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While pottery has been popularly collected
for many years, the major focus has been in
the field of fine chinaware — the produce of
the big Stoke factories in England and their
counterparts in other countries. Collecting
studio pottery is a relatively recent phenom-
enon in England, mainly because the studio
pottery movement itself only began in the
early years of the last century with people
like Bernard Leach and William Staite
Murray. For many years its popularity was
confined to a very narrow audience interest-
ed in the craft movement as a relief and
rebellion against the industrialisation of con-
sumer products. The idea of individually
made pieces of tableware that were slightly
irregular with, to most eyes, rather dull and
subdued glazes and decoration, was anath-
ema to the British public. People were used
to the high standards of perfection turned out
by the Stoke factories in both ornaments and
tableware. It took many years to persuade
people that there was beauty in the acciden-
tal, that the hand of a person gave a piece
warmth and vitality, and that the process of
making pots in a small workshop was cre-
ative, personal, and on a human scale. In the
1950s and 1960s pottery became a main-
stream subject in many schools and art col-
leges, and with the emergence of more con-
temporary looking potters, such as Hans

Coper (see figure 1) and Lucy Rie, studio
ceramics, became more widely accepted as
objects of art.

Today many of the major auction houses
have specialist studio pottery sales and
Bonhams emerged as the leader for this new
market. Led by its ceramics expert Cyril
Frankel, Bonhams soon became market-
makers achieving record-breaking prices for
pots by Hans Coper, Lucy Rie and others.
When Frankel moved to the Phillips auction
house he continued this success with a New
York sale of Japanese ceramics and design
which also featured many pots by Bernard
Leach. Thus he proved the interest in col-
lecting studio pottery was world-wide.

| first entered the world of collectors in
1997 when, with friend and art consultant
Kate Chertavian and her father, an avid col-
lector, we formed CBS Ceramics. We decid-
ed to create a collection by buying and sell-
ing, but reinvesting all profits, thus building
an ever-greater collection. At the time | was
reorganising and refurbishing my ceramics
gallery in St lves and it was decided to house
the collection there, where it would sit along-
side the regular exhibitors of contemporary
pottery in the gallery and would act as a ref-
erence and a complement to the exhibitions
(figure 2). The fact that everything in the col-
lection would be for sale probably sets me as
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a retailer of classic pieces rather than a real
collector, but | do not make my decisions for
buying a pot on purely commercial lines. |
buy pots that | can afford and hopefully sell
on, but many | know will be in the collection
for years before the market catches up with
the price | have to put on them. | have bought
them because they were good examples of a
potter’'s work, or they fit in with the collection,
or simply that | could not resist them.

From a modest budget of £10,000 the
CBS collection has grown in six years into a
large stock of more than 100 pots. When |
first started | bought pots almost solely from
auction although over the years prices and
commissions have risen considerably. A lot, |
think, has to do with the fact that more pri-
vate collectors are going to auctions. | can-
not compete commercially with these collec-
tors as they are buying with retail prices in
mind, whereas | must have a wholesale price
as my guide. Although 1 still attend the auc-
tions, | have to be a little more creative in my
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