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THE POTTERS’ SHOP
° 324 TINAKORI ROAD °

THE WELLINGTON POTTERY
(I)OPERATIVE DISPLAYING A WIDE

SELECTION OF SPLENDII) POTS
TELEPHONE 738—803
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oapbox
Competition plays an important part in many sports and games.
It can provide an incentive for a sportsperson to improve his or
her performance. A simple criteria will establish winners and
losers.

Not so in the arts.
In my work as an artist my aim is to explore my understanding

and responses to the world and more specifically to my task, the
materials and processes that I use. I succeed ifa work represents
my point ofview. Points ofview cannot be put into a hierarchical
order.

How andfor what reasons anybody can attempt to turn these
activities into a race is beyond my understanding. My beliefthat
there cannot be a universal, objective criteria to ick winners and
losers seems to be supported by a number ofpcontributions to
“New Zealand Crafts” No. 15: a review of “Ties That Bind”
mentions 9 of52 exhibits and describes the rest as an “incredibly
mixed lot”. Reviewing the “Fibre Art Award” the writer leaves
no doubt about his lack of con dence in the selection process of
that award. The same “New Zealand Crafts” includes two
letters by prominent craftspeople questioning criteria and attitude
ofthejudge of “Ties That Bind”. An article by thatjuror gives
reasons andjusti cations for her choices and exclusions.

b/cf ‘

I doubt whether a game of rugby could cause this type of
controversy.

What is the point ofcompetitions and awards and who are they
goodfor? For me, a craftsman who enjoys the difference in our
work? For you, ifyou don’t get the prize?

The only sure winner in this game is the sponsoring rm,
whose name o en appears in the title ofthe show and in all the
publicity surrounding it. A business rm naturally prefers to
support and be associated with a competition or award which will
attract more publicity than a less spectacular but possibly much
more relevant event.

I suspect that the idea for a number ofour yearly competitions
and awards has not originatedfrom the craftspeople butfrom the
sponsors.

Before accepting support we have to be clear about our own
plans and not deviate from them to satisfy the wishes of the
sponsor. We will also have to examine his own activities — are
they compatible with our own and can we morally support them?
Do we like to be associated with him?

Accepting corporate sponsorship entails more than accepting

LETTERS TO THE EDITOR

Craft Hunters Guide

I was disappointed in Philip
Clarke’s review of the “Craft
Hunters Guide” in the winter
ma azine. He fails to
un .erstand the objectives ofthe
Craft Hunters Guide and shows
an unnecessary loyalty to the
excellent, but now outdated,
“N.Z. Crafts Shops” guide that
he compiled. Even while
compiling it he stated that the
two publications would not be
in com etition because one
would 6 comprehensive (it
nearly was!) and one was
selected.

The Craft Hunters Guide is a
compact guide which covers
areas not covered by regional
publications, is selected and
therefore mana eable. These
seem to me to e virtues not
faults.

He is wrong when he states
that the information is available
elsewhere. He assumes that any
“comprehensive” guide is

inherently superior to a selected
one and he underestimates the
importance of direct sales and
commissioned work to many
craftspeople.

I trust Fiona Thompson will
not be discouraged by this
negative review, and will
continue producing her
excellent publication.

Anthony Williams

Artists, Teachers and
Craftspeople

I would like to congratulate the
new executive on their election.
I would like to emphasise that
there is no individual I am not
very happy to see on the
executive. However, lam
considerably concerned when I
look to the overall mix of

people and interests. There is a
dominance of “teachers” and of
“artists”. Not that I wish to
draw a hard line between
“artists" and “craftspeople” —
but the terms are not
synonymous and that a body
which is proud to call itself
“Crafts Council” should be run
by eople whose
sel —description is “artist” has
to be worrying.

With regard to teachin , I
would point out that era t
training, while important, has
already dominated our concerns
too much.

I hope the executive will not
see this as a personal attack, but
rather as an expression of very
real concern that we have ended
up with this imbalance, and will
bear it in mind when making
their decisions in the interests of
the practising craftspeo le who
are the vast majority 0 our
members.

Anthony Williams

Clear, Precise, Cutting
& Critical

After wading through the wails
oflamentation in Letters to the
Editors, an interesting history
on 22 The Terrace, the sadness
which pervaded the articles on
Theo Schoon, followed by
agwaving over “Winstone

Ties That Bind” and a review
on the Suter ceramics
exhibition, it was a great
pleasure to read Bob Bassant’s
“Healthy New Zealand
Identity?".

Clear, precise, cutting and
critical; a highly readable and
intelligent “tour de force” (ifI
may be so bold as to use such
words) for which Mr Bassant
and the New Zealand crafts
deserve to be congratulated.
This article has a positiveness
from which a progress can be
made.

Again, congratulations.

M. Harrison
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CRAFT PIONEERS

The rst in a series about those who were in uential in the New Zealand
pottery boom.

Helen Mason’s home and workshop
in the Wairarapa. i966.

, -. .v "In?“

Photograph: Warwick Teague.

Where on earth to start? The pottery
movement goes back nzuch further than
other New Zealand crafts.

In the 1920s and 30s there were
in uential individuals in Auckland
(Olivejones and Briar Gardener), in
Wellington (Elizabeth Il/Iatheson) and in
Dunedin (Harry Miller, R. N. Field
and Oswald Stephens). There was
Elizabeth Lissaman at Morrinsville and
H. V. Fulford at Te Mata. These were
the forerunners; they taught, in uenced,
inspired the generation who, in the 405
and 50s, emerged as a group — the
New Zealand Potters — whose work
we still recognise and who are still
working today.

It is the in uential among this group
that we will talk to in the nextfew
issues. Those who fell in love with
stoneware and whose oil red kilns

belched lthy soot over their neighbours’
washing; who knew each other well,
shared discoveries and travelled miles to
attend rings of theirfriends: Barry
Brickell and Roy Cowan, the kiln
experts, Mirek Smisek, the rstfull
time potter, Doreen Blumhardt, teacher
and writer, Len Castle, teacher and
inspirer, Helen Mason, rst editor of
The New Zealand Potter, who has
never stopped bursting with enthusiasm,
Yvonne Rust and Peter Stitchbury —
in uential teachers.

These are some ofthe people who in
the I950s put New Zealand pottery on
the map. They were thirty years ahead
ofthe jewellers, the woodworkers,
leatherworkers, glassblowers, who have
only recently organised national
exhibitions, magazines and
organisations.

Why was pottery so far ahead ofother
crafts in New Zealand? Partly because
ofour connections with England. Pottery
underwent a great revival there and
Bernard Leach’s book was ofenormous
importance and in uence to New
Zealand potters. And then clays and
glazes were available here, ifyou dug
your own or knew someone who did.
But possibly most importantly the
excitement ofproducing beautifulforms
by a process that was physically hard
and mechanically challenging, suited the
pioneering spirit ofmany New
Zealanders.

In this issue we talk to three potters,
working in Wellington in the 1950s,
whose contribution has been important
— Roy Cowan, Helen Mason and
Doreen Blumhardt.

Jenny Pattrick
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1959. Helen A/Iason with lzer rst lailn
(lmilt 'om Elizabeth Mat/zemn’x kiln).

“That post—war time was a
marvellous period of discovery,” says
Helen Mason, her whole face alight
with the memory. One of Helen’s
great contributions to the growth of
the pottery movement has been her
enthusiasm, and it still glows brightly
today. Not only has she always been
generous of her time as organiser and
writer, she has always had the ability
to excite other people and to goad
them into action.

Pottery rst entered her life when
she went to the 1940 Centennial
Exhibition in Wellington and watched
Elizabeth Matheson from Wellington
and Olive jones from Auckland
demonstrating pottery and selling
their work at a stall there.

“Later a group of us —'mostly

women needing stimulation — got
together. We went to night classes
run by Mr Roberts at Petone Tech.
There was Lee Thomson, June Black,
Muriel Moody and others. We
learned in every way possible, but it
wasn’t enough. Every three months
we met at my place and exchanged
ideas.

“We had clay-digging parties at
Cannons Creek. The DSIR gave us
advice. Other people were marvellous
inspirations to us. Len Castle gave us
a sort of mystical inspiration. Then
there was Ray Chapman-Taylor. He
wasn’t a potter but had a marvellous
collection of pottery. We’d go there
sometimes on a Saturday afternoon
and have tea and talk and handle the
beautiful pieces.

“But it was the Dunedin people
who really got things going. Oswald
Stephens and the Visual Arts
Association organised the rst
National Exhibition of pottery there
in 1957. The Otago Museum, which
housed the exhibition, had established
a separate Department of Ceramics in
1947. It was the rst museum to
show any interest in New Zealand
pottery.”

The next year Helen Mason and
Lee Thomson undertook to host the
2nd National Exhibition in
Wellington. They roped in Doreen
Blumhardt and Dr Terry Barrow —
ethnologist at the Dominion Museum
— formed a committee, and
plunged in.

“In those days there was no
society, no organisation to take
responsibility, you see. We had no
money for running the exhibition.
We wrote to all the potters we could
think of and asked for a subscription
and pots for the exhibition. We
promised them a newsletter in return
for their subscription. That's how the
New Zealand Potter began.

“I had worked on the Listener in
its infancy so I edited it and Doreen
Blumhardt, who had access at
teachers college to duplicating
processes, did the layout and printing.
We had no idea whether it would
survive but we bravely called it
‘Volume 1, Number 1’, and it’s still
going!”

That rst Wellington exhibition in
1958 was designed by Geoffry Nees,
had 33 contributors, was strictly
selected and was a tremendous
success, both nancially and
artistically. Though the New Zealand
Society of Potters was not formed for
another eight years, it was this
exhibition and the resulting Potters
magazine thatjelled the movement
and brought potters together.

Helen Mason played an
instrumental role through her
editorship of the magazine. Through
her own editorial comment and by
goading others into working she
helped ferment ideas and knowledge.
When juliet Peter and Roy Cowan
joined the editorial team in 1962 their
publishing expertise gave the
magazine an added boost. At this
time it was the editorial committee
which coped with everything — the
dissemination ofinformation, the
annual exhibitions, selection and even
a touring exhibition.

A personal highlight for Helen was
a trip in 1960, to a World Design
Conference in japan. “I went in my
capacity as editor of the magazine,”
she said. “It was so exciting! I had
seven weeks there. The atmosphere of
acceptance was intoxicating.”

Then in 1965 she left her
Khandallah home and made a new
start in the Wairarapa, setting up as a
full—time potter and building her own
kiln. At Carterton she became a
member of the rst craft co-operative

— Turkey Red — organised by Bill
Mason.

Another shift to Auckland brought
her into partnership with jeff Scholes
and under the in uence of the
Auckland scene.

Co—operatives have been a strong
part of Helen’s pottery life. She was a
founder member in 1970 of
Auckland’s Brown’s Mill.

“There were ten of us,” she
remembers. “We paid $50 each to
get it set up and had strict regulations
of membership. We were open Friday
and Saturday. It was the forerunner
of all the other city craft markets.
James Baxter used to come and sell
his ballads. There was usually a
marvellous atmosphere on a Saturday
— a real festival atmosphere. I was
there for three and a half years.
Bronwyn Cornish was my apprentice
then.”

Then in 1974 Helen Mason shifted
again, rst to Central Hawkes Bay
and nally to the East Coast, Where
for the last ten years she has worked
in a largely Maori community at
Tokomaru Bay.

“I don’t know how many kilns
I’ve built in my life — but I’ve never
let a kiln stand in the way of shifting
to where I should be. But this shift
was a near disaster. Two girls I’d
worked with in Auckland turned up
at my Hawkes Bay home and said
they’d come to work with me. My
son had just got married and it was
time to move on. So we borrowed a
truck and sheep trailer from a friend,
dismantled the whole kiln and loaded
it on the trailer. Everything was
carefully marked so we could start
again. The trip was ne butjust as
we arrived at my beautiful new—old
home at the bay, the trailer tilted and
everything was deposited in a
smashed heap on the road! I can laugh
at it now, but I can tell you it was a
terrible blow then. Just about the

end.”
But nothing, it seems, gets Helen

down for long. Soon she was
organising spinning classes for the
largely Maori community. Her friend
Ngoi Pewhairangi invited her on to
the marae at Tokomaru Bay to teach
crafts there where her powers of
generating enthusiasm have been
instrumental in developing a strong
craft—based interest among people. In
1979 Helen organised an exhibition at
the Hastings Cultural Centre of
Maori and pakeha crafts made north
of Gisborne. It was an exceptional
exhibition — mostly by peo 1e
showing their work for the 1rst time.

And now? Helen lives in a
picturesque old brick house in
Tokomaru Bay, next to the huge
derelict brick woolsheds. Her pottery
and showroom are in the old stables.
The old wharf and the sea are just
behind her.

She shows me bowls freshly out of
the kiln. They are ne work, richly
glazed.

“I suppose I don’t work so
continuously now — I’ve got my
‘super’ to keep the wolf from the
door! — but I wouldn’t be happy not
working. I’m particularly interested in
this series of sea forms at the
moment.

“And also a Maori boy comes
every day after school to do his
homework in peace. I usually give
him tea. It’s very much a community
here. Ijust live a quiet life really.”

Her life may seem settled but Helen
Mason still encourages and hel s. Last

ear she had an ailin Theo Selioon to
live, when he neede care. Her pen is
just as lively as ever too. Read her
picture of Theo in the last issue. It
takes one pioneer to sum up another.

Cl

Helen Mason "Sea Form" 1985.
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Like most potters, Roy Cowan is
tough, nuggetty and looks younger
than he is. He and his artist/potter
wife Juliet Peters have always worked
in Wellington. Most oftheir large
oil red kiln in the garden of their
Ngaio home is the original one Roy
designed and built in 1960. “I know
it well,” he says. “It doesn’t need
relining and repairing like the new
bre lined gas kilns. So despite the

higher price of oil, I think I can re
Just as ef ciently in it.”

Kiln and clay technology have been
Roy’s particular contribution to the
pottery world. He combines an
artistic talent (he trained as an art
specialist teacher) with a
mechanical/mathematical bent.
During the war he was a pilot and
afterwards came home to build his
own car and race it as a member of
the New Zealand Motor Sport
Association. His post—warjob at
School Publications M where Juliet
also Worked as an illustrator —— led
him to an interest in lithography and
book roduction.

I asked him what had in uenced
him into the pottery world.

“It was really our trip to
England,” he said. “Juliet studied
pottery there at the Hammersmith
School of Building and Crafts —
interesting that —~ not an art school
you see — a technical college. Then
we met Ken Clark — a New
Zealander, potting in London. He
influenced us both. He rather railed
against Bernard Leach and what he
called the ‘Sing Ning Ting School’.
He loved using colour and was
interested in murals.

“Then of course we spent time at
the Victoria and Albert Museum.
There was enough there to visually
deafen you for months.”

Back in New Zealand he continued
at School Publications but both he
and Juliet became more involved in
pottery. They red in a 1.3 cubic foot
electric kiln and combined
earthenware and graphics.

“The old guard,” says Roy,
“were a gentler breed, ladies mostly,
ring in electric kilns and using all

imported materials. They exhibited at
the Academy.

“Then this new frightful
generation arose. Their kilns ran on
waste oil and belched black smoke
and large smuts. Terry Barrow, who
should be mentioned among the early
ones ofin uence, had an evil kiln,
built by Barry Brickell. After one

Photograph: Roy Con/an

ring, an irate neighbour came over
and accused him of ‘blackening my
washing, my baby and my dog!

“The 505,” he says, “was a time
of stoneware snobbery. We all made
it. Barry (Brickell) built lots of kilns.
He was a brilliant pyromaniac and
knew how to control these early
updraught kilns. But in lesser hands,
some were dangerous and all were
dirty.

“Then that imp Helen Mason
suggested to me that there must be a
bettery way. So I developed a down
draught oil red kiln that burned
clean. I made up burners from
available plumbers’ parts and worked
out tables and calculations for
different sizes. I could do the
mathematical side. Then we published
the tables and plans in the Potters
magazine. It really caught on. Every
time we published new plans or tables
we had to do an extra run on those
pages. I began to get rings in the
middle of the night from people who

Roy Cowan and King Alida:

were halfway through ring, had got
stuck and wanted to kno what came
next. Once the call was from British
Colombia.”

Roy was interested in the skill and
ability of women.

“This was an area where there was
no model that told women they
couldn’t mana e,” he said. “Most
women were fill of inhibitions when
it came to building cars — they knew
they couldn’t do it. But kiln building
was a new area. The technology and
calculations were just as complex as
car building, but the negative model
was removed. Women became superb
kiln builders. Jean Hastedt built a
beautiful kiln all herself. The arches
and domes were perfect — a delight
to look at.”

One of Roy’s happiest times was
prospecting with Ian McPherson in
Nelson and the West Coast. Together
they researched clay bodies and
minerals for glazes. Ian McPherson
then became a valued supplier of

:1 »:2...- «a

Nelson clay bodies to potters all over
the country.

I asked Roy what he thought had been
important changes in the pottery scene.

“When the pottery world
expanded beyond that rst hard core
you got people who were not
interested or not able to build kilns.
A network of suppliers developed.
Potters now support a stunning
burden of su pliers. It all puts up the
price of the fiiiished article.

“And when Foreign Affairs
realised it had a selling line in its
potters that was a step forward. They
bought work for embassies and
promoted travelling exhibitions in the
late 605 and early 705.”

In 1972 Roy was commissioned to
produce a catalogue to accompany a
Queen Elizabeth II Arts

Opening the kiln at the Cowans’ 1961.

Council/Foreign Affairs craft
exhibition.

“1 think the remission of Sales Tax
(1979) was the biggest step forward
for the pottery movement,” says Roy.
“That brought potters together and
opened the door for experimental,
decorative work.”

Roy considers that he and Juliet
have never been in the mainstream of
New Zealand potting. “Our interest
in graphics has always had a strong
influence on our work.” But these
days, he says, there is no dominating
style — “You can start anywhere
now — it’s all bubbling out.”

Minoan art has always been a
favourite of the Cowans and recently
Roy has been making very large
plates, decorated with graphics in the
Yuan style. “It was a time, after the

Mongol invasion, when pottery was
more robust, more commercial, but
full of life.”

Roy himself is still obviously full of
life. He has come a long way since
1959 when he left School Publications
and was delighted to have earned
£400 ($800) over a year’s full—time
potting. His large murals, lighted
garden pieces and massive sculptures
grace many public buildings and
private gardens. At present he is
enjoying creating a Wilder Set of
Gods for New Zealand — “Gentle
Jesus meek and mild doesn’t suit us
really does it?” he says with a mild
grin and a wilder glint in his eye.

Ana’ n' the ttzn'e? There are no lack
ofideas. He shows me various
overseas magazines intending, it
seems, to goad me and the editorial
team into a more lively approach to
the crafts magazine. “We need a few
more Brian Gartsides, there aren’t
enough,” he says, surprisingly, “to
kick us around, shock us and bounce
off each other.” Then he brings in
pieces of semi—re ective glass, used by
architects in modern buildings. Roy is
experimenting with various adhesives
and wants to use the glass with
ceramic tiles in murals.

I leave, feeling very de nitely a
member of the weaker next
generation. What did their mothers
feed this pioneer generation for Lord’s
sake?

|:l

2nd National Exhibition ofPotters I958.

Helen Mason.

Roy Con/an.

Doreen BInm/zam’t.
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Doreen Blumhardt C.B.E.

If, like me, you were at primary
school in the 405, you will probably
remember art and craft as a bright
collage ofnewsprint, papier—mache
puppet heads, powder paints that
wouldn’t mix, wonderful lumpy
knobs of clay, scarves woven on desk
looms and a great deal of pleasure.
Doreen Blumhardt was responsible
for a good part of that scene.

In 1942 Clarence Beeby, Director of
Education, asked Doreen, then
relieving as art specialist at
Christchurch Teachers College, to
come to Wellington to hel
implement his new plans Elgar art
teaching in New Zealand. At that
time, in the middle of the war, art
materials were not available. And
anyway art teaching was mainly
con ned to the use of small crayons
on black paper, or drawing with a
pencil.

Sam Williams, an art adviser from
England, was employed by Beeby to
advise the Education Department on
new teaching methods. Doreen was
to be the travelling specialist to spread
the word.

For six years Doreen enthused the
country’s teachers. Beeby ruled that
everyone must attend Doreen’s
courses. So the 23 year old found
herself taking a group ofinspectors
for a week, then a group of
headteachers, then the teachers
themselves. Doreen persuaded a chalk
factory in Wellington to experiment
with pigments to make a powder

paint. She knew that the new thing
was to paint with large brushes on
big sheets of paper, but supply was
the problem.

So the chalk factory came up with
powder paints — not too soluble at
rst — and Doreen designed and had

made easels to t on desk tops.
Children and teachers brought the
daily newspaper to school and the
sheets were coated with a cheap white
distemper and so the new—style
painting — familiar to most of us —
was underway.

Then the local brickworks at
Miramar supplied clay to the schools.

“It was full oflumps — no good
for throwing,” remembers Doreen.
“But it was ne for hand building.
No schools had kilns in those days
but the children loved the medium.”

By all accounts young Doreen
Blumhardt was a ball of energy and
ingenuity. A group of enthusiastic
inspectors, surprised at their own
prowess, presented her with a
briefcase after their week of
indoctrination. It was inscribed —

10

“to ourjet—powered meteor”.
Who were those who irg uenrcd her

towards pottery?
“Well lsey james, Head of Craft at

Teachers College in Christchurch,
was very important. In those days I
was more interested in weaving. She
started me on that. But she also
introduced us to clay and had our
work red at Luke Adams, the local
commercial pottery works.

“Elizabeth Matheson in Wellington
was in uential too. She had a kiln and
imported everything. She helped me
import the rst electric kiln for
schools. From Australia. We had an
art centre at Clyde Quay School. We
didn’t know anything about glazes.
We had to read up in books and try
to work things out.

“I really got interested in pottery
for myself when I bought my first
wheel. That came from Burnham
Camp in Christchurch. While I was
there I was in a Red Cross Unit, with
Ngaio Marsh as my commander.
Can’t you just imagine her deep voice
booming out ‘Left turn’l”
Doreen’s own not inconsiderable
voice booms out in laughter. “Well
we took rehabilitation classes for
wounded soldiers and they had a
potters wheel. After the unit was
closed they sold up the equipment. I
heard about it and bought it. At that
time I was living in a large old house
—— 8 Braithwaite Street — in Karori.
There were nine of us together. It
must have been the first mixed at in
the city. Not the done thing in those
days. But we had fun. Brian Brake
lived there too. He must have been 18
then. He came as a young
photographer to work at the Spenser
Digby studio. Anyway there was no
room for my wheel in the house so I
put it out in the garden.”

In 1949, Doreen had been a
travelling specialist for six years and
felt the need to recharge her batteries.
She went overseas and worked with
Nora Braden, friend of Bernard
Leach. She also had opportunities to
meet Cizek at the Vienna Art School
and to deliver a lecture (in German
which is a second language for
Doreen) on New Zealand children’s
art at an international exhibition of
child art at Manheim.

On her return Doreen took up a
position, first relieving then
permanent, at the Art Department of
Wellington Teachers College where
she remained for 21 years.

With the help of students and the
ubiquitous Barry Brickell, she built
an updraught oil- red kiln in a shed
next to the art block.

“It was a mad time,” she says.
“One of the students tore the hub
caps off his car to use as a drip pan
for the oil and we bought a vacuum
cleaner for one pound to act as the
draught. I think we were the rst to
use an old vacuum, but many did
after that.

“It was pretty dangerous to re
though. I was up at college half the
night when we red. And when I
went to Japan on leave, I hid the
burners so my reliever couldn’t re it.
You had to know that beast. Actually
on its last ring it set re to the shed
and a reman had to stand guard all
night. I couldn’t let them douse the
kiln — too many valuable pots
inside.”

During her time at teachers college
Doreen ran adult education classes.

“Everyone was learning, everyone
was bursting to know more. Helen
Mason, Lee Thompson and Wilf
Wright were at the Petone Tech night
classes. Juliet Peters came to my night
classes. We all knew each other.

“I think there was a different
feeling then, partly because none of
us earned a living from potting. We
all shared our experiences and
knowledge. Most of us were trained
teachers and couldn’t help sharing
ideas. Once potters went more into
commercial enterprises there was a
different feeling — less sharing.

“Stocktons, the pottery shop in
Woodward Street, was important to
us. That was run rst by Harry
Seresin and then by Wilf Wright’s
father. They imported pots by all the
best English potters — Bernard
Leach, Lucie Rie, Crowan (the
pottery run by Harry Davies before
he came to New Zealand) and
Michael Cardew. That was a great
inspiration to us.”

In 1969 Doreen was made President
of the edgling New Zealand Society
of Potters, a position which she held
for three years. She travelled
frequently both overseas and within
New Zealand and exhibited her work
widely.

Then Doreen built a Roy Cowan
down draught kiln at her own home,
incorporating an organ blower.

“I used wonderful re bricks from
a dismantled crematorium, and the
teachers college students made a chain
gang from the road.” (Doreen’s house
and very special garden are tucked
into one o Wellington’s more
precipitous hillsides.)

Doreen Blumhardt’s particular
contribution as a pioneer has been as
a teacher — to those early primary
school children, to her many teachers
college students now turned
professional potters, to the numerous
clubs and groups with whom she has
shared her enthusiasm and skills (and
her most comprehensive collection of
slides).

In 1980 the Government honoured
her with a C.B.E. “for services to
the arts in general and pottery in
particular”.

Like Roy Cowan, Doreen is still
tough and energetic. She has
collaborated with photographer Brian
Brake in roducing two important
New Zea and craft books. But her
most personally satisfying project has
been the ceramic wall she made
recently for the new Christian Science
Church designed by Ian Ath eld.
“It’s got a lot of me in it —— my love
of rocks and natural growing things.
And it was a marvellous experience
working with the architect.”

At an unbelievable 70, she still rises
early — a habit she acquired early on
her father’s North Auckland farm —
and this year plans to extend the
house which is her present pottery
into a home.

“At the moment I’m having fun
with colour in my pottery,” she says.
“I’m interested in colour at high
temperature. And I think I love best
making big pots —— they have such a
presence of their own.”

There’s no doubt that the maker
also has an undeniable presence. D
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Historic
Occasion

For
Historic
Building

Rt Hon David Lange, Prime Minister,
and Colin Slade, Crafts Council President.

The of cial opening of 22 The Terrace —
Crafts Council’s new premises

The Prime Minister of cially opened the Crafts Council’s new
premises at 22 The Terrace on 19November, 1985. In his
speech to assembled guests, the Rt Hon David Lange
commented on the importance ofdisplaying works, such as
those in the Showcase Exhibition, overseas: “It is good )?
New Zealand when we present ourselves through work of
quality, ofextraordinary skill and dexterity and distinctive
artistic ability.” He expressed his support for the cture of the
crafts: "New Zealand has a strong cra tradition. We have
cra speople here whose work is breathtaking in its creativity.
What we must do more and more in the future is to marry the
crafts and indust so that more ofour production is
characterised by t e qualities which characterise our cra s. ”

Phillip Clarke, former resource o cer with the Cra s Council, and
Brian Roberts oin Roberts Print,

Kate Coolahan, Executive member, Michael Volkerling,
Director, Queen Elizabeth 11 Arts Council, james Creig,
Potter.

Over 250 guests attended the opening, including the Mayor,
the Ministerfor the Arts, City Councillors, representatives
from arts/crafts organisations and government departments, top
business people and craftspeople. It was an extremely
successful evening with congratulations voiced on all sides.

Mel Simpson, craftsperson and Executive member, Paul
Mason, craftsperson, and Brian Garside’s Art Plate.

, ., ,__, .1- ' ‘

Carin Wilson, Past President, jenny Pattrick, Past President,
john Schiff, Executive Director, Colin Slade, President, and
Campbell Hegan, Past President.
The Presidents, past and present, gathered at the opening to
discuss just how far the Council has come over the years.

| . /~
. \ _ - \ v [/1

james Bowman, President, New Zealand Association of
Leatherworkers, and Robyn Stewart, Potter.

Many representatives from other arts/crafts organisations were
present at the opening. The Cra s Council maintains close
links with these organisations so that the dissemination of
information (concerning visiting cra speople, workshops etc) is
carried out as quickly and effectively as possible. The sharing
of information is vital ifcraftspeople are to be kept up-to-date
with what is happening locally and internationally.

Crajtspeople, and their works, were well represented at the
Opening. The inaugural exhibition was Showcase II, in
which very special pieces were brought together so that Foreign
Affairs could select works for display in embassies and
residences overseas.

Many people commented on how pleased they were that the
historic house at 22 The Terrace, close to the hearts of many
Wellingtonians, was to be occupied by the Crafts Council.
Festivities were aided by the generous support ofRoberts
Print, Villa Maria Wines, New Zealand Apple and Pear
Marketing Board and the Wellington City Art Gallery. El
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The taste wlly restored “upstairs” in this former medical practitioner’s
residence are now Administration Of ces, housing also a meeting room,
library and resource area.
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The openin ofthe new Cra s Council Gallery marks a
major step orwardfor the cra speople ofNew Zealand. It
provides a custom-designed area where crafts can be displayed
to their nest advantage. As the national headquarters ofall
New Zealand cra speople, the beautifully restored house is
tangible evidence ofthe growing regard in which the crafts are
held

The Crafts Council’s in uence has grown and its activities
have expanded tenfold since its originalformation as the New
Zealand chapter ofthe World Crafts Council. Through the
years premises changedfrequently, from Courtenay Place to
Featherston Street to thejames Cook Arcade, but none
provided the erfect home. However, the moving is now over
and the Cra s Council hasfound its permanent residence.

1. Interior View ofthe Gallery from entrancefoyer.
2. Library and resource area.

Photograph: Tony Whincup.
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EXHIBITION REVIEW

The Dowse Art Museum organised'and John Edgar curated this major
exhibition of hard stone carving — but were the objectives reached?
Bob Bassant evaluates.

Pakohe
Installation john Edgar and Dante Bonita.

About three years ago James Mack
asked John Edgar to curate an
exhibition of argillite carvings at the
Dowse Art Museum. It was hoped
that the show would de ne and
clarify some new directions in hard
stone carving in this country and also
establish a new regard for argillite as
a unique and subtle stone of our land.

The objectives seemed clearly
de ned and it is certainly due to john
Edgar’s un a ging enthusiasm for his
favourite me ium and his ins iration
to others, plus the support 0 the
effervescent James Mack, that this
extraordinary exhibition came about.

Each one of the seventeen invited
exhibitors was sent a suf cient supply
of argillite to get started with promise
of further supplies if needed.

john Edgar (in a letter to the
exhibitors):

“This is a major exhibition and an
opportunity to acknowledge our heritage
and to ensure continuity ofthe whakapapa
ofthis stone. ”

and:
“That is ifwe really are a group of

artisans with any cohesion and anything
to say about the nature ofstone and the
holes thatgo through them.”

and nally:
”When [ rst undertook to curate this

exhibition I was aware ofa strong
conviction to keep those involved well
informed ofdetails as they became clear.
In this way I hoped to establish a
dialogue between exhibitors so that by the
time ofthe exhibition some collective
consciousness might be evident, giving the
show a strength beyond the fact that we
are all carving the same stonefrom the
same land.”

The revival of hard stone carving, a
lost art since the beginning of the
nineteenth century, took place in the
sixties, but it is only recently that
there’s a renewed interest in other ne
hard stones with individual
characteristics such as argillite,
greywacke and basalt.

Without wanting to dwell on
characteristics of stone too much, it’s

1 Te Malzara 0 Ghana.
2 Warwick Freeman. Reel Necklace — 1V1aitai

Pakohe and Glass.
3 Russell Beck. Percussion Piece — Longwood

lVIountains Pakohe and Orepuki Beach
Hydro-grossular Garnet Hairlinerstone.

4 Taonga Maori Adze Blades.

worth mentioning that it’s the least
understood factor by quite a number
of carvers, presumably as a result of
seeing mere cleverness and technical
brilliance as an end in itself. Some
work even veers towards a kind of
“cuteness”, certain to make some of
the viewing public respond with
admiring “oh’s” and “ah’s”.

But it’s doing very little to
promote this “harder than steele
stone". The little cuties could well
have been cut out of soap or made of
plasticine — eliciting no doubt the
same sort of response if they had
been.

The problem as I see it is due to a
lack of awareness, a lack of sensitivity
and appreciation of the intrinsic

qualities of the stone.
Growth in that particular area can

only come about by not joining a
band of craftromantics and
mythmakers; at some stage one needs
to stop and contemplate what
“shaping things in hard stone” is all
about. It certainly is notjust about
craft and manual skills, because if it
was why bother about argillite?

So, if it is not we need to look at
the “giving of form” in basically the
same way as sculptors and designers
do, e.g. we need to study and
contemplate the characteristics and
intrinsic qualities of the stone about
to be hewn, the wood to be cut or
the bronze to be cast, quite apart
from the technicalities involved
and/or the resulting limitations.
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The misuse and cheap
commercialisation of greenstone and
particularly paua could serve here as
an example. Both have now been
trivialised to the point where an
almost anti—use reaction has set in
amongst serious artisans.

It’s thanks to the likes of, for
instance, Neil Hanna’s work in
greenstone and Jenny Pattrick’s with
paua that the future of these
marvellous natural resources as a truly
creative medium remains assured,
notwithstanding the plastic tiki
syndrome!

Without understanding, belief in,
and dedication to the medium, the
days of the plastic argillite tiki may
not be far off and I mean plastic here
in a gurative way.

And there’s the matter of relative
scale, ably demonstrated by the work
ofJohn Edgar for instance; although I
don’t think his larger circular pieces
work as well as his smaller “coins of
the realm”, there’s nevertheless a
certain heroic quality in his attempt to
physically enlarge his statements

rather than diminishing them as a
design concept by over—decoration
and prettiness.

As ever his work exudes a
powerful elegance in a minimalist sort
of way.

Few pieces in the rest of the show
could well have served as
three—dimensional sketches for much
larger works, in particular Jens
Hansen’s “six shapes from the ships
of my father”.

These small pieces, under the
in uence of earlier design trends,
seemed strangely diminished because
of it, particularly when seen against
and compared with the ancient adzes
on display which themselves
transmitted at timeless authority

1 Alfred Poole. Sea Form — Moleo A/Ioleo Inlet
Paleohe,

ZJOhn Edgar. Compass For Aotearoa — Maitai
Paleohe, Copper.

3 Bill Mathieson. Paleolze.

4 Warwirle Freeman. Paleohe Cross Necklace —
Maitai Paleohe and Pure Silver.

5 Stephen Mylzre. Hei Mama — D’Urville
Island Paleohe.

6 Bill Mathieson. Pendants —- Paleohe and
Silt/er.

totally beyond style.
Perhaps Jens Hansen among several

other exhibitors hasn’t quite realised
the rather monumental quality of
pakohe, but there’s de nitely a search
going on in his work.

Russell Beck’s fondle pieces have a
rightness of scale closer to the reality
of the ancient tools on display and as
such seem to have acquired some of
their monumentality and character,
tentative as it may be.

These ancient tools on display are
awesome, purely as sculptural forms,
even by today’s art critical standards,
and made a fair bit of what was
exhibited around them seem trival
and pretentious by comparison.

The obvious pace—setters together
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Above left:

Above right:

R igh t .'

Below:

Dar/id Hegglnn — Untitled. Paleolee, Bone
Clasp.
Peter Woods — Communion Set A Chalite,
Paten {‘7 Candleholdem. Maitai Paleolze,
Copper G Silver.
Rirhard Cotgrooe — Duvanrelx Gecko with
Puriri Mot/1. Colar Bay Paleolle, lll Box
(not Shown).
View ofthe superbly dis layed exhibition by

James Marla and his Sta/{fat the Dowse Art
.Mnxemn, Lower Hutt.
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with John Edgar were, for me at
least, Bill Mathieson and Warwick
Freeman. Their respect for and
awareness of the natural properties
and intrinsic qualities of pakohe
remains unchallenged by the majority
of the exhibitors.

Warwick Freeman in the more
modern concept of playfulness and
wearability extends the use of pakohe
to greater limits e.g. the steeliness of
his ake necklaces makes it tribal
ware in the contem orary sense of the
words and so does is highly re ned
circular necklace.

Here the argillite is enhanced and
presented unencumbered or hindered
by an imposed meaning often
resulting from naming works.

His use of silver and glass as
complementary materials indicates a
design sensitivity — glass transparent,

silver, sparkling/shining, which is
mutually enhancing.

Bill Mathieson’s re ned linear
quality in his strictly two dimensional
work is through the use of ne silver
lines enclosing thin at pieces of
blackish pakohe almost graphically
descriptive.

Superbly proportioned and
simp i ed it makes the overtly
decorative pieces look rather cheap by
comparison.

In our post—modernist culture there
should be room for stylistic sharing
or the use of hybrid styles — and it

was certainly a delight to see a cross
fertilisation of ideas taking place in
solid form.

Some of the work remained safe
and predictable as we had come to
expect. Others tentatively reached out
toward new creative dimensions.

It was (is) a good show, thought
provoking and stimulating, and in the
Dowse Museum superbly presented
and cared for, but did it reach John
Edgar’s objectives? I kept looking for
more of the vital and meaningful
stylistic inventions, seen in the best of
the work on display.
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PROFILE

Jan van de Klundert came to the art of ax weaving via a teaching
career in mathematics and eight years spent in a trappist monastery in the
Netherlands. Bob Bassant has the story.

By tradition flax weaving seems
hardly an acceptable male occupation
and if added to that you are Pakeha
and not New Zealand born it
removes one even further into a social
no-man’s land.

tJan van de Klundert is well aware
0 this but he’s not worried —— he sees
his present day craft—based activities
as a logical and almost inevitable
extention, if not continuation, of his
former more intellectual pursuits.
Born and educated in the Netherlands
he seemed from an early age destined
for the cloth.

He considers the eight years spent
in a trappist monastery in preparation
for priesthood well spent.

“1 was a shy and introverted child
nding it dif cult to assert myself. The

years spent in the monastery gave me a
chance to develo and nd my social and
emotional equilifrium. ”

And when, after leaving the
monastery, he was immediately called
upon to do his compulsory military
training, he didn’t nd it dif cult to
adjust to this radically different set of
circumstances, because both have a
structure of imposed order, command
and discipline in common.

Eventually, and after completing
his military service, he obtained a
degree in mathematics, but found that
at thirty years of age he was
considered too old for a commercial
career in the cut and thrust of the
market — the then rapidly expanding
EEC marketeers required young men
ofa more aggressive breed. Opting
for a teaching career instead he found
life once more taking a different turn.

“During my student years of teachers
training college my interest in things
ethnic — particularly relating to the
Paci c region — developed rapidly and
began increasingly to occupy my thoughts
and dreams.”

Mathematician —
Maker of Flax Forms

Hats and Flaxworles.




























