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A new year, a new

beginning..... 'Or so it

goes' according to

Kurt Vonnigut!

As we began editing

and compiling this

issue of our magazine,

we were met with the

s a d  n e w s  t h a t

N i c o l e n e  ( N i k k i )

Swanepoel passed

away unexpectedly.

When something like

this occurs, one often

contemplates one's own place in this universe, one's goals and

achievements. Unexpected situations can occur at any moment

and one has to make the most of one's time and creativity. Nikki

had so much enthusiasm and many more plans for the rest of

her life. Let us learn from this and not procrastinate with our own

dreams.

Nikki's enthusiasm for life, animals, ceramics and this magazine

will be sorely missed. Wilma Cruise came to the rescue and

penned beautiful words for us in remembrance.

Nikki wrote an article on Millstone Pottery's Wood Firing Jamboree

and luckily we were able, with the assistance of Nina Shand, to

retrieve this and use it in this current issue.

This is the year of our 2016 Corobrik National Ceramics Biennale.

Sasha Wardell will be the Awards Judge and she has generously

sent an article on her work. Furthermore, Ann Marais has honoured

a special gentleman - an unknown in our ceramic circles and it

definitely makes interesting reading.

Our magazine is slowly settling into a routine... we have retained

Sue Calf as Graphic Designer and she has once again assisted

in putting together an imaginative and professional magazine. I

also have to mention that Jerice Doeg, Ann Marais and Lynnley

Watson have come on board to ensure thorough editing of

articles. We hope that all members and friends of CSA will share

our enthusiasm and continue to contribute in the future. It is

amazing where some leads come from...so please keep your

eyes and ears open for interesting topics and ideas.

Contributions to the Ceramics Magazine

Editorial requirements

This information is intended as a guide for contributors. Please do
not hesitate to contact the editor should you require any further
information.

Articles may include profiles on ceramists (self or others), reviews of
ceramic exhibitions and books, upcoming events, critical reports and
commentary, research papers and technical innovations. In fact, we
welcome any subject of interest to ceramists, potters and sculptors,
galleries and collectors, educational institutions and their students.

The average length of articles is 500-2200 words. Longer articles are
welcome, they might be broken up over two issues if space is not
available, or stand over to the next issue.

Please submit by email to ceramicssa.magazine@gmail.com or
lydia@rgholmes.co.za in an attached Word document, NOT Pdf
format, nor within the body of an email.

Your own writing style is a preference and minimal editing will take
place, mostly in cases of spelling and grammar. At times, articles may
be edited to meet layout requirements. Where possible, the author
will be contacted prior to going to print should the Editor deem it
necessary.

A two or three sentence statement about the writer must be included.
Please include the name of the photographer/s.

Guidelines for Images

The files must be high resolution JPG (300dpi) or in the region of
600kb to 3 mgb.

Digital files may be sent in small batches (under 3 meg) to
ceramicssa.magazine@gmail.com, lydia@rgholmes.co.za or via
Dropbox.com (invite: lydia@rgholmes.co.za ) or a similar transfer
method.

All images must be accompanied by a text document which lists the
following for each image:   name of the artist, title of the piece, date,
materials and techniques, dimensions and the photographer's name.
 All images must also be labelled with the name of the article or
person concerned, i.e. Peter Black.jpeg.

Please note: The quality of your images is of high importance and
may determine whether or not your article is published.

If possible, seek the help of a professional photographer.

Guidelines (if taking your own images):

A good image is in focus, with proper exposure, a full depth of field
and a full range of contrast (light to dark tones).   Do not set work
against a busy background.  .

Earth tones, white, grey or black make a good neutral background.

Do not use lighting which will result in hard shadows or will reflect
off the vessel.

Do leave a generous space around the object if at all possible.

Tight cropping is not recommended.  Make sure the WHOLE subject
is in the photograph.

Choose your images carefully.  At the most ten images per article.
We will ask for more if required.

Please do not send Tiff images.

If you are contributing to the CSA Exposure page, 2 images would
suffice. Some of these images will be deep etched (cut out) and need
to be against a contrasting background with little or no shadows.
Please supply a name, and details regarding the work (new work) or
where it is on display. No images without these descriptive details
will be published.

The editor retains the right to include or postpone the publication
of any contribution.

Opinions expressed are those of the contributors and do not necessarily

represent the opinion of the editorial staff of Ceramics Southern Africa.
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work and images supplied by Digby Hoets

Telephone 082 808-9166 / 082 885-1103

Email: ndebelemining@gmail.com



PRODUCT RANGEPRODUCT RANGE

GLAZECORcc
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194 Immelman Road, Wadeville, Germiston

Tel: 011-827-0280/1/2/3

Email: jpryde@vodamail.co.za

For all applications and temperatures, constantly being 
developed- how can we meet your needs?

Throwing clay in White and Terra Cotta from fine to 
textured with coarse grog
Porcelain throwing clay and casting slip
Casting slip in White and Terra Cotta
Clay bodies blended to customers formulations

Liquid underglazes with over 100 colours to choose from
Powder underglazes

A broad range of colours for every application

Just about everything to make your own glazes, clay 
bodies, moulds….

Kiln shelves & Props, Element wire, Temperature 
controllers, Compensating cables and Thermocouples, 
Pyrometric cones, Insullation Bricks, Fibre Blanket….

Pottery Tools, Engobes, Relief Glazes, Onglazes,
Glass Enamels, Lustres…
New and second hand equipment…

Glazes

Clays

Underglazes

Stains

Raw Material

Kiln Furniture

Miscellaneous

Glazes

Clays

Underglazes

Stains

Raw Material

Kiln Furniture

Miscellaneous

Let Glazecor Be Your Partner In Business

No need is too small or great.

Contact us today for friendly

and professional advice…
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Send your images for the Exposure page to
ceramicssa.magazine@gmail.com. Add a short description of your work,

size and where it is on display or whether it is simply new work.

Left to right

1. Alessandro Pappada, 'A crowd of cups ', Gebak - a ceramic exhibition curated by

Hennie Meyer at the University of Stellenbosch Woordfees 2016

2. Rika Herbst, Forest Bowl, Icheon, Korea

3. Catherina Pagani, Imibali Gallery, Somerset West

4. Gerd Kalesse, White Christmas Exhibition, Pretoria

5. Colleen Lemkuhl, Blue Vessel, White Christmas Exhibition, Pretoria

6. Corrie Hook, Zulu-lulu Art House

7. Jane Jarvis, Plate, New work

1. 2.

3. 4.

5.

6. 7.
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Left To Right:

8. Margot Rudolph, Teapot, Zulu-lulu Art House

9. Millstone Pottery, @ Millstone Gallery

10. Cathy Brennon, "New Dawn", New work

11. Lesley-Ann Hoets, Vessel, New work

8.

9. 10.

11.









































In mid-2015 I said my goodbyes and headed off for Vancouver, Canada where I
am now resident. The exercise to relocate to a new life in a new country is
simultaneously stressful and liberating… and prompting one to search for
perspectives on all and sundry. That exercise of focussing on what matters most
and what would transcend time and place started with my selection of which
works in my vast studio pottery collection would be shipped to me in Canada.
Whilst handling the pottery and assessing what made them collectable, it dawned
on me that I did not spend three decades collecting pots… I have been collecting
potters.

The premier pieces in the collection were crafted by Esias Bosch, Anton Bosch,
Esra Bosch, Andrew Walford, Digby Hoets, Ian Glenny, David Walters, David
Schlapobersky and Felicity Potter, Christo Giles, Neville Burde, Elza Sullivan, Hyme
Rabinowitz and a few others. I did not acquire their works because they had
investment value but because they resonated with my judgement of consistent
superior craftsmanship and my values of the ethics of making pots. Let me put
it in another way: a pretty pot is not necessarily a good pot. Sadly, I saw far too
many pretty pots and far too few good pots being promoted in recent years. I
also saw potters who after being awarded a prize for this or that kind of pot, fall
into a rut and produce the same stuff in various guises. Or they would flit from
one invention to the next, never adding depth to those qualities in their prize-
winning works which brought them the earlier recognition. The question must
be asked whether the potter exclusively carries the blame or do the competition
jurors (and collection curators, dealers and buyers) share in the blame for promoting
a pot on its face value and immediate appeal? Not so long ago, an award of merit
was given at a provincial exhibition to a pot which, according to one juror, had
the most amazing glaze. When I pointed out that the pot had major structural
defects and when lifted felt like a chunk of concrete, the juror admitted that he
only viewed it as it was displayed on the pedestal, neither scrutinising it in the
round nor experiencing its tactile qualities. In other words, the pot was given
recognition for its ornamental value only and the potter gained an undeserved
accolade.

My preferred potters do not grow complacent about their work. They do not
measure their craftsmanship or their success against peer group endorsement or
public acclaim or the high prices which their works fetch. Of course they produce
to sell but they do not pander to the whims of buyers… or competition jurors.
Their work is not staid in appearance but is consistent in never wavering from
any of the prerequisite qualities which makes a pot a good pot. They push their
skills bit by bit, edging forwards in the evolution of their work. In any of their
most recent works, one can read the history of what they have mastered over
time and how that knowledge is the very foundation of anything new. All of this
does not mean that I have never acquired the works of up-and-coming potters
but only in rare instances have I added any of their subsequent works to my
collection. I would abandon my interest in them if one or two years after acquiring
a first work, I saw in their new works a stagnation or the greater evil of the addition
of fashionable frivolities.

Exhibition-cum-competition events must of course invite and recognise new
potters. These events are critical to the vibrancy of the pottery craft by attracting
talent, recognising talent and promoting sales. They must also be seen as essential
events in cementing pottery's relevance and status in the South African art-craft
world where a multitude of expressive forms and practices vie for recognition.
This demands that pottery promotional events should celebrate excellence over
novelty. Who are the judges of excellence? Is such judgement the exclusive
domain of the potters themselves? How about inviting the critical judgement of
dealers of repute, connoisseur collectors, art historians, patrons, art critics and
academic-orientated writers? These people are not incidental to the craft of
pottery but are integral to it. Just because they do not have clay under their
fingernails, does not mean that they know nothing about what makes a pot a
good one.

All of this might make it appear that I am rather negative about South African
pottery. That is not the case at all. I am a staunch supporter and admirer of South
African studio pottery and have sung its praises far and wide. I am, however, not
going to rave about any king's new clothes whilst knowing that the king is in fact
kaalgat (naked).

Ronnie Watt
Vancouver BC, Canada
Website: www.artatworktoday.com

Ronnie Watt was accepted in 2015 as one of only 101 new members of the prestigious

International Academy of Ceramics. He is currently engaged in research for his MA in

Art History. The dissertation deals with South African studio pottery in the 20th century.

FROM AFAR...
A LETTER FROM CANADA
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+27 11 482-2215
1 Annet Road Cottesloe Johannesburg
email: liebpott@iafrica.com
www.liebermannpottery.com

An exciting array of Southern African potters and

ceramic artists, both rural and urban, including˚Lisa

Liebermann, are showcased at Liebermann Gallery.

The Gallery is located in the historic Gas Works, close

to the trendy Melville shopping area.

Liebermann Pottery in Johannesburg has an extensive

range of traditional handmade cottage tableware,

dinnerware and ceramic picture tiles, brilliantly-

coloured˚contemporary garden˚planters˚and vases,

with their distinctive Liebermann ambience. For the

Bonsai enthusiast, the Liebermann Gallery has the

largest selection of planters on the continent.

Our Cape Town gallery is situated on an old Cape

farm, on Kommetjie Main Road, near Kommetjie

on the Cape Peninsula.˚



Craft Art in South Africa - Creative Intersections

By Dr Elbe Coetsee

Publisher: Jonathan Ball

ISBN 9781868426140

Review by Wendy Goldblatt

Elbe Coetsee is a promoter of craft art and social entrepreneurship and is
passionate about the tactile quality of handmade objects. She has a PhD from
Pretoria University which focussed on demographic characteristics and
entrepreneurial attitudes of South African craft artists. She is also a curator for
the handmade section of the Design Indaba.

This is Elbe's second book on Craft Art in South Africa working with photographer
Jac de Villiers and layout artist Liane Visser. Elbe says her motivation for writing
this second book is to highlight the renewed sense of creativity, culture and
inspiration that is sweeping the country, in spite of the global economic and
local problems.  As she says in her introduction to the book, it showcases the
universality and skill of some of the artists working in South Africa today and
it rejoices in the sharing of creative knowledge and skills.

The book is packed with photographs of glorious craft art objects and their
makers. It is divided into the various disciplines, such as Baskets; Beads;
Ceramics; Fibres and Fabrics; Glass; Metal and Wire; Recycling; Wood and
Cane, all including fine examples of craft pieces in the various disciplines.

The Ceramic section is by far the largest with reviews of some twenty six or
so ceramists. As a point of interest, the earliest pots found in South Africa were
of handbuilt unglazed earthenware and date from over 2000 years ago.

South Africa has an amazing range of contemporary and traditional ceramists
who make a wonderful, exciting variety of ceramic objects and Elbe pays
tribute to several of these artists and their diversity.

Dr Coetsee looks at the work of some thirty ceramists, some well known and
other lesser know ceramists, all with something original to say.

She also discusses groups like Ardmore where some sixty potters work in
collaboration, some throwing, others turning, yet others adding animals,
carvings, handles etc. and yet another group painting the pieces after they
have been bisque fired. Much of their work is now sold overseas and fetches
very high prices on both auctions and exhibitions.  It is now known as “modern
day collectibles”. Other groups such as Anthony Shapiro's Art in the Forest.
Anthony runs mentorship programmes, outreach workshops and encourages
his resident artists to create the 'Forest Ware' range of pottery which is sold
in their gallery.

Hylton Nel mentors two protégés at his studio, Nico Masemola (now deceased)
and William Ralarala who, while they work independently of him making their
own individual pieces, they have many discussions with Hylton on what to
make, on colour, glazing and marketability.

Another lesser known potter, Tom Joubert  runs the Afrikania Pottery Studio
whose geometric patterns are inspired by his African Heritage.  Joubert also
works with rural communities, some of whom border the Kruger Park with
the objective of creating protective buffer zones round the Park through self-
empowerment training and employment.

Some of the ceramists Elbe has selected are not well-known outside the Cape,
which makes her book all the more interesting to discover some highly
innovative and original potters whose work is relatively unknown to a lot of
readers. I found the delicate hand work of  Fahmeeda Omar, the large
sculptured pieces of Astrid Dahl and the amazing VOC- inspired chandelier
made by Ella Lou O'Meara both fascinating and intriguing and wanted to see
more of their work.

Then, of course, there are the established ceramists such as Clementina van
der Walt, Kim Sachs, Kathy Glenday, Ian Garrett, Hylton Nel, Yvette Weyers,
Hennie Meyer, Nicolene Swanepoel and Wilma Cruise to name but a few.
Each artist's work is illustrated with fantastic photographs of their work together
with a photograph of the artist themselves in typical pose.

I have not reviewed the other sections of the book which deal with the
extraordinary talent one finds in Basket weaving, Fibres and Fabric Beadwork,
Glass, Metal & Wire, Recycling, Wood and Cane, all of which are works of art
in their own right and again demonstrate the extraordinary genius that one
finds in the Craft Art of South Africa.

I hope I have whetted your appetite to buy this beautiful book that I thoroughly
recommend and which will be a worthwhile addition to your library and one
that you will use for many years to come as a reference and as a book for both
inspiration and enjoyment.

Wendy Goldblatt has been creating in ceramics for over 40 years. She has exhibited
on both National and Regional exhibitions throughout the country and has work in
many private collections both in South Africa and overseas. One of the founding
members of Ceramics SA (the Association of Potters as it was then called) she has
served as both committee member and chairperson in that organisation. She has
also acted as judge for several ceramic exhibitions and is a Fellow of Ceramics
Southern Africa.
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Having made ceramics from the early age of thirteen, it is a passion that
has never left me. I decided to study architecture, and then practised
with my husband as Schmidt and Heydenrych Architects for twenty
years. Naturally, architecture shines through in my ceramics.

Clay has been used for millennia throughout human civilizations; not
only for art, but for domestic and architectural purposes as well. For
instance, roof tiles were manufactured for housing. These roof tiles were
made in rural Mediterranean countries by forming the tile over the
person's thigh for the correct taper.

We used drawing boards until the nineties, and then transferred to
Computer Aided Drafting (CAD) which is a very different process to
drawing. Lines are formed by joining two dots, very mechanical, while
a hand drawn line has character and even emotion, as in the way two
lines join at a corner. Another problem with CAD is that architects become
lazy and use cut and paste, copy, repeat, and mirror keys. This is obvious
in so many contemporary buildings; just look out your windows when
driving. This becomes obvious in the built form, resulting in buildings
with the same facade sited next to each other in a mundane manner.

In a similar way, however, modelled 3D computer printed ceramic forms
have the same effect with copying, perfection moulding and repeating.
It is a hands-off means of production, losing tangibility, character and
individuality. It also bypasses the joy of holding and feeling the clay while
forming it. Unfortunately, we always have to fight fiercely for art over
commerce.

I am very inspired by the ceramics and gold leaf work of the ancient
Mapungubwe civilisation in the Musina area. To create my vessels, I used
my concept of very thin porcelain walls as the gold foil and these slabs
are joined together with tiny gold lustre nails as were used on the famous

gold rhino. Unlike Zimbabwe, the Mapungubwe treasures discovered
on the top of this mountain were protected by surrounding sandstone
cliffs from plunderers until 1933.

The ceramics of the time are beautiful, some very refined for use by
the royalty who lived on the top of the mountain, and others rougher
for domestic use by people in the surrounding plains. They often
used woven basket imagery which they scratched onto the vessels.

When I researched the site, I discovered that the Visitors Centre for
this World Heritage Site was designed by my former lecturer, Professor
Peter Rich. His design won the international award for “Best Building
in the World” in 2009. The forms and materials are beautifully
vernacular. The construction method used was based on a 700 year
old Mediterranean vaulting system, using layers of clay tiles and
minimal timber guides. The tiles are joined using a quick setting
gypsum mortar. All ceramic tiles and timbers were fashioned and
built by the local people.

The Mapungubwe collection is housed in the Old Arts building at
the University of Pretoria, and it is well worth a visit.

I try to draw every day. It is a delightful process as the subconscious
works through one's hand and forms are dreamt and captured on
paper. I studied under the legendary Professor Pancho Guedes, who
taught us to first conceptualise and draw the building form in 3D.
Thereafter we worked from that into plan, section and elevation. It
created forms with inherent integrity.

My teapot was dreamed up one night. I wanted to form a teapot
as a city building. After much development, the items now stand as
structures with texture and line indicating elevational treatment.
The tea set pieces embrace the spaces between them to create
negative forms, which become more meaningful within themselves.
My tea set pieces, raised on columns, are reminiscent of le Corbusier's
piloti which opened up spaces underneath his buildings and

CERAMICS EMBRACING ARCHITECTURE
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emphasised the object form.

With other vessels I explore translucence by reducing the clay surface.
I cut out windows and gables, scrape off windows, carve out lines, and
draw with black ink, which transfers through the clay as shadows.

The buildings drawn on the surface are ethereal, standing on sharp
Daliesque columns as the buildings rise up and float into the skyline.
What a pleasure not having engineers quoting “How are you going to
hold that up - with helicopters?” In architecture, it is essential to pick a
creative engineer. A design should be a challenge, not an obstacle.

Using porcelain has been a long journey of technique and form. In my
early work, I would roll out very thin slabs and join every facet together.
They took ages to build. It is similar to building architectural cardboard
models, except for the problem that clay dries out all the time. The
wonderful John Shirley then suggested that I slip cast them, and what
a breakthrough that was! I had always thought that slip casting was

'cheating,' but it is a means to an end, enabling me to achieve extremely

thin walls, beautiful translucency and an inherent seamless form.

The bowls with the reduced clay surface windows are reminiscent of the

alabaster still used today for windows, mostly for religious buildings. The

alabaster is more translucent than marble, being formed under water.

For architects these days, however, it is not a sustainable material; now

tiles and panels are made using stone chip in resin, which is recycled

using ninety-nine percent waste.

After the death of my husband in 2002 I closed our practise and moved

to Magaliesburg where I indulge myself in my ceramics. What a delight

it is to fill my days with clay!

Carolyn Haydenrych has a Masters Degree in Architecture, qualifying Cum

Laude at Wits University. Her Tea Set is in the Corobrik Collection at Pretoria

Art Museum. Her work has been highly regarded for its aesthetic and technical

excellence by Ceramics SA. She teaches Ceramics at Pretoria University in

the Archaeological Department in association with the Mapungubwe Collection.

Left to Right: 'Mapungubwe' Vessel 1,    Mapungubwe' Tea Light

Above: Progression of Teapots
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In 2009, Maestro Edoardo Villa was examining a small piece of mine,
consisting of a box-like form containing a funnel, meant to guide light
beams into the interior. He felt that the funnel had “potentialities” as
he expressed it, but it should be at least a metre tall.  So began the
series of 'Columns' which still occupy me.

The coiling clay technique that I use goes back as far as 1965, when I
attended a crafts class at the Akademie der Bildenden Kuenste in
Stuttgart.  Professor Schellenberger had been a student at the Bauhaus,
and his lectures on simple exercises like weaving, carving spoons and
forks from a twig and coiling small pots, were to become the principles
for my understanding of creating form.

 However, it was only in 1983 that I felt that coiling clay could be used
to construct a sculpture. I had previously done mainly woodcarving,
following on the training from Michaelis Art School under Lippy Lipshitz.

However, a simplified female head with hair encapsulating and supporting
the form was built in very thin coils, thus becoming very fragile which
in later years led to the development of internal supporting walls. I
continued with ceramics, making moulds during the mid eighties,
within which I pressed clay to build the hollow forms of three rock-like
figures.  This presented an opportunity to vary the shapes by cutting,
adopting various finishes in texture and colour and different spatial
arrangements to express diverse relationships.

Towards 1989 coiling had become my favoured method of building
sculpture; a series of torsos on the theme of drought and fire followed.
I became interested in showing some of the supporting core, by cutting
through the outside layer, initially fairly at random.  After 1990,   having
freely modelled maquettes to establish initial themes, I found it difficult
to make shapes by any other method than coiling - I had started to
think in coils.

An important part of my development in working with clay came with
the friendship and encouragement of Thijs Nel, writer, poet and artist
extraordinaire who now lives in Oudtshoorn. He was instrumental in
making me realise that clay sculpture could be enhanced by glazing
or using oxides; he also exhorted me to develop bigger works, but I
had to grow in confidence and courage for this eventually to evolve.
This came when I reached a stage sensing it was now 'me time' and I
could concentrate on sculpture as well as following Maestro Villa's
guidance.

It may seem a contradiction that a limitation to a vertical column as
basic composition is not a restriction, but in fact became an  infrastructure
within which I have found, and am still finding, ever  more possibilities.
 The need to make the work in sections, so as to fit into my kiln, and
equally important, being able to move them, became another formative
factor. Technical necessities at times can present the artist with creative
innovations. After enlarging the initial 'funnels', other sources of
inspiration floated into consciousness - beloved 150 year old tamarisk
trees standing proud against the vast spaces of the Free State grasslands;
rock shapes from canyons; the traces of dwellings in the decaying rocks
of Cappadocia; a vague dream of cubes and spheres interlocking and
enveloped....   and claiming of their own identity in the making. The
random cuts have now become considered apertures, opening up the
interior with evocative hollow spaces .

In this process, I have been using mainly a heavily grogged stoneware
clay and slowly over the years have felt my way into finding a few
select glazes and oxides which best enhance shape and texture.
However, there are always more possibilities and I am looking forward
to having many more 'columns' gracing the Stalhuis garden.

Amalie von Maltitz has an initial academic background, but never totally

gave up on sculpture all through her varied career as freelance teacher,

gallery and collection curator at the Rand Afrikaans University and charter

pilot. Ten years ago she started to concentrate primarily on her sculpture

which has been mainly executed in stoneware clay.
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Wendy Goldblatt and Peta Hunter live in the same street. Over a cup of
tea late last year they were talking about art and galleries and during the
discussion Peta mentioned she had always dreamt of opening a gallery
& exhibiting sculptures in her lovely garden and Wendy suddenly said
'why not open a ceramics gallery here as there are few places in
Johannesburg where ceramics can be shown and sold on an ongoing
basis'. As suddenly as the words were out, the idea was born and a gallery
came into being.

Peta's Place is already well known for musical soirees and laughing
meditations and this just became a natural extension of creative activities
in a very special setting.

The Space Between Gallery opened in October 2015 with an exhibition
of Lisa Firer's delicate porcelain tea lights & vessels.  It was followed a few
weeks later with Lalage Hunter's carved terracotta pieces and Wendy's
boldly decorated porcelain bowls. The final exhibition of the year was
called Original Objects - a group show that featured exquisite hand crafted
jewellery, fabrics and ceramics from various artists.  All three exhibitions
were highly successful and the first exhibition of 2016 was an outstanding
collection of Art Deco vessels and objects which attracted great interest.

Wendy is a renowned potter with over 40 years of experience both
creating and teaching.  Peta is a well-known stylist, designer & exhibition
curator.  They are both very excited about this new venture and are
looking forward to hosting many interesting exhibitions.  Although the
focus of the gallery is to showcase ceramics, they will also exhibit jewellery
& fine craft.

To find out more about exhibiting at The Space Between, please contact:
Peta 0825664026 or Wendy 0833363233. Email photographs of your
work to:  thespacebetweengallery@gmail.com

A NEW CERAMICS GALLERY OPENS
IN JOHANNESBURG
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