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Marianne Heller

Galerie Marianne Heller presents

Sculpture: Keizo Sugitani, umbra vitae, H 63.5 x W 27.5 x @ 21 Painting: Arvid Boecker, # 1221, oil on canvas, 2019, 50x40x5,5 cm

Opening hours: Tel.: + 49 (0) 6221-619090 Galerie Marianne Heller
Tue - Fr 11.00 - 13.00 & 14.30 - 18.00 Friedrich-Ebert-Anlage 2
Sat 11.00 - 16.00 Am Stadtgarten

D-69117 Heidelberg
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172021 EDITOR'S NOTES

Dear Readers of
neW CERAMICS

new year begins and the staff and contributors to NEUE KERAMIK and NEW CERAMICS located all over

the world wish you, our readers, who are also located worldwide, a happy healthy and successful New
Year. Of all the international ceramics magazines, NK / NC is the only one to appear in two languages, German
and English. In this way, we can reach a wide circle of people in art, design and craft, in teaching, art his-
tory and research as well as readers who are interested in ceramics privately. We will be remaining faithful
to this internationality in the coming year, as you will see in this first issue of the New Year with reference
to the writers of the articles and the countries of origin of the artists and the events.

The New Year begins with contributions on the intentions of three women who use ceramic material
as a support or as a canvas for mystical-fairytale themes as well as politically and societally relevant ones.
Heidi Degenhardt, whose work we have placed on the cover of this issue, not only expresses highly topical
issues but also voices her high esteem for the jurist, poet and ethnologist Elisabeth Gerdts-Rupp (1888-
1972) with the title Chapeau (“Hats off"”).

Hélene Loussier plunges into a fairytale world, dips into this reservoir, creates creatures that in their
subtle appearance reference childhood reveries but that also build psychological bridges to our everyday
world.

The third of these storytelling artists, Lena Peters, a ceramist still at the beginning of her career, already
enjoys wide recognition in the UK: She creates beings unknown in our world of normality but that in an
entirely individual fashion express their connection with ancient or religious metaphors.

In addition to this, of course you will also find further artists’ profiles which present equally interesting
background knowledge, special working technigues and impressive personalities.

We still cannot avoid the subject of the coronavirus and the changes to our everyday or business lives
determined by it. We have all experienced the biggest changes with the shift of customary interpersonal
communication — from the prohibited personal meeting to video conferences. ZOOM is the new magic
word, and like all technical innovations it goes hand in hand with a fair share of curiosity and the play /
fun factor. Of course it involves an interesting dimension if a group of people from Australia, China, Japan,
Korea, Europe and the USA come together for a virtual meeting at let us say 12 o’clock Eastern Time in
the USA to discuss organisational or artistic matters or to listen to a talk. However, this never replaces
personal contact, it is only a practical, temporary expedient. Interaction from person to person falls by the
wayside. Personally speaking, | would hope that after the pandemic this kind of communication can be
reduced to simply an exchange of information to save time again.

Evelyne Schoenmann, who experienced the Ceramics Congress Korea 2020 from her computer in Basel,
has announced comprehensive coverage of the subject for the next issue — we can look forward to her
article with interest.

One of the things you will find in the NEWS section is information about upcoming competitions. | would
like to draw your attention to the competition "Blanc de Chine ICCA" in China for two reasons. One is the
amount of the prize money, although it is not unusual for Asia, and the other, and this IS unusual, is that these
prizes are stated not as is customary for international competitions in US Dollars but in Euros. This gives us food
for thought and suggests a possible reorientation.

So let us hope for the longed-for improvement in infection rates so that cultural life once more has the
opportunity to unfold, so that conferences, symposia and exhibitions and thus travel, a creative interchange
and meetings in person can once again become normal for us, and so that artists can at long last build up a
financial basis.

Kind regards and best wishes,

Yours,
G
With our stand
at the recent
. Kleine Buchmesse,
the Little Book Fair,
Bernd PfannHuche in Neckarsteinach
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INFO / EXHIBITIONS / PRIZES

LOST & FOUND is an exhibition of international ceramic artists sharing experi-

ences of childhood memories and the toys they played with that influenced their ability

to play, which in turn is the seed for creating art.

Joyful memories of childhood can be hard to forget. But what if you can't remember? Is

that person's childhood void of a personal history?

Some childhood memories disappear; sometimes childhood illnesses can eliminate mem-

ory, other times trauma, at times just a forgetful personality. Some old toys are familiar,

others are like faded dreams. When Yutdanai asked his brother to discuss their shared

childhood, some of those memories were different to his.

When Yutdanai Sripaiboon met Delia Maxim, a Romanian artist, they discussed her child-

hood toys. He was curious of her toys in Romania and if they were the same as his in

. Thailand. She said that during her childhood she only had two dolls, a metal frog and a
use few car. Her childhood in communist Romania meant toys were hard to come by. She

created games with her younger brother, they would explore and design toys and games
of their own imagination. She fondly looks back at that time with a joyful nostalgia.

. . This led Yutdanai to develop and curate an exhibition with an array of international art-

(romme) L il : ists to explore this theme and instigate this conversation. Toy cars and dolls seem to be

universal, so where are we different and or similar?

Exploring different cultures and the way children play and recall those memories is the

inspiration to this exhibition, the artists are asked to look at how toys, play, games and memories influence our lives and personal histories.

Stephanie Marie Roos

BALANCE - Art in Motion -

CHRISTIANE TOEWE | Studio Porcelain | Installations | Porcelain & Light

Questions of living together in a community, such as consideration, communication,
noise pollution, or what defines ONESELF as a human being are interpreted in porce-
lain by Christiane Toewe. Like the sensitive search for balance in interpersonal life, this
can also be found in her works. Informed aesthetically, they convey societal content,
supported by technical expertise, photography, video and/or sound. All this together
lends the installations beauty, depth and animation — BALANCE in other words.

At Kloster Wechterswinkel, the porcelain artwork will be on show over three storeys:
besides the exhibition space on the ground floor, with themes from environmental
conservation, Toewe’s work also shines out in the concert hall. A space on the second
floor has also been created for installations. Toewe makes approximately 130 radi-
ant porcelain forms, “whispering bottles”, communicate with each other via acoustic
signals. They react to sounds and the conversations of the visitors in the exhibition
space — i.e. they communicate not only with each other but they also react to their surroundings. Exhibition runs until Sunday, 21 Feb-
ruary 2021 at KLOSTER WECHTERSWINKEL, Wed. — Sun. and public holidays from 1 - 5 p.m.; if possible, long opening on 7 January and 4
February, 1 — 9 p.m. Latest dates for the accompanying programme, guided tours, artist talks and studio visits can be found online at
http://www.lkrhoengrabfeld.rhoen-saale.net/Themen/Kultur/Kloster-Wechterswinkel/Ausstellungen

Kloster Wechterswinkel Kunst & Kultur, Um den Bau 6, 97654 Bastheim / OT Wechterswinkel, Germany. Tel.: +49 (0)9773 /89 72 62

Wietske van Leeuwen at Galerie BRUTTO GUSTO, Berlin
Who is not familiar with the paintings of Milan-based Renaissance painter Giuseppe Archimboldo (approx. 1527 — 11 July 1595) — spectacular
portraits, both full-face and in profile, assembled piece by piece like collages of vegetables, cereals, fruit, fish, books or baskets. His eccentric,
humorous works were held in esteem at ducal and even imperial courts. The paintings found their way into art collections and cabinets of
curiosities, where they formed a welcome complement to the collections of naturalia already present. Natural items are subject to decay,
however they could be archived in painted form in an overview of worldly goods. For centuries, the collage disappeared from view until
Dadaists and Surrealists, like Max Ernst (1898 — 1976) and René Magritte (1898 — 1967), breathed new life into the genre. Ernst sometimes
used his collages for Loplop, his alter ego in the shape of a bird with human feet. In many works on paper, Magritte used cut-outs of printed
matter. The works of the Surrealists initiated a whole movement in more recent art history, through which the collage became an autono-
mous medium. For several years now, Wietske van Leeuwen (*1965) has been making three-dimensional ceramic collages or assemblages.
Amorphous clay does not interest her. First, she has to take impressions
of objects and fruits before she sets to work, using for instance stemmed
wine glasses, shells, lemons or bell peppers, but also rolled-up rope and
the stems of plants like hogweed. The objects, which are stacked in front
of or on top of each other, are all bowls or lidded jars. She is thus a classic
ceramist with a completely individual style. Writers often compare her
work to patisserie but her works are really showpieces, table ornaments
that function as conversation pieces.

Thimo te Duits, Rotterdam November 2020

Exhibition: 15 January — 6 March 2021

Opening: Friday, 15 January, noon—6 p.m. BRUTTO GUSTO, WielandstralBe
34, 10629 Berlin-Charlottenburg, Germany https:/bruttogusto.berlin/
Mon. noon — 6 p.m., Tues. —Sat. 10 a.m. -6 p.m..
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INFO / EXHIBITIONS / PRIZES

On 19 November 2020, Maak was delighted to announce a
world record for a single work by a living ceramic artist, Madgalene
Odundo, whose Angled Mixed Coloured vessel fetched a price of
£ 240,000 (inclusive of buyers premium). The star lot in the Autumn Sale,
Lot 239, was in immaculate condition and exceeded the previous record
for her work, £ 195,000 (Sotheby’s Paris, 2015). The buoyant market for
ceramics continues with auction results from the 276 lots seeing a 80%
sale rate and a 153% value result against the mid-estimate.

Madgalene Odundo lives and works in Surrey and is a Kenyan born
potter renowned the world over for her handbuilt, highly burnished
works. Many of the vessels Odundo creates are reminiscent of the fe-
male form. Her work has come into particular prominence following
the success of her seminal exhibition, The Journey of Things at the Hep-
worth Wakefield and Sainsburys Centre in 2019, no doubt contributing
to the international audience bidding on the lot. Angled Mixed Coloured
is an iconic example of Odundo’s works and it is a rare occurrence for
her work to come onto the open market. The piece was sold by Maak
for a private collector who originally purchased it from the Candover
Gallery in 1988. This record sale for £240,000 inclusive of 20% Buyers
Premium represents the world record at auction for a single vessel by
a living ceramic artist. Maak are the market leading auction specialists
and art consultants dedicated to the foremost international ceramic art of the 20th and 21st century. Maak was established in 2009 by
Marijke Varrall-Jones, who has over a decade of market experience at the very highest level as former Head of Contemporary Ceramics at
Bonhams. http://www.maaklondon.com

Prizewinners of the
GRASSIMESSE LEIPZIG: 23 — 25 October 2020 - Approx. 100 artists and

designers from Europe, Asia and the USA offered their latest products for sale. The focus of the
fair lay on jewellery and ceramics followed by accessories and textiles. This year's guest nation
was Lithuania. The following prizes were awarded: The EUR 3,000 Grassi Prize of the Carl and
Anneliese Goerdeler Foundation went to furniture designer Martin Wilmes from Bremen. The
EUR 2,000 Grassi Prize of the Sparkasse Leipzig was awarded to glass artist Cornelius Réer from
Nuremberg. The EUR 1,000 Prize of the Friends of Grassi want to jewellery designer Christoph
Straube from Munich. The EUR 1,000 Apolline Prize went to the young Studio SOOBO, the two
Korean-born porcelain designers Bokyung Kim und Minsoo Lee. The GRASSI Emerging Artists
Prize from the company culturtraeger went to book designer Verena Zimmermann for the title
Zwei Ameisen auf Reisen (“Two Ants on their Travels”). And the Prize of Honour for their life’s
work went to jewellery designers Ullan and Martin Kaufmann.

The 29th HUflngen International Pottery Market is to take place on 11 and 12 September 2021. Parallel to the market,
there is a themed competition and exhibition for the market participants. The market, within the framework of the International Ceramics
Weeks is an official event of the municipality of Hifingen. Closing date for entries for the market — limited to 50 participants —is 31 Jan. 2021.
Application forms, available as PDFs on www.huefingen.de/Toepfermarktteilnehmer, should be sent by post, including photos of recent work
suitable for publication as well as a photo of the market stand, a CV covering education and training and a desription of work on offer to:
Walter Lokau, Masurenstrale 4, D-28816 Stuhr-Moordeich, Germany, or by e-mail with photos to dr.walter.lokau@t-online.de

Artwork Installation Hilton Vienna Park Hotel

The latest artwork installation at the Executive Lounge of the Hilton Vien-
na Park Hotel, commissioned by London-based interior design studio God-
dard Littlefair, was carried out by Regina Heinz. The composition consists
of a series of undulating hand-painted ceramic wall modules in blue col-
our tones, inspired by the famous Viennese river Danube, combined with
abstract geometric designs and gold elements as a reference to her Aus-
trian heritage and the famous Vienna Secession movement of Art Nouveau.
Located in the entrance area of the Executive Lounge, the artwork gives
the space its unique Viennese identity, in touch both with past and present.
Regina Heinz is a London based ceramic artist and designer. Since 2011 Regina
has been working with leading art consultants, developers and luxury interior de-
sign companies to create individual artworks as well as large scale commissions
for corporate and private clients, with a special emphasis on site-specific designs.
Regina is currently available for commissions and is offering free consultations
via Zoom. Regina Heinz, 55 Bendon Valley, Earlsfield, London SW18 4UQ, UK,
+44 7779 167229

https://ceramart.net/ | regina_heinz@ceramart.net.
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INFOS / AUSSTELLUNGEN

LLAVORS (SEEDS) - Collective ceramic exhibition

LLAVO RS As is customary on these dates, the ACC presents a collective sample of members of the association in its ex-

hibition hall. This year, the exhibition revolves around the theme of the seed. The seed is an embryonic plant,
small, covered by a protection. It is part of the fruit that, developing, causes the birth of a new plant. We think

Exposicic coldectiva de cerdmica that the seed, as a metaphor for transformation, is very appropriate in these moments in which we have lived

and we hope that, in addition to being inspiring, it may be the bearer of hope and of a nobler and cleaner

Def 3z clesembes- ol 8 de gener world. From December 3 to January 8.

Ceramistes de Catalunya Association, Calle Doctor Dou, 7. 08001 - Barcelona www.ceramistescat.org
A Participants: Anna Aguayo - Anna Maria Reddn - Barbaformosa - Carme Riu de Martin - Carmen Rodriguez Fouce
s - Ceramiques Sedo6 - Cristina Marquez - Elisenda Massé - Esperanza Puerta - Esther Ramos - Eulalia Oliver - Eulalia
Sayrach - Gloria Ferrer - Inés Gonzélez de Zarate - Jessica Garcia - Joan Panisello - Jordi Marcet & Rosa-Vila-Abadal
- Josefina Miguel - Judith Pellicer - Judit Portell - Kerstin Hintz - Laia Galofré - Leo Sanchez - Maia Ming - Margarida
Geronés - Margarita Sala - Maria Eugénia Caro - Maria Ramis - Maurizio La Barbera - Merce Coma - Merce Nadal -

Ehg sl Mercé Rius - Merce Tiana - Montse Llanas - Montse Altet - Montserrat Ramon - Olga Martinez Oriol Batlle - Pepa Tardio

16.Tag

- Ramon Gausset - Ramon Pla - Rebeca Puértolas - Ridha Ben-Arab - Maria Rosa Taulés - Rui Gassen - Ruth Cepedano

P - CR21 i = e - Silvia Tapia - Teresa Elias - Unai Carifiena - Xus Montoya.

Competition for the Lower Saxony State Prize in Applied Art

Creative craftspeople can apply to participate in the Niedersachsischen Staatspreis fur das gestaltende Handwerk (“Lower Saxony State Prize
in Creative Crafts”) with immediate effect. The Lower Saxony Economics Ministry has awarded the State Prize at regular intervals since 1958.
In the competition 2021/2022, the Prize will be awarded in three categories. Besides the State Prize, the Emerging Talent Prize and the Com-
panies Prize “Success Factor Design” will also be presented. The EUR 5,000 State Prize will only be awarded to self-employed people. For the
EUR 3,000 Emerging Talent Prize, applied artists may enter who are not more than 35 years of age at the time of application. Both categories
are open to creative craftspeople, artist-craftspeople, applied artists and designers who have completed their vocational training in an applied
arts apprenticeship or have graduated from a comparable college course and are working professionally. The Companies Prize “Success Factor
Design”. also to the value of EUR 3,000, is aimed at all crafts businesses who have made exemplary use of the theme of design in all areas of
their business (product, service, marketing, communication, corporate culture). Applicants and companies must be located in Lower Saxony.
Companies must also be registered with a Chamber of Skilled Trades in Lower Saxony. Planning, organisation and execution of the competi-
tion is in the hands of Handwerksform Hannover, the exhibition centre of the Chamber of Skilled Trades in Hanover. Competition regulations
and application forms are available on www.hwk-hannover.de/staatspreis2022

Closing date for entries is 15 May 2021. Prizes will be awarded in late January 2022.

Contact Dr. Sabine Wilp, Curator, Handwerksform Hannover, Tel. (0511) 3 48 59 - 21, handwerksform@hwk-hannover.de

CLAY PROJECT — INTERREG EUROPE

The fifth meeting of CLAY - Interreg Europe project was held online, hosted by
region South West Oltenia (Romania).
The fifth meeting of the CLAY project (Cross Sector support for Innovative and
Competitive Artistic Ceramic SMEs), funded by the Interreg programme of the
European Union, which aims to support the small and medium-sized enterprises
in the ceramic sector by acting on regional policies, was held on Wednesday 23
September 2020. Due to the coronavirus emergency, the meeting of the project
took place online, hosted by the partner South West Oltenia (Romania). The ob-
jective of the event was the presentation and discussion on Action Plan idea/draft
from CLAY partners. During the meeting the project partners (from Italy, Finland,
France, Portugal, Romania and Spain) illustrated the progress of the work on the
action plans that defined adequate actions to respond to the needs of the terri-
tories and which, following the orientation of the political strategies of their own
" - : ; regions, will support the innovation of ceramic SMEs. 4 videos were presented
as study visits, showing the peculiarities of Horezu ceramics: 1. Presentation of the traditional Horezu pottery; 2. Reinterpretation of traditional
motifs in Horezu ceramics; 3. 3D Systems Pro —a small business that implements 3D printing; 4. A business that carries out its activities in a unique
house in the shape of a ceramic vessel. The videos are available on the Youtube channel of the CLAY project. During the next CLAY event, to be
held in Umbria by the end of the year if the health situation allows it, the partners will present and discuss the advanced draft of Action Plan in
order to then start Phase 2 of the project. Info: www.interregeurope.eu/clay/

TON - angebend (“Setting the Tone")- Ceramists show what they can do
16the Potteries Open Day, Saturday, 13 and Sunday 14 March 2021 from 10 a.m. — 6 p.m.

6 | JANUARY / FEBRUARY 2021

d er .Q_J Once again, the second weekend in March will revolve entirely around clay. Approximately 550 potters and
Offenen = ceramists are inviting visitors to the 16th edition of the ever-popular Tag der offenen Topferei (“Potteries
i . \.E Open Day”). All over Germany, they will be opening the doors of their studios and potteries to welcome
TO pfe rei € Visitors with guided tours and demonstrations as well as to meet and talk with them about an ancient but
(J) up-to-the-minute craft that exists between tradition and trends. And they are also inviting visitors to be-
1 3- / 14- (@) come acquainted with and fascinated by the diversity and beauty of handcrafted ceramic products. It goes
Mé rz "T' without saying that every studio and pottery will be observing all the current coronavirus regulations. The
joint website, www.tag-der-offenen-toepferei.de provides details about the programme and the location
c joi bsi der-off ferei.d ides details ab h d the locati
2021 QCJ of participating studios and potteries.
&
(o]




hoto: Regina Spitz
INVITIATION to the collectors’ fair, From Asshoff to Zenker, at the KERAMION ’ e
With this event, the KERAMION is offering collectors the opportunity to part with individual pieces or to add to their collections with new
pieces. If you wish to offer some pieces for sale, please contact the Museum on +49 (0)2234 - 69 76 90, info@keramion.de by 5 February
2021 at the latest. Pieces may be sent in by prior arrangement in March 2021. The collectors’ fair begins on 21 March 2021 with an opening
ceremony in the Museum and runs until 18 April 2021. Opening ceremony: 21 March 2021 at 11 a.m. Closing date for entries: 5 February
2021. Ceramic works to be sent in in March 2021 to the KERAMION, BonnstraBBe 12, 50226 Frechen, Germany. Tel.: +49 (0)2234-697690,
info@keramion.de I www.keramion.de Facebook: “Keramion-Keramikmuseum" Instagram: @keramion Contact: Olga Moldaver

The Association for the Promotion of European Ceramic :
artists is pleased to announce that the Blanc de Chine ICCA

33rd Austrian Pottery Market,

in 2021, is to take place from 27 — 29. August. Closing

The International Ceramic Art Award, Blanc
de Chine (ICCA) has the aim of promoting
international exchange as well as integra-

SSTTINNCE

date for entries: 31 December 2020. Application forms tion and innovation in the field of contem-
are available on www.toepfermarkt.at. VEREIN ZUR porary ceramic art. Blanc de Chine ICCA
FORDERUNG EUROPAISCHER KERAMIKKUNSTLER, takes place every two years and in 2021
Rathausplatz 1, A-4810 GMUNDEN it will be for the third time. The 1st prize
Tel.: 0043 7612 794 406 Open on 20 February 2021 is worth EUR 50,000 and is awarded to a
eva.fuertbauer@gmunden.ooe.gv.at single winner, the 2nd prizes worth EUR
www.toepfermarkt.at 30,000 each, go to two winners and the

3rd prizes of EUR 10,000 each go to three
winners. A judges’ prize of EUR 5,000 is

ceramitec 2021 now In June 2022. awarded to five winners. Applications for
The next ceramitec will be from 21 — 24 June 2022, the third edition, in 2021, will be accept-
parallel to the fairs analytica and automatica. The fair ed from February 2021, application forms
was postponed in accordance with the wishes of repre- g must be handed in between 20 February
sentatives of the ceramics industry and the exhibitors’ o _ 3 _ and 15 may 2021 on

committee. S " | en.blancdechineicaa.com/

Delft Ceramic Days — Ceramics Market 26 — 27 June 2021

Until 2019 the ceramics market was held in Delft every year. After the death of the organiser, the SKPD would now like to revive this tradition. The
SKPD (Stichting Keramiek Promotie Delft, “Ceramics Promotion Foundation”) was founded in 1995 and is an official charitable foundation. The SKPD
foresees a great event with a wide range of ceramics on various themes and in a range of techniques. 60-80 stands are to be set up in the market
place in Delft, even if coronavirus regulations are still in place. For this first edition of the Delft Ceramic Days, international artists will be invited to
take part. Interested artists should register before 1 February 2021. Further details on www.skpd.nl or please contact SKPD by e-mail or telephone at
delft@skpd.nl 0031 (0)15-2147072 1 0031/(0)6-22436237 | SKPD, Nieuwstraat 7, NL-2611 HK Delft, Netherlands.

Exhibition / Competition Young European Ceramic — From 16 July to 15 August 2021

The Cultural Office of Saint Quentin la Poterie organise the exhibition/competition of Young European Ceramic Art which takes place every two
years during Terralha. The exhibition/competition is open to all professional ceramic artists with less than 10 years’ professional experience, from any
European country. Selection will be on the basis of photographs submitted along with a description of the work and a CV. Each ceramicist selected
will show 3 works in the competition/exhibition. There will be 3 competition prizes to be awarded on the basis of creative innovation, future potential
and technical achievement, to the value of EUR 1,500 for the Gold Quentin, EUR 1000 for the Silver Quentin and EUR 500 for the Bronze Quentin.
A jury of experts will award the different prizes during the opening of Terralha (16 July). The work of Young European Ceramic Artists selected by the
jury will be exhibited in St-Quentin-la-Poterie during the summer 2021. For the public, this exhibition/competition represents a unique and up-to-date
panorama of recent European ceramics. Final date for submission: 15 January 2021 by email or by post. Office Culturel, 15, rue du Docteur Blanchard,
30700 St Quentin la Poterie, Tel : 04-66-22-74-38 - contact@officeculturel.com I www.capitale-ceramique.com

North Rhlne—Westphalla State Prize MANUFACTUM — until 31 January 2021, craftspeople over 25 years of age who
live and work in North Rhine-Westphalia can apply to take part in the State Exhibition. The best among them wiill receive the State Prize. This
tradition-rich competition, awarded every two years by the government of the state, has gained attractiveness through a new concept and with
a total of EUR 60,000 in prizemoney is now one of the major art prizes in Germany. Individually handcrafted pieces now take centre stage.
Contact: Gut Rosenberg, Beratungsstelle fr Formgebung der Handwerkskammer Aachen, Beate Amrehn, Tel. +49 (0)2407 9089-133
beate.amrehn@hwk-aachen.de Further details and applications online at www.staatspreis-manufactum.de
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PROFILE

BARBARA KRAMER

ist Heidi Degenhardt from Reutlingen in southern Germany? From our school days, we know that a

cylinder is a solid that is created when a closed cylinder surface is intersected by two parallel planes
at the base and top surface in such a way that all surface lines are met by each of the two planes. So much for
theory. The artist was born in 1958 in Hayingen and has lived in Wannweil since 1985 where she works in her
own studio. What she conjures on this archetypal form of the right cylinder impresses, literally all round, not
only by its tactile feel. Degenhardt studied ceramics from 1994-98 at the Freie Kunstakademie in Nurtingen,
so her love of sculptural design is no coincidence. The material for the whole cylinder series is porcelain (“This
material moves me”), and she slipcasts, prints, paints and glazes it in individually developed stages. She begins
with a clay prototype, encloses it in plaster and then pours liquid porcelain into this plaster cylinder. When she
is satisfied, the biscuit firing follows at 950°C, before the second firing follows at 1240°C. She mixes her own
colouring pigments herself to achieve a brilliant black with a silky sheen. She prefers a clean white and black;
but she feels her way towards a blue. She mixes in metallic salts to achieve a watercolour effect. She produces
a pale sky blue by adding water, always cautiously because the clay body absorbs water like a sponge, and she
always uses colour with restraint. Through smaller cylinders, Degenhardt prepares the production of larger
forms, which shrink by up to 8 cm.

The dimensions of this series are all approximately the same: 20 cm high, 11 cm in diameter. The apparently
torn upper rim is particularly attractive, lending each form further individuality. Besides Degenhardt’s vibrant
delight in variation and her great craftsmanship, it is not the individual form that manifests itself but the exciting
treatment of the outer surface of each cylinder. A quote from Heidi Degenhardt: “Content needs space!” And
she knows how to use it. Although every cylinder is glazed on the inside, theoretically it would be possible to
use it as a vase, but that is not really the artist's intention. On these cylinders she explores her wealth of ideas to
the full in serially repeated individuality. This is where she makes a statement, she galvanises. Yet in their simple,
uncluttered form, at first sight her cylindrical artworks are simply appealing, they radiate a poetic aura and with

Q cylinder is a cylinder is a cylinder... but does this dictum still hold good for ceramic and porcelain art-
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HEIDI DEGENHARDT PROFILE

left + right page - Chapeau 1 + 2, porcelain, painted, printed, scored, h 20 cm, @ 11 cm, 2016

their translucency they express something delicate, something fragile. But they stand on solid ground, they are
to be reckoned with; their volume and thus their artistic message is weighty. Anyone familiar with Heidi De-
genhardt’s artistic intentions and her personal development since the 1990s knows her works have conscience-
stirring sociopolitical relevance. For instance she intensively explores the position of women or the relationship
between men and women, sometimes more clearly, sometimes more subtly, but her own opinion is always dis-
cernible in her works. She has shown this impressively in many exhibitions at home and abroad (e.g. in Romania,
Slovenia, Turkey, Croatia or South Korea and in her regular participation in GEDOK, the women’s artists’ society).

For instance with the pieces Chapeau 1 + 2 from the Cylinders series, she makes reference to the now
forgotten jurist, poet and ethnologist Elisabeth Gerdts-Rupp (1888-1972), who, as “the only woman among a
hundred men”studied law in Strasbourg at the turn of the century and her life was always defined by art, mu-
sic and literature. Degenhardt expresses her esteem for the unusual career of this woman in the title, Chapeau
— Hats off! Gerdts-Rupp’s own writings came into being after careful consideration and deliberation. What
emerged were works that today may be almost forgotten but that still have their value. Degenhardt translates
this esteem for a lifetime’s achievement into gossamer-thin, translucent porcelain forms that throw a proper
light on the significance of Elisabeth Gerdts-Rupp. Degenhardt pursues these thoughts with equal stringency
in her Licht-Gestalten 1-3 (a pun meaning “luminous figures” and “forming light”). Here too it is her impetus
to pay appropriate tribute to forgotten figures. She gives them back their lives and their significance, impress-
ing cut-out stencils into the wet porcelain. She fetches them back into our midst, if only as a shadowy outline,
an impression that is only temporary for as soon as the light disappears, their shade fades away and their life
disappears again in nebulous finitude.

With the series Movement 1 + 2 however, Degenhardt is right in the present day. Life demands movement
of us, brings us into action every day. The dark shadow silhouettes of a slender female figure allows us to take
part in her daily workout, which appears enticingly playful and light-footed and yet above all demands con-
centrated effort and stamina. The athlete enjoys the gorgeous impetus of successful life at this moment, in the

JANUARY / FEBRUARY 2021 NEW CERAMICS 9
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above + right page - Movement 1+2, porcelain and metallic salt, h 28 cm, @ 14 cm, 2018
below - Baume (Trees), porcelain, printed and painted, h 20 cm, @ 11 cm, 2017

here and now, to the full. Degenhardt offers us an emotional
invitation here, to explore worlds that result from the connec-
tion between being and reflective observation. Life is a matter
of intellectual attitude — and at the same time, Degenhardt is
playing mischievously with a sometimes excessive cult of the
body.

In September 2020, Heidi Degenhardt was awarded the
GEDOK FormArt Elke und Klaus Oschmann Prize. With this
prize, the judges gave a distinction to the pieces Kapselfrucht,
Porifera and Zeitspuren. As so often in the artist's works, en-

vironmentalism and technical refinement go hand in had.
Throughout her artistic vita it has become clear that Heidi De-
genhardt loves technical challenges and that she continues to
challenge the material in its fragility. Thus Degenhardt uses por-
ifera, a sponge, which we are familiar with as a bath sponge
and a tourist souvenir but which is acutely threatened with
extinction. The porcelain aficionado dips it in liquid porcelain,
squeezes it and soaks it thoroughly, to then fires it to a very high
temperature. The result: delicate porcelain sculptures with an
unmistakable character, like everything Heidi Degenhardt does.
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photos - Thomas Merz, Reutlingen

Heidi Degenhardt HEIDI DEGENHARDT

was born in Hayingen, Baden-Wirttemberg in 1958. Since CharlottenstraBe 19

1985 she has had her own studio in Wannweil, where she D-72827 Wannweil, Germany

gives workshops for adults and children. She also teaches a +49(0)7121/57383 | Mobil: +49 15121717225
range of further projects at various educational institutions. heidi.degenhardt@t-online.de

After teacher training, she studied ceramics from 1994-98 www.atelier-degenhardt.de

at the Freie Kunstakademie, Nurtingen, specialising in the www.facebook.com/heidi.degenhardt.92

figure, under Dora Varkonyi, as well as glaze technology www.instagram.com/heididegenhardt

and life drawing. Numerous exhibitions followed, including www.etsy.com/shop/AtelierDegenhardt

Reutlinger Kunst at the Galerie Kunstmuseum and the Kun-
stverein Reutlingen; International Ceramics Biennale Cluj,
Romania; Unicum, Ceramic Triennale Narodni Museum,
Slovenia; Selvin Gallery, Istanbul, Turkey; Contemporary
Ceramics, Museum Cagdas, Turkey; Ceramica Multiplex,
City Museum Varazdin, Croatia; Ceramics Biennale, Icheon
Ceramics Museum, Korea; also regular participation in the
GEDOK annual exhibition at the Spitalhof, Reutlingen. In
September 2020 with two further artists, she was awarded
the GEDOK FormART Elke and Klaus Oschmann Prize in
Munich. She is a member of GEDOK Reutlingen and the
arts societies Kunstverein Reutlingen and the Wrttember-
gischer Kunstverein Stuttgart.

Barbara Krémer
is an adult education teacher and a freelance art historian
(e.g. at the Kunstmuseum Spendhaus Reutlingen).
Since 2019, she has been chair of GEDOK Reutlingen.
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HELENE LOUSSIER

Ceramics as an Adventure HELENE KIRCHMAIR

12

reations that surprise, that in-

troduce a new aesthetic and

that seem unclassifiable. Hélene

Loussier’s sculptures impress with
their sincere and obvious presence, through a
kind of improbable spontaneity, a freshness
and false fragility. But they remain enigmas
whose irrationality and absurdity is brought
into question.

| met Hélene Loussier two years ago at the
Gmunden Ceramics Symposium (AT). It was
her first experience of this kind and she said
she was looking forward incredibly to the op-
portunity to try out new materials and to ex-
changing views with the other artists. After
setting up her workplace, she set to work right
away with her first tests. | was particularly im-
pressed by how decisively and with what un-
selfconsciousness, speed and lightness she got
to work. Deep in concentration, she seemed
to dive into another world, and in next to no
time a huge mural relief was finished, in only
two days.

Working right next to her, | asked her to tell
me about her career path and about how she
works.

She began working as an artist with draw-
ing and painting before she fell in love with
clay.

She only started to work with clay nine years
ago after a ceramist friend, Philippe Parrot La-
garenne invited her to a workshop.

“I realised immediately what | wanted to do.
Nothing seemed impossible or difficult, | was
simply filled with great joy.”

Working with the sense of touch as she
modelled the clay, and the observer's joy at
touching the finished artwork were the crucial
factors for her in choosing clay as a medium.

"I knew nothing about clay or glazes and

Little Spirit No. 33,
Glazed stoneware, gold 1

5x 13 x 10 cm, 2020

NEW CERAMICS  JANUARY / FEBRUARY 2021



HELENE LOUSSIER PROFILE

Shy slippers
Stoneware, pigments, wax 24 x 34 x 24 cm

have learned it all myself. To understand how Flowery Feet

to use the material, | first made a cube out Glazed white earthenware, 16 x 8 x 15 cm
of slabs. After you have done this, you know and 27x13x10 cm, 2018

how to join pieces of clay, how to give it form
and how it dries. Then | worked a lot and
works in clay multiplied on my work tables.”
Purchasing an electric kiln and large shelving
units were then the decisive step, transform-
ing the painter’s studio in the 18th arrondisse-
ment of Paris into a workshop for ceramic
sculptures.

“I want my work to be as free as possible,
| don’t need anyone who is able to appreciate
it, to judge it, | would not like to force any-
thing. | want research and adventure. | want
to create emotion in the form of earth.” It is
from this freedom that her unusual creatures
emerge.

Wikipedia tells us that “creature” has to
do with creation. The term is related to nature
or living beings that were already there, exist
now and will still be there before and after we
have long disappeared.

Hélene divides creation up into various
groups:

There are various hybrid creatures, half
animal and half plant, people with leaves or
feathers instead of heads, embodying, as if
in a metamorphosis, the transition from the
one to the other. Their companion is often a
dog, her own boxer, as | learn from Hélene’s
stories.

Houses in movement, seeming to grow,

JANUARY / FEBRUARY 2021 1 13
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Best Friend Little Blue Dog
Glazed stoneware, gold, 42 x 28 x 32 cm, 2018 Glazed white earthenware, 11 x 22 x 12 cm, 2016

small theatres, a special group of figures that she terms “bestioles” (French for bugs). Her little spirits are
sentinels watching over her studio.

And then there are the reliefs — in which good-humoured little men and other humorous figures stroll,
seemingly from another world, a world of fable, or from a world from which unknown stories emanate but
that still seem familiar.

The world is ruled by the laws of science and of humankind. But in Héléne’s world, we can flee a little from
the laws of physics, of gender or even of hegemony. “If evolution had gone wrong, what would we look like
then?” is a question that might stand at the origins of the beings that she has invented.

Hélene says, “I have become an adult but | do not think any differently from when | was a child.” She has
only retained a sense of doubt from a dream she had as a child in which she marvelled at the reality of the
moment. Was this dream a dream? Or was she dreaming that she was dreaming? Was she awake or did she
stroll asleep in this alien world? Does this figure even remind her of her grandfather or was it a spirit?

The things in this world are never really what they appear to be and so her ceramics are always on the
verge of something else, anchored in a world of uncertainty, in which the hypothesis is king. Yet every figure
is simple and originates from a familiar element. The process of her highly subjective thinking reveals itself
in assemblages: colour accidents, art history and childhood memories join to become dreams of worlds. The
void plays an important structural role in this.

Héleéne Lossuier’s ceramic sculptures are a powerful invitation to think differently about our presence in
the world, an invitation to uncertainty and a point of access to the strangeness of the familiar world, for no
description of what they are is sufficient to exhaust what they bring to life.

The simplicity of the clay suits Hélene's approach. Like in her painting, there is a poetic contrast between
the random and the constructed. Until 2018, she made her works exclusively from white earthenware, since
the symposium in Gmunden, where she was able to test stoneware for the first time, she now prefers to
use stoneware in combination with engobes, glazes and gold. She fires in an electric kiln. Often, the firing
turns up one or other welcome surprise. Being self-taught, she does not hesitate to retouch, to glue, to glaze
several times, and to fire repeatedly.

In the five work-intensive weeks of the symposium, a lot of works were made and the judges had difficulty
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to choose which pieces were to go into the subse-
quent exhibition.

Gabi Dewald, one of the judges at the Keramik-
symposium 2018 in Gmunden, found what | felt
were very appropriate words to describe Hélene's
works, which is why | would like to quote from her
laudation for the final exhibition:

“Héléne Loussier affords fantastic opportunities
for flight from the here and now. Instead of heads,
her figures show where they are missing what might
be happening in them: the girl borne away by her
imagination. The corpulent gentleman who may be
dreaming he is of royal blood, someone of distinc-
tion and nobility. The man with the dog blossom-
ing in the cloud-blue of the afternoon stroll, losing
himself in his bubbling thoughts. The sculptor works
with generous relish and yet with sure precision.
One would like to walk a part of the way with her
figures.”

I am looking forward to seeing Héléne again at
Saint-Sulpice in 2021 and | am eager to see her new
creatures or creations.

Helene Kirchmair
works in Austria and ltaly as a freelance
ceramist. Beside her studio work, she takes
part in international symposia and exhibitions.

Painter, sculptor and ceramist

Hélene Loussier was born in 1960. She lives and
works in Paris. After studying the Hypokagne and
attending art courses at Pennington and ENSBA

in Paris, Hélene Loussier moved to New York and
London, where she was interested in music, cinema
and dance. After her return, she taught drawing and
painting in her studio and took part in numerous
exhibitions in France, the USA and South Korea. She
designed covers for novels for the publisher Actes
Sud and created drawings for the column La Voix
du Poéte in the journal Le 7 in 2014, after creating
the chance newspaper La Vie d'artiste, to which her
friends contributed and which appeared in 2000-
2001. For the brand Céline, she designed ceramic
buttons and bracelets for the spring and autumn
collection 2015. In the same year, her ceramics ap-
peared in Le Bestiare by Nicole Crestou. Since 2018,
she has been involved in the organisation of the
Saint-Sulpice Céramique market in Paris and since
2019 she has contributed regularly to the maga-
zine, Revue de la Céramique et de la Verre. Today,
she concentrates mainly on her ceramics, many of
her works are in leading collections, e.g. La Piscine
in Roubaix, France and the Kammerhofmuseen in
Gmunden, Austria.

JANUARY / FEBRUARY 2021 NELU CERAMICS 15

The beautiful time after the rain
Glazed stoneware, gold, 49 x 40 x 26 cm, 2018

HELENE LOUSSIER

Studio: 8 Passage Ruelle

75018 Paris, France

www.loussier.net | Instagram: heleneloussier
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orien Ridderikhoff

Pottery that connects ancient tradition with modernity

ed, it was not natural for her to go to art school. To be sure of a job
it was advised to Corien to train in manual skills.

The Gerrit Rietveld Academy in Amsterdam, nowadays an art school, was at
the time a teacher trainings college for craftmanship. There she specialized in
ceramics and wood. Especially the lessons of teacher Adriana Baarspul made
her enthusiastic about devoting her life to ceramics.

Q [though Corien Ridderikhoff grew up in a family which was art mind-

Fascination for Japanese culture

In Paris she visited, during a study trip, the Musée national des arts asiatiques-
Guimet, or Musée Guimet for short, where a lot of Japanese ceramics can be
seen. This had a major impact on her work. Corien, who was already fascinated
by Japanese culture, started to make tea bowls and pots combined with wood-
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ELISABETH EYL

A portrait of the ceramic artist
Corien Ridderikhoff, born in Amster-
dam (1953) and still active in the
heart of this artistic breeding ground.
For 42 years now she has been stead-
ily working on her impressive oeuvre,
always renewing her technique and
embracing new ideas.

The blue-white geometrical shaped
and decorated Tulip Towers became
her most prominent trademark.

Tulip Tower in production from 2014 until now
Porcelain, 21.5 ¢cm, h 30 cm

Till 2019 handbuilt from slabs, after developing a
casting method at the European Ceramic Work
Centre, Oisterwijk, the Tulip Towers are slipcast.
The geometrical decoration is made with the wax
resist method photo Corien Ridderikhoff

en and ivory lids. She also fabricated lid boxes
out of stoneware clay plates, in the form of
houses, temples and pagodas. This work was
usually glazed with reduction glazes, such as
celadon, ash glaze and tenmoku glaze.

The designs were mainly meant as table-
ware. Characteristic of the work is always a
very accurate and subtle finish. Corien works
on the wheel with stoneware as well as por-

celain. The angular shapes are made up of
slabs of porcelain.

The latter method has been mostly applied
since 1980, when the work of Ridderikhoff

NEW CERAMICS  JANUARY / FEBRUARY 2021



Sake (gin) jars and cups

in production from 2004 until now
porcelain

jars, h 21 cm, 4.5 cm x
cups 4.5x4.5x4.5cm

slipcast with wax decoration
photo - Peter Lange

4.5cm

Cabinet set, 1996, porcelain,

h 30 ¢m, total c. 65 cm

Built form slabs. The geometrical
decoration is made with the wax
resist method photo Corien Ridderikhoff
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became geometrical in shape and decoration.

At the same time her objects became more sculptural such as (stair) pyramids, regular polyhe-
dra (Platonic Elements) and large objects composed of triangles of porcelain and sometimes in
combination with plexiglass.

European Ceramic Work Centre (EKWC)

The lifelong relationship with European Ceramic Work Centre is an important factor in the
career of Corien Ridderikhoff. It started after her final exam at the Rietveld Academy in 1977.

The Ceramic Work centre was then located in Heusden, a small fortified city on the river Maas
in the Dutch southern province of Brabant. There she could experiment with methods of shaping
and glazing and firing. The foundation for a professional career as ceramic artist was laid there.

Corien returned several times to the Ceramic Work Centre. By 1987 she created there a new
rectangular designed teapot. The spouts and handles were made of triangular tubes and the
body part of the pot was composed of angular diamond shaped cast components. The glazing
was done in several stages. First a coloured glaze, then after biscuit firing, a wax decoration
dipped in black glaze and finally high fired.

Last year Corien was artist in residence in the EKWC, by now established in the Brabant town
Oisterwijk, were she developed a casting method for her pentagonal Tulip Towers.

The Tulip Tower

Another key moment in the artistic development was in 2004 when Corien visited the Ceram-
ics Museum Princessehof in Leeuwarden. The permanent collection of the museum contains one
of the rare preserved 17th century Dutch “Tulip Vases”. And there the idea arose to give the
Dutch tradition her own twist.

17

PROFILE



PROFILE

Tea set, 1985, porcelain, h 10 cm, | 14 cm, w 8 cm. Box and teapot slipcast, bowl made on the wheel by Nirdosh Petra van Heesbeen

Developed in the Ceramic Work Centre, Heusden  photo - Corien Ridderikhoff

A tulip vase is a vase that is made to show cut flowers and in particular
tulips, but mainly serves as a decor piece. In the 17th century, the ceramic
tulip vases came from Delft and were decorated with a Delft blue or Chinese
decor. Tulip vases, then called flower pyramids or flower holders, were placed
as showpieces in the middle of the table in the main room. Only a century
later did people speak of tulip vases.

Like other Dutch contemporary ceramic artists, such as Jan van der Vaart
and Bas van Beek, who were inspired by the typical Dutch tulip vases, Corien

Labyrinth, 2004, 92 tiles made of frost-resistant stoneware, 160 cm x 160 cm
Located in a private garden in the Netherlands  photo Corien Ridderikhoff
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developed her own design. The special fea-
tures of her tulip towers are the pentagonal
pyramidal stacked elements with geometric
blue and white decorations.

Batik Technique

The tulip towers are made of porcelain built
from slabs and recently also made of cast el-
ements. The work is decorated with liquid
wax (batik) and then dipped in an indigo-blue
glaze, creating a contrast between matt white
and glossy blue after the glaze firing (1220 -
1250°C). This thick glaze also has a nice relief
effect and invites you to touch.

Cabinet sets

Other products in the typically Dutch tradi-
tion are the so called cabinet sets consisting of
(lidded) vases with purely decorative function.

A Dutch cabinet set usually consists of 3, 5
or 7 vases (with a lid), usually made of Delft
Blue porcelain. These sets of vases used to be
hand painted and were all unique. Especially
in the 18th century, the Delft blue cabinet set
was a popular decorative element on top of a
cabinet in the living room.

The cabinet sets of Corien are made in her
unmistakable design and execution techniques.
This also applies for a third product based on
a Dutch tradition: the jenever (gin) bottles and
cups. The Japanese influence is well expressed
in the sake-like cups.

| JANUARY / FEBRUARY 2021



Tiles and smiles

Apart from the main products, Corien also makes
all kinds of other things with her own signature. An
important line in her oeuvre is tile making. After work-
ing on stacking shapes, she likes to explore the flat
surface. Recently she has taken two new paths in this
field. One road leads to the “map tiles” with linear
recesses in the tiles containing glaze in the form of a
map like an atlas. The other tile line consists of grids
made by cutting out rectangular shapes.

Furthermore Corien Ridderikhoff makes ceramic
jewellery, mini vases and candle holders usually in cast
shapes. And as a funny distraction there is a "family of
found objects” consisting of white porcelain teapots,
coffeepots and cups found at flea markets that she
provides with faces with a golden smile.

Collaboration with other artists

In 1978 Corien Ridderikhoff established together
with colleague potter Klaartje Kamermans the Klei-
kollektief (Clay Collective) in the old Amsterdam
neighbourhood known as De Negen Straatjes (The
Nine Streets). They mainly made usable ware but also
unigue objects.

Corien worked with artists who made decorations
in their own style. Among others Anki Posthumus,
Eddy Varekamp and, up to the present day, Gerhard
Belgraver and Gerda van Kersbergen. Her little birds
and chicks still populate a series of Corien’s plates and
cups that are popular among customers.

Since 2015 Corien continues independently, at the
Kloverniersburgwal, one of the oldest parts of the
Amsterdam City Centre. On a working day she often
works on several things at once, because with some
techniques you have to wait until you can take the
next step. She has to make strict plans for (interna-
tional) orders. Her Dutch production with a touch of
Far East inspiration is located in many private as well
as public collections.

More information: https:/corienridderikhoff.nl/
https://sundaymorning.ekwc.nl/participant/corien-
ridderikhoff/
https://terra-delft.nl/nl/kunstenaar/corien-ridderikhoff

Elisabeth Eyl
is a Dutch art historian, specialising in ceramic art, and
a collector of Bauhaus-related ceramics.
www.eylceramics.com

Techniques and materials used

The Batik or recess glaze technique:

The work is first biscuit fired at 1050°C. Then a surface
division is measured and drawn on the work in pencil. After
that the surfaces that must remain white are painted with
wax (wax resist). Finally the work is dipped in blue glaze and
fired. The plan division drawn with a pencil can be filled in
different ways so that different patterns can be created.
More information about this technique can be found on
https://corienridderikhoff.nl/en/techniek/
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CORIEN RIDDERIKHOFF

Oude Looiersstraat 82 — 1

1016 VK Amsterdam

Studio - Kloveniersburgwal 111 G
1011 KC Amsterdam

The Netherlands
https://corienridderikhoff.nl/

Corien Ridderikhoff

born 1953, is an Amsterdam-based ceramic artist. After her ceramics
studies at the teacher training department of the Gerrit Rietveld Acad-
emy in Amsterdam, she started her professional career at the European
Ceramic Work Centre (EKWC). There she has returned many times to
renew her designs and techniques.

In 1978 she founded, together with fellow potter Klaartje Kamermans
the Kleikollektief (Clay Collective) in the centre of Amsterdam. In 2015
Corien continued on her own in a studio also in the heart of the Am-
sterdam City Centre.

Corien is artistically influenced by Japanese Culture and traditional
Dutch ceramic products. She is mainly known for her geometrical ce-
ramic blue-white ware of which the Tulip Towers are her most striking
trade mark. She works with different basic materials and techniques.
The wax resist decorative technigue is one of her special features. Co-
rien also looks for collaboration with other artists, one of them is Gerda
van Kersbergen, with whom decorative production is still going on.
Corien Ridderikhoff has had a lot of exhibitions in galleries and mu-
seums including Museum Boijmans van Beuningen, Rotterdam and
(1978) and Ceramic Museum Het Princessehof, Leeuwarden (1981,
1984, 2016). Her work is also included in the permanent of collection
of these museum. On an international level this is also the case, for
instance at the Keramikmuseum Westerwald in Hohr Grenzhausen.
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am a ceramic artist and storyteller from Sheffield and based in London. | graduated from Central Saint
Martins university on the BA (Hons) ceramic design course in 2017 and am represented by David Gill
Gallery.

My practice revolves around the process of “fictional archaeology” (as coined by Dunne and Raby in
2013's Speculative Everything, Chapter 8, p. 140), creating objects which exist to embody a narrative rooted
in history, myth and folklore. | am strongly influenced by the traditions of narrative ceramics, including
ancient Greek and Roman vases, figurative works from antiquity and contemporary pieces exploring these
ideas. Even more so, | am influenced by the stories themselves — by the mythologies, symbolism, traditions
and folklore of old, as well as an interest in historical and modern Catholicism.

The aim of my work is to push the boundary between the real and the unreal, causing people to question the
authenticity of the pieces. | also intend for the works to be strange, even eerie and sometimes uncomfortable,
which is often achieved through the fusion of animal and human that the characters on my vessels or in my
figures show. Ideas around animal symbolism and their cultural importance in antiquity are seminal in my work.

I am drawn to ceramics as a material due to its particular suitability for storytelling. | love the stories which
are associated with the material itself, for example its use as the medium from which the Christian God
created life in the Biblical tradition. Its lasting power is also an interesting thing about the material - that it

Deer and Woman, black stoneware with sgraffito detail, h 28, @ 13 cm




The Sacred Hart
detail -

white earthenware
coloured underglaze
transparent glaze
gold lustre
h47,L32, 210 cm

LENA PETERS
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The Innocent, white earthenware, coloured under-
glaze, transparent glaze, gold, h 24.5, L 33, 216 cm

makes up a large portion of archaeological finds, and so
means that we learn a lot about historical cultures from
their ceramics.

| have explored these themes and ideas through two
finished collections to date, and am producing a third. |
will detail these collections below.

Secrets of the Hidden North, my graduating collection,
is a series of objects that pose as found artefacts. The ob-
jects were discovered by myself cast as “the archaeolo-
gist”. They range from vases to remnants of wall murals,
and each show characters or fragments of myths from a
fictional tribe of combined Romans and Celtic Britons, tak-
ing visual and cultural cues from each of these.

The stories themselves are entirely new but are influ-
enced by a variety of historical sources. The main charac-
ter pictured is a single goddess (or possibly a tribal leader
given godlike attributes — historians are uncertain) who
takes on a range of animal forms to show different char-
acteristics with different meanings. These animals were
chosen for their symbolic value, and their location — the
story is rooted in the North of England, in an area not too
far from my home town. Traditionally, the owl symbolises
(feminine) wisdom (an owl often accompanies the god-
dess Athena), the wolf a strong maternal instinct as well
as fierceness, and the doe life (and therefore fertility) as
well as innocence and vulnerability. These were all tradi-
tional feminine attributes, and this was important to me:
| wanted my society to be matriarchal, one which valued
traditional female gender roles but also allowed them to
step outside of them (as in the case of Boudicca, the warri-
or queen of the era who led a revolt against the Romans).
The stories are influenced heavily by classical mythology,
as well as by biblical tales and Roman stories. The inclusion
of the sacred feminine was an essential piece of my story.

For my second collection, Saints and Spirits, | revisited
ideas around animal symbolism but this time combined
them with an exploration of Catholicism, past and pre-
sent. The animals range from the fantastic to the mun-
dane. This collection was shown at David Gill Gallery in
November 2018.

| created a cadre of non-canonical saints in the form
of devotional figures, each with a combination of human
and animal attributes. Visually, | was heavily influenced by
medieval manuscripts and depictions of saints, from which
| took the golden halo present on all figures and which |
tried to suggest with the figure’s features.

Each of the figures was given a specific patronage,
which tied in with the animal’s symbolic meaning. For ex-
ample, the figure with the head of a man and the body of
a lamb (titled The Innocent - it can be found on my web-
site) is the patron of forgiveness, because of the lamb’s
links to Christ, who absolved “our” sins.

This collection of “saints” was given a fictional narra-
tive, detailing their discovery at a London church and the
research into them undertaken by myself (cast once again
as archaeologist). | uncovered a history tracing these back
to a nunnery at Ely Cathedral, and so theorised their pos-
sible purpose, giving each figure its patronage.

| was very interested in the ideas of assimilation into
the Catholic church, and wanted to explore an alterna-
tive history where Catholicism absorbed ideas from world
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folklore rather than promoting aggressive monotheism.
My newest and final collection is a work in progress titled
Goddesses. | have researched the universal Goddess myth
— the idea that at the heart of every mythology there is a
goddess who embodied ideas around life, death and cre-
ation, e.g. the prehistoric mother goddess/mother earth
cult - by reading seminal works such as Robert Graves’
The White Goddess and Joseph Campbell’s Goddesses,
as well as more specific titles such as Venus and Aphro-
dite by Bettany Hughes. This wide ranging reading, as
well as more physical research e.g. looking at goddess
representations in London museums, means that | have
developed an understanding of the Goddess's place in
world mythology and how the various goddesses of dif-
ferent pantheons can be linked, and even interchanged.

In this collection, | have created a series of vases which
are themselves the physical forms of goddesses. With the
vase as a body and the head as a lid, no two are the same.
Each goddess is unspecified and unnamed, some with
animal attributes and some fully human. When viewed as
a collection, the heads of each vase can be swapped onto
different bodies, creating a flowing and interchangeable
pantheon of goddesses.

In various historical magico-religious traditions, depic-
tions of the divine were viewed not just as idols but as
the body of the divine being themselves, and were accord-
ingly treated with reverence, fed and watered the way you
would treat a living body. | was interested in the idea of
creating these divine vessels for myself. The space within
the vessels, making them semi-functional (in theory rather
than in actuality), is also intriguing, asking the viewer to
guess at a purpose behind these strange artefacts. The fi-
nal narrative pertaining to these pieces is still in progress.

Techniques: All of my work is coiled, including the fig-
ures. | decorate using various methods, for example under-
glaze, sgraffito, partial glazing and lustre. | love to coil, as
it allows greater freedom in creating sculptural works, and
creates vessels which are not completely perfect; | like the
hand of the maker to be clear in the pieces. These tech-
niques combine to create varied, graphic surfaces which
are inspired by Greek attic figure vases, prehistoric cave
paintings, medieval woodcuts and other historical refer-
ences. | am also influenced by classical vase forms.

The Guide, white earthenware, coloured underglaze, transparent glaze,
gold lustre h 48, L17, 2 10.9 cm

Biography

LENA PETERS was born in Dublin, Ireland, 1994. She graduated from
Central Saint Martins College of Art and Design with a BA Hons in Ce-
ramic Design in 2017. Her work has been exhibited at the Lethaby Gallery,
London, the British Ceramics Biennial in Stoke-on-Trent, and the Pangolin
Gallery, London. Peters’s works were first exhibited at David Gill Gallery in
November 2017 as part of Vases and Vessels curated by Gianluca Longo.
Joining David Gill Gallery, Peters presented her first solo exhibition at
David Gill Gallery in 2018 entitled Saints and Spirits.
lenapeters@live.co.uk | www.lenapeters.co.uk

Lena Peters is represented by

David Gill Gallery

2-4 King Street | London SW1Y 6QP
info@davidgillgallery.com | www.davidgillgallery.com
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TRADITION AS REVOLUTION ENZO BIFFI GENTILI

Epiphany of the Merman
2000, painted majolica
vitreous glaze

@50 cm
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n 2000, at Vietri sul Mare on the Amalfi Coast, a very
unusual ceramic piece appeared. It was a parade plate
painted by Francesco Raimondi, a work that won him
the prize titled “A Journey in Ceramics” in the section
reserved for craftspeople from the Campania region. In some
ways it represented a radical break because the exhibitionist
figure posing aggressively at the centre of the plate is a very
well-hung Merman. In Vietri sul Mare, where during the 20th
century thousands of objects were decorated with the mer-
maid motif, no-one had yet dared to modify the genre, wheth-

NEW CERAMICS

JANUARY / FEBRUARY 2021

FRANCESCO RAIMONDI

er physically, sexually or artistically. With this adroit move, Rai-
mondi surpassed even himself: in fact, up until then he was
principally known, and famous, as the illustrious heir to the
iconographic and decorative heritage, and to the faux naive
style crowded with donkeys, fish, madonnas, birds, shepherds,
saints, fishermen and mermaids, introduced to Vietri sul Mare
during the period between the two World Wars by German
and Central European artists who had emigrated there, from
Richard Doelker to Irene Kowaliska.

This “Mannerist” style had gradually expanded to a position

Octopus temptress
2011, painted majolica
2 100 cm
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Group of majolica pieces exhibited at the Homo Faber show, 2018, Cini Foundation, Isle of San Giorgio, Venice

of dominance in Vietri ceramics, to the point that by the end of the 20th century it was showing
marked signs of fatigue and obsolescence. It was therefore the typical situation afflicting many
ceramics cities in ltaly, the need to create something new in place of anachronistic and exhausted
traditions. However, the task of “modernization” is often entrusted to artists and designers who
may have a very limited respect for the values of local crafts and imagery. An emblematic historical
example is that of the avant-garde artists, from the Spatialists to Cobra and the Nuclear artists, who
revolutionized ceramics in Albisola during the 1950s, beginning a procedure that increasingly led it
to being considered as basically just one of the various art media, an opinion that is perpetuated still
today. This also caused many to consider the actual creation of a work as of secondary importance
with respect to its concept or design. Raimondi works in the opposite direction. He never abandons
an extreme, almost maniacal attention to technique, nor the obsessive contextualization of his
work, underlining its close ties with a specific genius loci.

But, as we have seen in the case of the Merman, he replaces, overturns or modifies the subjects.
Some of them are part of tradition, above all Roman and Pompeiian, but had not been explored for
centuries because they were considered as “inappropriate subject matter”: this was the case above
all for the sexual and hyperphallic motifs, or paintings depicting Ancient Roman brothel scenes, or
erotic objects shaped in clay whose functions were more than just apotropaic. One naturally thinks
of the ”Secret Room” at the National Archaeological Museum in Naples, which, in halls 62 and
65, conserves many such objects from Herculaneum and Pompeii, in addition to other Greek and
Attic items. Significantly, only from the year 2000 — which, by meaningful coincidence, was also
the date of creation of Raimondi’'s Merman — was the room opened to the public (though children

| JANUARY / FEBRUARY 2021



under 14 can enter only if accompanied).
But could Francesco Raimondi’s erotic mo-
tifs, often exaggerated almost to the point
of caricature, with his not always judicious
couplings that range from “normal” hu-
man intercourse to orgiastic gatherings
of animals, be considered as simply refer-
ences or imitations, given the vast array of
declared historical precedents? Definitely
not: in fact, Raimondi's is a provocative ap-
proach, in which he perpetrates “unlawful
appropriation” because he is aware — fol-
lowing the same lines of thought of great
designer Alessandro Mendini — that an
author “can manipulate history only if he
violates and pollutes it, connecting it to
his own personal history and to that of his
professional colleagues”. Therefore, history
is not exhumed and cooled by passing it
through the filter of science or philology,
but picturesquely evoked, welcoming the
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revelry of the senses, and also of imagination and invention. By way of
confirmation, Raimondi likes mixing his sources, bringing together in the
same piece elements that would normally be separated in space and time,
as in examples in which he takes inspiration from the Campanian popu-
lation’s centuries-old love of superstition, and combines his impressively
large phalli with drawings of other objects and apotropaic motifs typical of
popular culture, from the horseshoe to the Neapolitan “curniciello” (horn-
shaped talisman), from the four-leafed clover to the horn gesture, and some
cabalistic numerals from the Smorfia (the traditional associations between
dreams and numbers). Likewise, in some of his more recent works, he has
offered new versions of some zodiac signs and the Major Arcana of the
Tarot... This armament of serendipitous or divinatory symbols is present-
ed with allusion to “pontesque” styles, namely the sophisticated forms of
the decorations that the great architect and designer Gio Ponti created for
the Richard Ginori company in the 1920s. But his “raimondesques” (from
the title “raimondesche” that the ceramist gave to his large anthological
exhibition at the Faenza International Ceramics Museum in winter 2011,
which definitively consecrated his fame) often shift towards deformity, be-
yond their refined iconographical sources and their apparent elegance. This
direction frequently appeared in Raimondi's work over the course of the
first two decades of the 215t century, and it was given critical legitimacy
by an important exhibition held at Vietri sul Mare in 2003, titled A Voyage
through the Grotesque in Ceramics — curated by the writer of this article —
whose objective was to reveal another undercurrent in local production, an
alternative with respect to the “domesticated” styles of the faux naive work
from the so-called German period. This was an “undisciplined” tradition,
almost expressively maladroit, with outlandish subjects, featuring certain
members of the noble Vietri families Procida and Solimene, which could be
compared with an analogous international trend that is still extant in con-
temporary ceramics (as in American funk art ceramics and its derivatives).
Francesco Raimondi understood that he was no longer alone, and could
from that moment on lead a new phase in local ceramics, not just reusing

Harpies and harpoons, 2011, hand-shaped toucan jar, painted majolica, @ 100 cm
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Mermaid on horseback
2019, majolica with
underglaze painting

and lustre glaze

@60 cm

more or less classical figures, from harpies with avian bodies to
an underwater “octomaid”, a mermaid “degenerated” by the
replacement of the fish tail with a tangle of unsettling octopus
tentacles, and also by depicting the sea in its present unfortu-
nate condition as a container for rubbish. The artist is aware
that to avoid banality in visual references, difficult themes,
such as decay, unbridled consumerism, and the criminal pollu-
tion of the modern world, should be approached. Raimondi’s
grotesque is a genre that combines comedy and drama, pro-
voking laughter and indignation, because it becomes an ideal
method for expressing not just Vietri sul Mare — Vietri on the
Sea — but also Vietri under the Sea. More in general, it offers
an excellent means of narrating the conflicting reality of Cam-
pania and Italy. Only then, after having descended right down
to the bottom, is it possible to return to ceramics that comprise
less unsettling themes. And in fact these can be seen in his
latest, spectacular, even opulent parade plates, such as those
exhibited in Faenza this year during a workshop that he held
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on invitation by the Zauli Museum and the Italian Association
of Ceramics Cities. To mention two examples, on these vases
and plates with lustre details, a graceful Mermaid reappears at
a distance of twenty years after the shock of her male hybrid,
and there is a sophisticated flying Icarus, though, as we know,
he later falls out of the sky. The moral of Raimondi’s ceramic
story is therefore one of inevitable duality and ambiguity, mak-
ing him the greatest talent in Vietri's new artistic and crafts
generations (which we should remember that today comprise
mainly female practitioners, both “virtuous” and “bad” girls,
though of course we will never know which of the two types
of craftswomen he prefers ...).

ENZO BIFFI GENTILI
is a historian and critic for the applied arts. He has written over
300 publications on this subject. Artistic director for cultural
projects and exhibition curator, he is director of the MIAAO
Advanced Seminar on the Applied Arts.
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Vietri Icarus
2019, majolica
with underglaze
painting and
lustre glaze
@60 cm

Personal statement:

About 30 years ago, in 1991, when | went to Faenza to visit the epochal exhibition The
Sorcerer’s Apprentice. Faenza in the Nineties, | discovered, in the preface to the like-
named catalogue (L'apprendista stregone. Faenza anni 90, edited by Enzo Biffi Gentili,
published by Keramikos and Alberto Greco Editore, Milan 1991) a text by Sir Ernst Gom-
brich that comprised the authoritative and convincing motivations for what would be
my entire future oeuvre. More specifically, I would like to quote some of the sentences
included in that publication, penned by the great Austrian, naturalised-British art critic
and historian: “We have come to realise the dangers arising from the romantic image
of the artist as an original genius whose creativity rests on the rejection of tradition. The
whole of the history of art and of the crafts refutes this shallow view. What the study of
that history teaches us instead is precisely the principle of ‘innovation inspired by tradi-
tion’ that underlies the present effort. Art can never be divorced from work and from
skill without falling victim to frivolities promoted by sensationalist fashions.” Evidently |
would not be able to put it better myself, and still today | remain absolutely faithful to
this fundamental and superior teaching.

FRANCESCO RAIMONDI

Biography

Francesco Raimondi was born in 1959 in Vietri
sul Mare, where he lives and works. A deco-
rative artist by vocation, from his adolescence
he trained at the major ceramics factories in
the area. From the late 1990s he took part in
dozens of regional, national and international
exhibitions. His most important group shows
include The future in their hands. Tomorrow'’s
craftspeople for the 150t Anniversary of Ital-
ian Unity at the Officine Grandi Riparazioni in
Turin, and the northwest section of the 54th
International Art Exhibition at Venice Biennale,
held in the city's Palazzo Esposizioni. His solo
shows include Contemporary Mediterranean
at Palazzo Sant'Agostino and at the Temple of
Pomona in Salerno, and Raimondesque at MIC
in Faenza in 2011. In 2006, with the Region
of Campania, he won the Gold Medal at the
Chelsea Flower Show in London, awarded by
Queen Elizabeth II. In 2016 he was assigned
the title “Master of Arts and Crafts” by the
Cologni Foundation at Milan Triennale, and
was included in the Golden Book of Italy’s
Crafts Excellence. In 2018 he was made Knight
of the Order of Merit of the Republic of Italy
by President Sergio Mattarella. His works are
exhibited in a number of museums world-
wide, such as the Museu Nacional do Azulejo
in Lisbon, Musée de la Céramique in Nabeul,
Tunisia, Museo Internazionale delle Ceramiche
in Faenza and Fule International Ceramic Art
Museum in Xi‘an, China.

FRANCESCO RAIMONDI
c/o Ceramica L'Archetto

Via Mazzini 3

84019 Vietri sul Mare (SA)
Italy

+39 347 539 24 90
info@francescoraimondi.com
www.francescoraimondi.com
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Migration in Clay

Home and Land Project of

Karla Garcia

Texas as a teenager together with her family. This cultural transition so

early in her life had great influence on how she thinks and feels today.
She has turned what she has experienced into artwork in her latest project,
Home and Land. Has she come to terms with it? This is what she says:

Karla Garcia, artist and educator, was born in Mexico and emigrated to

Karla, one of the main themes of your Home and Land Project is migra-
tion. This fits both with what you experienced as a child and today’s
streams of migration. Why is this subject so important to you?

People migrate in search of a better life. | would like the audience to look at
my work and to try and think about their own lives and feelings in the know-
ledge that home should be a safe place on either side of the border. With my
installation | can connect my experience as an immigrant and my life today with
each other and also explore how resilient people are.

How, or rather why, did this project begin in your head?

| have always admired the landscape of the desert. | look at the externally
tough desert environment and contrast it with the life it is filled with. The plants
and animals that flourish there make me think of our own experiences. | de-
cided to explore the desert landscape as a metaphor for the human condition.
| started this process during a residency in France. | picked up the development
of this concept there, not only by producing objects but also by reflecting on my
own history and the connection with it. When the Covid-19 pandemic began to
spread in Europe and the USA, | returned to the States, where | arrived in a “new
normal”, a protected home. Losing access to a studio and a kiln made me think
about my work in a new way. Every cactus sculpture remained unfired and was
set up in various rooms at home. | began to call it my Home and Land Project.
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Entre dos espacios / Between two spaces, No. 2
2020, digital photograph

EVELYNE SCHOENMANN

It grows from an interdisciplinary installation
by means of raw clay, photography, video and
found objects.

I could imagine various ways to illustrate

the subject of “land” in a project. You

chose cacti as a symbol. Is there any special

reason for that?

| chose the symbol of the cactus because of
its resilience and its symbolism in Mesoameri-
can cultural history. It is a plant that survives
tough conditions and finds ways to grow be-
tween spaces and around obstacles. To me this
is @ metaphor for the possibility of survival and
success.

All the various cacti are made of terracotta
clay and are not fired. You exhibit them
raw and you sell them like that too. | am
sure that this has a deeper meaning...
Sure, artwork in raw clay is fragile but this
work can survive for a long time if it is cau-
tiously taken care of and handled. The raw
cactus sculptures link with the duality of the
desert landscape as they are transient. | decided
to leave them raw because the character of
the clay influenced my intention to represent
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Nasher Windows: Home and Land Project installation layout

a reminiscence of the country in which | lived for many years, of the people I left behind
there and the culture of the country | miss. As | exhibit these works in galleries, | hope
collectors not only recognise the beauty of the object but also find the meaning of the
spaces we inhabit. Incidentally, | donate a percentage of every sale to human rights initia-
tives that help people seeking shelter.

You work with various media in exhibitions. Do you want to emphasise your

message like that?

Yes, | use various media to find the relationships between the objects, like the photo-
graphs of the cactus sculptures in my apartment capture a certain moment in time. | have
also experimented with video. In a way, these forms of documentation are first studies
but later become part of my larger installation.

Is the whole project for you the expression of a yearning for your homeland?

Itis in part, yes. | miss people and family that | cannot see. One part of my life took
place in a border town, which today is a completely different place from the one in
which | spent time growing up. It is about my own memories of a home that no longer
exists. And it is also about creating artwork that explores the meaning of homeland,
our safe space, our ability to grow as a human being, our resilience and our connection
to the land.

KARLA GARCIA

1602 ElImwood Boulevard, Dallas, Texas, 75224. U.S.
artist@karlamichellgarcia.com
www.karlamichellgarcia.com

Karla Garcia was born in 1977 in Mexico and is an emerging American-based artist who
creates installations and sculptures with clay, found objects, and other symbolic materi-
als about her Mexican heritage and migration. Garcfa is a professor of art and ceramics
assistant at the Dallas College — Mountain View Campus. She completed an MFA degree
in ceramics and a museum education certificate from the University of North Texas in
May of 2019. She was awarded the top prize at the Sixth Annual Artspace 111 Regional
Exhibition. Garcia was selected as a visiting artist at the Dallas Museum of Art, where
she created a four-month interactive installation titled Carrito de Memorias, which was
selected to be exhibited at a Latin American Fine Art Competition in New York. In 2020,
Garcia attended an international artist’s residency in St. Raphael, France, where she began
the exploration of her current work Home and Land Project, which was exhibited at the
Nasher Sculpture Center.
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Do the works of other artists

influence you?

| am influenced by works that
speak of human existence through
their choice of material, such as the
installations of Damian Ortega, Te-
resa Margolles, Doris Salcedo, Gabriel
Orozco, Joseph Beuys and Margarita
Cabrera. In their installations, they of-
ten use objects to create works that
represent a place, a story or sociopo-
litical and economic inequality.

Where was your last exhibition

shown?

Home and Land Project was in-
stalled at the Nasher Sculpture Cent-
er in Dallas, Texas. It is part of a lim-
ited series called Nasher Windows,
because the museum was closed to
the public due to the coronavirus
pandemic in 2020.

And what are your plans for the

new year?

I am looking forward to installing
a rerun of this project at the 12.26
Gallery in Dallas, Texas, which is
planned to open in February 2021.

Evelyne Schoenmann
is a ceramist, writer and curator.

She is a member of AIC/IAC and
lives and works in Basel.
www.schoenmann-ceramics.ch
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Ceramist

Chung Hyun Cho

Pioneer of modern ceramics
in Korea

YOON KYUNG LEE
DIETER JACOBS

1960s, h 39.5cm, w 16.5 cm
experiment on the wheel

n the 1960s, when traditional ceramics in Korea was developing to-

wards modernity in Korea, most ceramists did not come from art-based

fields of activity. But as a student, Chung Hyun Cho started on a course

for applied design and chose to specialise in ceramics. She subsequently
became the first Korean woman to receive an MFA in ceramic art in another
country.

Chung Hyun Cho was born in 1940. She studied ceramics at the EWHA
University (BFA, MFA). After graduation, she was first a lecturer and subse-
guently became a professor in the ceramics department for forty years. She
also taught for ten years as a guest professor for Korean ceramics at various
American universities.

Besides her teaching as a professor, she was also concerned with research-
ing onggi (domestic stoneware containers) and Korean architectural ceram-
ics. She published several articles and a book on the subject. Through her
research, the practical use and the simple beauty of onggi and onggi-gulttuk
(chimneys) became more widely known throughout the country. In conse-
guence the qualifications of craftspeople were recognised and the awareness
of onggi and ceramic objects in the domestic environment grew.

Prof. Cho tried to raise awareness of the high level of Korean culture around
the world. She interpreted tradition into the contemporary art world. She ex-
pressed the results of her experiments and deliberations in ceramic artworks
and in words. It was important to her to present the knowledge and thoughts
of the artist, which was not customary at that time.

When she retired as a professor and dean, her ceramics were accepted by
the university museum and a retrospective in her honour was organised. Her
works are a milestone in the development of modern Korean ceramics.

She was a professor, researcher and at the same time an artist in the mod-
ern ceramic world in Korea. A pioneer in the history of ceramics.

Decades of her ceramic practice

She preferred throwing as a method of forming: “On the wheel, you can
communicate intensively with the clay. When the three components, thoughts,
hands and clay, are in harmony, a beautiful form can emerge.”

She prepared the clay she needed herself: “When you are preparing it, you
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1970s, h 15.5 cm w 7.0 cm, combination of various glazes

can determine the state of the clay and which form it
is most suited for.” She modified tools according to
her needs and made stamps of clay: “By using tools
you have made yourself, the artist’s character can be
expressed.”

In the 60s, she tried to reach the limits of the fea-
sible on the wheel. The spirit of experimentation can
be discerned in her work. In the 70s, she studied the
development and combination of glazes in the firing
process, enjoying the unexpected, joyful moments
that only a ceramist can experience.

At that time, she was studying in America and be-

After 2010, h 12 cmw 18 cm
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1980s, h 21 cm w 25 c¢m, decoration with self-made stamps

came more aware of traditional Korean ceramics. Through her work with
saltglaze and sanggam decor (inlaying white and black slip in the leath-
erhard surface), Korean culture became better known.

In the 80s, she pursued the question, “What is modern Korean ceram-
ics, which is built upon the roots of traditional culture?” The result of her
experiments was the creation of an individual kind of ceramics, a com-
bination of the forms of zilgurut (stoneware tableware, 4th-6th century)
and celadon decor (11th-14th century).

In 1989, she was professor at Harvard University for a year. In this
time, she did research into American architectural ceramics. This expe-
rience awakened her interest in Korean architectural ceramics. Back in
Korea, she published about both subjects.




2000s, h 113 cm w 183 cm, interpretation of Onggi-Gulttuk

In the 90s, after ten years of research on onggi, she transposed their
beauty in her own ceramic works. During this period, she had fallen in love
with the simple beauty and practical functionality of onggi. Visitors to the
exhibition were subject to nostalgic feelings when viewing her contempo-
rary works.

From the year 2000, her interest turned towards onggi gulttuk. With
the exhibition of her pieces, she made people aware that architectural and
functional ceramics have a long history in the everyday life of Korea. Re-
searching onggi and Korean architectural ceramics brought this part of
ceramic history to people’s attention.

Between 2004 and 2011, she was curator of the exhibitions of the IAA
(International Art and Artists) and was involved in the organisation of
two major touring exhibitions. She presented exhibitions in 13 museums
in America and 6 in Europe. For the first time, an overview of modern
Korean ceramics was presented outside Korea. From 2010, after retiring
from her university post, she enjoyed throwing and decorating smaller
formats.

Prof. Cho lives in Seoul, and in 2020, she celebrated her 80th birthday.
In 2018, a book by Yoon Kyung Lee was published about Professor Cho
in the form of an essay, remembering and paying tribute to her lifetime
achievement. In March 2020, two further documentary books by her were
published about Prof. Cho.

Quotations from publications by and about Prof. Cho

1995: “One could compare hidden beauty with the taste of fermented
vegetables. The more diverse something is, the more hidden it is. Thus one
looks many times looking for what is concealed.”

1997: “Works made just based on thought do not move us. Works made just
with the hands lack artistic meaning. Work made only with passion lack technical
perfection. Ceramists should be good craftspeople, have their own ideas and be
passionate. Only the combination of these can lift us up onto the level of art.”
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2004: "My father emphasised to me that tal-
ent cannot surpass diligence. Precision, diligence
and endeavour should be the basis for artists. |
wanted to follow his advice.”

2008: “Simple beauty attracts me strongly. If
you were to equate celadons and porcelain with
beautiful women with elegant makeup, then
onggi would be natural women without makeup.
Through onggi, | can sense the natural, primal feel-
ing of clay. This feeling is very important to me.”

1976: “Her delicate hands scoring the surface
for sanggam decor and her careful, patient pos-
ture when she is working move us profoundly.
When you watch Chung Hyun Cho working, you
become part of the artwork. This proves that art
is an international language.”

2004: “Chung Hyun Cho came into contact
with the level of aesthetics. She expresses beauty
naturally with her ceramics. Her works are full of
humour. They awaken joy in us that makes us
smile. Precision and imprecision, strict calculation
and random events, aesthetic norms and simple
elements, or in other words, she tries to repre-
sent unspoilt nature. Her interpretation of onggi,
which established her as an artist, unite tradition
and modernity.”

Yoon-Kyung Lee
studied fine art in Korea, specialising in ceramics,

at EWHA Universitédt (BFA) and, in Germany, at
the Fachhochschule Héhr-Grenzhausen, she took
a degree in ceramic engineering. She lives and
works in Europe as a ceramist.

Coauthor: Dieter Jacobs
studied at the Fachhochschule H6hr-Grenzhaus-
en. He worked in the field of industrial glazes for
ten years and has subsequently
worked on enamels.

Chung Hyun Cho was awarded an BFA and
MFA at EWHA University, Seoul, S. Korea, in
1963 and 1969 respectively. From 1971 — 2005,
she was a professor at EWHA University. In
1976, she received an MFA at Southern lllinois
University in Edwardsville, USA. From 1999 —
2003, she was president of the art faculty at
EWHA University. Since 2005, she has been
emeritus professor and honorary professor at
EWHA University.

Published books include Korean Architecture —
Ceramics and Onggi. Publications is specialist
journals, especially in Korea and the USA.
Fifteen solo exhibitions, various group exhibi-
tions in Korea, Asia, USA and Europe. Distinc-
tions include several first prizes in Korean art
competitions and the Prize of the State Presi-
dent. Curator of ceramics exhibitions in the USA
and Europe. Ceramic works in numerous mu-
seums in various countries. chcho@ewha.ac.kr
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Art Statements has the privilege
to present today’s most promising
young contemporary ceramist

SRABANI GHOSH

London's Central Saint Martins. She graduated three years later with 1st Class Honours in Ceramic

Design. Since then, out of her West London studio or from Buckinghamshire's HG Matthews century
old kilns, Srabani relentlessly pushes the boundaries of her unpredictable medium of predilection by singularly
blending to the earthenware the authenticity of her roots and emotional narratives.

B orn in the UK, Srabani Ghosh graduated from the University of Calcutta, India, before joining in 2013
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Astha Faith Indomitable, 2020, glazed earthenware, resin and wood. Diptych, h 77 cm and 85 cm

Late in the evening, Umrao, h 45 cm, 2019-2020, glazed earthenware

“As an artist working at scale with a ubiquitous
material such as clay, | seek to change and challenge
perceptions. | consciously choose to revive and inno-
vate age-old processes and techniques often lost and
forgotten in this digital age. Digital transformation
that appears to draw the world close paradoxically is
pushing the souls of our humanity further apart. Iso-
lation and loneliness is on the rise despite the noise
and cacophony of technological advancement that
threatens to steal our sleep, well-being and life force.

“In this age where speed and mass are bywords
of success, | have sought to develop a practice that
is deliberately slow, time-consuming, meditative and
deeply contemplative. This slowing of time and mo-
tion has allowed me to open and deepen dialogue
with my material yielding outcomes of uncommon
detail and complexity. Each work, several months in
the making, often seeks to communicate multiple lay-
ers of depth and meaning both in form and surface.

“Working in series, which are iterations of a theme,
| draw on human connections and seemingly mundane
stories of my environment. Holding these fragments
of encounters close, | delve deep to examine each as
one does a jewel of infinitesimal value. It is much like
panning for gold in a swift flowing river that is life. It
requires a patient ear and a careful eye. Neither the
finding nor telling of the story can be rushed."
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“The form of each work often takes
the shape of everyday objects that
change in scale or challenge the notion
of ceramic as a static sculptural outcome.
This is achieved through the slowed pace
and ability to understand how one can
unlock the potential of this often over-
looked medium."

“I grew up in India but was born in
the UK and now live in the UK. This has
meant the hallmark extravagance of pat-
tern and surface of my Indian roots seep
through my hands into the vocabulary
of my story telling. The resulting artistic
expression is one that has a mix of styles
spanning cultures and time in unexpect-
ed ways."

“For millennia, from the birth of hu-
manity the earth has held the memories
of their trials and triumphs. Human civili-
zations have risen and fallen, built out of
the very earth it stood on. To have chosen
this medium, it seemed appropriate that
the place | built my practice is at one of
the few remaining handmade brickyards
(HG Matthews) in the UK where | am
based. Having the century old HG Mat-
thew brickwork as my practice patrons
has meant | have made the choice not
to have kilns in my own studios. Work,
made either at my own London studio or
on site at HG Matthews, is always fired in
their production kilns. This makes room
for a more sustainable practice but also
bestows upon my work an uncommon
quality that comes from the superior
heat work of production kilns."

“It is my enormous privilege to be able
to walk and work amongst the men and
women of such an old and established
production yard. Mine is not a pristine
temperature-controlled environment. In
the summer | battle the challenge of heat
drying work too quickly and in the winter
| often battle sub-zero temperatures that
threaten to freeze the clay. With fork-
lifts whizzing past, surrounded by the
laughter and generosity of the men, and
best of all great mountains of red fired
earth, | know | am in the best place to
listen, learn and speak the language of
the earth to tell stories of the heart that
beats within our humanity.”

Press: Art Statement Hongkong / Tokio

JANUARY / FEBRUARY 2021 |

A
-
o, =

2
S
oY

"
)

=
e
P
P 0
" W
A
L “-i
T i
N
o
S

Frd
P ZZ

(4 ;:\,d':_i'\f'lp.

FEF P
R
B g LT
S =%
! i
-
-
rd

rrr7.
Z
"

s

re L Lde
'l."l:_ r]
LAk

2559%
£
S

B
2
i
>
Y

Jaama, Swirly, height 31 cm, 2018, glazed earthenware

Srabani Ghosh born in Doncaster (UK) in 1973, grew up in India, returning to settle
in London (UK) in 1997. With a bachelor’s degree in business from the University of Cal-
cutta, she quickly fell into a decade-plus career in consulting, which gave her a deep ex-
perience of absorbing and appreciating global cultures, diversity of people and processes.
After a the birth of her second child, a sabbatical from consulting turned into a journey
of fulfilling a life-long dream to tread a creative pathway. Daughter of an artist and ce-
ramicist and late starter as a creative, Srabani chose clay as her starting point. She spent
two years (2011-13) at City Lit's Ceramic Department under the tutelage of their eclectic
group of ceramic teacher practitioners. This instilled in Srabani a deep sense of adventure
and exploration. From there she embarked on a three-year bachelor’s degree in Ceramic
Design at Central Saint Martins, a course with a strong bias towards design and industrial
processes. In 2016, Srabani graduated with 1st class honours, awarded based on Assimi-
lation, a monolithic 2 metre tall ceramic tower constructed of almost 1000 handmade
glazed bricks encased in ceramic print and imagery that told the story of the college from
1890 to the current day. It was during this time she met the historic brickworks HG Mat-
thews in Buckinghamshire, where she made her graduation bricks. HG Matthews were
to go on to become her practice patrons as a result of observing Srabani‘s making of As-
similation. For two years after graduation, Srabani battled with the dilemma of designer
or artist. In 2018 she set up studios in London and Buckinghamshire. In 2019 she hosted
her own debut solo show, Marking Marks, at Willesden Gallery in London. In the spring
on the same year she was selected to show work as part of the Royal Academy’s 251st
world renowned Summer Exhibition. This coincided with a summer solo pop-up gallery
and residency, Jaama, Blowing in the Wind, in Notting Hill. Both shows in 2019 were sold
out with works travelling to private collections in Europe, Asia and America. In the winter
of 2019 she was also part of ING Discerning Eye, a group show at the Mall Galleries. She
is currently working towards shows planned for 2021 and is represented by Art State-
ments HK/Tokyo.

For more information about Srabani Ghosh or to get the list of available works:
hongkong@artstatements.com To visit Srabani Ghosh's site: www.srabanighosh.com
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Renewal

With the help of industry, ceramics is changing of its own accord.
Renewal means surviving under changing conditions.

he protagonists of digitality said,

“Hey, where are you? You have to

take care of the human side of digitality!”

What they meant was art. But ceramics
felt it was meant too.

The great event in European ceramics
in the modern era was the craft-based
discovery of Meissen porcelain. It was lime-
stone porcelain because feldspar was still
unknown. It had to be fired higher
(1350°C).

Later this was exchanged for feldspar,
but the high temperatures were main-
tained. Through its existence, ceramics split
into two parts that were foreign to each
other. Noble porcelain attracted artists,

The Brain - Abstraction omitting the inessential, 66 x 66 cm
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GUSTAV WEISS

who painted the vessels with landscapes,
chinoiserie, foliage and strapwork.

Porcelain was produced in royal manu-
factories. The fathers of this art form were
Johann Joachim Hérold for painting and
Johann Joachim Kandler for sculptural
pieces. These were ornamental display
pieces and small groups of figurines, of
which Goethe disapproved.

Far removed from this, potters worked
in their traditional potteries and supplied
the populace with tableware.

Porcelain and pottery were dependent
on the Middle East with its calcareous soil.
The potters of this region had to rely on

photos: Olaf Bruhn

plants that brought briny sodium in the
ground water to the surface. To cleanse this
flux of chlorine, they invented two-stage
firing with a lower firing before the higher
glaze firing. The kilns were updraught kilns
that originated in Antiquity. The sodium as
a flux was water soluble. To prevent it being
absorbed by the body when it was being
applied, it was fired in advance in a special
kiln with silica to make a “frit”. The tem-
peratures only reached 1,000°C because
only bushes were available. The experiment-
ing potters were very successful with their
low-temperature glazes.

Europe was not aware that it was fol-
lowing these technologies that had evolved
from nature in the Middle East. The terra
sigillata of the Romans did not use a glaze.
In their times lead had already been found
as a flux in Asia Minor. It was used for
faience.

When the Machine Age arrived, the
crafts feared for their existence. John Rus-
kin attempted its renewal with artistic ef-
fort, in line with the Historicism of the age.
He was forced to realise that this was the
wrong path. When the Werkbund was
founded in Austria, it was said it would
continue Ruskin’s reform experiments. But
unlike Ruskin, it was not aiming to emulate
past models, but with “form follows func-
tion” and Neue Sachlichkeit (“New Ob-
jectivity”) it strove for the ennoblement of
decor-free forms and for an ethical solution
to counter the rampant quest for profits.

In 1884, the chemist Hermann August
Seger succeeded in making an oxblood
red glaze after the analysis of a Chinese
glaze. He glazed a vase with it. Ceramics
thus became elevated to the status of ap-
plied art, which was intended to raise the
market value of vessels by the glaze. Uni-
versities of applied arts were founded. But
the amount of knowledge and facilities
were underestimated.

In 1907, Kandinsky painted his first ab-
stract pictures. Offshoots of Jugendstil
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survived into the 1920s. Max Laeuger was
interested in Mongolian ceramics in Sul-
tanabad and left experimental pieces with
three-dimensional colours made from mix-
tures of coloured glazes and engobes on
a white background.

Through exhibitions, the art world had
become aware of the art of the Far East
and the ceramics of the northern Song
dynasty. On the art market, collectors’
pieces appeared at high prices. According
to the wishes of the Werkbund, ceramics
should be as simple and decor-free as Song
ceramics but no way was found to pursue
this goal in practice. At low temperatures,
the simple absence of decor produced
unattractive results.

Things were different in the Far East,
where in complete contrast to the Middle
East nature provided potters with every-
thing they needed. The flux was potassium
there, which was found in feldspathic rock.
However it was not needed for glazes as
they formed naturally from deposits of ash
during firing. If brushwork on pots for ex-
port was to be protected from fly ash, the
ware was fired in saggars. The kilns were
not updraught as they were in the West
but crossdraught and suitable for firings
lasting several days and nights. There was
plenty of firewood available.

When Buddhist guests from Japan be-
came acquainted with Chinese bowls in
the monastery on Tian Mu mountain, they
introduced Chinese ceramics to Japan,
where it was developed further with iron
as a flux and effect binder.

In 1952, Bernard Leach set out on a
promotional tour of the USA with Shoji
Hamada and Soetsu Janagi to try to have
Japanese ceramics recognised as a role
model. In California, he met Peter Voulkos,
who in accord with Jackson Pollock was
in the process of shaking off all foreign
models. Peter Voulkos decided on the Ab-
stract Expressionism of Vassily Kandinsky.
The periodical Artforum thereupon in-
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Creative Coincidence - Abstraction emphasising the essential, 66 x 66 cm

ducted ceramics into the family of fine art.

Bernard Leach was unsuccessful with
his new role model. At home in St Ives,
Cornwall, he was rewarded with a postage
stamp designating him as the founder of
“studio ceramics”.

As if ceramics had come of age, it fol-
lowed new trends after a pause for reflec-
tion on its own capabilities. In 1960, the
Chilean psychologists Humberto Matu-
rano and Francisco Varela came to the fore
with the slogan, “to live is to know"”. An
installation followed, initiated by the
Deutsche Guggenheim, entitled Philo-
sophical Aesthetics by Gerhard Richter,
showing what was behind sensory cogni-
tion.

It was all the intellectuality of artistic
endeavour in the limelight.

... and our renewal?
Between the natural worlds of the East

and the West, we are a category of our
own. As such, ceramics defines itself as a

powder that at high temperature becomes
a dense glassy material with great com-
pression strength. In consequence of its
properties, it is suitable for technical and
artistic purposes.

We can fulfil any material wish. It is not
nature that gives to us but industry. We
always bear the craft and the fire in us.
But there have never been as many indi-
vidual pieces made of porcelain as today.

The art of painting, which has at its
generous disposal the enigmatic mystery
of art and leads the way in the arts, is
hidden like a blue flower.

The road is long to approach it. We look
after our world, our environment and the
people, their thinking and their opinions
so that our works may find their inter-
ested pleasure.

It is the “cognitive aesthetic” of discov-
ery with a wide field of meaning. New
things are learned in it and knowledge is
processed.

www.gustav-weiss.de
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CERAMIC

TOBACCO JARS

was initially only available from phar-

macies. In Europe, it was sold exclu-
sively as medication and stored in decora-
tive apothecary’s jars in majolica (Italy and
Spain) and faience. Catherine de’ Medici,
gueen of France, is said to have used
tobacco successfully as a remedy for mi-
graine. The tobacco trade soon spread. It
was no longer used exclusively for medici-
nal purposes but increasingly for smoking
and as chewing tobacco, used by seamen,
soldiers, carters and tradesmen. By the
early 16th century, officers, ship’s captains
and people of quality began to consume
tobacco in clay pipes. Of Sir Walter Ra-
leigh, after whom a tobacco blend and a
clay pipe form are named, it is said that im-
mediately before his execution he smoked
a clay pipe. The use of snuff boxes only

| n the Early Modern Period, tobacco

photos - Reiner G. Richter

Tobacco jar

Earthenware, beige body, brown lead glaze.
Sprigged relief (lion mascaroons and on the op-
posite wall a figure in mourning before a monu-
ment in ancient style after the English jasperware
model, Charlotte at Werther's Grave by Elizabeth
Templetown). Lid with monumental sculptural
lion couchant with yellow lead glaze as a crown-
ing element and knob. H. 22.5 cm, @ 17.5 cm.
Saxony, possibly Topferei Thomas in Dresden, c.
1800/30. Dresden, privatecollection
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came into use in France after the death of
King Louis XIV, who disapproved of snuff.
In a wide variety of forms with a hinged lid
and easily mistaken for powder compacts,
round, pear or egg-shaped snuff boxes or
even those in the form of animals came
into use and delighted both snuff us-
ers and collectors, including Count Brihl
(Dresden), Catherine the Great (St Peters-
burg) and Frederick the Great (Potsdam).

Depending on their individual purpose,
the tobacco containers could have widely
differing dimensions. Were they intended
for use while at work out of the house or
were they for storage in the home? Was
it a matter of long-distance transport over
land and water in the form of huge bales
of tobacco and barrels or small boxes for
the daily requirement that could be car-
ried in a trouser pocket? Since the 18th
century, small, delicate and ornate tobac-
co and snuff boxes made of woods of all
kinds, precious metals, horn, ivory, rock
crystal, copper enamel, faience, porcelain
or decoratively painted papier maché have
given pleasure to smokers.

The following observations concern
vessels for smoking tobacco used by pipe
smokers at home as storage jars, to refill
from them smaller tobacco containers for
when they were out and about or to en-
joy one or two pipes in the evening, alone
or with friends. In contrast to the delicate,
lightweight containers for daily use when
on the go, the tobacco jars in the form of
small chests, boxes and thrown or turned
lidded vessels consisted mainly of ceramic,
wood, papier maché or serpentinite, but
also of metals such as brass, copper, pew-
ter, cast iron or silver. The larger examples,
usually somewhat more coarsely finished,
were made of stoneware, faience, porce-
lain and white earthenware, but from the
beginning of the 19th century also of si-
derolith, a surrogate for fine stoneware.

Christian Gottlieb Messerschmidt and
Christian Leberecht Thomas, both master
potters from Dresden, are familiar from
the memoirs of Wilhelm von Kigelgens,
who expressed his enthusiasm for the or-

RAINER G. RICHTER

namentation made at that time, ubiqui-
tous on ceramic stoves (crowning features
or reliefs on tiles) as well as on other ce-
ramic products including tobacco jars.

Pottery containers of this type were
distinctly popular and the relief decora-
tion might be altered or exchanged. The
lion couchant as a symbol of power and
strength could be replaced by a dog for
loyalty, a sheep as the lamb of God or by
rearing horses. Small figures such as the
mourning woman from the Wedgwood
factory or portrait heads of famous men
from antiquity and the modern era were
also used as lid knobs, as were vegetal
items in the form of pine cones, pome-
granates and flower buds. For the relief
decor on the wall of the vessels, figures
from the scenes of Antiquity, the figures
of gods or allegories after classicistic artists
such as Flaxman, Thorvaldsen or Tischbein
were in use. Intermediate covers regu-
lated aroma and moisture inside the pots.
In ceramic tobacco jars, this more or less
airtight inner lid was made of fired clay, in
wooden, pewter or brass jars it was usu-
ally made of a tin alloy with a high lead
content to ensure the necessary minimum
weight.

The pottery described by Kugelgen
where such tobacco jars were made was
in the HauptstraBe in the Neustadt (“New
Town") district of Dresden. Christian Leb-
erecht Thomas was a qualified master
craftsman here since 1785 and ran his
workshop, designated a “Fabrik” or fac-
tory, in competition with court stove pot-
ter Messerschmidt, who produced not
only ceramic stoves but also tableware.
Conversely, the Thomas factory not only
produced tableware and small sculptures
but also stoves. Fellow potters, stove mak-
ers and clay modellers also appreciated
the skills of master potter Thomas. It was
no accident that Tobias Christoph Feilner,
later renowned as a stove maker in Berlin,
had worked as a young journeyman pot-
ter in the Thomas pottery in Dresden from
late 1792 until summer 1793.

In the Classicist and Biedermeier peri-
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Tobacco jar

Stoneware, relief decor, painted in cobalt blue, saltglaze. Representation of the Belgian royal arms
and the crests of the individual provinces, Anvers, Hainaut, Luxembourg, Flanoreorientale, Namur,
Liege, Flanoreoccidentale, Limbourg, Brabant. Hohr-Grenzhausen, c. 1900 for the Belgian market

ods, tobacco jars from finer ceramic bod-
ies were popular, and from the late 18th
century these products were heavily influ-
enced stylistically by the Wedgwood fac-
tory in Staffordshire, England.

In 1768, English ceramist Josiah Wedg-
wood developed his basalt ware. The body
consisted of a fine grained stoneware, i.e.
a vitrified ceramic body, stained black by
manganese and iron. After inventing or
lastingly improving ceramic genres such as
agate, cream, basalt, bamboo and rosso
antico wares, in the 1770s Wedgwood
produced his most ingenious and success-
ful invention, jasper ware.

As in around 1800 the production of
the popular black basalt was either techni-
cally or financially impossible for factories
in England and on the Continent, earth-
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enware producers in Saxony and Bohemia
tried to replace the English products with
surrogates. Siderolith or terralith, an earth-
enware or fine stoneware painted with
unfired lacquers or varnishes, was such a
substitute, which was intended to imitate
black basalt, rosso antico (red stoneware)
or cane wares (yellow fine stoneware).
Among the potteries in Saxony that
produced siderolith wares were not only
those in Hubertusburg and Colditz but
also Potterie Dohlen. The factory founded
in 1807 by counsellor of mines and chief
collector of taxes Carl Wilhelm von Oppel
sold ornamental ceramics such as tobacco
jars from 1811 on. As Potterie Doéhlen
was situated in the grounds of the royal
coal mines, it was only natural to use the
readily available clay from tailing dumps,

HISTORY

mixed with other varieties of clay, and to
productively implement the new scientific
findings from the nearby mining academy
in Freiberg. A series of inventions by the
famous chemist from the mining acad-
emy, Wilhelm August Lampadius, who
had invented a black Wedgwood ware
achieved by cementation [...] in coal dust,
were tested here, inventions that today
have been lost. On 1 April 1814, the gov-
ernment of Saxony placed the Potterie
Dohlen, the Steingutfabrik Hubertusburg
and the Porzellanmanufaktur Meissen un-
der the sole management of von Oppel.
A tobacco jar with a bust of Frederick
Augustus | (“The Just”), in a private collec-
tion in Dresden, is among the few surviv-
ing luxury products in siderolith that were
produced in one of the two sovereign pro-
duction sites, either in Potterie Dohlen or
the Koniglichen Sachsischen Steingutfab-
rik Hubertusburg (“Royal Saxon Earthen-
ware Factory”) in the early 19th century.
Tobacco jars made of black siderolith
from Saxony often have a uniform ba-
sic form: a cylindrical body with a flared,
ridged foot and a channelled rim with a
knobbed lid. There is relief decoration ap-
plied on the sides in the form of rosettes
and figures from antiquity, like those fa-

Tobacco jar

With the bust of King Frederick August | (“The
Just”). Siderolith, dark brown stoneware body,
unfired black paint. H. with bust 27 cm. Pot-
terie Déhlen or Steingutfabrik Hubertusburg, c.
1808/10. Dresden, private collection
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Tobacco jar

Stoneware (grés), grey-brown body, manganese
brown slip, transparent saltglaze. Sprigged vege-
tal relief with inscription TABAC, wooden lid with
brass knob. H. with lid 24.0 cm, g 20.0 cm
French stoneware factory near Voisenlieu-Oise,

c. 1840. Dresden, private collection

miliar from the Wedgwood factory. The
knob of the slightly larger tobacco jar is a
bust of King Frederick Augustus | of Saxo-
ny. The figure wears military uniform with
epaulettes and a medal ribbon with the
star of an order founded by him in 1806.
On the wall are the initials of the king's
name wreathed with oak leaves and two
personified virtues of the king, Athena
(wisdom) and Justitia (justice) applied en
relief. The walls of the other two tobacco

Tobacco jar

With “Wer kauft Liebesgdtter?” (“Who will buy
Erotes?”) on the side. Siderolith, red fine stone-
ware body. Sprigged relief (Sale of Erotes and
scene from Antiquity with ladies and Amoretti), lid
with vegetal rosette and knob broken off, brown
paint, metal ring as a replacement knob in the lid.
Modeller presumably Eduard Leyhn. H 16.0 cm,
212.8 cm. Schiller & Gerbing, Bodenbach in Bohe-
mia, c. 1830/35. Dresden, private collection
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jars are ornamented with rosettes and ge-
nii.

With regard to their artistry and tech-
nical execution, these three tobacco jars
in siderolith, along side the slightly later
tableware from Bodenbach in northern
Bohemia, are among the highest quality
products in this ceramic genre.

In 1828/29, the Porzellan-, Steingut-
und Thonwaarenfabrik Schiller & Gerb-
ing was founded by Wilhelm Schiller and
Friedrich Gerbing. It was in existence un-
til 1930 although it was later known as
Gerbing & Stephan. With regard to earlier
products such as tobacco jars, it is notice-
able that both the basic form of the jars
and the relief decor on the sides and the
lid resembled siderolith wares from Saxo-
ny. This conformity is probably due to the
fact that a number of ceramists trained in
Hubertusburg or Meissen were later ac-
tive elsewhere as founders of their own
companies or as employees at new fac-
tories. Thus the cofounder of Bodenbach,
for instance, Friedrich Mainhold Friedrich
Gerbing was from Wermsdorf and trained
in Hubertusburg. Similarly, the talented
modeller of the Bodenbach factory Ed-
uard Leyhn was born in Wermsdorf. His
father Johann Eugen Philipp Leyhn ran a
clay-pipe factory there until 1816, before
he founded a factory for white earthen-
ware, siderolith and terralith in Pirna in
1817, where he probably trained his son.

It is not possible to give details of other
ceramists trained in Saxony with the exep-
tion of Johann Christian Mannewitz from
Wermsdorf, from whom the first signed
black-stained siderolith vessel from Saxo-
ny has survived, a double-handled vase.
With his son and a further partner, he
founded a factory for white earthenware
in Belgern in 1814.

In contrast to tobacco jars in earth-
enware, stoneware, white earthenware
or siderolith, vessels in faience were not
made of just one material. In many Euro-
pean faience factories, tobacco jars were
produced with increasing frequency in
two materials: the more or less highly
decorated body of the vessel in faience
with an inner lid, especially the upper
lid made of a metal alloy, usually brass.
Besides polychrome painted pieces, most
jars have relief decor (mascaroons) and
cobalt blue brushwork. Festoons, gar-
lands, wreaths and other vegetal decora-
tion often frame the name of the tobac-
co variety, e.g. Tabac de Virginie, Tabac
Rapé, Tabac de St. Omer, Tabac de Hol-
lande, Tabac Bolongaro or Tabac de Paris.

Tobacco jar

Faience, reddish body, white lead-tin glaze, cobalt
blue brushwork, two sprigged mascaroons. Letter-
ing with tobacco variety Tabac de St. Omer framed.
Brass lid. H. with lid 33.5 cm, diameter 27.0 cm.
Septfontaines, Boch Factory Luxembourg, c. 1825.
Dresden, private collection

Tobacco jars were produced according
to old tradition for a long period. In Bohe-
mian earthenware and siderolith factories,
such as Schiller & Gerbing in Bodenbach,
classic forms were preferred while Jo-
hann Maresch in Aussig and Karl-Friedrich
Huffzky in Thun-Hohenstein tended to
use colourful hunting and tavern scenes.
French tobacco jars from the Oise region
formed in a sense a link between classic-
historic and contemporary forms. Two or
even three different materials were used
for them, saltglazed, brown slip-coated
stoneware with wooden lids and brass in-
ner lids and knobs. Classic forms survived
longest in pewter tobacco jars.

Whereas in most German stoneware
centres tobacco jars were only made from
time to time, France and the Westerwald
supplied nearly the whole of Europe. For
Belgium, tobacco jars of various sizes
were made in Hohr-Grenzhausen, in grey-
blue stoneware and what was known as
ivory stoneware, which showed not only
the Belgian royal arms but also the crests
of the provinces. The familiar jars for vari-
ous kinds of chewing tobacco from the
corresponding regions came almost exclu-
sively from Hohr-Grenzhausen and prove
the popularity both of the ceramic mate-
rial and of chewing tobacco.

Dipl. phil. Rainer G. Richter
Head curator retd. of the
Kunstgewerbemuseum Dresden
Rainer G. Richter lives in Dresden.
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THE BRILLIANCE OF OLD

SLIPWARE

Spanish Night

Instead of the customary signature, the letters JST with a fir tree, the panel bears a
deeply impressed seal with the initials. It is dated 1981, with the last numeral under-
lined. Both elements are striking.

On 8 January 1981, Jakob Stucki wrote about the work on “probably my last major
exhibition, [...] but first | have to buck myself up and get well again”. The way it was
signed and the biographical note help the viewer to understand the unusual quality of
this panel. The potter Jakob Stucki was aware that it would be one of his last works. It
was exhibited in an exhibition in Langnau, Switzerland, entitled Jakob Stucki / Topfer
("Potter”) on 10 September 1981 but was not released for sale on the opening evening.

The potter died om 2 April 1982.

Concerning the shape of the panel, one quickly has solid ground under one’s feet.
The raised rim betrays the formal origin in tableware but the preciousness of the paint-
ing and the glaze as well as the suspension loop show that it was not intended for use
at table. It was conceived as a wall panel.

It is thus similar to painted ornamental plates and may be understood from the
tradition of valuable fine tableware and its aesthetic and social function. Langnau was
famed for such ware.

In the 20th century, Jakob Stucki had further developed the quality of the crafts-
manship and artistic inventiveness.

Inspection of the scenery leads to an area hard to define in time. The combination
of attractiveness, mysteriousness — and yet the familiarity of the motifs is reminiscent
of dream in which archetypal phenomena are envisioned: the grand gesture of the
young man on his bending horse, the stardust that he is casting into the southern
night filled with magic. In the lightest night blue, a crescent moon floats. A young
woman sits on the ground, playing the flute and wrapped in a loose veil. The longer

JANUARY / FEBRUARY 2021 |

Jakob Stucki (1920-1982)
and the slipped earthenware of the Emmental region

WOLFGANG BICKEL

Rounded wall panel

30.5x39x4 cm

The title Spanish Night does not originate from J.
St. This localisation stems from the periodical visits
of the Stucki family to their house in Spain. Slip-
trailer painting with a transparent glaze, executed
with Erika Stucki-Gerber. Clay loop for hanging.
Fired to 1030°C, red-firing body, stamp JST, date
1981 applied with a brush (last numeral under-
lined).

we look, the more it reminds us of a
snake of light — but are there not wide
jaws opening at the tail end?

Everything is mysterious and familiar,
splendid yet dangerous. The motif can
be found in fairy tales, in the songs of
the travelling people. The scene is in-
tended to be spun out further. Figural
slip painting tends towards narration
with the slip trailer.

The representation of a moonlight
Spanish night is narrative too. But it tells
not only of a summer night but also of
the pottery in Langnau in which a wide
palette of shades of blue was available.
But now the blaze of colour, the sump-
tuousness and the meticulous detail of
the stardust!

Brilliance and Gloss

A crucial aspect of the atmosphere in
this scene is the gloss that is in and on
everything. It is not only a reflection on
the surface of the glaze but the process
that lent the pigments beneath it greater
brilliance. Traditionally, lead (Il) oxide was
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used as a network modifier in slip paint-
ing. These glazes were very beautiful but
they were also highly poisonous. With
ornamental pieces, this mainly concerned
the making process.

Jakob Stucki also suffered from lead
poisoning. Then he began to develop
glazes that were both beautiful and
harmless to the potter. The Spanish Night
panel was one such. Looking at the sur-
viving works, one might be tempted to
think the pathway to this bright glaze had
been easy, but it wasn't. As Goethe said,
“Mach’s einer nach und breche nicht den
Hals” — Try to copy that without breaking
your neck!

Were we to regret that it is scarcely pos-
sible to photograph it without reflections
appearing, this would lead us to the heart
of appreciation for brilliance and gloss. It
seems to be culturally universal and is a
distinguishing feature of gold, silver, dia-
monds and crystals. Light, shininess and
reflections play an important part in magi-
cal practices. Our language is full of meta-
phors based on shining and brilliance. The
attraction of bright glazes draws on this

In the Landscape Tradition

The symbol for “fir tree”in the signa-
ture may be interpreted as a reference to
local Dursr(ti firs in Langnau, i.e. as the
location of the pottery but also to the tra-
dition that Stucki saw himself as part of
and which he intended to renew.

Biographically speaking, he had close
ties to the landscape — he came from the
large inn, the Kreuz (“Cross”) in Konolfin-
gen, attended the ceramics training col-
lege in Bern and had worked at the
Topferei Gerber in Langnau since 1945.
In 1948, Erika Stucki-Gerber and Jakob
Stucki took over the pottery, where well
crafted tableware was made in the tra-
dition of Langnau and Heimberg, plates
with scenes on them, proverbs or orna-
ments — but with traditions of this kind,
the impression is sometimes unavoid-
able that there is a point from which the
young generation is already living from
inherited capital.

Concerning the earthenware and slip
painting in the Emmental and Aaretal val-
leys below Thun, its development took
a special course. Although earthenware
continued to exist in the shadow of
stoneware, white earthenware and por-
celain, it was seen as part of the regional
identity here. It could not be this simply
because with regard to form, slip trailing
and glaze it was literally brilliant but also
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Three Members of a Brass Band -19.5x9.5x 1.3and 20x 10x 1 cm
Slip trailing on a black-brown background. Unglazed edges as a frame. Industrially produced tiles. Three
tiles possibly part of a larger series. Signed JST with a slip trailer and fir tree (chipped off in a fall)

because in the Switzerland of the 19th century, this was one of the main destinations
for well-heeled travellers prepared to pay a considerable sum souvenirs.

We have a key literary document regarding the economic conditions attendant on
fine Emmental tableware in a small scene from Jeremias Gotthelf's The Black Spider.
[t was written in 1840, not three hours' journey from Langnau. “From the cellar, a
thickset man emerged, carrying a huge piece of cheese. He took up the first plate to
hand from the shiny tiled bench, put the cheese on it and wanted to take it into the
parlour and place it on the brown walnut table. ‘Now Benz, Benz', cried the beautiful,
pale woman. ‘How they would laugh if we had no better plate for the christening!”
And she went to the gleaming cupboard, made of cherry, where the treasures of the
house stood resplendent behind glass. From thence she took a fine plate, with a blue
rim, in the centre a large bouquet surrounded by wise words.” (Transl. D.E.)

The everyday tableware and the finer wares for special occasions in this region
presuppose affluent buyers able to appreciate such domestic “treasures”. They thus
fulfilled all the conditions for quality souvenirs for tourists and were made to the high-
est standards of craftsmanship, which on the one hand brought the honour of being
presented in the museums of London, Hamburg and Nuremberg, but also meant they
stagnated in what at times were elegant clichés.

This was ware in line with expectations — precise as a Swiss watch: in terms of art
too — following models that both craftsmen and customers could rely on. Perhaps this
is one of the keys to the crafts of the Alpine region and its stubborn refusal to aban-
don old norms defined by the soundness of the products. This assessment is embed-
ded in an assessment of the cultural landscape: since the 17th century, Switzerland
was not only a state, it was also always a symbol.

When the young Jakob Stucki began in Adolf Gerber's pottery, he saw himself
to be in a precarious situation craftwise. It is customary, especially in accounts of
earthenware pottery with slip painting, only to mention the name of the potter and
not of the women who decorated the pots. This is often a result of not knowing any
better, it is the consequence of the names handed down and does not correspond to
circumstances. Here we know: the slip painting was executed by Jakob Stucki in col-
laboration with Erika, née Gerber.

Brass Band

This can easily be demonstrated by four small tiles from the 1970s. Three musicians
from a festive procession. So near and yet so far from a military look, made possible
by affectionate irony, from their caps to the braiding on their trousers and all the se-
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Wedding Dance (20 x 10 x 1.5 cm). Tile as part of a special edition in
a boxed set of the biography, Der Tépfer Jakob Stucki, Bern, 1979. Glaze
runs onto the edges. Tile with an aperture for hanging. Spectrum of brown
tones with white on a brown clay background. Pale brown firing clay, fired to
1030°C. Signed on the reverse with a slip trailer.

riousness of elderly gents playing soldiers. And the characters,
playing with abandon! We can almost hear the saxophone, the
cymbals, the tuba. But the way the military tuba player turns
round and looks back produces a strange effect. Nothing comes
after the mighty tone — just change the order of the players. It is
not immaterial if the tuba player is the leader turning around or
if he is bringing up the rear.

Putting yourself in the position of the figures is like walking
on thin ice; when it begins to crack, self-awareness sets in.

Wedding Dance

This sudden sense of opening a window on the existential
can also be experienced with the panel portraying a wedding
dance. It belongs to a boxed set for a volume about Jakob Stucki
published by Alfred Schneider in 1979. Beside the signature JST
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beneath the fir tree, it bears the number 22; thus it was probably
made in 1979. In view of the conventional subject matter and the
seemingly naive technique with the slip trailer, the viewer may
expect something humorously burlesque, which they then seek in
vain. The apparently naive visual language has in fact developed a
language of gesture and facial expression in the course of simpli-
fication, a knowledge of which cannot be assumed.

What at first may appear naive, such as the expressions of
the couple, turns out to be inscrutable, containing all the expec-
tations and fears that such an event invokes. Especially consider-
ing that the viewer is forced to admit to not knowing whether
the image depicts a region where it is customary for the bride
to dance with the groom or her father-in-law — she is generally
expected to look radiant.

Money-box Chicken

Chicken as “piggy banks” are part of the potter’s repertoire.
If a comparatively large number have survived in this region, it
is because the bottom was closed with cardboard. Colourful
chicken money boxes were a popular gift for children — and too
valuable to break open when they were full.

The two brooding hens by Erika and Jakob Stucki from the
early 1970s are downright monumental in scale. It is a touch of
irony that they owe their dimensions less to the desire to edu-
cate children to thrift than to the desire for a large surface area
to display the possibilities of slip trailing in the colour families of
blue and brown — thus artistic elements dominate practical ones
in this case.

And yet it is possible to see a celebration of thrift and a re-
sponsible relationship to wealth, not to mention a discrete refer-
ence to the inestimable feeling of guaranteed financial security,
in the immensely magnificent Swiss chicken money-box with its
extra opening for rolled banknotes.

It is high time to make further mention of Erika Stucki-Gerber
(1919-2004) now, who had a complete mastery of the slip trailer
and knew how to implement the designs. This made the world of
Jakob and Erika Stucki’s figures into a consistent world of senti-
ment — and the world of sentiment took shape in a world of crea-
tivity. The tailpiece of the letter from 11 December 1978 reveals
something of this and shows what the preconditions for this world
of figures were: the inseparable unity of two artists’ personalities.

By one maestro about another - Volker Ellwanger 1979
— Although I grew up among faience, peasant pottery, Meissen
and chinese porcelain and have been making ceramics for thirty
years myself, meeting Jakob Stucki was in fact an encounter
with engobe, engobe in the subtlest and most sophisticated
form, the like of which | had never seen before ...

Acknowledgment

My thanks go to Anita Rauch in Basel for information on the
region and the artists’ biographies. The subjective viewpoint of this
article can be seen, among other things, because reference is made
only to my own collection of works and letters by Jakob Stucki. Jirg
Stucki, owner of the copyright, has kindly permitted their publica-
tion. For this, | wish to express my gratitude.

WOLFGANG BICKEL
is a retired teacher, a collector of local ceramics, and a writer of
specialist books and articles on the subject.
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most renowned ceramics markets

in Europe takes place once a year
at Place Saint-Sulpice, SAINT-SULPICE
CERAMIQUE. Last year, the organisers
ParisPotier announced there had been
17,000 visitors.

Fortunately, the July date planned for
2020 could be postponed to October.
Every year, the organisers put forward a
new theme for the invited ceramic exhib-
itors. For this year's edition, the twenty-
third, they decided to place the focus on
“QOur Garden”, as ecological matters are
very close to their hearts. Everything you
need to live in harmony with nature was
in demand. From functional, traditional
wares to contemporary sculptural ceram-
ics, everything was brought to the show

| n the very heart of Paris, one of the

Pascal Goeffroy

that can turn your balcony at home into
a garden and your garden into an oasis
of wellbeing — from tiny vases and bird
houses, tea sets and plant markers to
large-scale garden sculptures. More than
a hundred French and nearly twenty in-
ternational ceramic artists presented the
whole wealth of contemporary ceramic
creativity.

In addition to all the stands designed
to match the theme, between the rows
of stands they also arranged an installa-
tion with a wide range of planters, and
vases filled with flowers, interspersed
with ceramic garden sculptures. This
turned the square into a sea of garden
islands, which with their many shades of
green and the colourful blossoms, was a
special highlight inviting visitors to linger.

Lena von Busse

Saint-Sulpice Céramique market

SAINT-SULPICE CERAMIQUE

Paris 1 - 4 october 2020

HELENE KIRCHMAIR

One reason ParisPotier is important
is for supporting and promoting young
creative people, and so every year they
offer one graduate free of charge an ex-
hibition space for their first appearance
before an expert audience. Publishers
were represented at two large stands
with a selection of books and magazines,
providing finds for seekers of specialist
literature.

Every day two talks were given there,
free of charge for visitors, on a wide
range of subjects ranging from ceramic
techniques, various ceramic projects (this
year's talk was by Jacques Kaufmann)
and the presentation of books on ceram-
ics, so that there was something for eve-
ryone from the general public to profes-
sionals.

Elise Lefebvre
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Céradel, the company which
has sponsored Saint-Sulpice from
the beginning, offered everything
at their stand that the ceramist’s
heart desires. Clay and glazes,
tools and much more were for sale
and visitors could ask advice on
the purchase of a wheel or a kiln.
Regrettably, the workshops for
children and adults organised by
the ceramics suppliers, which oth-
erwise provided live active contact
with the material, could not take
place because of covid-19.

With a heavy heart the Café Cé-
ramique also had to be cancelled
in line with coronavirus regula-
tions. The open-air café otherwise
situated a the centre of SAINT-
SULPICE CERAMIQUE and run by
ParisPotier is not only a meeting
place for the ceramists but also of-
fers visitors the opportunity for a
break and a chat with its especially
inviting atmosphere. At the café, it

JANUARY / FEBRUARY 2021  MNEW CERAMICS

Lorena Wowk

is possible to choose from hundred
of handcrafted pots made by the
exhibitors for your coffee or your
drink (all organic and fair trade),
and if you wish you can purchase
the pot on the spot too. A visit to
the Café Céramique is simply an
unmissable part of a visit to the
market but as it was not possible
to guarantee social distancing, the
café had to be cancelled this year.

In spite of the special conditions
and challenges, and in spite too of
a fall in takings, the team of the
organisers and all the participants
and helpers managed to put on a
successful and vibrant event, at-
tracting a truly ample flow of visi-
tors.

The dates for 2021 (usually the
last weekend in June) and further
information on the event can be
found on:
www.saintsulpiceceramigque.com

More photos on page 2.

Coralie Seigneur

Stephanie Martin

Paule Fattaccioli

photos: © Saint Sulpice Céramique, photographer: Pierre Ducrocq

Helene Kirchmair
works in Austria and Italy as a freelance ceramist.
Besides her studio work, she takes part in
international symposia and exhibitions.
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largest  milk-jug  museum
in Germany in GroBkrotzenburg, near
Frankfurt. There are currently around
2,400 exhibits on show, made of ceramic
(porcelain, creamware, saltglaze, stone-
ware and earthenware), as well as metal,
glass and plastic.
The majority of the exhibits were pro-
duced in Germany. Then come milk jugs
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n 1 June 2019 — World Milk
Day — | opened probably the

from European countries Bulgaria, Den-
mark, France, the UK, Ireland, ltaly, Ju-
goslavia, Latvia, Luxemburg, the Nether-
lands, Norway, Austria, Poland, Portugal,
Romania, Sweden, Spain, Switzerland,
Turkey, Czech Republic and Hungary.
From the rest of the world, there are
exhibits from Australia, Canada, China,
Japan, Malaysia, Nicaragua, USA, Sri Lan-
ka, Taiwan and South Africa.

As a ceramic artist and painter, | am

Exhibitior;
NIRAVA SILVIA BECKER

fascinated by the materials and forms
of the jugs. The wide range of decor re-
peatedly stirs my interest, and so collect-
ing became a journey through the inter-
national cultural history of the past 200
years, to which | would like to invite you
to join me.

| started collecting in the 1970s more
or less at random. After the turn of the
millennium, my search for suitable items
at pottery markets, flea markets and an-
tiques sales, as well as porcelain shops
and the internet became more targeted.
And on my travels at home and abroad,
my eyes were always open for milk jugs,
of course. Friends gave me jugs as well.

When | had reached 500 pieces, | had
to make a decision. | either had to pack
up and archive everything or keep col-
lecting and open a museum. At 1,336, a
start had been made. The collection now
holds 2,500 jugs.

My enthusiasm for unusual pieces led
me to buy unbranded pieces. They are
exhibited in a special area and | am wait-
ing for people to assist me in identifying
the makers.

My museum is a living museum and
continues to grow. Since it opened, |
have received many enquiries, usually
from older women who wish to reduce
the size of their household, or who per-
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haps collected themselves or from
people who wish to liquidate the
collection of their parents and are
pleased to see their pieces find a
new home in my museum.

In one of the two exhibition
galleries, only porcelain jugs from
Germany are on show. They are
classified by the name of the com-

pany and/or location.

To continue attracting visitors,
| rearrange the collection in part
to place the focus on individual
companies. Thus | presented the
brands Eschenbach and Thomas
porcelain factory with a selec-
tion of 30 exhibits each. Another
time, Winterling was in the spot-

Left no brand, background Thomas, foreground Freiberg

NEW CERAMICS
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light with 100 jugs. And the companies Arzberg
and Rosenthal have had special shows too. There
is always additional information on the company
history.

In the second room, there are jugs from the
rest of Europe and other countries in the world:
curiosities like milk cows, where the milk is poured
from the mouth, small figures in uniform, where
the milk is poured from their hat, or a number of
animals like badgers, frogs, owls, ibex or mouse
where the milk flows from the mouth. Jugs that in
form and function are not really suited to a festively
laid coffee table nevertheless have a place in my
museum.

A small collection of jugs in white earthenware
from Wachtersbach in the state of Hesse and ex-
hibits from craft potteries have a special place.

There are also specialities in silver, stainless steel,
copper, glass and plastic, e.g. Tupperware.

The smallest jug is from my doll’s kitchen and
is 13 mm in height, the tallest 160 mm. And my
favourite is my mother’s silver milk jug. It is in two
pieces and inside the typical tin can of condensed
milk is concealed.

Through my own artistic activities with clay, an
eye for the archaic vessel developed automatically:
a jug made of fired clay to keep cow’s or goat's milk
in. When humans became sedentary, they invented
the original container for the staple food, milk. The
first jugs had a wooden lid so that flies could not
contaminate the milk. The cultural history of the
jug developed further with the discovery of other
firing methods and bodies such as creamware or
porcelain. That is why it was important for me to
open my museum on 1 June 2019, World Milk Day.

Thus | hope to be making a contribution to give
significance back to milk — the first food for hu-
mans and mammals.

Nirava Silvia Becker
is an artist. In June 2019 she opened the only
Milk-Jug Museum in the world in
GroBkrotzenburg.

MILCHKANNCHEN-MUSEUM

Breite Strasse 33

63538 GroBkrotzenburg | Germany
Tel. 06186-915 01 25
milchkaennchen-museum@t-online.de
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S>YMPOSIUM

he International Ceramics Studio
T in Kecskemét has created an in-
spirational place for creative art-

ists from all corners of the world.

Each year we welcome artists, teach-
ers and students to participate in its pro-
grammes. Artists who wish to concentrate
on their work in a creative and mutually
supportive environment, where new and
imaginative ideas can be explored and re-
alised or to participate in the series of con-
tinuing education courses with renowned
international masters.

2020 has been a difficult year for eve-
ryone, especially those in the creative arts
and the studio’s annual programme has
been greatly impacted and reduced as a
response to the Coronavirus crisis. The
staff have worked tirelessly to create as
safe and creative space as possible to al-
low this year’s symposium to be held.

The artists Vlad Basarab (Romania)
and Eva Pelechova (Czech Republic)
with Zsuzsa Boldizsar, Agnes Hege-
dus, Enik Kontor, Barnabas Mader,
Viktéria Maroti, Jalia Néma, Marton
Strohner and Adam Szabé from Hunga-
ry all accepted the invitations. During the
four weeks these artists all created their
own works.

Eva Pelechova’s process of deliberate
destruction of the moulds creates cast
pieces invoking images of past industrial
architecture and equipment — broken and
derelict. Her work invites us to examine
the contradictions between seeing the
ruins of this time as destructive or seeing
beauty in the decay, like a memory that
could soon to be lost. In contrast, Hungar-
ian designer, Agnes Heged s, uses moulds
in a refined and quiet fashion. She created
a series of geometric vessels that are calm,
playful, kinetic objects in their own right.
Her works form a fine line between bal-
ance and instability.

Two artists whose work begins with
function are Zsusha Boldizsar and Enik
Kontor. Boldizsar's press moulded and
hand built platters are exquisitely formed,
decorated with rhythmic and regular im-
pressions, making a balance between
modern,’quiet’ shapes and woven fabric
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texture of embroidered folk textile. Enik
Kontor is a consummate thrower and
wood-firer. Her work is modest in form
with rustic surfaces rich in patina, cap-
tivating with their naturalness and the
wonderful earth colours with which she
works. This symposium gave her the op-
portunity to concentrate on a series of
large textured vessels, similar in surface
to her usual functional pieces but on a far
larger scale. These strong forms have a
monumental presence in space.

The restrained, almost classical, slipcast
forms of Marton Strohner have a timeless
beauty. Built from several cast parts, the
process enables him to create an almost
infinite array of vessels, all with slight
changes of height and proportion. In stark
contrast, the vigorous, gestural, thrown
and torn sculptural works of Adam Sza-
b6 exude a more earthy, primeval aura.
Their dark, metallic, surfaces resonate of
ancient excavated objects, their potential
use long since forgotten. We can only ad-
mire their imagined history.

Julia Néma's porcelain sculptural works
are controlled and precise. She successful-
ly eliminates all unnecessary elements and
distractions in the form and materials to
present the viewer with a clarity of vision
and purity of thought. These are medita-
tive objects you can spend a great deal of
time contemplating. Viktéria Maréti en-
joys playing tricks with us. Her intricately
crafted sculptures take on the character-
istics of coarse textile — knitted and wo-
ven shapes frozen in time by the ceramic
changes during firing. Mardti's objects
make us question the boundaries of mate-
rials and our perception of these objects.

Vlad Basarab's large, dynamic works
demand centre stage. They embody all
the alchemical qualities of ceramic as a
medium — elemental and transformative,
creative and destructive. By manipulat-
ing his large sheets of soft clay, he forms
a metaphysical communication between
his sculptures and his audience, describ-
ing the tumultuous process of nature
folding and unfolding. Barnabas Mader
works in a more formal way, designing his
pieces in great detail prior to working in

THE INTERNATIONAL CERAMICS
STUDIO KECSKEMET, HUNGARY

STEVE MATTISON

the clay. His compositions of cast blocks
make small individual squares of a larger,
map-like image, like an archaeologist or
cartographer dividing the landscape into a
grid reference of physical features. These
translucent blocks show their full beauty
when illuminated from the inside.

A selection of the works created during
the symposium has been donated to the
permanent collection of the International
Ceramics Studio — a collection which doc-
uments the history of the studio’s activi-
ties. These new acquisitions add further
richness to this important cultural archive
of ceramic art.

The luxury of time and the studio at-
mosphere allows for intense periods of
creativity free from the distractions of
everyday pressures. The value of working
within a different culture alongside other
experienced professionals cannot be over-
estimated for an artist's development.
This concept of working together in one
place, sharing kiln time, and being open
about ones’ creative process and work
methods is one of the reasons why the
oldest art form is still relevant for ceramic
artists today.

The symposium opened on the 3rd
August, 2020 and closed on the 4th Sep-
tember, 2020. The artists contributed to
the Kecskemét Ceramic Days, 3rd and
4th of September, making presentations
to the public.

The exhibition of works created during
the symposium opened on the 3rd Sep-
tember and closed on the 18th Septem-
ber, 2020.

This International Ceramic Symposium
is organised by the Kecskemét Contem-
porary Art Workshops International Ce-
ramic Studio and the Foundation for Con-
temporary Ceramic Art (Hungary) with
the financial assistance of the Hungarian
Cultural Fund.

STEVE MATTISON
is a ceramic artist and member of the
International Academy of Ceramics in
Geneva. He is International Contact for the
International Ceramics Studio, Kecskemét,
Hungary, and organises courses and the
residency programme. www.icshu.org
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ADAM SZABO
AGNES HEGEDUS
VIKTORIA MAROTI

ENIKO KONTOR
EVA PELECHOVA
VLAD BASARAB

JULIA NEMA
MARTON STROHNER
BARNABAS MADER

ZSUZSA BOLDIZSAR
EXHIBITION OPENING
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Fabrica Bordallo Pinheiro

PORTUGAL

“Established 1884” is emblazoned on the company’s trademark with the frog

ANETTE FROESCH

he functional wares from manu-
Tfacturer Bordallo Pinheiro, on
sale at Humberto Delgado Inter-
national Airport in Lisbon, is colourful and
humorous. Around a tureen shaped like a
head of cabbage, matching plates, large
and small bowls are grouped. A jug in the
form of a sea bream dominates its match-
ing set. Beside it there are bowls and plates
in a melon decor, lidded jars in the form of
pine cones, bell peppers and tomatoes.
The idea for realistic decor is old.
Elaborately shaped and painted cabbage,
lettuce and animal tureens have enjoyed
great popularity since the Baroque age or
earlier. As a part of royal hunting servic-
es, these trompe-I'ceil eye catchers had
great prestige value.
But who produces a whole dinner set
in cabbage or melon decor? Of course,

Rafael Bordalo Pinheiro at the Fabrica de Faiancas das
Caldas da Rainha
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the Portuguese enjoy eating with the
family or friends. They are also said to
love cabbage and to be passionate about
growing melons. However, the high re-
gard for this kind of ceramics can only be
explained by a glimpse behind the scenes
at Bordallo Pinheiro. The company was
named after one of the most creative
Portuguese minds in the late 18th and
early 20th century, whom many Portu-
guese still love today.

Rafael Bordalo Pinheiro

(1846 — 1905) was multi-talented.

He moved through the cultural life of
Lisbon’s fin-de-siécle like a fish in water. He
grew up in a family of artists and initially
trained under his father, painter and sculp-
tor Manuel Maria Bordalo Pinheiro. While
his brother Columbano, later to become

Humberto Delgado airport in Lisbon,
Portfolio store in the mall with ceramics from the Bordallo Pinheiro factory

professor at the Academy of Fine Arts in
Lisbon and from 1914 director of the Mu-
seu Nacional de Arte Contemporanea was
making a name for himself as an interna-
tionally connected painter, Rafael’s career
in art began as a theatre manager and a
caricaturist. He drew inspiration in the
Grupo do Leao, a loosely connected group
of Lisbon journalists, writers, painters and
actors.

His illustrations, frequently subtly col-
oured, in which he took aim at the politi-
cal and social conditions in Portugal with
mordant humour, were first published in
periodicals such as A Berlinda or O Calcan-
har de Aquiles. Along side publication in
further satirical magazines, a trip to Brazil
in 1875 gave him the opportunity to try his
hand as copublisher and to forge further
international links in this scene, for instance
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with the lllustrated London News. With a
loving view of his native country, he cre-
ated the figure of Zé Povinho, a kind of Joe
Public character at this time, representing
the Portuguese people.

The Museu Bordalo Pinheiro is

one of the finest specialist

museums in Lisbon

For anyone approaching the work of the
artist today, a visit to this special museum
is a must (www.museubordalopinheiro.pt).
Besides the wonderful caricatures drawn
by Rafael Bordalo Pinheiro and some mem-
orabilia, it also shows a permanent and
excellently curated selection of his original
ceramics, made from 1884 on.

This was the year when he, two of his
siblings and some friends founded the
Fabrica de Faiancas das Caldas da Rainha
and took over the role as artistic director.
Thenceforth this task was to define his life
and shape the way he has been seen by
posterity.

At the Fabrica de Faiancas, tiles and
functional ceramics were produced, par-
allel to which there was great emphasis
on the production of elaborate individual
pieces of art ceramics, large-scale pieces
and numerous lifesize busts. This included
industrialising the production process as
far as possible. On the factory site in Cal-
das de Rainha, approx. 90 km from Lis-
bon, there were workshops, kilns, stores
and a sales pavilion. There was even a
school: great store was set by training lo-
cal talent.

In the spirit of the Arts and

Crafts Movement from Great

Britain, the factory combined

fresh artistic ideas with

traditional local crafts.

It is thanks to Rafael Bordalo Pinhei-
ro's characteristic style that the factory’s
products soon attracted great attention.
He enthusiastically transferred his picto-
rial ideas into three dimensions, always
using nature as an important source of
inspiration; his humorous, highly de-
tailed works, oscillating between His-
toricism and art nouveau, were inter-
nationally successful. At the Paris world
exhibition in 1889, he was awarded a
gold medal. At exhibitions in Lisbon, Ma-
drid, Antwerp or St. Louis, his products
also caused a sensation. In particular, Ra-
fael's technically demanding large-scale
ceramic animals and his monumental
vessels delighted his contemporaries —
such as the 2.6 mtr. Beethoven memo-
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rial vase from 1895, which is now held at
the Museu Nacional de Belas Artes in Rio
de Janeiro, Brazil.

Nevertheless, financial success did not
happen for the company. It did not man-
age to keep pace with orders placed at
trade fairs at home and abroad. Trans-
port problems were especially worrying.
Due to cash flow problems, production
even had to be discontinued for a short
time in 1891, amid great expressions of
sympathy from leading Portuguese intel-
lectuals. After Rafael Bordalo Pinheiro’s
death in 1905, the end of the factory
seemed finally to have arrived — after fil-
ing for insolvency, only the public auction
remained.

Fortunately, Rafael’s son Manuel Gus-
tavo Bordalo succeeded in securing most
of his father’s original plaster moulds.
Together with some old employees from
the Fabrica de Faiancas das Caldas da
Rainha, Manuel, who originally worked
as an illustrator, founded the far more
modest Fabrica Bordalo Pinheiro not far
from the original factory site, and it is still
in operation today.

Manuel was aiming at middle class
customers in Portugal, and besides the
tried and tested models of his father, he
produced notable ceramics, many after
his own designs in the now fashionable

PORTUGAL

Rafael Bordalo Pinheiro, lidded vessel Macaque
with Loquat, enamelled and glazed ceramic,
23,2x16,8x 14,8 cm

art déco style. After his death in 1920,
a group of local investors stepped in to
ensure the continued survival if the ce-
ramics factory. Like Manuel, they relied

Rafael Bordalo Pinheiro, six-part tile picture with “crabs and lamprey”, Fabrica de Faiangas das
Caldas da Rainha, no year, clay, lustre, 39,5 x 26 cm, Museu Bordalo Pinheiro collection, Lisbon / Portugal
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on the craftsmanship of an experienced
staff, which largely continued in employ-
ment. In this way, the company survived
the difficult times of the Salazar era up
to 1974. After eventful years, the factory
now belongs to the Portuguese holding
company, Visabeira and trades under the
name of Bordallo Pinheiro (www.bordal-
lopinheiro.pt).

The factory is managed from Lisbon
but it is still headquartered in the spa
town of Caldas de Rainha, which is re-
nowned for its clay deposits and can
look back on a pottery tradition going

Gourd vase with Lizard, replica of a piece
by Manuel Gustavo Pinheiro from 1906
glazed earthenware  photo: Bordallo Pinheiro

back to at least the 15th century.

In his Journey to Portugal (first pub-
lished in Portugal in 1981 in English in
2000), José Saramago writes that when
travellers began to talk about ceramics
from Caldas, there was a danger that
they would not stop before evening. In-
deed, not only the town’s small ceram-
ics museum but also the Museu de José
Malhoa has remarkable things on show.
It soon becomes clear on what fertile
soil Rafael Bordalo Pinheiro and his as-
sociates could realise their creative ideas
and entrepreneurial spirit.

Part of an earthenware service
with a watermelon decor
photo: Bordallo Pinheiro

To feel the spirit of the factory

in situ today, take the bus

from Lissabon/Sete Rios.

In Caldas da Rainha, even at the bus sta-
tion it becomes clear that the production of
art ceramics is very much alive here: multi-
ple-piece installations by Elsa Rebelo adorn
the waiting rooms, and a close relationship
to vessel ceramics is unmistakable. This en-
terprising artist lectures on ceramics at the
local Escola Superior de Artes e Design and
is co-initiator of a ceramics route around
the town. But first and foremost, she is
the creative director of Bordallo Pinheiro,

Rafael Bordalo Pinheiro, vase Dance of the Frogs, clay, lacquered, enamelled and glazed

28.3x27.5x28 cm  photo: Carlos Pombo




where she also looks after the company’s
collection, which can only be viewed by
prior arrangement. It was originally housed
in the Casa Museu Sao Rafael, Manuel's
nearby domicile.

Elsa Rebelo explains that since the
takeover by Visabeira, expert marketing
has ensured Bordallo Pinheiro’s presence
on several levels. There has heavy invest-
ment to slim down the production pro-
cess. Functional tableware is produced
in series and is widely used in Portugal
today. In addition, the factory is keen
to add new artistic blood. This is shown
in high-quality one-off pieces that stem
from cooperative design projects, for in-
stance with Brazilian ceramists.

Recently, there has been a return

to the factory’s core products

with a revival of design ideas

from the early years.

In this way, the spirit of the founders’
family is being kept alive, even on an inter-
national level. The company is not only suc-
cessful with this strategy in its own country
but also in countries with a strong affinity
to art ceramics such as Spain, the South of
France and the UK. In Lisbon, Madrid and
Paris, flagship stores have been opened.

In 2019, the traditional department
store, Liberty London presented a new
range of tableware with a stylised bam-
boo decor based on old designs and espe-
cially created for the British market.

And not least, replicas of the meticu-
lously detailed artwork of Rafael Bordalo
Pinheiro and his son Manuel are being
produced again. To achieve this, crafts-
manship is needed as well as great expe-
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rience and a healthy portion of empathy.
Only a small number of the factory’s 300
employees are able to execute this sophis-
ticated and demanding work. For basic
forms, they can use the comprehensive
holdings of moulds from the early days of
the factory, but the early stages of the re-
editions are made in silicone.

The application of colour in the replicas
may diverge from the originals if the colour
scheme is known from surviving originals.
Some coloured glazes contained heavy
metals, which is no longer desirable today.
Sometimes, a subtle shift in colour reflects
a change in contemporary tastes.

Producing the replicas is a trial of pa-
tience. Making a large artistic piece with its
multiple firings and drying phases can take
up to three weeks. Of course this complex

‘ CERAMICS & TRAVEL

The finishing touches to a
clay model in the factory
photo: Bordallo Pinheiro

procedure is reflected in the price.

Nevertheless, every lover of ceramics
can purchase a simple replica or a mass
produced souvenir from the factory. There
are many opportunities for this in Lisbon
or Porto. However, if buyers are interested
in a good vintage piece, they may have to
be resourceful. Museums and art collectors
are keen competitors. And t is definitely
considered chic amongst the Portuguese
to show off such a trouvaille.

www.museubordalopinheiro.pt
www.bordallopinheiro.pt/

Dr. Anette Froesch
is an art historian. She writes on horticultural
history, 18th — 20th century interiors
and manufactories.
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Courtly
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COUI'ﬂy Com PanNIoONS — Pugs and other dogs in porcelain and faience -
Gun-Dagmar Helke / Hela Schandelmaier

For lovers of dogs and porcelain alike, Courtly Companions is a very special book — and a
great pleasure for all those who see no contradiction between a passion for collecting and
a sense of humour. “A life without a pug is possible but meaningless”, is a popular quota-
tion from Vicco von Bulow alias Loriot, German humorist and writer. Andy Warhol too loved
pugs and liked being photographed with one of these diminutive dogs. But long before it
secured its firm place in pop culture, the pug enjoyed great popularity in high society. In Im-
perial China, for instance, pugs had special status and for a long time it was only permitted
to keep them at the imperial court. From the 16th century, they came to Europe, where they
fulfilled an important function as diplomatic gifts. Two hundred years later, they conquered
the laps of noblewomen — and the portraits of rulers of that era at the same time. From
1740 - 1760, Johann Joachim Kandler, the most famous modeller of the Meissen porcelain
manufactory, created more than 60 variations on the theme of the pug. The book Courtly
Companions presents the outstanding collection of historic pug porcelain and faience from
the 18th and early 19th centuries in many large-format illustrations, accompanied by de-
tailed descriptions. Art historians and ceramics experts Gun-Dagmar Helke and Hela Schan-
delmaier trace the history of the pug from its origins in China to the European craze for
pugs in the 18th century. Courtly Companions not only tells the story of precious porcelain
figures but also covers all the diversity of courtly life, its rituals and preferences — a cultural
history of the 18th century from an unusual perspective.

200 pages, 22 x 28 cm, 249 ill., hardcover, German / English. EUR 48 [D]. ISBN 978-3-89790-600-6 arnoldsche ART PUBLISHERS

Keramische Glasuren by Wolf Matthes

This edition brings together in one volume two standard works on glazes, Keramische
Glasuren, 6th ed. 2018 and the 1st edition from 2012. It is a reference work with 1,156
glaze recipes, explanations and formulae. Accumulated experience should not be lost,
which is why part two offers some additions to the first part, summarised practical
observations and tips from specialist literature from the past 25 years, and it deals with
some kinds of glaze in more depth than was the case in part one. Some aspects of glaze
technology do not appear anywhere else in specialist German literature.

The author: Wolf Matthes worked as a trained potter in a pottery and as a ceram-
ics engineer in the coarse ceramics industry. After this, he taught ceramic technology,
glaze and body development, testing and inspection procedures and vessel design at
the ceramics college, Staatliche Fachschulen fur Keramik-Gestaltung und -Technik in
Hohr-Grenzhausen. He also lectured at the Fachhochschule Koblenz — Institut fir Kin-
stlerische Keramik und Glas. Keramische Glasuren was published in Spanish in 1990 by
Omega, Barcelona, and in French in 2002 by Eyrolles, Paris.

Lahnstein. 2020. 612 pages, 174 colour illustrations, hardcover. 25.5 x 20.5 cm.

[DE] EUR 67.00 [AT] EUR 70.10 ISBN 978-3-936489-63-7

O%‘DMALEREJ

EIME FRAKTISCHE METHODE

MIT MEHR ALS 460 REZEPTEN
F KERAMIKER LIND LAIEM
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Oxidmalerei - Philippe Pirard

A practical approach to painting with oxides with more than 460 recipes for ceramists
This work covers the use of watercolour oxides in detail and gives a practical guide to cera-
mists who want to try out this decorative technique or learn it in greater depth.

Although there is little literature on this subject, with this simple technique a unique range of
natural colours can be achieved. Starting from 35 oxides and 13 basic ceramic products, the
author develops more than 460 recipes and presents the results in photographs of coloured
tiles.

Explanations of the procedure (selection of clay, composition, dosage, listing the recipes and
their results) puts everyone in a position to reproduce the results without difficulty and creates
a basis for the readers’ own research into watercolour oxides.

Philippe Pirard has been a practicing ceramist for more than 30 years. His passion for water-
colour oxides has shaped his research and courses on this subject at the centre for expression
and creativity in Brussels.

Lahnstein. 2020. 120 pages in GERMAN, approx. 770 ill. in full colour, soft cover. 21 x 26 cm.
[DE] EUR 27.00 [AT] EUR 28.20 ISBN 978-3-936489-62-0
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ARTIST JOURNAL

Ting-Ju SHAO

photo - Kelly Chunning

Jason Walker wsa

Walker (1973) features animals prominently in his works. He documents the human
invasion of nature and the steady encroachments of animals’ habitats. His works
also depict a new awareness introduced by technology that redefines the links
between humanity and nature.

“Using images of hunters such as Cougars and Osprey, | am attempting to illustrate
how embodied experience not only reminds me of my place in the food chain, but
also of my vulnerability as a mortal animal. | am a part of the ecological system

we all identify as nature. No amount of technology will change this. Behind every
technological creation lie unintended consequences and underlying messages that
forever change our perceptions, social interactions and our relationship to nature.
We perceive ourselves and our creations as separate from nature. However, we do
not live outside of nature, and the way we perceive nature and our place in it says
much about how we perceive ourselves and define what it means to be human.”

Porcelain slab, cone 6, underglaze

Cougar Encounter, 2019, 66 x 50.8 x 38.1 cm
photo - Jason Walker

You may Think You Are Alone, 2019, 55.88 x 63.5 x 38.1 cm

photo - Ferrin Contemporary
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ARTIST JOURNAL

Sh | h Hwa Lee (Malaysia)

Born in Johor, Malaysia, in 1987, Lee now lives in Tainan, Taiwan. From fishes in the

sea, reptiles on the land, to beasts of various kinds, her creatures are never-seen-before
animals melded from different species symbolizing the union of ancient unknown forces.
Made by her skilful hand-building and glazing techniques, every running or jumping aus-
picious animal with its unique story is a clear demonstration of forms and discourses.

“The patterns are the products of the contemporary ethos and individual will, in which
the images and signs are closely related to individual rhetoric, culture, and memories ...
The animals are symbols of the mysterious powers in the tribal beliefs in primitive, uncivi-
lised societies. In the artist’s work, the animals with patterns are a projection of lack that
addresses in the form of animals the self in need of satisfaction...” -

Hand- building, porcelain, underglaze, overglaze , 1230°C

photo - Shih Hwa Lee
TING-JU SHAQ s a ceramist, curator and author based in Taiwan. http://www.tingjushao.com

Ceramic-Meelange, 2019, 32 x 22 x 36 cm Sun-Chasing Bird, 2018, 37 x 15 x 45 cm photo - Shih Hwa Lee

photo - New Taipei City Yingge Ceramic Museum, Taiwan
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In Studio with Irina Razumovskaya

Evelyne Schoenmann

Irina, I've read in an article that
your interest in art already
started at the tender age of five.
That is very young and calls for an
explanation...

| come from a typical Russian intelli-
gentsia family of scientists. We lived in a
grim communal flat, which is my earliest
memory — endless corridors with closed
doors, shared 100-year-old kitchen with
dozens of pickling jars, myriads of cock-
roaches and odd neighbours. At the same
time my family and | were immersed in
a bubble of culture and beauty. In those
days, this cultural overdose was a way to
escape grim reality. And this is how my
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love for art has evolved. At the age of
5, | enrolled at the Kustodiev State Art
School and in the Hermitage Museum
Art Lecture programme, and since then, |
have never stopped working in the world
of art.

Can we just add your training back-
ground here?

My first degree was from St. Peters-
burg State Academy of Art and Design, it
is a 6-year program, where you get first a
BFA then an MFA. In 2015 | decided to do
a second MA at the Royal College of Art,
London, as | wanted to learn a more con-
temporary approach to ceramics. It was a

fantastic experience. Everything suddenly
became real for me there. | learned so
much at the RCA that | feel | am still pro-
cessing it now, even though | now teach
there myself!

You and | first met a few years ago
in Milan, at the exhibition Open to
Art at Officine Saffi. | remember an
extremely shy young girl. Today you
have with both feet on the ground
and know exactly what you want.
What happened to you in the inter-
mediate time?

I really am still quite shy. | do my best
with networking and Instagram, because
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they're an important part of building
a career as an artist. But that doesn't
mean I'm not cringing on the inside
at every opening. And there are many
parts of my life that never get shown
on Instagram. | know that I've made
some good steps forward in my career,
but as an artist | am never satisfied with
my own work. It is never as good in ex-
ecution as it is in my imagination.

You are... let me see ... ceramist,
curator, designer, producer, tutor and
art auction organizer. Do you have a
sense of mission regarding ceramics?

At the moment, | have managed to
focus my efforts across two main areas:
my own artistic practice and teaching
students. | feel that it is really impor-
tant to develop the next generation of
artists and push forward the discipline
of ceramics. | am currently doing this
through teaching at the RCA, some se-
lective one-on-one mentoring and my
own online teaching platform “Get Art
Fit” (which is currently only available for
Russian-speaking students). In terms of
my own artwork, | always feel there is
more to do and | always get excited
about my next project in the studio
being better than my last. My biggest
ambition is to create work that | am
completely happy with, so when it is
exhibited | feel that there’s nothing that
could have been improved. Although |
don’t think I'll ever reach this point!

When | look at your art, | see al-
tered cylinders, geometric forms and
an imaginative blend thereof. The
surface designs are sometimes pretty
rough, other times smooth. If there is
colour on your work, it is restrained
and subtle. What stimulates you?

Inspiration really can come from
anywhere: the news, books, documen-
taries, or objects | see. Sometimes I'll
come across something that resonates
with me aesthetically or philosophically,
that will end up in an idea for an art-
work. In terms of shapes | frequently
look at Soviet architectural studies. |
also like to look at Classical and Neolith-
ic art as a source of pure, primal shapes.
When I'm visiting ancient ruins, you'll
find me taking lots of pictures of small
details and surface textures. When | see
something that strikes a nerve with me,
it goes into my artwork.
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For this interview, you decided
to make a wall piece that is “like
some kind of a strange geometric
structure coming from the surface
of the wall”.

In this work, Megalith, | wanted to
create an imagined replica of dilapi-
dated architectural forms: structures
that once served a purpose that is no
longer required. Built with uncompro-
mising visual grammar that has be-
come softened by the touch of time,
creating a poetic resonance. | start
with creating my own clay. | adjust
store-bought clay for different types
of work. For this work | need a very
sturdy clay body that won't warp or
shrink, so | add fire clay, fine grog and
malachite. | construct this sculpture
like a builder: initially I create ceramic
“beams” in the press-moulding tech-
nique and then attach them together.
In most of my work | only create the
“core” — a perfect geometric ceramic
carcass, then apply glazes to allow
the “magic” of the texture to hap-
pen by itself in the kiln. When | fill
the mould, | first fill the corners with
coils, so they are very sharp. | like to
have as few connections as possible
in my press-moulded “beams”, there-
fore | roll quite a large slab that will
fill the whole mould. Once the mould
is filled and pressed, | add the top
slab to close the form. Then | let the
moulds rest overnight. | keep them
under a plastic sheet as it is crucial for
the same level of dryness. | assemble
the clay “beams” together in order to
create the desired shape. | also make
a sacrificial slab and props that | place
between the legs of the sculpture to
prevent warping. | actually don't glaze
my work in the traditional sense, |
mostly use altered clay. The various
layers of ceramic materials are applied
subsequently. Then, all these materials
start to melt and “peel” in the firing,
creating an unexpected result. | create
my clay-glazes sometimes quite intui-
tively, using my knowledge of chemis-
try and materials. | don't like to work
with recipes, as in this case the whole
process becomes a bit boring and me-
chanical for me. | like the excitement
of the unexpected. | apply glazes in
various thicknesses with a brush, my
fingers, a sponge or a pallet-knife. |
layer the porcelain and glaze-like mix-
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INTERVIEW

tures. The logic is simple: one layer of
sturdy material and one layer of vitre-
ous material over and over again, so in
the firing there is the “fight” between
the melty layers and the sturdy ones.

You exhibit your work in famous
galleries. What does it mean for
you to be at the top?

| would never say | am anywhere
close to the top, because | really don't
feel like I am! | think everyone has dif-
ferent definition of where the top is.
A lot of people in ceramics judge their
success against other ceramicists. But
| think of myself as part of the wider
community of fine art and design. |
really believe that the best in ceram-
ics deserve to be regarded alongside
the best in painting, sculpture and
installations. Too many people see it
as a craft, rather than a medium for
the highest artistic expression. This is
a perception that is starting to change
and | am very excited to be a part of
this, but it also means my vision of
success is still a long way off.

How do you see yourself in,
say, 10 years’ time? What are your
plans?

A few years ago, | would have
said | see myself travelling around
the world, from residency to open-
ing. And of course, | would be very
commercially successful and actively
engaged with the fine art scene. | still
want all this, but I've come to realize
that real success is about more than
external recognition. | truly hope that
in ten years | will be healthy, comfort-
able and happy, making work | am
personally proud of. | am still very am-
bitious, but | don’t want this ambition
to take away from a fulfilling life and
practice.

WWW.irina-r.ru
Instagram.com/irina.r.art
Facebook.com/razumovskayairina
Irinarazumovskaya@gmail.com

Evelyne Schoenmann’s
next interview partner is with
Luca Tripaldi, Italy.

Evelyne Schoenmann is a ceramist,
writer and curator. She is an AIC/IAC
member, and lives and works in Basel.
www.schoenmann-ceramics.ch
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DATES

EXHIBITIONS / GALLERIES / MUSEUMS

Copy date for entries:
31 January 2021

Amsterdam w1017 xn Gallery Carla Koch  www.carlakoch.nl
Berlin p-osss Keramik-Museum Berlin SchustehrusstraBe 13

O: Fri - Mon 13 -17h www.keramik-museum-berlin.de

@: Sibylle Karrenberg-Dresler | » 25.1.

@: Schablonen-Spritzdekore vor 1950 | » 25.1.

@: Geschenke an das KMW und Neuerwerbungen | » 24.5.

Berlin p-0117 Galerie Arcanum  CharlottenstraBe 34

T: +49 (0)30 - 20458166  F: +49 (0)30 - 20458167 galeriearcanum@aol.com
Berlin o017 MUSEUM NEUKOLLN  Alt-Britz 81

(Schloss und Gutshof Britz) O: daily 10 - 18h  www.museum-neukoelln.de
Berl iN b-10629 Brutto Gusto, Pouls Tomita GbR  WielandstraBe 34

T: +49 (30) 3087 4646 www.bruttogusto.berlin O: Mon 12 - 18h, Tue - Sat 10 - 18h
©:Wietske van Leeuwen [ 15.1.-63.
Bozen 139100 TonHaus Rauschertorgasse 28

T+F: +39 (0)471 - 976681 O: Mon - Fri 9 - 12:30h, 15 - 18h, Sat 9 - 12:30h
info@tonhaus.it www.tonhaus.it

Permanent presentation of ceramics from different workshops

Brissel s1o0s0 puls Contemporary Ceramics

T: +32 (0)26 - 402655
www.pulsceramics.com  mail@pulsceramics.com O: Wen - Sat 13 - 18h

Edelknaapstraat 19 rue du Page (Chatelain)

14 NOVEMBER 2020 - 9 JANUARY 2021

SEBASTIAN SCHEID
'STONEWARE & PORCELAIN'

LOES & REINIER

e INTERNATIONAL CERAMICS »
KORTE ASSENSTRAAT 15, 7411 JP DEVENTER NL

TEL.:+31(0)570-613004
WWW.LOES-REINIER.COM INFO@LOES-REINIER.COM
EXHIBITION HOURS: THURSDAY, FRIDAY, SATURDAY 11-17 h.
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A< Angelika Jansen

Ungewoéhnliche Zeiten
erfordern ungewohnliche Malnahmen

Verkauf momentan tber
www.angelika-jansen-keramik.com

Angelika Jansen - Wildor-Hollmann-Str. 12
D-41379 Bruggen Niederrhein - Mobil: +49(0)151-20652525
angelika.jansen@keramikwerke.de

BUrgeI D-07616 Keramik-Museum Birgel ~ Am Kirchplatz 2
T: +49 (0)36692 - 37333  F:-37334 post@keramik-museum-buergel.de
O: Tue -Sun 11 -17h, Dec - Feb, Tue - Sun 11 - 16h
www.keramik-museum-buergel.de
Bukarest ro-o0es Galerie GALATEEA  Ceramic » Contemporary Art
Calea Victoriei 132 T: +40 (0)21 - 3173814  galeriagalateea@yahoo.com
www.galeriagalateea.blogspot.com
O: Tue - Fri 12 - 20h, Sat 11 - 19h - Permanent exhibitions
Ca FOUQE cH-1227 Musée de Carouge  Place de Sardaigne 2
T: +41(0)22-3079380 www.carouge.ch/musee
O: Mon - Fri 14 - 18h, Sat - Sun 11 - 18h.
@: Elles, dans I'objectif d’Ernest Piccot | »7.3.
Coburg D-96450 Kunstsammlung der Veste Coburg Veste
T: +49 (0)956 - 18790  www.kunstsammlung-coburg.de
O: Apr. - Oct. daily 9:30 - 13h + 13:30 - 17h, Nov. - March, Tue - Sun 13 - 16h
Mon closed
Deidesheim ps7146 Archiv-Atelier-Ausstellung
Stadtmauergasse 17 T: +49 (0)6326 - 1222  www.lottereimers.de
Deventer n.7anp LOES & REINIER  Korte Assenstraat 15
T: 431 (0)570- 613004 O:Thu-Fri11-18h,Sat 11-17h *A www.loes-reinier.com
@: Sebastian Scheid “Stoneware & Porcelain” | » 9.1.21
Dusseldorf b3 Hetjens-Museum Schulstrasse 4
T: +49 (0)211 - 8994210 O: Tue-Sun 11-17h, Wen 11 -21h
www.duesseldorf.de/hetjens
& : Marchenhaftes Meissen - Traumwelten der DDR | » 10.1.
@: Gottliche Welten - Glaubensbilder aus 4000 Jahren | » 10.1.
&: Schweizer Schoki, WeiBes Gold — StiBes & Zerbrechliches
vom Zurichsee | » 10.1.
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Duingen D-31089 Toépfermuseum Duingen  TopferstraBe 8

T: +#49 (0)170 - 7069219  O: Wen + Sun 15 - 17h

www.toepfermuseum-duingen.de

@: Sonderausstellung: “Ausstellungsvorschau 2021 & 2022" - Ein Ausblick
auf die geplanten Ausstellungen der nachsten 2 Jahre.

Eguelshardt-Bannstein esnso 97, Route de Mouterhouse

T: +33 (0)387 - 960011 www.krueger-keramik.de kontakt@krueger-keramik.de
Faenza i4so1s Museo Internazionale delle Ceramiche

Viale Baccarinin. 19 T: +39 (0)546 - 697311

www.micfaenza.org info@micfaenza.org

@: Alfonso Leonie - Genio Ribelle | » 19.1.

FIensburg D-24939

TONART - Quartier fur Kunst und Kultur
SchloBstraBe 16  www.tonart-flensburg.de
T: +49 (0)179 - 5099465

TONART
O: Fri 14-17h, Sat + Sun 11 - 17h *A

Frechen ooz Stiftung KERAMION Centre of Modern + Historical Ceramics
BonnstraBe 12. T: +49 (0)2234- 697690 F:-920 O: Tue, Fri + Sun 10-17h
Sat14-17h
@: Eine kleine Zeitreise: 100 Jahre Keramik — besondere Stticke aus

dem eigenen Bestand | » 21.2.
@: “Der Bartmann lebt” | » 21.2.
Frei bU rg D-79098 KUNSTHANDLUNG & GALERIE BOLLHORST
Oberlinden 25 T: +49 (0)151- 15776033 O: Tue 14-18h, Wen - Fri 11 - 18:30h
Sat 11 - 16h, Mon *A www.galerie-bollhorst.de info@galerie-bollhorst.de
Freibu I'Q p-79098 Augustinermuseum  Augustinerplatz
www.freiburg.de/museen

FlUrstenbe I b-37699  Museum SchloB Firstenberg
MeinbrexerstraBe 2 T: +49 (0)5271 - 96677810 O: Tue - Sun 10 - 17h
museum@fuerstenberg-schloss.com  www.fuerstenberg-schloss.de

Gelsenkirchen p.asses

Galerie Jutta Idelmann  Cranger StraBe 36

T: +49 (0)209 - 595905 www.idelmann.eu .

info@idelmann.eu  O: open by appointment GCIIEI'IE
Idelmann

as well as announcement of furhter dates on the
website *A

JANUARY / FEBRUARY 2021  NEW CERAMICS
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Genf cu1202
Musée Ariana - —
Musée suisse de la a rl a n a
céramique et du verre
Avenue de la Paix 10 T: +41 (0)224 - 185455
www.ville-ge.ch/ariana  ariana@ville-ge.ch
@: THE IMAGINARY HOUSE - Uwe Wittwer, Aiko Watanabe, Jurg Halter
»4.4.2021
@: SETTINGS OF WRATH - Uwe Wittwer | » 4.4.2021
®&: Chrysanthemums, Dragons and Samurai Japanese Ceramics
at the Musée Ariana Musée Ariana | » 5.9.21

F:-51 O:Tue-Sun 10-18h

Gmunden a4sio Galerie im K.-Hof, Kammerhof Museum Gmunden
O:Wen -Fri 13-17h, Sat + Sun 10-17h  www.k-hof.at
www.keramik.gmunden.at

Gotha p-esser Herzogliches Museum Gotha  SchloB Friedenstein
Schlossplatz 2 T: +49 (0)3621 - 82340  www.stiftung-friedenstein.de

O: daily 10 - 16h, 24. and 31.12. closed

Gotti NQgEN pb-37075 Galerie Rosenhauer Konrad-Adenauer-StraBe 34
T: +49 (0)551 - 2052100  F: 0551 - 25421 www.galerie-rosenhauer.de

O: (during exhibitions) Wen, Fri, Sat 15:30 - 18:30h

Sun + Holidays 11:30 - 13 + 15 - 18h

Hameln p-s17ss Keramikgalerie Faita Alte
MarktstraBe 45 T: +49(0)5151 - 959133  F: -821294
www.keramik-galerie-faita.de  galerie-faita@t-online.de
O: Mon - Fri 10 - 13 + 15 - 18h, Sat 10 - 16h *A

Hannover pan7s Handwerksform Hannover
T:+49 (0)511 - 34859 F:-88 www.hwk-hannover.de
Sat 11 - 14h

Berliner Allee 17
O:Tue - Fri 11-18

Heidelberg D-69117
Galerie Marianne Heller
Friedrich-Ebert-Anlage 2

Am Stadtgarten

T: +49 (0)6221 - 619090

info@galerie-heller.de  www.galerie-heller.de
O:Tue-Fri11-13+14-18h, Sat 11 - 18h

@: Keizo Sugitani, Japan, Arvid Boecker, Deutschland | »31.1.
Herberti ngen-l\/larbach D-88518 moosgriin - space for

contemporary ceramics  MoosheimerstraBBe 11/1 T: +49 (0)7586 - 5378
moosgruen.marbach@gmx.de O: Tue - Fri 16-19h, Sa 10 - 16h

Hettin gen p-72513  Schloss Hettingen
www.hettingen.de/tourismus&kultur O: Mon - Fri 8 - 12h, Tue + Thu 12 - 14h

WIETSKE VAN LEEUWEN
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Hohenberg a.d.Eger D-95691

Porzellanikon - Staatliches Museum fur Porzellan Hohenberg a.d. Eger/Selb
Schirndinger StraBe 48. T: +49 (0)9233-772211 O:Tue-Sun 10-17h
www.porzellanikon.org info@porzellanikon.org

@: Formvollendet - Keramikdesing von Hans-Wilhelm Seitz | »5.4.

KASINO

Kasinostrasse 7 - Contemporary Ceramics mit hohem handwerklichen &

Hohr-Grenzhausen p-ssa0z
KASINO - KERAMIKKULTUR

gestalterischen Anspruch aus ausgewahlten Werkstatten T: +49 (0)2624 -
9416990 O:Wen- Sun11-17h  www.kultur-kasino.de
HO6hr-Grenzhausen o-sezos

Keramikmuseum Westerwald LindenstraBe 13

T: +49 (0)2624 - 946010 F:-120 O:Tue-Sun 10-17h *A

www.keramikmuseum.de kontakt@keramikmuseum.de

@: Hollandgéanger - Westerwalder Steinzeug fur den
niederlandschen Markt | »5.4.

Kandern b-zsao Heimat- und Keramikmuseum, Ziegelstr. 30

T: +49 (0)7626 - 97 23 56  O: Wen 15-17:30h, Sun 10-12:30 + 14-16h

Karlsruhe pae131  staatliche Majolika Manufaktur Karlsruhe GmbH

Ahaweg 6-8 T:+49(0)721-9123770 O: Mon - Fri 8 - 16h

KeIIinghusen D-25548 Museum Kellinghusen

HauptstraBe 18  T: +49 (0)4822 - 376210 F:-15 O: Tue - Sun 14 - 17h *A

museum@buergerhaus-kellinghusen.de

A LITTLE TASTE OF 2021

A iy
GALERIE DU DON

CERAMIQUE CONTEMPORAINE

GRALERIE DU DON, 12140 Le FeL, FRANCE www.ledondufel.com
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KERAMIKMUSEUM WESTERWALD
26.9.2020 - 5.4.2021

#011%145@%149”

Westerwalder Steinzeug
fiir den niederlandischen Markt

KON p-sos67 Museum fiir
Angewandte Kunst KéIn, An der Rechtschule

T: +49 (0)221 - 2213860 O:Tue-Sun 11-17h d }UEEg

1st Tue in the month 11-22h  makk@stadt-koeln.de www.makk.de

Lan g erwehe pszar
Topfereimuseum Langerwehe

TOPFEREIMUSEUM
Pastoratsweg 1 LANGERWEHE

T: +49 (0)2423 - 4446 F:-5990 O:Tue-Fri10-13h + 14-18h, Sat12-17h
Sun + Holidays 11 - 18h  www.toepfereimuseum.de

info@toepfereimuseum.de
@: Keramik Hildegard Schemehl / Fabienne Fauvel | 28.2. - 18.4.

Le Fel ri12140 GALERIE DU DON
T: +33 (0)05 - 65541515

Le Don du Fel
www.ledondufel.com

Lei pZIg D-04103 Grassimuseum Museum fiir Angewandte Kunst
Johannisplatz 5-11  T: +49 (0)341 - 2229100 www.grassimuseum.de
O: Tue - Sun 10 - 18h, Wen + Thu 10 - 20h

London  ukwciser Contemporary Ceramics Centre

63 Great Russel Street, Bloomsbury T: +44 (0)20 - 7242 9644

O: Mon - Sat 10:30 - 18h  www.cpaceramics.com

Middelfart okssoo CLAV | DARNAR LM
MUSEUM OF CERAM IC ART
DEMMARK

CLAY Keramikmuseum
Danmark, Kongebrovej 42  T: +45 (0)64 - 414798 www.claymuseum.dk
O: Tue 10 - 17h, Wen 10 - 20h, Thu - Sun 10 - 17h

NEW CERAMICS  JANUARY / FEBRUARY 2021
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MUnchen psosss Galerie fur Angewandte Kunst  PacellistraBe 6-8
T: +49 (0)89 - 2901470 www.kunsthandwerk-bkv.de O: Mon - Sat 10 - 18h
@: Weihnachtsausstellung -
Mitglieder des Bayerischen Kunstgewerbevereins | » 16.1.
®@: Invisible Thread - Mari Ishikawa, Mikko Minewaki, Sayumi Yokouchi
22.1.-27.2.
&: Vom Material zur Form - Ulrike Kleine-Behnke und Silke Trekel

MUnchen op-soss Galerie Handwerk Max-Joseph-StraBe 4

T: +49 (0)89 - 5119296 O: Tue, Wen, Fri 10 - 18h, Thu 10 - 20h

Sat 10 - 13h, closed at holidays www.hwk-muenchen.fr/galerie
MuUnchen p-soss Die Neue Sammlung - The Desing Museum
Pinakothek der Moderne Barer StraBe 40 O: Tue - Sun 10 - 18h, Thu 10 - 20h
Olden burg D-26122 Landesmuseum fur Kunst- und Kulturgeschichte

Schloss Oldenburg ~ www.landesmuseum-ol.de

Potsdam p-as7  Freundschaftsinsel
O:daily 11-17h  www.freundschaftsinsel-potsdam.de

Raeren B-4730
T: +32 (0)87 - 850903
Ausstellung im Haus Zahlepohl gegenuber der Burg

Topfereimuseum Raeren BergstraBBe 103
O: Tue - Sun 10 - 17h www.toepfereimuseum.org

Ransbach-Baumbach p-se2ss

i SKULPTUREN Offnungszeiten

‘,g) MINIAT[';,REN Di.-Fr. 10-17h Sa. u.So. 11-16h

« Skulpturen aus Terrakotta, Steingut, Porzellan, Marmor und Bronze der Weltmarken
Goldscheider, KPM, Meissen

+ Miniaturen - Von den Kelten bis zum Beginn des industriellen Zeitalters (Thurn & Taxis)

skulpturen-miniaturen-museum.de

oy

a

inffo@museum-kaus.de

Rheinsberg D-16831
KERAMIK HAUS RHEINSBERG
RhinstraBe 1 T: +49 (0)33931 - 34156
O: daily 10 - 18 h, also sun- and holidays KERAMIK HAUS RHEINSBER6
&: 39. VERKAUFSAUSSTELLUNG: ,, 100 schdnste Tassen * —

Unikate von namhaften Keramikern Europas, bis April 2012
@: 11. JAHRES-AUSSTELLUNG: Jahresbecher ,,Rheinsberg 2021”, limitierte

Sammler-Edition von Hans-Peter Meyer, Bischofswerda, bis Dezember 2021

Rheinsberg D-16831 Keramikmuseum Rheinsberg

Kirchplatz 1 T: +49 (0)33931-37631 www.museum-rheinsberg.de
ROmMhild pessst Forderverein “Internationales Keramiksymposium
Romhild” e.V. Postfach 1141

Ausstellungen im Museum Schloss Gliicksburg und Ristsaal

www.keramiksymposium-roemhild.de

Thuringer Keramikmarkt in den Hofen und Park des Schlosses

jahrl. am 3. Aug.-WoE

Rodental p-1soss Européisches Museum fiir Modernes Glas

Schloss Roseau O: daily. 9:30 - 13h and 13:30 - 17h
www.kunstsammlungen-coburg.de

Rotterdam wisor2gH  Galerie Theemaas Karel Doormanstraat 469
www.theemaas.nl  info@theemaas.nl

Rottweil pss2s Keramik Kunst im ATELIERHAUS TERRA
Einzigartige Ton- und Porzellanobjekte, Keramik-UNIKATE von Angelika
Karoly, Neckartal 152 info@atelierhaus-terra.de  O: by appointment

JANUARY / FEBRUARY 2021 |

EXHIBITIONS / GALLERIES / MUSEUMS

Selb p-esi00 Porzellanikon Selb - Staatliches Museum fiir Porzellan
T: +49 (0)9287 - 918000
F:-30 info@porzellanikon.org www.porzellanikon.org O: Tue - Sun 10 - 17h
@ : KUNST TRIFFT TECHNIK. Keramik aus dem 3D-Drucker | » 14.3.
®: MORE THAN BRICKS! Tradition und Zukunft der Architektur-

keramik | 20.3. - 3.10.

Hohenberg a.d. Eger/Selb Werner-Schurer-Platz 1

Staufen pre21s Keramikmuseum Staufen  WettelbrunnerstraBe 3
O: Wen -Sat 14 - 17h, Sun 11 - 13 +14 - 17h www.keramikmuseum-staufen.de
@: Lea Georg - Neue Objekte | » 29.11.

@: Picasso & Co - Beriihmte Kunstler und lhre Keramiken | » 29.11.
Tegelen NL-5932AG  Keramikcentrum Tiendschuur Tegelen
Pottenbakkersmuseum Kasteellaan8 T: +31(0)77 - 3260213
O:Tue-Sun 11-17h  www.tiendschuur.net info@tiendschuur.net

@: Wie gegossen - die Kunst Keramik zu gieBen | » 17.1.

Thurnau p-sssao Tépfermuseum Thurnau  Kirchplatz 12
www.toepfermuseum-thurnau.de toepfermuseum-thurnau@t-online.de
O: April - Sept.: Tue - Fri 14 - 17h, Sat + Sun + Holidays 11-17h

Oct. - 6. Jan. amd March: Sat 13 - 16h, Sun + Holidays 11 - 18h

Velten p-erz
+ Hedwig Bollhagen Museum WilhelmstraB3e 32

T: +49 (0)3304 - 31760  F: -505887 www.okmhb.de
info@okmhb.de O:Tue-Fri11-17, Sat+Sun 13-17h
@: “Typisch Grothe!?” | » 6.1.

Weiden/O berpf. D-92637 Internationales Keramik-Museum
Zweigmuseum der Neuen Sammlung Munchen  LuitpoldstraBe 25

T: +49 (0)961 - 814242  O: Tue - Sun + Holidays 11 - 17h *A
www.ikmweiden.de keramikmuseum@weiden.de

Ofen- und Keramikmuseum Velten

@: “Keramik aus Afrika - Higlights aus der Sammlung Prinz Franz von
Bayern”. Eine Sonderausstellung der Neuen Sammlung - The Design

Museum MUnchen | » 7.2.

\Westerstede p-aesss Galerie Belinda Berger
Muhlenbrink 17 T: +49 (0)4488 - 525391 F: -525392
www.belindaberger.de O: Sat + Sun 16 - 18h *A
Permanent exhibition of gallery artists

Wijster nioaisew Galerie del Campo galerie « a
Drijberseweg 12 T: +31 (0)593 - 562433 del Can jele
O: Sat + Sun 13 - 17h and by appointment *A

www.galeriedelcampo.nl  info@galeriedelcampo.nl

Zurich cusson
PelikanstraBe 40
@: Seladon im Augenmerk. Jadegleiche Porzellane und ihre Meister

Volkerkundemuseum der Universitat Zurich

musethno@vmz.uzh.ch  www.musethno.uzh.ch

in Longquan | » 7.3.

MANUFACTUM | STAATSPREIS NRW

JETZT BEWERBEN!
01.09.2020 - 31.01.2021

staatspreis-manufactum.de
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KERAMIKSEMINARE
DER BESONDEREN

ART 2021

IM JAHR 2021 ERWARTEN SIE INTERESSANTE
INTERNATIONAL RENOMMIERTE PROFIS, -
KERAMIKKUNSTLERINNEN UND KUNSTLER!

RESERVIEREN SIE IHREN FAVORISIERTEN VWORKSHOP:
MARIA GESzLER / NANI CHAMPY / PETRA BITTL / REGINA HEINZ
NATHALIE SCHNIDER-LANG / INA OTTO / JiIMMY CLARK
BEATRIJS VAN RHEEDEN / CHRISTIANE TOEWE

Ross bE WAYNE CAMPBELL / CHRISTOPH HASENBERG
UTE NAUE-MULLER / HEIDE NONNENMACHER
MicHAEL FLYNN / ANDREAS HINDER

KUNST I HANDWERK I DESIGN | SONDERDEKORE I PORZELLAN
PAPERCLAY I MIXED MEDIA 1 SKULPTUR I RAKU I BRENNTECHNIKEN
GLASUREN I AUFBAUTECHNIKEN

SIE ARBEITEN MIT INTERNATIONAL ANERKANNTEN PROFIS!
RESERVIEREN SIE SICH 3 KREATIVE & INSPIRIERENDE TAGE!

SEIT 20 JAHREN GIBT ES ,, TONRAUM* - JAHRLICH 15 - 20 WORKSHOPS
JETZT AM SCHONEN NECKAR - IN EBERBACH/KROSSELBACH -
ZU GAST BEI DER TOPFEREI SCHLIESSLER

INFO uND ANMELDUNG: TONraum@neue-keramik.de
monika.gass@googlemail.com | www.ton-raum.com
VERANSTALTUNGSORT: EBERBACH-KROSSELBACH
Krosselbachweg 2 - c/lo Topferei Alfred SchlieBler
www.kroesselbach.de




ART MEETS TEGRNOLOGY

Ceramics from the 3D-Printer
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alm-““ www.bildwerkfrauenau.de

info@bild-werk-frauenau.de

[-H
FRAUENAU +49 (0)9926 180895

"._ ln.u ik

BILD-WERK FRAU ENAU Mﬁ.'Z?e'i 'fifuTStkur

Internationale Sommerakademie 2021 Druckgrafik

To find your very own pottery passion go visit
www.potterypassion.com

AN INITIATIVE BY

GOERG & SCHMEIDER

Efraralonig Massan
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For a Artllud

Our KILNS a
burning for.yourart,

Nabariherm

MORE THAN HEAT 30-3000 °C

Phone +49 4298 922-454
contact@nabertherm.com
www.nabertherm.com

ADVERTISEMENTS

-—

@  Top-quality @  Long-lasting
4  Handmade {B Fastdelivery
mpsEe

_.-l'"
.o,
ey

DEALERS CLOSE TO YOU: %

nmm:ﬂ Steinzeugglasuren 1200 - 1250°C

il l I ks e fanfern

Einzigartige, effektvolle
Flussigglasuren mit
unendlichen Kombina-
tionsméglichkeiten

nm“cﬂ} Unterglasuren 1040 - 1300°C

— e -
443

GR Pottery Forms

Ourable and Economical

Intensive,
sichere Farben
mit breitem
Brennbereich

=
@)
} Holzformen-System zur einfachen, varianten-
X‘ reichen Herstellung von Platten, Tellern und
‘ Schisseln

KERAMIK
BEDARF

w2 m kbsdad i

Ing. Tripp+Partner OG
Hausmannstattener Str. 33
A-8072 Fernitz-Mellach

Tel.: +43-(0)3135-46342
Mail: office@keramikbedarf.net
www.keramikbedarf.net

JANUARY / FEBRUARY 2021  MEW CERAMICS

AVAILABLE EXCLUSIVELY AT

. MALL OF W _IIFJE?‘I ' https://he.kendallhunt.com/reflections_memories

The last chapter of my book demonstrates
and explains how | make and fire a large
double-walled basket form. This publication
chronicles 100 selected pieces made during
my teaching career between 1983 and 2018
and contains 12 stories with photographs that
explain the influences and development of my
artwork. These stories outline my creative
motivations and clarify my aesthetic values
achieved through extraordinary experiences.

Foreword by Joshua Green, Executive Director
~ of NCECA, National Council on Education for
* the Ceramic Arts

71



ADVERTISEMENTS

*E = HAC e ?.';,‘ 3
Let you inspire from our new glaze manufacturer _
at www.maycocolors.shop and from 3/2021

in every well sorted ceramic supply shop.
- — L T et e

R~ e g A Y e

= .
o
't

e i

Colours4Ceramic - 91 QQ? biepersdorf - kontakt @ duncan.de - See dealers at: www.duncan.de

The Only dedicated Ceramic 3D Printer
to use REAL CLAY

The ONLY Direct o We offer printers

Nozzle Ceramic for small scale
printer. printing all the
way to Large

Outstanding b a Architectural
reliability and L TR Printing.
performance THe e No Slip or Air
print after 23 N, compressor
print.

Potterbot 9 Micro

Potterbot 9 Standa

CONTACT US
772-353-2819
3DPotter.com
\C @3DPotter

Focuses solulion

oiyssiern Losungen

#&'it 1820"

-

B
Keramische Rohstoffe
& Fertigmassen
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WWW.Sio-2.com

Ceramic bodies: Low fire | High fire | Specialty bodies

Penélope Vallejo

b,
- - -‘ - - - &NV-G j

- —— . - 3 % 1509001 ’

e ' » o
CERAMICA COLLEI'S A. ,P I. Ind. LOlana, s/n - Apdo. Correos 205 E-08292 Esparreguera - Barcelona (Spai

Fundadaen 18744leT” +34 93 777 23 44 | info@sio-2.com | Www.sio-2.com

ADVERTISEMENTS

-'Ilrn‘eﬁErﬁend D 56206 Hilgert | Tel. +49 26 24 - 94 16 90
'u'lfmmaegerdemww carl-jaeger.de

ROHDE kilns.
Enjoy your results.

www.rohde-online.net

“It’s so inspiring when traditional crafts
come together with modern design.”

ROHDE has been producing kilns and machinery designed to meet
the highest standards since 1982. The company’s ongoing pursuit
of technical advancement creates outstanding quality and efficiency
that you can rely on. For the joy of your creations.

Learn more about Annika’s story
www.rohde-online.net/artist

ROHDEW®
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Open house Bad Voslau
(Vienna)
Discounts up to 25%

Look on our wehsite fiir the date.
Come see and save

Don’t miss current discount
programs.
Sign in our newsletter!
At our Webshop:

New: Now in Progra www. keramik-kraft.com

From our Dutch colleague Pelle: Pehatine & Golden Engobe. Thanks Pelle for your super ideas.

We love Oldies! Our prices from 2019 are still valid®

and until end of 2020 more Iess with only 16% VAT. (only endconsumer)

Country agencies: ~ Germany: Industriestr. 28 91227 Diepersdorf b. Nirnb. Tel. +49-(0)9120-1846-0  hallo @keramik-kraft.com  Di-Fr 9-17.30 Sa 9-13 Uhr
Austria: Energiestr. 10 2540 Bad Véslau b. Wien Tel. +43-(0)2252-251557  info @keramik-kraft.at Di-Fr 9-17.30 Sa 9-13 Uhr
France: (only office) 67170 Brumath b. Strasbourg  Tel. +33-(0)7-82 07 74 47  france @keramik-kraft.fr ~ Mo-Fr 9-17 Uhr
*) Shimpo-Wheels and some other items have changed prices.

romartie

Ceramic & Craft Suppliers

PROVIDING QUALITY AND VALUE SINCE 1946

¢ Electric Kilns + Potters Wheels

+ Touch Screen Controller ¢ Pottery Machinery

¢+ Pyrometers + Clays & Plaster

¢ Kiln Spares ¢ Casting & Decorating Slips

¢ Kiln Servicing * Wide Range of Potters Tools

Give us a call on 01782 319435
Email us on enquiries@cromartie.co.uk
Or view our huge range at cromartiehobbycraft.co.uk

00
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FASZINATION

FALBE

TRADITION TRIFFT INNOVATION

In unserem Katalog erwarten Sie attraktive
Farben und ausdrucksstarke Effekte.

IDEEN verwirklichen ¢ AKZENTE setzen  NEUES gestalten

www.reimbold-und-strick.de

Jetzt Ihren Katalog anfordern unter:

Reimbold & Strick
Handels- und Entwicklungsgesellschaft
fir chemisch-keramische Produkte mbH
Unternehmensbereich:
Heinz Welte, Glasur und Farbe
HansestralRe 70 e 51149 Koln
Tel.: 022 03 / 89 85- 501/504
Fax: 0 22 03 / 89 85-508
E-Mail: info@reimbold-und-strick.de

ADVERTISEMENTS
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Material solutions advancing life

The Sibelco Group is a leading
manufacturer of important industry
minerals and ceramic raw material.

With worldwide over 160 sites in 30 countries
and over 8.000 employees.

Here a selection from our product portfolio:

v Clay ¢ Kaolin ¢ Olivine ¢ Feldspar
v Quartz ¢ Prepared Bodies
v Nepheline-Syenite

Sibelco Deutschland GmbH

SalzerstraRe 20 | D - 56235 Ransbach-Baumbach
Telefon: +49(0)2623 83-0 | Mail: kontakt@sibelco.de
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PREVIEW ‘

PROFILES PREVIEW: ISSUE 2 — 2021

— published in the first week of March

EXHIBITIONS and PROJECTS

GALLERIES FORUMKNOWLEDGE & SKILLS
COURSES / SEMINARS / MARKETS ~ERAMICS & TRAVEL OUTLOOK

1 Elaine Peto s a British ceramist who
works sculpturally and is widely known in the
UK for her animal sculptures. Her work is sold
through galleries in the UK and France. Tim
Saunders, a journalist who lives in London,
visited her in her rurally located studio in
Andover, Hampshire, southwest England and
talks about her career, her artistic ideas

and her working methods.

2 Mirjam Veldhuis

“Forget all you know about porcelain and
ceramics in general”, said my colleague, who
just came back from Jingdezhen in China,
when | was leaving for a two-month stay there.
She was right.

Miriam Veldhuis, Dutch ceramist, provides a
splendid but very down-to-earth picture of daily
life in the workshops she visited in this world
centre of porcelain. A very personal and at
times humorous travel and work report.

3 Keiyona Stumpf - “Regarding

3 nature as an teacher and a source of inspiration
for art is an eternal law that has been in force
since the first humans made cave drawings,
formed the first lump of clay, not for the sake of
use but in the spirit of communication and (self)
referential as well as reflexive representation,
and thus of the finding of expression. Translat-
ing the seen into something to be seen with

the artist as a catalyst, filter and creator is the
principle of artistic practice.” With these words,
Dr Christian Lechelt, art historian and head of
the Museum Schloss Furstenberg as well as the
editor of the magazine KERAMOS begins his
comments on ceramist Keiyona Stumpf.

...and e THE NEWS e more ARTISTS’ PROFILES ® FORUM e EXHIBITION REVIEWS e latest news from the GALLERIES and MUSEUMS ¢ KNOWLEDGE & SKILLS
and much, much more ...
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AARD IN DENMARK

Guldagergaard welcomes ceramic
artists, designers and craftsmen for

artist-in-residence all year round.

=

= Heilmannsvej 31A ceramic@ceramic.dk . !:“I'Ii.!:.!l.sgi.i.l.'l

4230 Skaelskor +45 5819 00 16
Denmark cePamic.dk International Ceramic Research Center

Foto: Sylvain Deleu!



BOUNDLESS

apply online
20 February - 15 May 2021
www.blancdechineicaa.com
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