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Preface

Huang Houming

China is a country of ancient ceramic
culture. As an important element of
Chinese traditional life, ceramic art
does not only shape multiple Chinese
cultures, but also dominates the process
of international ceramics civilization. In
the globalized world, ceramic art has
the ability to transcend geographical
boundaries and cultivate a global cultural
community. This unique cultural context for
Chinese ceramics artists is characterized
by a provided spiritual dimension.

Hu Xiaojun is an artist characterized
by not only classical sensibility but also
a deep awareness of the contemporary
environment. He is a Chinese ceramic artist
whose works bridge the gap between the
interlocking of history and reality, exposure
to which leads a person to realize the
magical tension between space and time. In
his spiritual process of self-remembrance
of his homeland, the tension between the
countryside and the city, the public and
the elite, tradition and modernity finds a
stunning balance, which makes his ceramic
works and ideas in the form of artistic
expression have unique characteristics.
Frankly, this trait does not come from
having a mere knowledge of philosophy and
then turning that into conscious design, but
rather it is more spiritual in nature, with his

inspiration stemming from his personal life

and a projection of his social experience.
Xiaojun was born in Nanjing. Under the
cultural nourishment of six dynasties he
created a simple, sincere artistic quality.
It is because his artistic creation is of a
consistent nature and sincerity that Xiaojun’
s ceramic works can transcend cultural
relativism and have a universal meaning
and value.

Perhaps due to the geographical
factors of his living space, Xiaojun's
ceramic art is crafted in the form and
interest of the typical Jiangnan classical
atmosphere, but simultaneously also
encompasses a fashionable element
inspired by urban life. With the help of
the unique texture of ceramic materials
he is able to freely express his feelings
and thoughts while enjoying the process.
In terms of creation technique, Xiaojun
is not blindly confined to inherent artistic
conventions, nor does his work attempt
to cater to the eye and deliberately create
a so-called "style". In his view, the natural
image's lines and colors are expressed
both in the method and display of the
object itself. These dual considerations
as well as the writing and production
place an emphasis on the ceramic art
works allowing them to shift successfully
between "form and content”, "local

and foreign,” "tradition and modernity",

2

"the common and the elite" to create a
wonderful balance. This is where Xiaojun
excels, and where his artistic confidence
lies.

Xiaojun may be lucky to have discovered
ceramic art and become so skilled at it
but | would say that Chinese ceramic art
as an art field is even luckier to have an

artist of such a caliber leading in the field.

(The author is Dean of the Art
Department of Zhejiang University,

Professor)
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Hu Xiaojun: My Aesthetic
Perception

Written by: Zhang Jing

The first time | saw Professor Hu
Xiaojun was in the classroom. That day
he wore a casual suit topped with an
elegant and fashionable scarf and when
he appeared in the auditorium I was taken
aback by his cordial nature which was
different to the traditional and conservative

man we had imagined him to be.

In fact, Professor Hu has been teaching
and creating ceramics for nearly three
decades, it is indeed a more classical and
traditional attention that 1s needed to do
that. He was born in Nanjing, into a literary
family. and grew up experiencing ancient
and cultural infiltration, receiving a depth
of traditional cultural knowledge. Up until
he was older, he would go on field trips
throughout the country looking to explore
and inspect all ancient ceramic kilns, as
he has said in his own words: a good artist
should study the ancients, without a good
understanding of tradition, one cannot
innovate. With the interaction of influences
from different areas, all walks of life
gradually assume convergence. Professor
Hu has a much broader knowledge and
awareness of the purpose of art: art should
consider not only the present but also the

future of people.

Perhaps just as he has said,
innovation should be based on the
traditional arts but serve contemporary
society. We have many years of traditional
culture and the uptake of innovation is
merely at its foundation stage in China.
We hope to be able to capture from this
interview how he and his works are

inextricably linked.

Interview by: Yang Cheng

C: Please tell us about the relationship

between your work and traditional culture.

Hu: | grew up studying painting and
has taught in the School of Humanities at
Zhejiang University for over twenty years,
during which time | absorbed everything |
could about traditional culture. | have always
wanted to create traditional cultural works,
hoping that my works would have a scholarly
element to them, like Chinese painting and
calligraphy. Over the years | have been
carrying this thinking: ceramics are merely
a material and | want to use this unique
material as a language tool to express my

cultural awareness and reflection.

Ci: How do you understand art as a

product of a spiritual nature?

Hu: Art is a product of the spirit of
nature. This spirituality is multifaceted. On
the one hand it comes from the natural
structure, on the other hand from the
cultural structure. In fact, the natural and
cultural structures both appear in my
work. For example, | go to the mountains,
watch the water, watch the glow, watch
the sunset; on a snowy night | like to watch
how the snow melts in the moment; these
are all elements of the natural structure and
inspire me spiritually. As for the cultural or
humanistic structure, | often go to look for
ancient kiln remains, like picking a number of
fragments, rub these relics of history. Often
when | touch them they give me a lot of
hidden spiritual information, and later while
creating new works this spiritual element is

subconsciously transferred onto the work.

Ci: What gives your work a unigue

element?

Hu: | grew up in the south, surrounded
by the southern rain at dusk, misty and
cloudy mountains, the early morning and
late night vapor along the waterfront,

the riverside sunset, etc. These long-



term visual experiences have a lasting
impression on the mind and | have formed
my own awareness. | think artists should
respect themselves, respect the cultural
growth of their own, their land, their way
of life and creation, the artist should be a

sincere, educated spiritual scholar.

Ci: You have been engaged in the
creation of ceramic works for nearly three
decades. During this time, how has your
understanding of ceramic works changed or

developed?

Hu: | was seven years old when | began
to study painting, and now forty years later,
| have been involved in ceramic creation
for almost 30 years. In the three decades,
the knowledge and understanding | have
acquired can be divided into three phases;
the first stage focusing on the awareness
of traditional culture. | think a good artist
should study the ancients, and the purpose
is to study ancient tradition in juxtaposition
with the contemporary, and with the goal of
applying it in the modern context. The second
phase, | believe that a good artist should
study contemporary society, the surrounding
contemporary quality of life, cultural life,
leisure life and creative thinking, in order for
the work to serve contemporary society.
The third stage, | think that one's works
should consider the future, the artist has
the responsibility to do so, my art should be

created for posterity, a heritage left for future

generations to develop. In these three different
stages in the aesthetic characteristic of my
wark there are differences: the perception of
the landscape, the use of Chinese traditional
brushes and ink, my attentiveness to the glaze
and firing process , as well as an awareness

of the city are changing.

Cr: Can you tell us a little bit more

about your Valley series of works?

Hu: Regarding the Valley series of works,
the mountains left an imprint on my mind. |
was alone in the mountains, and went to the
forest to engage in recreation, exploring the
crystal-clear spring water flowing through the
pebbles, or the sound of the rushing mountain
springs. The visual and auditory impact of
these remains on my mind, giving me a lot of
inspiration and sublimated into an illusion and
then | used the scientific method to create the
mark. The way | use the material to express
it this way comes from the three decades’
knowledge formed during practice. | use my
favorite way to express it. For example, the
relationship of trees, hills, and the emerging
lines of a mountain. | work the dotted lines
on the surface using decorative techniques
stemming from observation and inspiration.
Ceramic is a material which can be used to
depict the relationship between science and
art. | choose to use my own unigque way to
express ideas; using a brush to outline and
paint, engraving and abrasing with a knife,

using high temperature kiln firing and then it
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becomes a part of my aesthetic type of work.

Ci- Why do glaze crawling (suoyou)

works?

Hu: These works, some call them
crawling. The term is acceptable too, and
it is indeed shrinking glaze point. | have
always wanted to explore: what exactly is
the language of the ceramic in the end?
What is its ideal beauty type? Crawling
warks actually in the ceramic itself has
beauty. The ceramic body shrinks and
cracks, which we might consider to be
flawed, but that is precisely what makes
up the unigue vocabulany of the ceramics
indeed. There are of course different
opinions about thinking with a different
vocabulary, but | think this is a type of
beauty in itself and it induced me to create

these kinds of works.

C/: The crawling process was at first
considered by others to be flawed, why did it

become a form of beauty in your eyes?

Hu: In fact, beauty in the eyes of a
man comes from his experience, thinking,
research and education. | agree with this
crawling technigue as a state of beauty as it
can convey a message to me, and a better
understanding of ceramics. My work is not
solely within the scope of the process, | have
studied the process for many years, | can

do it crystal clear but | do not want to do the




?’E%}Iﬂﬁﬁ: i 114 em
Quiet Life in Fuchun

9

2005 4

same kind of works all these years. | wanted
to show the dynamism of the ceramic itself,
restore the original look of ceramic. You can
simply say that what I'm doing is unique to
the language of ceramics; it is not plastic, not
glass, not the other metals, but the language
| want to use is the language of ceramics

and that for me is very important.

Professor Hu Xiaojun is a rather
big man, but his build is deceptive as
people think he moves slowly or is lazy.
However this could not be further from
the truth because Hu's works are in fact
all independently crafted and formed
through the throwing and molding of the
clay, painting, glazing and firing. These
are skills attained from decades spent in
the exploration of ceramic art and learned
through practice. His interpretation of
the new crawling beauty type started as
a flaw and turned into a breakthrough;
he maintained the traditional blue and
white foundation, yet created a new look;
his understanding of the use of form and
content resulted in his "two faces, one
body" concept; his artistic achievements
and his nuanced understanding of urban
life all contribute to the achievements of
his series of ceramic works with modern
urban themes. He is creating a new creative

direction of contemporary ceramic art.

(Published in 7 "Porcelain”

Magazine in 2014, the First Issue)
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Comments

From a young age Hu Xiaojun has
had a love of the motherland's traditional
culture and has been engaged in the
history of Chinese ceramics and other
teaching and research work in the History
Department of Hangzhou University where
he had the opportunity to study ancient
Chinese ceramic art. His ceramic waorks,
in the pursuit of the realm of traditional
art also instill a deep, bold fusion of a
composing style of modern art. He uses
symbolic point, line, surface and color
processing and patterned visual form
which gives a pleasant artistic enjoyment
to his work. His paintings also reflect
the same characteristics, recounting Hu
Xiaojun's unigue artistic language.

— Mao Zhaoxi (Former Member
of the Standing Committee of National
People’s Congress, Professor of Zhejiang
University)

"Hu Xiaojun Ceramic and Painting

Exhibition" Foreword, 1997

Hu Xiaojun is one of the most enthusiastic
artists in my view. In his works | can feel
that he is more than just a potter. He
keeps thinking and drives the audience
to do the same. His concerns about the
questions which have no definite answer,
such as the relationship between clay,
water, fire and vessel, between usable

vessels and non-usable vessels, between

base deformation and decorative drawing,
between aesthetic convention and
aesthetic astonishment, between China
and culture...

“China” must face the present time.
Too much “China” has turned to Western
“ceramic” or “porcelain”. Actually, what
the world expects is the birth of “miracle
china”. I'm looking forward to a renaissance
of mainstream “China” and waiting to see
those artists who stand in the front of time
and become somebody someday.

| appreciate the concept in his new
works. | suppose he may have discovered
the way to enriching the ceramic world
through an integration of shape, color
and concept. In this image booming
period, persisting in the spirit of ceramic
vessel perhaps is an appropriate way to
handle the relationship between tradition
and development. | think this is the very
understanding of "China”.

— Song Jianming (Professaor,
Deputy Dean of China Academy of Art)

"Chinese Pottery—Hu Xiaojun

Contemporary Ceramics Art", 2007

As an outstanding artist, Professor Hu's
works are trying to create a contemporary
pottery of a new creative direction, both
on the continuation context, and practice
in new contemporary art. His creation has
formed its own unique beauty type, and
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the type of beauty inspires the artists to in
turn invest more thought.
— Chen Zhenlian (Professor of the
Humanities College of Zhejiang University)
"Chinese Pottery—Hu Xiaojun
Contemporary Ceramics Exhibition”

Foreword, 2007

Hu Xiaojun uses crawling, which in
traditional ceramic lining was originally
considered a flaw, but Professor Hu
carried on his innovative work, and
reaped the achievements of the beauty
of this innovative work; his green glazed,
effortless, and he enjoys working on the
firing of his ceramics like exploring the
mystery of an old dream; his underglazed
red and blue maintain a certain tradition
of ancient ceramics, but without losing the
new look.

— Song Longfei (former researcher
at the “Palace Museum” in Taipei, senior
pottery critic)

Chinese Pottery—Hu Xiaojun

Contemporary Ceramics Art, 2007

[t is not difficult to identify that
traditional Chinese culture is an important
feature of the ceramic works of Hu
Xiaojun, but at the same time, his warks
also clearly reveal his openness to new
ideas and new Western ceramic concepts.
He carefully studied the ancient ceramics
of Yuan, Ming and Qing dynasties and a

large number of his paintings focus on
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the folk heritage as its source. In Chinese
traditional pottery the pattern on the
surface was extremely rich in content;
ancient ceramic artists employed a body
of skills towards this aspect, so their skill-
set can be described as all-powerful. Hu
Xiaojun inherited this tradition, and even
contributed new content. He used his
own personal taste to resist the exerted
pressure to conform to the traditional,
while cleverly integrating various factors
with the traditional to create a fusion.

—Jin Weihong (Painter, Art Monthly
Chief Editor)

Art Observation 2007, Issue 4

Hu Xiaojun has a thorough understanding
of history; of the manner of excavating ancient
Chinese ceramic relics which hold an
inherent spiritual element; of the way in
which ceramics become a part of the daily
life of the individual and the ceramic craft
becoming the melting point between the
potter’s unconscious and rational thoughts.
After the firing of the ceramic, we not only
see the result of one person’s creativity
but also we see a product of history.
Through his historical consciousness and
humane care, Hu Xiaojun has been able to
pioneer a new direction of ceramic art.

— Wu Xiaoming (PhD in Art History,
Associate Professor of the Art Department
of Zhejiang University)

Chinese Pottery—Hu Xiaojun

Contemporary Ceramics Art, 2007



