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@ “it was [he], who opened that world of Bernard Leach and all that h
stood for. I mean what was memorable, and I think really what got me so
excited, was he gave these wonderful slide lectures introducing the work
of Hamada and it was another world” Stephanie Boydell, Shizuko hughes
and Alex McErlain, A Japanese passion; the pottery of Edward Hughes:
Blurb, 2013, Edward hughes interviewed by Alex McErlain, April 2002
Isel Studio, Cumbria, p.53.

@ M=% “It was a blessing when the news of the scholarship came
to go to Japan. That was the great turning point for me” V& (" mk- L
EvHUR IR <HS ™ — 1 ARNE TN -39 0 LVEEI O 5 50°
op. Ibid, p.14.

@ XoANDHNUTE KA L 0Q B 5 QHawWiRK Y HyuI
(KA =) W 0 WVl 0D #ESLEW-20 8] e
Q0 I HAED = s A S KONEEN - M X [ XE X AN
N (D)) TR |RENER | RRVEKD” OREHE" |1 [~
S

& “English slipware which I still, as Hamada and Yanagi, see as our
greatest ceramic tradition in this country” (R B#HIS-»Q) op. cit,
p.54.

@ “There are quite a lot of westerners who go to Japan who want to learn

SN

to make Japanese pots. curiously I have never wanted to do that. My love
of English slipware was so strong what I made without deliberately
doing it was very English” op. Ibit, p.71

© M —XQIENBKQE =W “T discovered John Ruskin who had
so inspired William Morris and the English Arts and Crafts Movement. I
began to understand the wonderful exchange between East and West
through a love of craft, which had at its source a universal love of
Nature” op. cit.: “The inspiration” by Stephanic Boydell and Alex
McErlain, p.25.

© KA —NOmNXUT EEEOW L 0ROKWIRL VR “T read
the writings of John Ruskin and Yanagi Soetsu with a new
understanding. Surrounded by trees, as we had rice fields in Japan, my
eyes were opened. I began “to see clearly” after 30 years! I learnt how
craft in Hamada Shoji’swords should be “born not made”. op. Ibit., p.25.

@ PNT=RB (Maiolica, NN UHEYTMoR)” EHEHEQHIZEY
ST PINT SR SOMESHKDE KYNAQ PN 2 RIBWHEED
MY e NUENUK PR ULEORUIRQUECVII{ R 550 PN
moRTT FHUN RS REEN N LS NEUE S NS NN N RREDE
HUQOLT I INNHANNHESHESERE M7 oRUER
Capolavori di Maiolica Italiana dal Museo Internazionale delle Ceramiche
in Faenza) (TR-EENTREGD” 2001) EHEwQeLC

@ “[He was] asking what it is when the pot comes out of the kiln that I
identify that makes one pot better than another. --*We come back to this
word we talked [of] earlier, [we] used the word life force. It is one of

the best tests of a pot that we say that it has “life”. It is almost



impossible to explain why it has it, but most of us recognise it when we Maiolica Italiana dal Museo Internazionale delle Ceramiche in Faenzal
see it. Don’t we? It’s extraordinary.” op. cit., pp.85—86. MK HNERE oo —i°
© IR OMEERERMLT 11— N SHPRWBIR WA O L UKEERS
ERHRWEEQ | QAW 5 42° “Tt was the experience at Corsham
[that] was so wonderful because the environment was so conducive to
work” op. Ibit., p.61.
@ “Well it’s interesting that because in the making it’s not there at all.
It’s totally absent I would say because in the actual making your only
concern 1s to make the pot” op. Ibit.,, p.87.
@ “The pottery mark stamped on all his work incorporates, in addition to
his initials, the Japanese characters Earth and Fire, signifying the basic
elements of the potters craft” op. cit.: “Pot in the making” by Stephanic
Boydell and Alex McErlain, p.23.
@ “If you can go beyond that simply making into giving birth to life in the
ing [that] you are making, that really is wonderful” op. cit., p.36.
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B —~" ©” - Stephanie Boydell, Shizuko hughes and Alex McErlain, A
Japanese passion; the pottery of Edward Hughes: Blurh, 2013,
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E{~" «© Bernard leach, A Potter’s Book, London,: Faber and Faber, 2015.
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[X11] Slabbed bottle Edward Hughesf [x2)] 21 v 7% .7 (Slipware)
19724F, H22cm (/). H24cm () 18tt#d  1%40.8cm

[13] Pitcher tenmoku glaze [X13] Pitcher tenmoku glaze Side view
Edward Hughesf¥
H168cm [Hf%7.3%x 7cm

[13-1] Pitcher tenmoku glaze [13-2] Pitcher tenmoku glaze
JE#E  Bottom View ZIROE Top view
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[ 3-4] Pitcher tenmoku glaze
WL Inside view

[[¥13-3] Pitcher tenmoku glaze
HF agrip

[13-5] Pitcher tenmoku glaze

[13-4] Pitcher tenmoku glaze W4 > (EAES) asignature
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[X14] English Mediaeval Pitcher 1414

[X15] Boccale/Maiolica Faenza,
fine XVL-inzio XVIIsecolo
H 17.3cm; diam. piede 8.8cm.



[E46] Pitcher and cup tenmoku

glaze Edward Hughes
H23cm / H10cm

Brrow Chinese characters
provide excellent symbols
and geomerric patterns for
decoration. The first three

the next two denote the
sun, Then there is the dual
principle of yingand ‘yang’
(positive and negative), and
finally the cash, a square
within a cirde signifying
man’s ie. the

with it. The personal or human touch which vitalizes the
fusion of these two approaches | have attempted to deal
with in the chapter on standards.

During the last quarter of a century geometric form and

- pattern have invaded every branch of European art with the

force of a revolution, but it must not be forgotten that primi-
tive and Mok dan art arc d with g i

concepts. The difference between such art and ours is one
of development and accent. Primitive and Eastern pattern

city, set foursquare within
the circle of the universe.

OPUOLEE

is dimensional and frechand, ours is three-di
and more constrained. Sensc of form in the West has evolved
to a stage in which frec play is given to geometric abstrac-
tions of a predominantly intellectual order. In so far as this
is a reflection of mechanized materialism in modern life i
offers the potter and all hand-craftsmen a coldly forbidding
background for their work. Bu, as I have already pointed
out in another connection, our civilization differs from all
those which have preceded it in that we are the first to have
the opp ity of drawing inspiration from the cultures
of the whole world and of all epochs. There is some justi-
fication thercfore for the hope that our growing apprecia-
tion of beauty as expressed by primitive and Eastern artists
and craftsmen will as time passes counteract the aridity of
extreme intellectualization.

DECORATIVE TREATMENT OF RAW CLAY

The carliest methods of decoration were derived from
the processes employed in making pots. The impress of
basket moulds, for example, led to the imitation of woven
patterns. Roughly fashioned tools of bone, wood or stone
were used to give these repeated impressions. The actions
of beating, indenting, embossing, modelling and scraping
were all employed in shaping the pot, and it was only one
step forward to usc the same processes for purely decorative

[X18] Decoration (CHAPTER V)
Bernard Leach® [A Potter’s Book] 2 CH#zik,

[X17] Freshly slipped jugs Edward HughesfF
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