


GUNILLA MARIA AKESSON

Vad &r ett kérl? En behallare, en skal, ndgot att ldgga frukt i,
kan vi da séga att kérlet &r innehéllet eller den lera varav det
modellerats? Ar det tomheten som bestimmer en skals identitet?
Lao-Tse:

Lera formas till ett kdrl;

men av tomrummet beror kirlets nytta.

Gunilla Maria Akesson kallar sina krl for cylindrar. Lingsamt
snurrar den blivande cylindern pa drejskivan. Gunilla Maria
ringlar leran forsiktigt och tunt och modellerar sedan med fing-
rarna, stryker omsorgsfullt ytan tills den r slit. Sa byggs kérlen
bit for bit. Det kan ta ett par veckor for en enda att bli klar.

Viggarna dr tunna, avslutningen skor, den vita glasyren liknar
mer ljus &n férg.

Kirlen ir KARL ett slags grundliggande princip for detta fore-
mal. Men deras latthet dr lika stor som tdtheten. Den fortitning,
nédmligen, som uppstar mellan tomt och fast. Materia och luft.

Vita cylindrar. S& kan de se ut. Men i Gunilla Marias fall ricker
det forstas inte med blicken, som inte fullt ut kan forsta kirlens
verkliga natur. Till det behdvs kédnseln i fingrarna, som kan folja
de knappt skonjbara spéaren av tillkomsten. De 14tt boljande,
buktande, ojamna véggarna i kdrlen, som beréttar en lang en-
tonig historia om tillkomst och fortsétter verka ocksa efterat.

Redan kommen sé hér langt i mina funderingar kring Gunilla
Marias konst, har jag fyllt kidrlen med nagot. Sjélva verkar de
vilja fylla sig med tombhet eller en s& sprod materia, att jag inte
vet vad den kallas.

”Det finns alltsa verkliga kroppar som formar skilja mellan
det fulla och det tomma rummet.” Skrev Lucretius i De Rerum
Natura (1 dversittning av Bertil Cavallin och Bengt Anderberg).

Och apropéa mina grubblerier vad denna spréda materia, som
kan ténkas uppta dessa cylindrar, kan kallas, kommer Lucretius
ocksa till undsittning med en annan poetisk formulering:

”Nu ska jag tala om luften som i hela sin kropp dndras ordkne-
ligt manga ganger varje timme. Ty allt som flyter bort fran tingen
fors alltid tillbaka till luftens véldiga hav; om detta i sin tur ¢j
gav tillbaka materie till tingen och gav nytt liv at de ting som it
bort skulle allt ha 16sts upp och forvandlats till luft. Alltsa upphor

aldrig luft att fodas ur tingen och vénda éter till tingen eftersom
det dr uppenbart att allt stindigt flyter bort.”

I ett liknande dialektiskt spel med omgivningen och vérlden
ser jag Gunilla Marias karl.

Denna dialektik finns redan i tillkomsten. Hur forsiktigt
de ringlas och modelleras och putsas till sin tunna runda form.
Gunilla Maria anvénder lera och glasyr pa samma vis som en
malare anvénder pigment och olja. Konsten att alltsa se i materian
en ny kvalitet, som ska vaskas fram i ytterst forfinat hantverk, dér
en viktig faktor ar tiden. Verken &r beroende av dess utstrackning.
Uppmaérksamheten ér riktad mot materian, tingen, dér det géller
att finna det vi kallar tomrum. I massan finns tomheten, precis
som ljuset bor i pigmenten.

Tomrummet definierar ett kérl, forstds, for dar kan vatten, frukt,
eller vad det nu kan vara, forvaras. Tomrummet &r sé att séga till
for att upphévas och framhallas.

Nu forhaller sig emellertid Gunilla Maria pa ett mer komplext
vis till detta.

Skorheten ténjs ut, den varieras genom formen pé cylindrarna.
Hur vida de é&r, hur hoga, hur stora. Materialet vibrerar med ljuset,
leran behaller sparen efter nyporna, och kikar hér och dir fram
i glipor, glasyren berittar att den 4r glasyr, flytande, rinnande,
fordnderlig. Allt detta paverkar tomrummet. Tidigare gjorde hon
kérl som var svarta, roda eller vita. Sedan dominerade det vita,
ibland brutet i skiraste blatt eller turkos. Mest som en skiftning.
Som om négot speglade sig i kérlen.

P4 ett stélle skriver Lucretius om himlen och molnen,
som speglar sig i en oansenlig vattenpol, sa att den som noga
ser upplever nagot mycket stort i det lilla.

Pa ett liknande vis kan Gunilla Maria férhalla sig till cylindrar-
nas tomrum. Som om den lera hon ringlar och bearbetar i allt mer
stigande rorelse, runt, runt, kan liknas vid Lucretius vattenpuss,
dér himlen speglar sig.

Tomrummet, &ppningen, som &r vidare, ldgre, smalare, liten
eller véldigt vidgad, ar ett sitt att bade skulptera ett mellanrum
och att likna vid maleriets variationer i kolorit eller gratoner pa
papper eller duk.

Det har med ljuset att gora. Skort betyder inte sprott, det handlar






mer om en uppldsning av materien for att ljuset ska kunna spela.
I detta fall r6r det sig ver det ndstan omarkliga landskap som
fingrarna skapat i leran, ett flimrande spel, som forstirks av ojimn-
heter i glasyren. Och det géller forstas och inte minst genom-
sldppligheten. Det tunna materialet later ana ljuset just genom

sin — skorhet. Och det 4r i hog grad detta ljus som utgdr tomheten
i cylindrarna.

Det ar latt att tédnka att tomhet &r ett slags visuell tystnad. Sa ar
det forstas inte 1 Gunilla Marias fall. Till skillnad fran andra karl,
som mycket tydligare visar upp sin praktiska sida, redovisar dessa
cylindrar tid, material, ljus och liknar dirmed ett slags klangkrop-
par, inte minst for att de &dr gjorda i sa olika storlekar, hoga, laga,
vida, trdnga, sma etc. En ldtt ber6ring med fingret ldngs den tunna
kanten ger inte bara en rysning 6ver sarbarheten men ocksa en
ytterst ldtt ton av fingrarnas arbete da cylindern fick form.

Berdringen ér visserligen bara en sidoeffekt, men i och med att
ett kndpp med nageln eller en rérelse med fingerblomman skapar
en ton, sa blir kdrlets rymlighet tillika en tillféllig klang. Tomhet
blir ljud. Liksom ljuset och tomheten bor den i sjdlva materialet.
Det ar ett tecken for kérlens nérvaro. Och dess existens &r ett
nyckelord. Med sina vdlvda kroppar tar dessa objekt plats i var
sinnevarld. Var de @n placeras gor de om utrymmet. Ddmpar
tonen, intensifierar ljuset, stiller frdgor om form och funktion.
Nog ror de sig mellan skulptur och keramik med grundldggande
drag av bada.

Den som vill kan forstés fantisera kring sarbarhet och avsaknad.
Det ir skora objekt, som &nda och kanske just dérfor sager ifran,
lockar blicken och kréver berdring.

Men jag ser cylindrarna mer s& hir: Genom ljuset och sin 6ppna
form ger cylindrarna intryck av létthet, luft, tillféllig rorelse. Och
samtidigt 4r ju formen sa pass bestdmd, bunden och forenad med
ljus och férg, att varje kérl har en egen, helt personlig massa.

Varje cylinder har en paradoxal hardhet, trots allt, materialet
ar tatt, formen fast, glasyren fysisk. Vaggarna ar en kondenserad
massa, som stravar uppat och utat for att definiera sitt centrum.

Vad #r det for slags kéirl Gunilla Maria Akesson modellerar upp
pa sin kavalett? En aforism av mélaren och tecknaren Curt Asker
lyder: ”Rymma oceankénsla i en tindsticksask.”

Nagot at det hallet.

Thomas Millroth, forfattare och konsthistoriker.

What is a vessel? A container, a bowl, something to put fruit
in — can we then say that the vessel is the contents or the clay from
which it has been shaped? Is it the emptiness that determines a bowl’s
identity? Lao-Tzu said:

“Mix clay to create a container

In its emptiness, there is the function of a container.”

Gunilla Maria Akesson calls her vessels cylinders. The cylinder-
to-be revolves slowly on the potter’s wheel. Gunilla Maria coils the
clay carefully and thinly and then shapes it with her fingers, stroking
the surface carefully until it is smooth. This is how the vessels are
gradually built up. It can take a couple of weeks to finish a single one.

The walls are thin, the top edge is delicate, the white glaze
resembles light more than it does colour.

The vessels are VESSEL — a kind of fundamental principle for
this object. But their lightness is as great as their density. That
consolidation that arises between empty and fixed. Matter and air.

White cylinders. This is what they can look like. But in Gunilla
Maria’s case, of course, our gaze is not enough — it cannot fully
understand the vessels’ true nature. For this we need the sense
of touch in our fingers, which can follow the scarcely discernible
traces of the vessels’ birth. Their gently undulating, bulging
uneven walls, which tell a long, single-toned story about
emergence and then continue to function afterwards as well.

Having come this far in my thoughts about Gunilla Maria’s
art, | have already filled the vessels with something. They
themselves seem to want to fill themselves with emptiness or
with such a delicate form of matter that I do not know its name.

“There are, then, certain bodies, possessed of power/To vary
forever the empty and the full” wrote Lucretius in De Rerum
Natura (transl. William E. Leonard, E. P. Dutton 1916).

Regarding my puzzlings about what this delicate matter, which
might be imagined to occupy these cylinders, could be called,
Lucretius again comes to the rescue with another poetic formulation:

“Now, then, of air/I’ll speak, which hour by hour in all its
body/Is changed innumerably. For whatso’er/Streams up in dust
or vapour off of things,/The same is all and always borne along/
Into the mighty ocean of the air;/And did not air in turn restore
to things/Bodies, and thus recruit them as they stream,/All things
by this time had resolved been/And changed into air. Therefore
it never/Ceases to be engendered off of things/And to return






to things, since verily/In constant flux do all things stream.”

I see Gunilla Maria’s vessels in a similar dialectic interaction
with their surroundings and the world in general. This dialectic
already exists in the vessels’ origins — how they are so carefully
coiled and shaped and smoothed into their thin round forms.
Gunilla Maria uses clay and glaze in the same way as a painter
uses pigment and oil. This is the art of perceiving in the matter —
the material — a new quality, which is to be teased out in the form
of extremely refined handcrafting, in which time is an important
factor. The resulting works are dependent on this elongated time
span. Our attention is focused on the material, the things, where
our task is to find what we call empty space. This exists in the
mass, just as light lives in the pigments.

Empty space defines a vessel, of course, because there we can
store water, fruit or whatever it might be. We can say that the
empty space exists in order to be abolished and accentuated.

Gunilla Maria, however, relates to this in a more complex way.

The fragility is drawn out; it is varied through the shapes of the
cylinders. How wide they are, how high, how big. The material
vibrates with the light; the clay retains traces of pinching fingers
and peeks out here and there in gaps; the glaze tells us that it is
glaze — liquid, flowing, changeable. All these factors influence
the empty space. Previously she made vessels that were black,
red or white. Then white dominated — sometimes with a touch
of the most delicate blue or turquoise. Mostly as a fluctuating
tinge, as if something were reflected in the vessel.

In one place Lucretius writes about the sky and clouds, which
reflect in a humble pool of water, so that anyone who looks carefully
can experience something very great in something very small.

Gunilla Maria can relate to the cylinders’ empty space in a similar
way. As if the clay she coils and works in an ever-rising circle could
be likened to Lucretius’s puddle that mirrors the sky.

The empty space, the opening, which is wider, lower, narrower,
small or very dilated, is a way of sculpting an in-between space
comparable to painting’s variations of colour or shades of grey.

It has to do with the light. Delicate does not mean fragile; it
is more about a dissolution of matter to enable light to play. In this
case the dissolution moves across the almost imperceptible land-
scape that fingers have created in the clay, a flickering dance
reinforced by the irregularities in the glaze. And, of course, this
applies not least to the permeability. The thin material allows us

to detect the light precisely through its...delicacy. And it is very
much this light that comprises the empty space inside the cylinders.

It is easy to think that empty space is a kind of visual silence.
Of course, this is not so in Gunilla Maria’s case. Unlike other
vessels, which far more obviously exhibit their practical side,
these cylinders tell a story about time, material, light — and thereby
resemble a kind of body of musical sound, not least because they
are made in such different sizes — high, low, wide, narrow, small
etc. A light touch with a finger along the thin edge not only conveys
a quiver of vulnerability but also an extremely slight resonance
from the fingers’ work when the cylinder took shape. True, the
contact is merely just a side effect, but in that a tap of a fingernail
or a movement with a fingertip creates a tone, the vessel’s spatiality
also becomes a temporary tone. Emptiness becomes sound. Like
the light and the emptiness, the sound lives in the material itself.
It is a sign of the vessels’ presence. And the sound’s existence is
a keyword. With their arched bodies, these objects take their place
in our material world. Wherever they are placed, they reshape the
space. Dampen the tone, intensify the light, pose questions about
form and function. Undoubtedly they move between sculpture
and ceramics, with fundamental features of them both.

People who want to can, of course, fantasise about vulnerability
and deprivation. It is delicate objects that attract the gaze and
demand to be touched, yet at the same time — and perhaps precisely
because of their very delicacy — also reject such overtures.

But I see the cylinders more like this: Via the light and their
open form, the cylinders give the impression of lightness, air,
temporary movement. And at the same time, their shape is so
determined, bound and unified with light and colour that each
vessel has its own, wholly personal substance.

Each cylinder has a paradoxical sturdiness despite everything:
the material is dense, the form is fixed, the glaze physical. The
walls are a condensed substance, which strives upwards and
outwards in order to define its centre.

What kind of vessel does Gunilla Maria Akesson create on her
wheel? An aphorism by Swedish artist Curt Asker goes as follows:
“To contain the feel of an ocean in a matchbox.”

Something like that.

Thomas Millroth, writer, art historian, critic.
Translation: Fenela Childs.



TRANSLUCENT
2015



















SHELTER
2015






SHELTER
2015













CONTAINER
2016




Sg?SWHWE BLACK / WHITE CYLINDERS




KARL, KRONOLOGISK VERKSLISTA
VESSELS, CHRONOLOGICAL LIST OF WORKS

ROD VIT SVART/RED WHITE BLACK
2013

Handbuilt porcelaine/earthenware.
D24xH60-30cm/D24xH15-20cm.

VIT CYLINDER / WHITE CYLINDERS
2013

Handbulit porcelaine, H 20, 40, 50 cm x W 23 cm.
Special made for Brian Haughton Gallery London,
UK.

STILL LIFE

2014

Handbuilt earthenware — lightblue glazed,

W30 x H20cm.

STILL LIFE

2014

Handbuilt earthenware, detail
— lightblue / white glazed.

STILL LIFE

2014

Handbuilt earthenware — lightblue / white glazed,
3 vessels together. W 31 x H 18 c¢m,

W27 xH19cm, W 22 xH 14 cm.

OPEN

2014

Handbuilt porcelaine — white chun and turquoise

glaze, 4 parts together.

W 30,22, 18,13 cm x H 4 cm.
OPEN

2014

! "] Handbuilt porcelaine — white chun and turquoise

| glaze, 3 parts together.

W 30,21,13cm xH 4 cm.

OPEN

2014

Handbuilt porcelaine — white chun and turquoise
glaze, 3 parts together.

W 35,27,23 cmxH4cm.

OPEN

2014

Handbuilt porcelaine — white chun and turquoise
glaze, 3 parts together.

W 35,27,23cmxH4cm.

OPEN

2014

Handbuilt porcelaine — white chun and turquoise
glaze, 4 parts together.

W 35,26, 18,13 cm x H 3,5 cm.

SHELTER
2015

SHELTER
2015

W30 cmxH25cm.

SHELTER

2015

Handbuilt earthenware

— lightblue glazed. W 35 x H 27 cm.

SHELTER
2015

W30 cmxH25cm.

SHELTER

2015. Handbuilt
earthenware — white
and lightblue glazed.
W30 xH25cm.
SHELTER

2015

W 35 x H 27 cm.

TRANSLUCENT

2015

Handbuilt porcelaine — glaced

with a White Chun and Zirkonglaze.
D23xH8cm.*
TRANSLUCENT

2015

Handbuilt porcelaine — glaced with
a turquoise Celadon and Zirkonglaze.
D16xH7cm.*
TRANSLUCENT

2015

Handbuilt porcelaine — glaced with
a White Chun and Zirkonglaze.
D26 xH8cm.*
TRANSLUCENT

2015

Handbuilt porcelaine — glaced with
a White Chun and Zirkonglaze.
D23 xH8cm.*

Handbuilt earthenware — white glazed.

Handbuilt earthenware — white glazed.

Handbuilt earthenware — white glazed.

Handbuilt earthenware — white and lightblue
glazed. W 30 x H 25 cm.

TRANSLUCENT

2015

Handbuilt porcelaine — glaced with

a White Chun and Zirkonglaze.

D23xH8cm.*

TRANSLUCENT

2015

Handbuilt porcelaine — glaced with
-————

a White Chun and Zirkonglaze.
D23xH8cm.*

CONTAINER

2016

Handbuilt earthenware, white/
yellow glazed. H 25 cm x W 25 cm.

CONTAINER

2016

Handbuilt earthenware, white/
yellow glazed. H 26 cm x W 30 cm.

CONTAINER

2016

Handbuilt earthenware, white/
yellow glazed. H 25 cm x W 20 cm.

¥

CONTAINER
2016

Handbuilt earthenware,
white/yellow glazed. Detail.

CONTAINER
2016

Handbuilt earthenware,
white/yellow glazed.
H 26 cm x W 25 cm.

*Special made for Brian Haughton
Gallery London, UK.
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”Enkelheten, kdnslan och hantverket

ar utgadngspunkten i mitt skapande

— det eviga och samtidigt fordnderliga

ar det som ger dynamiken till mina kérl.”

“The simplicity, the feeling and the
craftsmanship are the starting points

of my creative process. The eternal

and the changeable existences are

what gives the dynamics to my vessels.”
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