 1994-98 an art educator at Te Papa, the National Museum & Art
Gallery of New Zealand. In 1996 he wrote the essay for Rick Rudd’s True to Form catalogue.
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“| take the vessel and teapot for my inspiration and interpret them through line and form.”

- Rick Rudd

" Wik B AR BOAN R A BRI R OLE MR SR R BT R R E TR AT AT ©
=























































































Rick Rudd - Biography
Rick Rudd was born in Great Yarmouth, England and trained at Great Yarmouth and Wolverhampton Colleges of Art, attaining

a Diploma of Art and Design, Ceramics, in 1972.

In 1973 he arrived in New Zealand and since then has won several awards including the Fletcher Brownbuilt Pottery Award
(1978 winner; 1980, 1982 and 1983 merit awards), the Winstones Bow!| Award (1981), the New Zealand Academy of Fine
Arts, Caltex Oil Award (1983), Norsewear Art Award for Pottery (1995), the Royal Easter Show Pottery Award (2001) and

Ballantynes Contemporary Tableware Premier Award (2001).

He has exhibited widely throughout New Zealand, regularly in solo exhibitions, numerous times as guest exhibitor, and his
work has been included in international exhibitions in Faenza, Italy (1981 and 1983); Sydney, Australia (1982 and 1988);
Edmonton, Canada (1993); Flagstaff, USA (1984); Vancouver, Canada (1986); La Jolla, USA (1986); Santa Anna, USA (1993);
Singapore (1995 and 2003); Takayama, Japan (1995); Porvoo, Finland (1996); Tokyo, Japan (1998); Fremantle, Sydney and

Shepparton, Australia (2002); Hong Kong (2003 / 2006); Taipei (2004 / 2006) and Guernsey (2005).

He has curated and selected national exhibitions and conducted workshops for many potters' groups and polytechnics
around New Zealand. He was president of the New Zealand Society of Potters (1988 to 1991), a participant in the first New
Zealand Ceramics Symposium (1988), has received two Queen Elizabeth Il Arts Council grants (1984 and 1992) and was a

member of the Trust Board of the Sarjeant Gallery, Wanganui (1991 to 1997).

His work is held in the New Zealand High Commission, Singapore and in most of the museum and art gallery collections in

New Zealand, including the Auckland War Memorial Museum; Waikato Museum of Art and History, Hamilton; The Dowse,

Lower Hutt; Manawatu Art Gallery, Palmerston North; Sarjeant Gallery, Wanganui; Hawkes Bay Art Gallery and Museum,

Napier; McDougall Art Gallery, Christchurch; Otago Museum, Dunedin and the Suter Gallery, Nelson.

His work has often been illustrated in the New Zealand Potter magazine and is represented in several books including Craft
New Zealand, Doreen Blumhardt and Brian Brake, 1981; Studio Ceramics, Peter Lane, 1983; Ceramic Form, Peter Lane,
1988; Profiles - 24 New Zealand Potters, Cecilia Parkinson and John Parker, 1988; Contemporary Ceramic Art in Australia and
New Zealand, Janet Mansfield, 1995; 100 New Zealand Craft Artists, Helen Schamroth, 1998; 500 Teapots, Lark Books,
2002; 500 Bowls, Lark Books, 2003, and Crafted by Design, Jeanette Cook, 2005.

All Rudd's work is hand built, the majority pinched and coiled, a technique of adding thick coils of clay to the piece then
pinching, squeezing and shaping the clay as it is extended. Once the forming process is completed the work is scraped and
the form refined. The making process being relatively slow necessitates several days work being spent on some pieces. His
shapes evolve rather than begin as separate ideas and new works often hark back to previous pieces but take on a new dimen-

sion. He deliberately restricts himself to a limited palette of black, grey and metallic glazes.
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