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Preface

I'd like to consider modern ceramic arts as one of the
contemporary arts because only in this way can the birth
and development of modern Chinese ceramic arts become
meaningful. On the other hand, those who are engaged in
modern ceramic arts in China are, first of all, contemporary
artists devoting themselves to the exploration of contemporary
Chinese arts.

The pottery clay can be a special medium which, as
a result of the natural relationship between human beings
and clays, becomes very intimate to them. Myths concerning
the birth of man in both western and eastern cultures are
closely related to clays. It is said in the Bible that man
comes from the clay and will ultimately end in clay. Still
there is similar saying by ancient Persian poets, In Rubaiyat
it goes like this,“The clay used for pottery is made just of
the bones of our forefathers”. Clay has a definite cultural

orientation for Chinese artists because it is surely a

Ll Zhefeng

representative of the ancient Chinese civilization. Therefore,
with its sharp cultural features, this medium is especially
valuable and meaningful for Chinese artists, and more
challenging.

Dated back to the earliest research, modern Chinese
ceramic arts has witnessed a history of more than ten
years. From thc mere acception of the concepts of modern
western arts to the attention of the exploring of modern
elements in conventions, the Chinese artists have step by
step established their own styles and fixed the direction of
their development. They are turning more and more mature.
Obviously this is an extremely hard experience. The
publishing of this series is a conclusion to this ten-year
stage of the development of modern Chinese ceramic arts,
a summit of our age. It is these solid steps that promise an

indefinite, bright future of modern Chinese ceramic arts.
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Ideas, Infinity

—On Lu Pinchang’ s

Hegel says that arts is the perceptual presentation of the ideas of
beauty, which is free and infinite. The ceramic arts of Lu Pinchang
and his pursuit of the free spirit of the subject in his creation best show
the truth of this saying.

An Idea is always expressed by words. Words decide the ideas to
be expressed and the limit of their interpretation. Even a careless
viewer of Mr.Lu’ s works can clearly see that it is a completely
different way of expression from the traditional ceramic arts, which,
obviously, results from the different ideas of the two on the ideas of
ceramic arts.

We can see that traditional ceramic arts pays attention to practical
use and thus puts technology in the creation to an absolute position.
Lu Pinchang has further developed it into a free power beyond human
control without worrying about the variety of mental world of the
artist. Earlier in the year 1988, Lu Pinchang, then at the age of 26,
beginning from his master thesis, A Highly Flexible Artistic Medium
—on the Faulty Textures of Pottery and its Meaning the Entering of
Sculptures into the Environment, wrote a series of academic papers
against the traditional ideas on technology, stating that the absolute
place of the expression with the ideas of technology in traditional
ceramic arts creation hided freedom and infinity—the aesthetic quality
of the anti-technological and anti-regular—texture expression. With
the sensitiveness of a modern ceramic artist on materials and his
impulse in new ways of creation, he has captured the expression of
“faulty” textures and bravely tried and used this creative ideas of his
own in his creations. Such breakthrough can be found in the three
representative series of his works, A Fu, Freehand Brushwork in
Traditional Chinese Painting and Grottos. The unbalanced struture of
the perspective forms and the unformal creation in these series created
with such “faulty” textures, It is a more powerful expression of the
meaning of words and aesthetic motivation, effectively stimulates the
psychological activities of the creator and the appreciater, besides
enriching the freedom in their creativity. In Lu Pinchang’ s works, the
varied perspective forms due to the accidentality, randomness and
abstractness of the “faulty” textures can often enlighten the reading
inspiration of the viewer so that endless new meanings are derived.
Such anti-technological ideas of “faulty” textures of Lu Pinchang and
his practive in creation show the unnecessity in the association of
“faults” and their regularity. Creations with such ideas hidden in
themeslves enrich creative wisdom. Such new recognition by Lu Pinchang
in effect has established the modern forms of ceramic arts and the
requirements to enter the aesthetic space in its wide sense. He has
transformed the aesthetic meaning in the pursuit of practical values in
the traditional ceramic arts into the pure one in modern ceramic arts.
Now, as far as materials and technology can support , it is possible for
modern ceramic arts to have complete freedom in its forms without the
limitation of the necessity to express the need of practicalness. That is
to say, it is absolutely free to do ceramic artistic creation. Freehand

and Freedom

Ceramic Arts Works

Luo Yiping

Brushwork in Traditional Chinese Painting Series and Grottos Series
are the typical example of such ideas of creation. The freely structured
and natural ceramic characters in Freehand Brushwork in Traditional
Chinese Painting Series are full of the bold, unconstrained and mild
artistic conception of sholars, the expression of the taste and interest of
the traditional Chinese art in modern language. The space structure,
texture, color, shadow and the stripping sculpturing traces in Grottos
Series naturally show a heavy sense of history and the pursuit of
human being on the meaning of their life. In all these works, the
pursuit of traditional ceramic arts on the perfect individuality has
turned to the general meaning in words expressions. Undoubtfully, Lu
Pinchang’s ideas and his practice in creation is a betrayal of the
technological ideas, what he emphasizes is the expression of ideas in a
conceptual form. When such betrayal is united by conceptions into a
necessary thinking stage and words expression, the possibility it gives
promises excellent opportunities for creation and an attractive prospective.

In Lu Pinchang’ s ceramic arts creation, the use of “faulty”
languages in his creations beyond the individual perfectness of
individualness in technology form freeing itself from the tendency of
spiritual unity and thus makes it possible for the fixed and still
connection between technology and the object to change into a changeable
and free one. As a result, the creator is not limited directly to a
material object, which is not only connected but also different from
each other. The object is handled in a vague definition and regular
changes and is therefore reconstructed by directing the subjective free
spirit of the creator to some external object during the specific creation.
By this idea of creation and such practice, Lu Pinchang shows his
advantage over his contemporary artists and the traditional ceramic
arts. His creations are the expression of regular meaning in general
concepts. It can be said without exaggeration that the idea of “faults”
has offered the way for Lu Pinchang to stay in a leading position in
modern ceramic arts.

Lu Pinchang’ s particular expression of words leads us to his
inner mental world where we can greatly feel the joy of thinking and
the poetic beauty in his works and then come to realize why Lu
Pinchang can praise “faulty” textures to be an expression of poems.
All his works seem to show us that the use of ceramic arts language is
not only the logical tool to convey ideas, but also the beautiful
personification of the ideas. The expression in his works and the
texture signs used are conveying an information which has surpassed
the functions of ceramic arts itself, a voice beyond words. Only in
viewing Lu Pinchang’ s expressions in this way can we feel the
rational charm and the creative power of the free spirit of the creator
that are hidden in his works.

Doctor Luo Yiping, Assistant Proffessor
in the Art History Dept. of the
Central Fine Arts Institute,
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Review Ceramic Arts in Retrospect

— About My Creation

Ceramic working occupies almost the process of my artistic
life. After I enrolled to Jingdezhen Ceramics Institute. I was
addicted to sculptures after the few years of nurturing there.
The chance for me to transfer from frame sculptures to ceramic
arts came when I was studying for my master degree. My two
tutors have given me great influence.Professor Yin Yipeng’ s
emphasis on the inter—relationship between ceramic arts and
sculptures has helped me find an attractive meeting point of
the two; Proffessor Zhou Guozhen has influenced directly with
his enthusiasm on the arts and creative practice so that I am
deeply attracted to it. My further understanding on ceramic
arts, my confidence in the possibility to develop the expressing
potentiality of the art and my ability to master the characters
of each material and its according way of expression are all
closely related to their instructions and examples. Jingdezhen
City, the land that houses the soul of Chinese ceramics, with
its particular surrounding cultural atmosphere and a baking
environment full of traditional wisedom, of course is stimulating
my inspiration to create.

During my graduation creating as a postgraduate, I wanted
to try the extreme condition to apply sculpturing language and
its technics in ceramic arts. And on the other hand, I also
wanted to explore the possibility to introduce ceramic arts to
the extensive modern environments, both indoor and outdoor.
As a result, I had to make hard effort for a long time to
expand the size of my works.My aesthetic understanding on
the “faulty” textures of ceramic arts was obtained through
such breaking away from the limitation of the space and
technics of ceramic arts. My works then hadn’ t completely
entered the state of “ceramic arts” as far as their expressions
are concerned, although there had been some breakthrough in
structure, materials and technics. They were mere sculptures
of clay but not “ceramic arts” sculptures. However, my
knowledge then of “faulty” textures had led me any way to a
specific starting point to go deeply into ceramic arts. It has
played a very important part in developing of my style in
ceramic arts after then.

After my graduation as a postgraduate, I had been given
some time for improvement so that I could start thinking about
some problems, went visiting some ceramic producing regions,
museums and investigated the relics of ancient cultures in
northwest China for a careful research on the cultural tradition
of Chinese classical arts and folk arts. I attempted to mix the
interests of folk culture in the languages of my ceramic arts
and found that the effort to purify the languages should be

Lu Pinchang

conducted in a nonformalism point of view and that the self—
disciplines of arts should be grasped without separating meaning
from form, creation from tradition and arts from culture.
After that, I had gone to Yuxian (in Henan Province), Dehua
(in Fujian Province), Yixing (in Jiangsu Province) and Ningguo
(in Anhui Province)for ceramics making. During this period, [
had consciously controlled the loose and free tendency the
forms of ceramic textures due to randomness and further developed
the language of “faulty” textures formed previously to create a
series of works which were later collectively named Freehand
Brushwork in Traditional Chinese Painting Series. The implied
meaning of the form and the folk—culturalizing of its interests
have been emphasized in these works.

With the first success that is based on the extension of
re—recognition and re—creation of cultural historic views, [
have come to realize that one of the active factors is folk
cultural traditions and art spirits. A thorough study on the
traditions of local culture can activate artistic creations. During
the years that followed, I continued my creation of Freehand
Brushwork in Traditional Chinese Painting Series and at the
same time completed A Fu Series and Grottos Series, of which
A Fu was the direction of my adaptation to folk arts, With
the softness, expansiveness and flexibility of the clay, I hoped
to strengthen the extension and plumpness of folk sculptures to
its greatest extent and develop the expressing potentials of
ceramic arts language according to the “physical logic”. The
development of Grottos Series may stress the research on abstract
ceramic arts language forms. On the handling of the structure,
I emphasized on the space for the imagination of the spectators
by inserting ‘in turn the inner and outer space. To show the
effect of the surface textures, I tried my best to keep or expose
the traces of the clay and the fire for the result of an abstract
appearance of deepness and weather beatenness to express my
complicated feelings in modern times towards the traditional
Chinese cultures, which included eagerness and puzzles,harmony
and bitterness and intimacy and strangeness. The work on the
creating of these series lasts until the present time. I think that
my complicated feelings are still active as the folk cultural
complex in it has not been perfectly released. Further development
on every aspect is needed and this means while improving
myself continually, I must continue my research on pure artistic
language with the aim to give implied intonations to the form
and folk cultural meaning to the formal interests.



1.In studio, Jingdezhen, 1993
2.Held individual piture show, China Art Gallery,1994
3.Made pottery in Yixing Jun—pottery Technological Research Institute

in Summer, 1998 4.Glazing 5.0n the way to Kiln gggg
6.Made pottery when the new thousand years coming, Foshan, ) ——
Guangdong Province §§£

7.Apperceived burning. Son of two years was adding firewood to Kiln @ggg

8.Accomplished one of group sculptures “revenge fury” which Egi"g
commemorate the victory of the War of Resistance Against Japan - g
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B 5 No.8 A Fu No.8
W 1993 4 Pottery, 1993

L 1260°C Reducing flame 1260°C



B4 No .12 A Fu No.12

LeWbPE 1993 4F Red sand pottery, 1993
)¢ x 22¢m x 36 22cm x 22cm x 36¢m
bk 1120C Oxidizing flame 1120°C



Bl 45 No .15
B 1993 4f

Ak 1280°C

A Fu No.15
Pottery, 1993

Oxidizing flame 1280°C

[ 45 No .13 A Fu No.13
P& 1993 4 Pottery, 1993
Ak 1240°C Oxidizing flame 1240°C
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[ 45 No .16
Mg 1999 4F

W JFL)E 1260°C

A Fu No.16
Pottery, 1999

Reducing flame 1260C

Bif 45 No .20
Mg 1999 4

iR JEE 1260°C

A Fu No.20
Pottery, 1999

Reducing flame 1260°C



£1 78 No .1 Grotto No.1
P& 1990 4} Pottery, 1990

FAbda 1240C Oxidizing flame 1240°C

{1 No.2
Mg 1993 4f

FAkta 1220C

Grotto No.2
Pottery, 1993

Oxidizing flame 1220°C







5 2 No. 1
Ve 1990 4

ks 1240°C

£ No.15
Wi 1998 4F

Ak 1280°C

Grotto No.15
Pottery, 1998

Reducing flame 1280°C

Freehand brushwork in traditional
Chinese painting No.1
Pottery, 1990

Oxidizing flame 1240°C



Hi[E 5 & No.3
BIE 1988 45

L JFE ARG 1300°C
Freehand brushwork in traditional
Chinese painting No.3

Jun porcelain, 1988

Reducing flame 1300C

FEEE No. 13 Freehand brushwork in traditional Chinese painting No.13
P 1994 4£ Pottery, 1994
FAbk 1240°C Oxidizing flame 1240TC




