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Judith S. Schwartz ( THE UNITED STATES OF AMERICA )

Have you ever seen a work of contemporary art and imagined how or where it was produced? What sort
of environment shaped it? What were the technical considerations that influenced its being and how did
these considerations influence the artist's vision? These, to me, have always been intriguing questions and
whenever I can, I try to arrange a studio visit.

While shelter is basic to human existence, artists' studios are special places. They often reflect a sense
of privacy, demonstrate family interactions (especially when the studio is part of the home) and frequently
suggest the sense of serenity or turmoil within which the artist chooses to create.

House tours of the rich and famous are a favorite pastime and are often used as fund-raisers for
charitable organizations. Indeed, whether we peer into private living rooms through magazines, books,
television shows - or first hand, we can't help but imagine the life style of the occupants and may even
fantasize ourselves living there.

Artists' studios, however, have often eluded the curious perhaps because such spaces were never
thought to be relevant to art history or criticism, or the artist himself wanted to keep his special environ-
ment removed from public scrutiny.

[ remember viewing the Jackson Pollack retrospective at the Museum of Modern Art in New York City
and being struck by the painstaking reconstruction of his Long Island studio. Every piece of weathered
wood had been taken apart and reassembled, to show us the environment in which he had worked in the
early 50's. Every inch of the paint-encrusted floor was there to show, first hand, the layer upon layer of
paint build up.

Connecting to Pollack's actual setting created, for me, a deeper understanding and appreciation of his
work. You could feel his energy and imagine him pacing as he dripped paint onto canvas. New perceptions
were exposed when I was able to contrast the sparseness of the surrounding to the complexity of the
paintings.

Gerry Williams, Editor of Studio Potter magazine, has rewarded his readers for years with articles that
peer into the artist's private world. Tours of artist studios from around the country can be found in virtually
every issue of the magazine and, in no small measure, contribute to the continued success of this publication.
[, for one, when reading Gerry's magazine, try to discern the books on the shelves, the objects collected, the
paintings, drawings or announcements on the walls. What tools were placed on the worktable, and how was
the wheel positioned? What sort of kiln was in place and, of course, how large was it? We look for a new
technique, which might be revealed in the photograph to explain a special surface try to discover if there
is a spectacular view out a back window. The light, scale, location — the ambience or "feel" of the space
might just provide new insight into the work and, more often than not, plays a significant role in helping
us understand the artist's contribution more fully.
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While writing an article on the artist Bean Finneran, I asked her to clarify the source for the thousands
of arc-shaped coils of clay that constitute her installations. She explained that she and her husband live
aboard a houseboat in the midst of the grassy marshes surrounding San Francisco Bay and that her arc coils
are reflections of blades of grass.

We often have seen photographs of Peter Voulkos studio space known as the "Dome" in Oakland or of
Jun Kaneko's colossal industrial space in Omaha, Nebraska —both of which inform and suggest the
possibility of monumentality in scale of work.

Often, the studio helps form the artist.

This is particularly true when studio spaces are about compromise. Within the constraint of having to
work within a space that must fulfill multiple functions, we want to see how the artist has been able to handle
that constraint to make a space reflective of a personality and supportive of its creativity.

The studio is a place where countless obsessive hours of hard work and devotion take place, day after
day, where ideas are born and ideas fall flat and fail. The studio is not only the arena, the playing field, the
laboratory, and the kitchen ... the studio is a special sanctuary where the artist reveals himself to himself....
where truth, meaning, and ultimate questions are raised, and labors of love are ongoing.

While it is a pleasure to offer an introduction to a book which attempts to shine a spotlight on the
studios, art and artists who work in clay, it is even more significant that the author, Bai Ming, takes us on
a global journey to view international diversities of expression. His interviews of artists from Asia, Australia,
Europe and North America are printed in English and Chinese to reach the broadest possible audience.

His interviews force us to think internationally about this important sculptural material and provide
insights into the worldwide international ceramic art community. Today, artists share a common ground
—as the number of museums, galleries, biennales, and journals devoted to the ceramic arts continue to
increase and expand throughout the world. At the same time, the Internet reinforces a global perspective.

Equally important is that this book connects artist's sensibilities that illuminate the diverse feelings,
passions, and intents of artistic expression. Politically, it is also significant to consider that although
ceramic production flourished in China for centuries, technical knowledge was often cloaked in secrecy. Bai
Ming shows us that the studio has moved from the control and supervision of the ruling class and the court
to the studio which is an open environment — where skill is shared and ideas and knowledge are freely
exchanged.

[ know this book will stimulate our thinking and put a new perspective on the quality and intensity of

ceramic art making.
Judith S. Schwartz, Ph.D.
New York University
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Tony Franks ( THE UNITED KINGDOM )

American ceramics of the second half of the twentieth century developed rapidly, unrestrained by
history, tradition and circumstance, but enriched by injections of the many traditions and histories of
incoming people from around the entire world. The excitement of new painting and sculpture, in the United
States, and the freedom and enthusiasm of its art education system encouraged artists and craftsmen,
particularly ceramists, to ignore the rules and believe their own feelings.

European ceramics of the same period also underwent enormous changes, different from east to west
of the continent, and from north to south, and influenced by both their own national and regional histories,
the growing understanding of oriental traditions and values, and the enormous impact of the vigorous
American expressionist clay work. There was plenty of enthusiasm in European ceramics like in America, but
the rules were too ingrained to allow such rapid and, dare I say, irresponsible development, so the “Clay
revolution” was more polite, more controlled.

Japan, too, had its quiet, but very significant revolution in the fifties and sixties, with a group of
influential artists turning away from a conventional focus on the pot as the core activity of ceramics,
resulting in very exciting sculptural clay work in Japan during the later decades of the twentieth century.

In the same period, China was relatively isolated from cultural and artistic developments in other parts
of the world and its traditional approach to the visual arts, in general, followed a steady path of continuous
development respectful of its thousands of years of ceramic history.

Today, because of greater openness of attitude between continents, increased opportunities for indi-
viduals to travel, and the rapid spread of information, particularly visual information through the prolif-
eration of specialist ceramics books and journals, the exchanges of art and craft exhibitions between
countries and continents, and not least the Internet, the impact of external forces on the development of
Chinese ceramics has been significant. In the work submitted for the National Ceramics Exhibition in
Longquan in 2002 many of these external forces were evident. In the contemporary section of the exhibition
there were some exciting pieces of great strength and individuality, and there were others where the artist
was clearly seeking to express new thoughts while still respecting the indigenous traditions, but there was
also a lot of work which appeared to take on the style and the format and the manner of working from
another continent without fully understanding its sources and its inspirations.

8 3 e e
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In my view this is the current issue that must be faced by contemporary Chinese ceramics. While the
wish to emulate the giant strides that were made in American ceramics during the nineteen fifties, sixties
and seventies is understandable, it is not, in my view, possible for similar “ceramic revolution”to happen
in China. The immeasurable richness of Chinese ceramic traditions, like all inherited wealth, is a burden as
well as a treasure, and it is impossible for an individual or a nation to behave as though it does not exist. It
can be accommodated through understanding, it can be considered and temporarily put aside, but it cannot
be ignored. The crucial point is that individual artists and craftsmen have to define their own positions in
relation to both traditional and contemporary influences, and that is the heart of contemporary education
to draw out of each individual the very core of what makes that individuality. But the development of an
individual ideas does not occur in isolation. It happens through language, material and process and the
way to use tools and materials as an important part of the development of a certain idea just as he might use
to describe it. There is no “right way” to do something, there is a choice of possible ways, some may be
more appropriate for a certain idea at a certain time. Only an individual can make that choice and education
involves providing assistance in understanding the making of choices.

T fle

Tony Franks
President, IAC of UNESCO
July 2004
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A Preface to Bai Ming’s New Book

Susan Peterson ( THE UNITED STATES OF AMERICA )

Hello to all of you who are Chinese ceramic artists or collectors! Bai Ming has written another book
about international ceramic artists, but this one is in Chinese and in English. Iam pleased to be invited to
write a Preface for this new book, which will have lots of useful information about ceramic art in the world.

My first trip to China was in 1981. I traveled with my friend, Jade Snow Wong, who was visiting
members of her family after the end of the “Cultural Revolution”. Jade Snow and I were already well-known
ceramic artists. We wanted to see Jingdezhen, which we had learned in our art history classes was famous
as the celedon capital of the Chinese Sung Dynasty, dating from about 900 AD to 1200 AD. In China in 1981
we were told by the government guide who accompanied us everywhere, that we could not go to Jingdezhen
because there were no roads.

At the time we thought the government just didn't want foreigners visiting small villages. However, on
my subsequent visits to China, I have been to Jingdezhen, YiXing, Chunlu, and Lungchuan, as well as to other
kilns and villages where roads now exist. I have also watched new roads being built on the way to other
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villages, and I have bounced up and down over partial road beds made of rock foundations. Therefore I
understand that roads really were not necessary to the early Chinese potters, they walked or rode horses in
the old days. Only recently have foreigners been able to travel by car over almost all of China.

Lack of roads may explain the varied types of Chinese ceramic art from prehistoric to the Qing dynasty.
[ think the fact of no roads had a positive effect. The isolation and the inadequate communication among
the villages probably contributed to the astonishing diversity in your ceramic art history. China has had the
longest unbroken ceramic tradition in the world, longer in years than any other country.

Now you are entering a new era. Ceramic artists in China are just beginning their careers. Most Chinese
ceramists have become well-known only in the last ten to twenty years. After 1980 a new generation of
potters and painters could study in your art schools and begin professional careers. Bai Ming and his bother
Bai Lei, are among those who are products of this revival in China's ceramic art.

I met Bai Ming in Beijing in 1998, and saw him again in United States when he came for a residency at
the Clay Studio in Philadelphia, Pennsylvania. We invited him to Arizona to present a demonstration of his
brush painting on porcelain for Mesa College, which is near Phoenix. Bai Ming wanted to see American
Indian pottery. He knew that this is an important several-thousand-year-old legacy from the Southwestern
Pueblo Indians in United States. Bai Ming and I visited remote Indian villages near the Grand Canyon in
Arizona, where he could see the Indian traditional way of life and examples of their pottery. Bai Ming also
visited Los Angeles, California, where he met with some of my friends who are very important ceramic
artists. He visited many museums of contemporary ceramics. His knowledge of world ceramic art has aided
Bai Ming in the writing of his books, which give Chinese ceramists an understanding of clay history in other
countries.

I'am very impressed with the creativity and ingenuity of the ceramic art being made in China today.
Many of this new generation in China have established their own studios, or work in local potteries, taking
advantage of your superb clays and glaze materials and your variety of kilns. You in China have
extraordinary ceramic facilities. Soon China will be recognized again as the ceramic capital of the world!

Together we are all part of a fascinating international community of ceramic artists. Chinese ceramists
are becoming well known in the world. We meet each other at conferences and exhibitions around the
globe, and we can see each other through books such as this one. Our associations will grow, exchanges
between Chinese ceramic artists and others from abroad will continue, and a world-wide ceramic market
will occur. We all look forward to better international communication and understanding through ceramic
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Susan Peterson
Professor, Writer, Ceramic Artist
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Janet Mansfield (THE COMMONWEALTH OF AUSTRALIA )

It is an admirable intention to bring together the world’s best-known ceramic artists and feature them
in a book that will be accessible to many people. That this is the second book in the series is an even more
remarkable achievement and demonstrates the dedication of Bai Ming to his task. To discover all the
ceramists and find the differences in the attitude of artists of varying cultures is a fascinating experience
and one that brings many rewards. That intercommunication of artists from different countries has meant
a spread of knowledge that has helped universal understanding in a far greater way than the mere sharing
of techniques. Books and magazines have been accused of fostering a uniformity of style throughout the
world, but this is not true. Styles develop independently according to the needs of the artists and the people
who appreciate their work. Issues may be world-wide, but the approach of individuals in conjunction with
their singular background cultures will provide quite specific responses and it is this which makes the study
of world ceramics so interesting. Australia had been colonized for little more than 200 years, and with an
indigenous population that never made ceramics, pioneer artists had to seek inspiration from the landscape
of their new home, as well as reflect the values of their former homeland. Australian artists of today are part
of international arera, facing the same issues and life-style as those of their colleagues around the world.
Yet, there is still a hint of the pioneer in their attempt to bring out the best in their materials and ideas.
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Janet Mansfield
Potter, author and editor/publisher of Ceramics: “Art and Perception” and “Ceramics Technical "
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