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A SHORT VISIT TO THE POTTERIES 
(BY A ‘POTTERY GAZETTE’ SPECIAL COMMISSIONER) 

 
MESSRS. JAMES MACINTYRE & CO., LTD., Washington China Works, Burslem.   Messrs. Macintyre 
make a large number of electrical and other specialities, and they have recently made extensive 
alterations in their premises for the convenience of that branch of their business. But the company 
have another very important department devoted to the production of artistic ceramics. This branch 
is under the personal superintendence of Mr. William Moorcroft, an artist who has already made a 
name for himself, which, whatever now happens, will in the future be classed with the most famous 
art potters of the country. It is not for me, not for anyone now living, to say in what position in that 
list Mr. Moorcroft’s name will be found, but it will be there without a doubt.  
 
I asked for Mr. Moorcroft, and in a very few moments he came to me, and took me into his studio 
and showroom. In this section of their business Messrs. Macintyre produce high-class ceramics 
specially designed for duty in the drawing-room, the dining-room, and the breakfast-room. 
Everything produced here is artistic, to begin with, but the other feature of this large business is the 
pronounced individuality imparted to such a large proportion of the pieces produced.   I can better 
explain how this happens by reference to one creation, and I will take the latest – Florian ware. The 
individuality discernible in this is, of course, that of Mr. W. Moorcroft, the director of the art section 
of Messrs. Macintyre’s works.   It was a distinct disadvantage to me on this occasion to have Mr. 
Moorcroft himself for my guide. He was far too modest for my purpose. I would rather have had 
one of his many intelligent assistants who understood his methods. Mr Moorcroft’s explanations, 
though frankly given, were elicited rather than volunteered.   I was, however, already acquainted 
with the ‘Burslem ware,’ and also with the spirit which has evoked and now controls it, so that few 
remarks of Mr. Moorcroft on his latest triumph were sufficient. There are not many secrets about it. 
I understand most of the designs are registered, but Mr. Moorcroft has neither patented nor 
registered his method of producing his beautiful effects. He lets you see him do the primary, and 
most essential, part of the work, and tells you how it is completed. But you cannot ‘go and do 
likewise.’  
 
The secret of the graceful and beautiful ‘Florian ware,’ of which three illustrations are given 
herewith, is that the particular grace and beauty pertaining to these pieces were conceived by the 
artist-potter in the beginning, and have been steadily kept in view through every stage. There has 
been no chance work, no accidental addition to, or omission from, the original design. In these days 
of advanced science and mechanism it will surprise many persons to learn that the forms for this 
‘Florian ware’ are fashioned by the most antiquated methods employed in pottery.   They are simply 
thrown and turned, the shapes having been designed by Mr. Moorcroft himself. The turner gives 
just the form intended. The piece is then what would be called in the glass trade, ‘cased.’ That is to 
say, it is coated with a liquid clay differing in colour from that of the body, and when this is dry the 
artist-potter himself adds the outline of the design intended in white ‘slip.’ The only ‘secret’ process 
(in addition to the inimitable skill of the artist) occurs at this stage, and lies in the chemicals 
employed to secure the marvellous coloured results after firing the ware at the high temperature 



required to give the necessary density to the body. All the decoration, including the chemicals 
required for what are to be the coloured effects, is applied to the clay, and the whole is then glazed 
and fired, with the beautiful results seen. The pieces illustrated have a delicate celadon ground, with 
charming tinted combinations and rich shades of colours rather than distinct colours themselves.  
 
Every piece of Florian ware bears Mr. Moorcroft’s signature, and if it did not, each piece carries with 
it the impress of his skill. Each design is absolutely the work of his own hand, while the decorative 
detail is carried out by trained artists under his personal supervision. He examines the work in its 
various stages, and passes each finally before it is fired. Not only is his own contribution all free-
hand work, but some latitude is of necessity given to the assisting artists. Mr. Moorcroft encourages 
slight individual deviations so long as they do not interfere with the original scheme. This is how it 
happens that no two pieces of Florian ware can ever be exactly alike. Messrs. Macintyre & Co. have 
reason to be proud of the success of a production they have done so much to develop. A hundred 
years hence connoisseurs of pottery will have reason to be proud of the possession of a signed piece 
of Moorcroft faience. By that time other, and perhaps finer, art pottery will be available, but there 
can then be no replica of Florian ware. 
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FLAMMINIAN WARE 
ARTHUR VEEL ROSE 

 
MR. W. MOORCROFT, the art director for Messrs. James Macintyre & Co., Ltd., of Burslem, England, 
is responsible for another artistic triumph, even greater than his Florian Art Pottery, which last 
caused such favorable comment by connoisseurs and collectors of ceramics.  
 
This new Flamminian Ware is an original pottery restrained in form and design, combining some of 
the best traditional qualities with the spirit of the present age.   The whole is conceived and 
controlled by one mind, which results in a perfect cohesion in all parts.   The clay used in its 
production is of a rich plastic nature, and is built up directly upon the thrower’s wheel, with a true 
architectural spirit.   Any ornament that may be added is applied while in a plastic state, thereby 
producing every emotion of the art potter, each subtle touch being expressed in the material.  
 
Simplicity, the Alpha and Omega of all great effort, is the main characteristic of this ware. It is in 
marked contrast to the so-called New Art, which has carried its influence all over Europe and 
America, and which is seen in extravagant twirling lines running rampant in wall papers, fabrics and 
all kinds of furniture, so much so that one wearies of such restless expression, and longs for repose.    
In this pottery the forms in all cases are expressive of the material, there being no evidence of 
producing forms that are wanting in fitness. 
 
The beautiful iridescent color is in the body of the ware, the whole elements being in perfect fusion, 
and obtained entirely by the direct action of flame upon the surface, hence the name, ‘Flamminian 
Ware.’ The fire plays the notes upon the pottery, and leaves its expression in thousands of different 
forms, as varied and infinite as nature itself. At one moment one sees results echoing the beauty of 
crystals, as seen in frozen snow under the searching light of the sun; at another moment is depicted 
the spirit of the seashore, as seen in the beautiful lines left by the waves on the sand. Indeed, nature 
is seen in all her moods in one form or another. The coloring is reminiscent of a dream of an Eastern 
life, with the glorious sunlight illuminating its natural wealth of color. The whole suggests endless 
possibilities, and should appeal to all lovers of ceramics. 
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ART AND PERSONALITY 
‘Moorcroft Ware’ and the Desires of the Collector. 

(W. Moorcroft. Ltd., Burslem, Staffs.) 

 
A visit to the stand of Messrs. W. Moorcroft Ltd., was an artistic treat. In spite of the fact that it is 
almost impossible in a limited space and with many different articles to get into it to give any one 
article or even group of articles a true artistic value, Mr. Moorcroft, the head of the firm, who is a 
true artist, succeeded in impressing upon his display the individual artistry which every separate 
specimen of his ware possesses. A visit to Mr. Moorcroft’s workshops is a lesson in the degree to 
which individuality and personality can be introduced into potting. All ‘Moorcroft’ ware is 
handmade, and each separate piece bears the signature of its maker. To Mr. Moorcroft belongs the 
credit for the design, and to him and to the band of skilled workers he has gathered together at 
Burslem belongs the credit for the wonderful perfection of colouring and finish which his ware 
possesses. At the works it is to be seen to greater advantage than that at the Exhibition, for there a 
piece can be taken and viewed with its proper background and with the surroundings which enable 
it to acquire its true value. But, whether seen at the works or at the Fair, the visitor must have been 
impressed by the ‘personality’ of the pieces shown. Already Mr. Moorcroft enjoys considerable 
Canadian appreciation.  Some of the great houses which cater especially for the connoisseur, and 
for those who can appreciate the luxury of beauty, are constant and enthusiastic patrons of the 
‘Moorcroft’ pottery, and find a large demand for it among those of their customers, who take 
thought in the decoration of their homes. Already, in fact, something of a ‘Moorcroft’ cult has 
arisen, for the output of the ware, individually treated as each piece is, is necessarily small, and is 
limited, moreover, to the life of the artist and to the expert staff working under his direction. 
‘Moorcroft’ ware, therefore, is sought after by the collector with an eye to the future, and the ware 
bearing the signature which we reproduce in these columns will undoubtedly in the course of time 
rank with those rare products of past masters which are the show pieces of the collector’s cabinet.  
We reproduce, besides the signature which appears on the base of every piece of Moorcroft ware, 
photographs of two characteristic specimens. It is a pity that it is impossible to show their beauty of 
colour, but even the most elaborate colour printing would hardly do justice to the delicacy and 
richness of the tints, and the photograph does at least make manifest the simple beauty and the 
flowing lines for which Mr. Moorcroft has as great a feeling as he has for colour. 
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A51. – W. MOORCROFT, LTD., of Burslem, were allotted a corner site close to the entrance, so that 
visitors to the pottery and glass section, or, indeed, to any part of the Fair, found that this was one 
of the very first exhibits to claim attention. And it was well that it should have been so, for no more 
convincing example of the vitality and vigour of the craft of the artist potter in this country could be 
imagined.  

The stand was an open one, framed in dark oak, with old-fashioned fittings carefully selected and 
arranged to do justice to the detail of each section of the exhibit, while blending at the same time 
into a harmonious colour scheme that was a perpetual source of delight to the appreciative 
onlooker. Around the outer sides were ranged island cases of lustre ware, principally vases and 
bowls of classic shapes, all characterised by the purity and, indeed, almost severity of line that is 
essential in this class of goods if vexatious cross lights are to be avoided. Of colours there was a truly 
remarkable variety, but their beauties were far beyond the power of any verbal description. To 
mention the several shades of red, bronze, blue, green, mauve and yellow is utterly futile in regard 
to conveying any idea of the entrancing interchange of light and colour through a myriad elusive 
tints – colour glowing with light and light breaking up into colour perpetually, so that the eye is 
never weary of gazing, but continually finds fresh beauties in each successive masterpiece.  

On a centre table were some of Mr. Moorcroft’s achievements, notably a pansy border and an 
orchid decoration which had deservedly won the patronage of Royalty. The pansies, grouped round 
the upper rims of vases and bowls, were realistic in shape and naturally coloured in yellow, bronze, 
red and black, while the orchids were purple, mauve and blue. But here, again, the mere colour-
term is useless as an expression of the depth of tone, the delicacy of shading and the velvety texture 
of the surface.  

These qualities were once more exemplified in a collection of Moorcroft designs on a dresser at the 
end of the stand. Here were slightly conventionalised flowers, trees and fungi, admirably grouped in 
just the happy proportion of freedom and regularity – liberty exercised without license. As usual, 
the pen fails entirely in writing of the quality of the colours due to the careful compounding of the 
glazes from Mr. Moorcroft’s own recipes and firing at extremely high temperatures under his 
personal supervision. A new term is really needed to designate this fire-painting, as ‘pyrotechny’ has 
been usurped by a less worthy industry. The colours acquire an unrivalled depth of hue, seeming to 
carry the light with them far into the body of the ware and to give it back with renewed brilliance 
imbued with their own tints, yet merging imperceptibly into the kindred sections of the prismatic 
scale. This is seen alike in the yellow of the flower petals, the blue of the tree tops and the red of the 
toadstools. The last-named lowly organisms contribute one of Mr. Moorcroft’s most recent and 
happiest themes, which is applied with telling effect to a massive bowl with a Latin motto round the 
rim.  

Along the remaining side of the stand was placed another huge dresser loaded with choice bowls 
and vases, all bearing the rich pomegranate decoration, the ruddy colouring lighting up the 
background with quite a Rembrantesque effect. On sundry little tables were shown dainty tea ware 
and such like useful goods. But the whole of Mr. Moorcroft’s work is of the greatest use in keeping 
alive in this country the spirit of industrial art, the extinction of which would be one of the most 
disastrous losses war could inflict. 
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POTTERS OF TODAY 
NO.9.   MR. W. MOORCROFT 

 

To fit into a particular niche with such completeness that one is in distinct accord and harmony with 
the general scheme of things as Mr. W. Moorcroft has done, is not by any means commonplace; and 
if one cannot accept the theory of predestination in its entirety, when viewing his life from its 
commencement to its latest stage, one is apt to have some mental leaning towards the theory 
expounded by Shakespeare – 
 

‘There is a destiny which shapes our ends rough hewn [sic] them how we may.’ 
 

Those responsible for the creation, development and later training of Mr. Moorcroft’s early years, 
fully intended, as far as was humanly possible, that he should be the type of man he is today, for, 
from his very beginning, the ‘outlay’ of his life was on such lines, as were conducive to the unfolding 
of such a character as eventually developed. 
 
Mr. Moorcroft was born in Burslem, 1872, of parents who were rich in intelligence and fully 
conscious of the responsibility of providing their children with life’s equipment, in an educational 
sense, of the most efficient kind, within the range of their means, and in their endeavour to 
surround their children with all things beautiful and elevating, they lavished their substance. They 
were idealists there is no doubt, and utter believers in the dictum that environment plays a most 
important part in the forming of character, and the influencing of a child’s mind, consequently home 
surroundings were such as would inculcate lofty and artistic ideals. 
 
Mr. Moorcroft’s father was engaged at the Hill Pottery, Burslem, and the subject of this biographical 
sketch was educated from the very outset with a view of him ultimately adopting an artistic career 
in the Potting Industry. Study and execution of art subjects were an important part of his boyhood 
education. The early portion of his scholastic career was spent at a school, then held in Longport 
Hall, which previously had been the residence of the Davenport family, the early art training he 
received was obtained at the Wedgwood Institute, Burslem; this necessitated a walk from Longport 
Hall up to the Wedgwood Institute and back again in all weathers. He supplemented his daily 
instruction by attending evening classes at the Wedgwood Institute and later at South Kensington, 
and some of the Continental museums. 
 
Mr. Moorcroft has met with many triumphs during the last ten years of his life, his work has been 
acclaimed by writers in many important publications, and it has been his good fortune to receive 
recognition from the Royal Household, particular attention has been paid to his productions on 
several occasions by their Majesties the King and Queen, his work has also been purchased by her 
Majesty Queen Alexandra and several of the Royal Households of Europe. 
 
There is no secret about the methods employed in the actual making of his ware, for his system is as 
old as the hills. Mr. Moorcroft’s ware is made on the wheel, then, it is passed on to the turner, and 
this is no new method, and so on through the various stages to the decorator. 
 



There is no secret either about the basic methods he employs in decorating the ware, but there is a 
something, which, if it is not altogether a secret, and that is, his decorative treatment and the 
extraordinary effects ultimately accomplished. These seem to get nearer the border of secrecy, 
anyhow, they get men guessing as it were. And here Mr. Moorcroft is different to others, different 
in his knowledge of colour merging and grouping, different also in the innovations in the colour 
schemes he employs, which he carries through so successfully, different also in his knowledge of the 
blending qualities of the various colours, and the harmonising of colour effects. Speaking broadly of 
Mr. Moorcroft, his ware denotes that the guiding hand, and the master mind, are those of the super 
craftsman, and the principal [sic] which dominate[s] and control[s] the organisation at the works, 
and which, to some extent, may be ascribed as contributing to the results achieved, is this, ‘Only the 
best is good enough.’ 
 
There is a charming freshness also about every new line he introduces, each demonstrating the 
originality of conception which appeals so strongly to the beauty loving individual. It is no wonder 
then that Moorcroft ware has been so extensively purchased by those most able to judge of its 
beauty and merit, and who reside in all parts of the world, and for which we know there is a steady 
increasing demand. The wonderful ceramic productions of Mr. Moorcroft must be a reward to him 
for the toil and consistency of purpose employed during so many years of strenuous activity. In his 
early age he achieved distinction as a student, in his later life he has made history by the application 
of that talent, skill, and knowledge to the task of a master potter and with even greater distinction. 
 
Mr. Moorcroft’s temperament is peculiarly that of a highly strung sensitive aesthetic, and it is likely 
that his personality, combined no doubt with a richness of ability, allied to the skill of an alchemist, 
is, or may be is, the principal cause, or, is the true explanation why such happy results are 
accomplished at the factory at Cobridge. Credit must also be given to the ingenuity of the man for 
his ability to conceive such absolute distinctiveness. 
 
At the outset he ploughed a lone furrow, but has reaped a rich harvest therefrom, not rich in a 
monetary sense – but rich in the manifest appreciation of a multitude of admirers and patrons. He 
risked a lot in embarking upon what was considered a precarious proposition. He has, however, met 
with a commensurate and gratifying return. 
 
There is a passage in the good book indited at the diction of, or written by one of the Apostles, 
which is as follows: ‘By their works ye shall know them.’ 
 
We have tried to execute a pen picture of Mr. Moorcroft, but in justice to the man we feel we have 
accomplished it in a very inadequate manner. We must therefore leave it to our readers, and the 
interested of the world at large, and we know that in this we have Mr. Moorcroft’s sympathy, that 
he should be judged by and through his work. 
 
‘Facta non verba’ is a Latin quotation aptly fitting to the temperament of Mr Moorcroft, but to 
which may be added the English word ‘unobtrusiveness’, and these remarks do not apply to the 
later stages of his life alone, but, almost from the cradle the same characteristics were discernible.   
Never once can it be said that things were made for him, of sensible training he had an abundance, 
the rest has depended upon his own capabilities. 
 



To touch lightly on Mr Moorcroft’s private life, just to make this biographical sketch more complete, 
we may say Mr Moorcroft married in 1913 a Miss Florence Nora Fleay Lovibond of London.   They 
took up their residence at Trentham, and have resided there ever since. 
 
It would be fatuous on our part to comment on the prospect of his commercial and artistic future, 
but we feel sure that 20 years hence we shall be justified in using language when speaking or writing 
of him which at the moment would appear to be fulsome flattery. 
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A POTTER OF GENIUS 

BY J. FRASER 
 

England has long excelled in the ceramic arts, and the productions of its famous old potters are of 
world-wide repute, and most eagerly sought after. And to-day, too, we possess craftsmen of 
surpassing gifts, artists imbued with the highest decorative sense. Such a master potter is William 
Moorcroft, an artist of the most distinguished gifts, whose work may be seen in the Palaces of 
Industry and of Art at the British Empire Exhibition. His technical equipment is superb. The master of 
to-day is the old master of to-morrow, and the discerning connoisseur does not lose sight of this 
fact. Moorcroft Pottery will be the quest of collectors of future generations, for it is the perfect 
expression of the potter’s art, of that inherent beauty which ‘is a joy for ever,’ whose ‘loveliness 
increases.’ 
 
Staffordshire was ever famous for its pottery, with Burslem as its chief centre of fame, and it is here 
that the beautiful Moorcroft Pottery is produced. In design, harmony, delicacy and richness of 
colouring this stands unique among ceramic ware of to-day. Baron Hayashi, the Japanese 
Ambassador, in purchasing two Flambé vases last year, said the Moorcroft vases were in every way 
the equal of early Chinese work – a very great compliment indeed. 
 
Stall 464 M in the Palace of Industry provides a real feast of beauty. Take, for example, the vase with 
oxydised silver lid and base, entitled ‘Moonlit Tree,’ a nocturne in blue and old gold, with foliage of 
blue-grey and pale gold against deep dark blue, and misty blue hills encircling the base. It is a 
masterpiece. Or the magnificent Rouge Flambé vase, richly mottled in translucent reds, purples, 
greys and greens, subtly toning into shades of black; or the tall vase, ‘Autumn Tree,’ on a black 
carved ebony stand, with its splendid sunset effect behind the trees, its valley and winding paths. 
Only a great artist, a great colourist, could produce these, there is, too, a delightful beaker, mounted 
in oxydised silver, of a rich opal, flecked with golden, feathery cloudlets, and melting into purple and 
russet towards the base. It is the work of a poet. And there are many other pieces hardly less 
delightful, such as the large jar and cover with pomegranate design, or the jar decorated with 
wistaria; and there are jardinières of rich colourings and bowls of exquisite shapes, splendidly 
decorative. 
 
The King and Queen have expressed the highest appreciation of Mr. Moorcroft’s art, which has also 
won the enthusiastic admiration of the Queen of Rumania. Queen Mary is no new admirer of 
Moorcroft ware; she has acquired several delightful specimens in the past. Undoubtedly Moorcroft 
is a potter of genius. 
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THE MASTER POTTER 
ART OBJECTS FOR THE QUEEN 

ONE-MAN FACTORY 
 

FROM OUR OWN CORRESPONDENT 
BURSLEM,Saturday 

 

Meet Mr. William Moorcroft. He is an unassuming little man with a softly modulated voice. When 
he speaks of himself it is in a tone of depreciation, but in the Potteries district he is regarded as the 
master potter of the world. 
 
Experts will tell you that in beauty and distinctiveness his work approaches the brilliant ceramic 
products of ancient China, and that if he had made money his god he could have accumulated a 
great fortune. 
 
But instead of employing a host of workmen he insists on doing nearly everything himself. 
Not only does he design all his wares, but he also moulds the clay and fires the furnaces. Every piece 
of china – and no two are alike – is signed by him before it leaves his little factory at Burslem. 

 
He is potter to the Queen, who has bought dozens of examples of his work. Members of other royal 
families in Europe and many American millionaires are also among his customers. 
 
‘No machinery is used in the execution of my work,’ Mr. Moorcroft said today. ‘I use only the 
potter’s wheel, an instrument that has been in existence for 4,000 years or more.’  
‘Many people have asked me why I mix my own chemicals, why I design and mould all my own 
work; but my only answer is that I am the creator. To leave this to other people would be to destroy 
my greatest joy. My work is the revelation of what I consider to be beauty.’ 
‘To get the desired colouring effects I have to be most careful in watching the temperature of the 
ovens and the running of one colour into another. If the result is not as I wish the pottery is useless 
to me and is laid aside.’ 
 
Mr. Moorcroft showed me four rooms stacked ceiling high with beautiful pieces of china, but to him 
they are so much waste. 
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W.MOORCROFT, LTD., Burslem, once more presented an exhibit which, to lovers of the beautiful in 
pottery form and decoration, provided a real resting place for the eye. Mr. Moorcroft was, 
according to his custom, personally in attendance, and a busy man he was, for one after another 
visitors of note called upon him, usually to express their congratulations upon his achievements. Mr. 
Moorcroft had the honour of a visit from the Queen, Princess Mary, and the Duke of York, and it 
was not the first time by many that Her Majesty was gracious enough to express admiration for 
particular patternings in ‘Moorcroft’ ware, bearing the producer’s own signature as a backmark. 
Another distinguished visitor to the stand was the Prime Minister, Mr. Ramsay MacDonald, who, 
though he confessed to being a busy man, said he would like to know something as to the methods 
by which Mr. Moorcroft’s charming decorative effects were secured in red flambé and other 
individualistic styles.  
 
It is always difficult to name individual pieces produced at the Moorcroft Potteries for special 
mention, seeing that neither names nor numbers can serve to identify any particular creation. 
Somehow, each individual pot seems to have some quality which is personal, and belongs to no 
other pot in quite the same degree. In short, there is a soulfulness about every individual piece of 
‘Moorcroft’ ware which can be associated only with pottery which reflects in no uncertain degree 
individualism in its production.  
 
Mr. Moorcroft’s display was not one whit behind his efforts of previous years. It must be admitted 
that he has developed a particular style which is characteristic of his enterprises, and one pauses to 
think whether any other style would be quite as successful in reflecting the artistic sensibilities of 
Mr. Moorcroft as the one which he has chosen in order to leave his abiding mark upon the pottery 
of our time. If, however, Mr. Moorcroft never evolved anything in pottery beyond what is 
represented by his present achievements he would, at least, have the satisfaction of knowing that 
he has proved how pottery, as a plastic medium, can be used to express the finer susceptibilities, 
just as literature and poetry is chosen by some to attain the same ends. Moorcroft pottery is no 
ordinary pottery; it stands in a class by itself and has to be viewed from that standpoint. 
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THE REVIVAL OF CERAMIC ART 

A British Master Craftsman and His Creations 
By E. Grafton Marfield 

 
During the middle of the nineteenth century the growth of mechanisation was so rapid that it swept 
almost everything else out of men’s thoughts. Art in all its forms deteriorated, and the general 
scheme of things which should be lovely became uninspired, uniform and mediocre, as the 
ingenuity of the machine replaced the skill of the artist craftsman. The tendency may be traced in 
many directions, but nowhere was it more apparent than in pottery. 
 
Ceramics is a practical art; few, if any, of the works in this medium are mere abstract conceptions. 
Rather are they representative of the manner in which man strives to make his ideal compatible 
with the affairs of normal existence. 
 
Towards the end of the nineteenth century there were many evidences of a break-away from the 
conventionality which had followed in the wake of the industrial revolution. During the Edwardian 
period the movement towards a renaissance in art grew, and it may safely be claimed to-day that 
the search for beauty is greater than at any previous period. We are prepared to appreciate beauty 
for its own sake; and, more prosaically, we recognise the high psychological stimulus of having 
about us things which lift the mind from the commonplace to the contemplation of the beautiful. 

 
It is because of this that the art of the potter is so popular at the present time. No other art form 
comes so near the daily life, and the history of ceramics is a long story of the adaptation of 
commonplace objects to artistic ends. The renaissance of English ceramics owes much to the genius 
of W. Moorcroft, a potter who has succeeded in striking a happy compromise between the 
manufacturing needs of today and the claims of art. In this compromise, the claims of art have been 
superior; it is no mere figure of speech that Moorcroft pottery will be valued by future generations 
as typical of the finest ceramic art of the early twentieth century. 
 
Moorcroft brought to his work not only a knowledge of ceramics. He had studied architecture – 
which taught him the value of contrast between mass and the beauty of pure line; he had studied 
pictorial art, and gained an insight into colour balance and colour harmony. Yet his pottery is neither 
architectural nor pictorial; its beauty is based upon the skilful combination of colour and line with a 
delicacy of texture and glaze almost unparalleled even in the famous pottery of the Chinese. 
 
Blues, reds and oranges of amazing translucency and iridescence; plain tints patterned only by firing, 
and wonderfully conceived line and still-life decorations; delicate vases for ornamental purposes; 
tea-services and pieces of utility – all find their place in the Moorcroft range, and all are superb, 
whether one judges them from the broad standpoint of pure aesthetics or the more ‘narrow’ angle 
of ceramics. 
 
Many things have gone to place this pottery in the predominant position it holds today. The 
designer is always experimenting, and evolving new colours and methods of treatment. The pieces 
are produced by those methods which, for very many centuries, have been supreme – that is to say, 



the clay is thrown on the ancient form of potter’s wheel. The factory – if one may apply that 
somewhat ugly term to the home of these lovely articles – is placed in perfect surroundings, and the 
workers are not only highly-skilled, but are true enthusiasts, and are imbued with the spirit of the 
old-time craftsmen. 
 
Moorcroft pottery has received the praise of many eminent experts, and it has been honoured by 
being purchased by Her Majesty The Queen, who has, of course, a high reputation as a connoisseur. 
Mr. Moorcroft, indeed, holds a royal warrant of appointment as potter to Her Majesty. 
 
This ware represents the extraordinary artistic merit of contemporary ceramic art, and there can be 
no doubt that the value of the pieces – each one of which is signed by Moorcroft – will increase very 
markedly in the course of the years. 
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Mr. W. Moorcroft 

There is an old proverb which runs: ‘No tale so good but may be spoiled in the telling’ : and this 
comes to mind instinctively as we take up our pen with a view to reminding our readers of the 
activities of Mr. Moorcroft, whom we recently revisited at his most interesting pottery at Burslem. 
We must confess that whenever we come to speak of Mr. Moorcroft’s wonderful and individualistic 
creations in pottery, we invariably experience a feeling that our choice of words may be inadequate 
to express what we have in mind and what we would wish to convey to a wide constituency of 
readers. However, this we must chance. 

There is one fact which serves to make our task not quite so difficult as it might otherwise be, and 
that is that there are few dealers who cannot share our sense of admiration for what Mr. Moorcroft 
has accomplished as a creative potter. Who is there who could not wax enthusiastic when handling 
any piece of pottery which bears Mr. Moorcroft’s autograph? If all that we had to do was to give a 
very short definition of Moorcroft pottery our task would be simplicity itself: we should content 
ourselves by saying that Moorcroft pottery is true pottery. And, certainly, that is something which 
could not be said of some of the commodities which are to be found at the present time on the 
shelves of many china shops. 

For well over thirty years we have watched with considerable interest the development of 
‘Moorcroft’ pottery, from the time of the earliest pieces of the ‘Florian’ series, which, because of 
their worthy characteristics, we did not hesitate to extol. We well remember calling the attention of 
our readers, in the days long before Mr. Moorcroft possessed his own well designed pottery, to the 
gracefulness of his shapes, and emphasising that, so far as the decorations were concerned, these 
were effected entirely by hand upon the pottery in the clay state, thus rendering all the decorations 
absolutely imperishable. We further pointed out – what has always been the principle of Mr. 
Moorcroft’s work – that the individuality that is associated with hand-made and hand-decorated 
pottery of so special a type as this is successful in arousing an interest and appreciation that is 
destined to last. 

There is one thing that stands out in connection with the whole of Mr. Moorcroft’s work, and that is 
that there has been no compromising with principles. It would appear as though, whenever Mr. 
Moorcroft applies himself to the creation of a new piece of pottery he keeps constantly in front of 
himself that old injunction: ‘To thine own self be true…’ and thus it is that there results a perfectly 
delightful pot, which anyone who is aesthetically inclined could not fail to treasure. 

There is one point, however, that we would like to make clear in our present observations. We have 
occasionally heard it said that Mr. Moorcroft produces only luxury lines, and on the ornamental side 
at that. Now, that is incorrect. It is true that Mr. Moorcroft produces certain pieces which are – and 
must necessarily be, by reason of their intrinsic worth – expensive; we would not deny, for example, 
that it is not everyone who can afford to purchase such handsome specimens of Moorcroft ware as 
the two pieces which we find here pleasure in depicting. But it should be borne in mind that, 
nowadays, there are some very acceptable – and not highly expensive – productions in Moorcroft 
utility wares, such as tea-sets, coffee sets and table lines generally. 



Before any dealer makes up his mind that ‘Moorcroft’ wares are beyond his trade, or the resources 
of his pocket, it would be well for him to make certain of what the position really is. It may, 
conceivably, be discovered that preconceived ideas are all wrong, and that Mr. Moorcroft is much 
more adaptable than is sometimes thought. From what we know of Mr. Moorcroft we would say at 
once that he would be the last man amongst our present-day potters to flirt with principles; he has 
far too high a regard for what true pottery is and what it stands for; at the same time, pottery does 
not have to be exclusive to be true and worthy and genuine. Therefore, to our friends the dealers 
we would again say: Find out what Mr. Moorcroft has to offer: for the result, for some, may well 
imply disillusionment. 
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It was a real pleasure to see at the Autumn Exhibition of the Liverpool Walker Art Gallery 
some of the most recent work by an undisputed master of English pottery, William Moorcroft.   I 
have not forgotten his two exhibits in Paris: one at the Exhibition of Decorative Art in 1925 and the 
other, still fresh in everyone’s mind, of 1937. 

 
 What makes the creations of this remarkable artist so compelling is not so much their 
technical quality, although this is flawless in every respect, and the purity of his colours 
demonstrates his unrivalled ability to control the power of fire – so frequently capricious – and to 
make it subservient to his will.   His work embodies his mastery of technique, at times his quite 
spectacular virtuosity, the fruit above all of knowledge and experience.    
 
 We wish to focus here, though, on the artistic qualities of his work, and to explore how the 
objects before us give expression to the will and spirit of the man. 
 

What makes the creative talent of William Moorcroft so exceptional, in my view, is his very 
personal conception of art.   Among the works of the great masters of all ages, painters, sculptors, 
architects, etc., those which have survived and earned the admiration of every generation are surely 
those whose art is most unaffected and reflects the spirit of nature. This same quality is evident in 
the pieces on display in Liverpool, just as it has characterised the work admired in different 
surroundings in numerous International Exhibitions.  We see this particularly in the letter written to 
Mr W. Moorcroft by the the Director of the Deutsches Museum in Munich: 

 
‘It is with the greatest pleasure that we acknowledge receipt of the four pieces of pottery 

which you so very kindly presented to us, and which have arrived in perfect condition.  
We thank you very warmly for giving these outstandingly beautiful pieces; they will be put in 

the middle case of our room of ceramics and they will form a centrepiece of our ceramic exhibits.   A 
card will be put with the pieces with the name of the donor.’ 

 
Whether it is a flower, an ear of corn, a living creature, a cluster of grapes or even a leaf 

these masterpieces of nature, chosen from its most unassuming examples, are William Moorcroft’s 
inspiration, which he observes and represents with rigorous attention, free of the stylisations which 
might distort their essential beauty.    

 
Nature alone is the basis of his decorative designs; all his knowledge, all his experience have 

inspired in him a great humility which does not set out to compete with nature's creations in its 
search for beauty. He serves nature, he does not make use of it, holding up examples of its loveliness 
to be admired by all. This is striking proof of the moral value clearly evident in all his work. 

 
As a result, his creations acquire something of an inspirational force, because they uplift the 

spirit of ordinary people; what is more, they are not influenced by aesthetic doctrines, nor by the 
whims of transient fashion, which is why they enjoy widespread appreciation today, across all 
cultural boundaries, and why they will be admired too by future generations; they are stamped with 
the hallmark of true art, that which is universal and lasts forever. 
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MOORCROFT POTTERY 
COMMERCE AND ART 

TO THE EDITOR OF THE TIMES 

 
Sir,- The appreciative notice of Moorcroft Pottery, appearing in your issue of today, will give pleasure 
to many who have at heart the interests of British handicrafts. We are today realising more and more 
that commerce and art are to their mutual advantage allies, and it is encouraging to find that you, Sir, 
are prepared to give this outstanding British production the distinction of a special notice. 
 
Moorcroft pottery has for some years been recognized abroad as standing in a class by itself among 
modern products of ceramic art. Its author and producer is not only a skilled potter and painter, but a 
chemist of capacity unrivalled in his own line, who is daily by experiment adding to his knowledge. It is 
not without reason that every important specimen issuing from his works bears his signature, for his 
individuality asserts itself in every piece; but one can almost always rest assured that the handling of 
material, form and decoration will give pleasure, not only to the amateur, but to the expert and the 
scientist who know the problems which confront any potter who is not merely a commercial provider. 
 
The pottery stands at the British Industries Fair showed us a bewildering mass of commercial 
manufacture, much of it mechanically produced, and though often not unattractive, harping on 
hackneyed or worn-out themes, or else displaying originality of a regrettable character. In the 
Moorcroft stand it was a relief to find originality based on sound principles of technique and style, and 
free from any taint of the worst excesses of modernism. 
 
Your description emphasises the ‘technical soundness’ which characterizes Moorcroft’s work. It 
contains, however, one or two phrases with which I venture to join issue. It says, for instance, that it is ‘ 
practically without Oriental reference.’ I am not quite clear as to what this exactly means, but surely it 
is hardly possible for any glazed earthenware not to ‘refer’ in some degree to the primary source of its 
being : and surely least of all the pottery in question. Moorcroft’s flambé, celadon, and ‘powder blue’ 
(not, by the by, stippled), while not copied from the Chinese, definitely owe much to Oriental 
inspiration. 
 
In your last paragraph a comparison of Moorcroft with Wedgwood is set up which I fear may give rise 
to some misconception. Both styles, it is true, aim at symmetry and purity of form, but whereas 
Wedgwood was obsessed with his interpretation of the then new range of classical models, with the 
consequent limitations involved, Moorcroft has drawn upon an infinitely wider field of inspiration, 
which imparts to his work movement and naturalness that are human and individual. 
 
If British pottery of to-day is to have due recognition at the New York World’s Fair, I trust that, for the 
credit of our handicraft, Moorcroft pottery may be given the position it deserves. 
 
Yours faithfully, 
CECIL HARCOURT SMITH 
62, Rutland Gate, S.W.7. 
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WILLIAM MOORCROFT 
A CRITICAL APPRECIATION 

 
William Moorcroft (1872-1945) was a great Staffordshire potter. Although he achieved the psalmist’s 
allotted span, those who knew him best could never convince themselves that he was anything but a 
young man – young in those qualities that inspire the envy of middle-age, in confidence, enthusiasm 
and a high idealism. Great as were his triumphs in those happy days before the first World War, they 
were but a prelude to the rich success of his period of maturity which came after 1920. In the restless 
inter-war years when almost every conceivable style was applied to the decoration of pottery, 
Moorcroft proceeded on his way, untroubled by the latest craze and indifferent to the newest 
aesthetic theories. Topical consideration or the vogue of the moment meant nothing to him. His career 
was a singular example of evolutionary development. 
 
If his views on art in general were decided, as indeed they were, his opinions upon the art of pottery 
were devastatingly emphatic. Very often, at the conclusion of an Arts Committee meeting at the 
Hanley Museum, he would be prevailed upon to express his views on some particular topic; and to one 
at least of his audience – as he must surely have done to all – he gave that particular pleasure that 
comes of hearing an artist speak of the thing he loves. Conservative, as befits a craftsman, and prone 
to value the classical in art, Moorcroft was by no means unconscious of all that was good and sound in 
contemporary performance. His own work showed this most clearly. Never content to rest upon past 
achievements he was constantly experimenting towards an ideal. It may be that he never achieved his 
goal – the true idealist never does – but in the quest he achieved a host of noble pots which are secure 
of their place in the history of ceramics. 
 
In later years he was proud of his appointment as Potter to Her Majesty Queen Mary, but he was 
equally proud to call himself, simply but effectively, ‘Master potter.’ This somewhat archaistic title 
reminds us of ‘Master of the King’s Music’ or ‘Master mason.’ Like them, it is the laureate of a noble 
profession and, belonging to the chosen few, is more than coveted. Potting is an exacting business and 
the potter must devote his whole life to the craft. Research must be his watchword. Here the legend of 
Palissy is particularly apt, but it must not be thought that such single-mindedness is confined to history. 
The same virtue, though a little less theatrical, is found in the lives of many recent potters to name only 
William Burton, Bernard Moore, Howson Taylor and the subject of this memoir. Their reward is in the 
story of their craft and they would not have it otherwise. 
 
William Moorcroft was born in Stoke-on-Trent, where in early life he came to recognize the symbol of 
his destiny in the pottery kilns which formed an even more prominent feature of the landscape then 
than now. His father, Thomas Moorcroft, was an artist of distinction at the Hill Top Pottery of Bodley & 
Co., Burslem. This firm, to which William Moorcroft went for a short time in his youth, was noted for 
the excellence of its wares. It has long since passed out of existence, but in the closing years of the 
nineteenth century it was known for good taste and fine body material. Doubtless something of the 
fastidiousness of William Moorcroft’s outlook was bred in this atmosphere. 
 
After receiving a good general education at the Longbridge Hall Academy, conducted by the Rev. Mr. 
Russ, Moorcroft was sent to the Wedgwood Institute in Burslem, where he came under the sound 
influence of George Theaker. Before long he was at South Kensington, where he must have come into 



contact with Walter Crane and perhaps even William Morris himself. The influence of these men is 
clearly discernible in Moorcroft’s early work, though it is to be doubted whether their political doctrine 
was ever acceptable to him. 
 
After a short period in Paris he was free of the schools. Henceforward his work lay in production and it 
is remarkable how quickly he attained an independent vision. By his twentieth year he was already 
attracting attention not only in the Potteries but in London, and even further afield. In decoration his 
first main inspiration came from Persian and Turkish faience. The strap-leaved plants of the latter 
wares were constantly in his mind. He could scarcely have chosen more rightly, for the sinuous beauty 
of the best Turkish decoration – perhaps the finest linear ceramic decoration of all time – was exactly 
suited to Moorcroft’s temperament. His close and penetrating study of Persian pottery also taught him 
much, as his later work often proved. These Near-Eastern influences, together with the Morris stimulus 
that he had absorbed at South Kensington, formed his style. It is to be expected that a young man 
working in the ‘nineties’ would pay lip-service to the prevailing art-nouveau. In some of his early work, 
for James Macintyre & Co., where he had succeeded Harry Barnard as art director in or about 1897, 
this concession to the fashion of the day is noticeable. But it was never a decadent fin-de-siècle product 
and he soon discarded it for a more personal style. In the same way we find him experimenting with 
shapes. Apart from his domestic wares, of which he designed a very large number, his ornamental 
pottery produced by Macintyre’s exhibits this same process of trial and error. The simple but highly 
sophisticated forms of fifth-century Athenian pottery at first attracted him. In particular, the Kantheros 
and Skyphos vessels appealed most strongly to his mind and some of his earliest pieces are 
modifications of these shapes. ‘Rhodian’ decoration, however, is an unsuitable embellishment for such 
severe form and he soon came to realize this. From about 1900 until the year 1912 when he 
commenced potting on his own account, the gradual emergence of William Moorcroft the artist potter 
was shown at many exhibitions in Europe and America. 
 
In these days when we have come to accept the potter as an artist in his own right, it is well to 
remember how much Moorcroft did to bring this about. Before his day pottery was regarded as a mere 
commodity; it had little or no exhibition value. There were trade shows in London as early as Josiah 
Wedgwood’s time, but they were essentially a means of communication between the manufacturer 
and the buyer. Nothing approaching the West End Art Exhibition, so beloved of the Victorian aesthete, 
was attempted in pottery until Moorcroft and de Morgan began to show their work. Small but choice 
gatherings of recent work were a means that Moorcroft employed, not only in his own interest but also 
to educate the public in what he felt to be a distinct art form. At the International Exhibitions he 
achieved great success. As early as 1904 he was awarded the gold medal for pottery at the St. Louis 
Exhibition. A similar award followed in 1910 at Brussels and again in 1913 at Ghent, but the list of 
honours is too long for inclusion here. It is sufficient to say that he was known wherever fine pottery is 
appreciated. In America his wares were eagerly sought by discerning collectors, but what pleased him 
most was the recognition he received from the Far East. Indeed, he would often remark, half 
humorously, that to see his best work one had to travel abroad. Several American museums possess 
representative collections of Moorcroft ware and before the war good displays were to be seen at 
Vienna, Brussels and, I believe, Tokyo. The writer can well remember a carefully-selected group at the 
Deutsches Museum in Munich which the Curator had commissioned from Moorcroft direct. 
 
Almost all his work was done on earthenware and, good as was the body material at Macintyre’s, it 
was further improved after Moorcroft commenced potting on his own account at Cobridge. Here he 
experimented with a variety of bodies until he achieved the right material for his purpose. Both 
underglaze painting and colour-glazes were used, often together, on the more important pieces. This 
called for no small degree of chemical knowledge which he was well qualified, both by training and by 



temperament, to supply. In his floral designs good use was made of a pale celadon green which acted 
as a foil for the more brilliant oxides of the decoration. How brilliant these could be was borne upon 
visitors to the yearly British Industries Fairs at Olympia before the last war. Against a background of 
simple waxed polished oak, a few, often a very few, glowing vases would be shown in a careful 
arrangement of form and colour. I do not think it is realised how much trouble he took with these 
annual displays, nor how much of the art which conceals art was employed in obtaining the desired 
effects. Each year some new essay in pure pottery would be shown at Olympia. It might be a sensitive 
restatement of form owing something to the Chinese or perhaps a fresh essay in plant form deriving 
from his studies in Near Eastern pottery. Whatever the theme, it would be informed with that 
sensibility, that almost dateless sense of style, that formed the main contribution of William Moorcroft 
to English ceramics. He was the last person in the world to bludgeon his public into accepting a new 
mode. Persuasion not unmixed with urbanity was his most constant trait both as man and artist. 
 
It is, as yet, too early to appraise him satisfactorily; time alone will decide. To some he will appeal most 
strongly as a great colourist; to others his superb drawing in clay on clay will make the most lasting 
impression. In any event, the statement made at the beginning of this article is surely valid. He was a 
great potter. 
 
JOHN BEMROSE 
 
 
 
 
 


