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Mother and Child 2002

Ceramic

ay Chen’s work first came
to my attention in 2001,

in Charlotte, North Carolina. He
was chosen as one of six “Emerging
Artists” by the National Council

on Education for the Ceramic Arts
(NCECA), and gave a slide talk

to the crowd of 4,000. Although he
may be new to Maine, he is certainly

well known nationally.

31"x 27" x 21"

The work impressed me. Two
strong forms lean to each other in an
embrace of exquisite tension. Often
one was sheltering, one huddled. The
space between these formal elements
came alive. In contrast to the powerful
and raw materials, Ray’s presentation
was quiet, sincere, and about his
relationship with his mother, who was
struggling with Parkinson’s at the time.

I was so glad to hear that Ray
had taken the ceramics position
at the University of Southern Maine.
He will add new perspective and
new energy to the Maine clay
COMmmunNity.

Sharon Townsend

















































Report on Emerging Artists 2001

RoOBERT MONCRIEF

A good reality check for awould -be “emergingart-

ist” is to witness the commitment levels of the
six distinguished artists assemblec% each year by
NCECA. The 2001 Emerging Artlsfts, without
exception, have wonderful academic and show
credits. More importantly, each has produced
a substantial body of work.

Kosmas BaLLis o
Kosmas Ballis, who presented first in Char-

lotte, may be the most challenging of thisyear’s
emergers because he does not confor.m tocon-
ventional ideas of design. Each of his roug%ﬂy ‘
spherical forms seems to grow randonfll}w? ;
network of objects linked by generous drips o
slip and glaze,—oftenwith jarring, high- chroia
color. On closer examination, you see that the
nodes in the matrix are cultural icons,‘ trapped
in the secretion-like layers. Castings ir.om (fe‘:
example) dolls, toy birds, butterﬂl'es an
children’s building blocks are drowning a
i earing into the goop. ‘
dl?l"ﬁz is angexpression, Ballis says, of our ¢
cessive consumption, the deadening qua»htyj
the monoculture, the corrupting nature of mt
cheapness. His ropes of garish glaz'tif are‘kt
special-sauce of devolutionary MclLi ‘e ir
United States. The congested masses are
to indicate the cages of our freeways. on(czie
erating, now ensnaring us in an al'zto~ L
suburban landscape, which by %ts na
engenders waste, isolation, alienation aul

2k Bouquet #1, Kosmas Ballis,
11" 58" w67, ceramic, 2000

aesthetic value. o f |
Ballis creates these things in sittings 0 5

70 hours. He works freely, loosely, i 1;11
splashes of three—dimension.al col(th% W

action-art intensity that overrides }'us Ilfl
food and sleep. Has he ever been filmec
act of creating these things?

Gow Hwer (Ray) CHEN |
Cow Hwei Chen’s “Mother and Child

like the work of his influence, Henry M
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Mother and Child, Gow Hwei(Ray) Chen,
467L 235" Wx32"H

massive, with strong line, more abstract, yet
clearly understandable, particularly when wit-
nessed inseries. Before screening the “Mother
and Child” slides, Gow Hwei Chen (we are in-
vited to call him Ray Chen) gives heart-felt
thanks to mentors, family and all who have en-
couraged him. He refers to Moore’s sentiment
that sculpture must be charged with meaning
fromthe sculptor’s experience. Chen was a boy
when his mother was diagnosed with
Parkinson’s disease and his father deserted the
family. In keeping with Chinese tradition, Chen
has grown into manhood taking care of his
mother through her struggle with disease. He
expresses the deep love, pain and constant
change of this profound relationship with his
many groupings.

Amongthisyear’s emergers, Mr. Chen’s pre-
sentation has the greatest cumulative effect.
The pairs of highly abstract figures, often not
more than four feet in any direction, are
twisted, torn, boiling, beaten and gracefully
soaring masses that as easily could be land or
oceanscapes. Stain, glaze and raw body are used
to contrast or differentiate Mother from Child,
inlow-chroma earth tones, afew of which might
be called red sandstone, volcanic flow, kaolin
quarry or sea-washed clam-buff. In each pair-
ing, the figures touch at some point.

Though these lyrically composed works ap-
Peared to be freely formed and spontaneous,
Chen always works from sketches and
Maquettes. Perhaps this deliberative approach
dccounted, too, for his uncluttered presentation
dtthe podium where, once he had given us the
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simple context of his moving, intimate work, he
advanced the many slides, one after another,
stating only dimensions.

ADELAIDE S. PAuL
Adelaide S. Paul said that she hopestoseduce
her audience with "lush glaze and pristine
form”to get across her “disconcerting content,”
which is about the abuse of horses, Cows, pets,
race dogs and research animals. In one series,
beautifully formed limbless porcelain animals,
often greyhounds, lie in petrie dishes. Many of
her animal figures are limbless or modeled with
prosthetic limbs, showing their dismember-
ment or disintegration via interaction with hu-
mans. Ms. Paul was inspired for another series
when she saw a live cow that had installed in its
side a glass window to aid in a children’s biol-
ogy class. This experience inspired her win-
dowed horse series, also limbless, stripped of
power, diminished in dignity. "Hamstrung” is
a figurine of an Australian sheep dog, which
Paul found with the front paws broken off. She
replaced them with porcelain human hands, an
integration which disrupts our sense of sepa-
rateness. In an installation piece called 30
Days,” she documents the death by injection of
432 unwanted shelter dogs in a given month in
Lubbock, Texas. A numbered porcelain urn for
eachisarranged on shelving around the instal -
lation space, and a small table bears an album
of each dog’s photo and name. "30 Days” is a
comparative song of holocaust, which may of-
fend our anthropomorphic nature, or raise our
consciousness, or both.

BoNNIE SEEMAN

Bonnie Seeman explores the relative natures
of flora and fauna with her functional ware. In-
spired by her grandfather’s painting, her early
work was formed as, and adorned with, a richly
palletted assortment of plant life. For example,
she has formed and transformed clay into vine-
entwined trees, trees into coffeepots or teacups
with saucers into lilies on lily-pads.

Then at some point she began incorporating
the interiors of humans or animals into the in-
teriors of her plant pots. A tastefully arranged
floral butter-dish opens to reveal the bloody
and perhaps diseased guts of something. Some
of her teapots have a stomach body, intestine
for spout and handle and a lovely bed of green-




Ewer and Tray, Bonnie Seeman, 9"z 6" 2147,
porcelain, 2001

ery for a foot. She showed a slide of two pitch-
ers, identical but for the glazing: one predomi-
nantly in greens, the other in reds. Amazingly,
the red looked like organs and guts, the green a
plant.

Sometimes Seeman retreats back to her more
peaceful, exclusively green-world themes, away
from the gross animal interior. But she feels
that the juxtaposition and merging of animal
with plant life is her strongest work.

Tip TorLanD

The arc of Tip Toland’s surreal work in ce-
ramics arises from a painting tradition. Many
of her wall-mounted pieces are painted with
pastels and fixative. Her earlier ceramics are
dioramas, inwhich she experiments with forced
perspective and dramatic lighting. Then came
her wonderful series of tiles that are still very
painterly and concerned with light and dream.
Fromhere Toland says she moved joyfully onto
bas-relief. Those included the use of mixed
media, additions of carved wood with gold and
silverleaf. Presently she is working fully in the
round. The imagery and composition through-
out this substantial trajectory are visually ap-
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pealing, disturbing and surreal. Her work is
inspired by works such as Giorgio de Chirico’s
“Melancholy and Mystery of a Street”.

Inthe Toland wall-piece, “She knows her way
back home,” a woman in the foreground is na-
ked and crumpled on the rocks, while in the
distance a white horse — her horse, — follows a
winding road away through a largely barren
landscape. In another piece, a man tied to an
interior door is forced to listen to something on
the hi-fi. In “Skaters,” two sisters skate on a
pond, joined by their long hair. In “Protest,” a
person perches in a single remaining tree
where all else is burning. In an interior scene,
awoman reclines on and is trapped in a couch.
In "Stolen,” a crone runs through a field in her
wedding dress while a group of crows fly off with
her veil. Grows in the landscape are reminis-
cent of Van Gogh’s late fieldscapes.

Inthe more recent sculptural pieces, Toland’s
figures are doll-like. “Look, she can fly” is an
old woman, seated and weary, partially naked,
with one breast and one scar, poorly coifed doll
hair, arms attached with elastic bands, and a
textile cape that might have been added by some
little girl owner to help her old woman doll by
the suggestion of super powers. In another, a
vacuous baby-sitter sits nearly comatose, with

a lively, vital infant on her lap.

GrorrrEY WHEELER
Geoffrey Wheeler, like Bonnie Seeman,
brings references from plant and animal life to
his otherwise dissimilar work. His animal sug-
gestions, unlike the blood and bowels of
Seeman’s work, refer rather to the exterior sur-
faces, curves and colors that are readily appeal-
ing to the eye. Also, rather than the obvious
representation of body parts, Wheeler makes
subtle references. He wants his mother to miss |
the sexual suggestion and say, “Isn’t that nice,”
while others will say, “Oh, Baby!” Green nipple,
or thorn-like, elements pressing into the soft.
yielding flesh of the teapot (featured in this
year’s NGECA Clay National Exhibition a
Winthrop University), may be a stamen, or fe
male genitalia, or some beautiful abstract form.
Oriftheyarethorns, he says, they are not meai
to be confrontational. The ripe banana-lik
handle and spout of this pot may be phallus 0
fruit: banana yellow, pomegranate red and:ar
rested glaze drips of translucent kiwi-green. 0

these are the colors of tropical birds. Mr.
Wheeler says he goes after the red-orange-
green “of the cockatiel and the bright bloom of
ababoon’s butt.”

Utility and metaphor are Mr. Wheeler’s lan-
guage, and in his talk he used more than once
the word "sweet.” He is interested in celebrat-
Ing or rejoicing in that which is sweet, and in
bringingthis sense to the experience of his pots.
This sweetness seems not Just a reference to
sensual appeal, but to everything in life that is
positive, pleasing, comfortingand beautiful. He
knows that his pots are a life-affirming com-
rflejntaly, but he wants them also to invite par-

tl‘mpa‘cion, touch, heft and the pouring out of a
nice cup of tea.

NCECA 2001 has chosen here two functional
Emerging Artists and four “dysfunctional”.
Ballis, Chen, and Wheeler (the men) produce
the more abstract work, while Seeman and
Toland use a more directly representational
language, as does Paul in the service of hercon-

Glen B. Blakley

Adelaide S. Paul, Geoffrey Wheeler, and Tip Toland
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ceptual art. All six make art rich in content,
Ballis and Paul make socio-political commen-
tary. Chen and Toland’s art work, while deeply
personal, has the clarity to touch a universal
audience. Wheeler and Seeman explore ourin-
tegration with nature or the lack thereof. But
this could be said, too, of Chen’s ever changing
mother/son relationship, of Paul’s animal kin-

ship message, of Toland’s gentle, psychic erup-

tions. These six emergers identify levels of
human integrity to varying degrees along a
spectrum, from the corruption of Ballis’

spheres to the rej oicingunity of Wheeler’s ves-
sels.

Rabert Moncrief grew upinthetile and shard studded F ulper
house in Flemington, New Jersey. He earned a BA at
George Mason University, did some meager graduate work
at the University of Virginia, and has been affiliated for
ten years as a student, volunteer and instructor with the
Boulder Pottery Lab. His lovely and nearly credit-free

sculptural work appears from time to time in Colorado and
at his mom’s house.

Emerging Artists” for 2001: Gow Huwei(Ray) Chen, Bonnie Seeman, Kosmas Ballis




Glen B. Blakley

Emerging Artist: Gow Hwei (Ray)Chen

Ray Chen being congmtulated by Phyllis Kloda, new
NCECA Board Director-at-Large
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Gow Hwer (Ray) CHEN
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Coming from Taiwan, Republic of China, a tradi-

tional and agricultural society, all of my percep-

tions of human relationships are influenced by
this oriental, conservative background. My new
experiences within the vastly different culture
of the United States have led me to search fora
deeper understanding of human relationships.
Through my work in clay, I have looked for a
new form of communication that crosses the
boundaries of cultural experience.

I grew up in a loving family environment;
within our household, my mother’s influence
was constant. Her career as an opera singer gave
depth to my musical understanding as weﬂi as
gave me an introduction to the arts. I studied
violin beginning in childhood and later gradg—
ated from the National Taiwan Education Uni-
versity with a Bachelor of Music degree. My
mother’s passion for floral design was another
important influence. Both impacts he?lped to
stimulate my creativity and direct me into the

arts.
It was again through my mother’s influence

that I tried ceramics. I discovered that clay has
unique qualities: plasticity, texture, color.and
form. With clay, I began to make a comparison
to music. Clay could be touched and seen. 1
could put feeling and life into clay that be.comes
unnecessary to translate verbally, much like the
feeling transferred by composers through mu-
sic. .
When I was in a production functmnal ‘
ceramics studio in Taiwan, I realized that the
decoration of oriental ware had a consistentk
characteristic in composition that involvefl na-
ture and symmetry. On the other hand, Chmesz
sculpture is physical and requires that. balanc
and stability be considered equally .wrch sym
metry. Traditional Chinese culture mﬂueng
both functional ware and sculptural ceramx
in more subtle ways of color, pattern and ‘
Fourteen years ago, my mother fell 1h
Parkinson’s disease. At the onset of t

sickness, my father abandoned our family. In
accordance with the tradition of Chinese cul-
ture, it became my role to take his place and to
be strong. As a result, my relationship with my
mother has grown. I encourage her with love
and warmth. I kiss her and tell her that I love
her. Even now I have not fully accepted her ill-
ness. I pray that she will recover one day.

This experience made me very aware of the
relationship between mother and child. The
bond is very strong, and I began to re-examine
my own relationship to my mother. This be-
came my central focus. Through the relation-
ship between two forms, I am presenting
movement, energy, love, relation, honesty and
integrity. I began to examine, through my own
experience, the universal experience of a child
honoring and protecting his mother.

Forthe last several years, I have addressed in
my work the central relationship between my
mother and myself. My sculpture exploration
of form, space and line has become my outer
language to embody my inner feelings about
this experience with my mother. It has also ex-
pressed the crossed boundaries between Fast-
ern and Western culture and aesthetics, as well
asthe physical distance between my motherand
myself. My sculpture is also, then, my testimony
of my faith.

Henry Moore said that “one distorts the
forms in orderto create space.” Moore also said
that “Sculpture, for me, must have life in it, vi-
tality.” By creating a vitality and life within a
form, one creates in a piece of sculpture, mean-
ing. Moore said that “The great (the continual,
everlasting) problem (for me) is to combine
sculptural form (power) with human sensitiv-
ity and meaning... i.e. to try to keep primitive
power with humanist content.”

A major concern within my sculpture is to
create negative space. | cannot understand
negative space without equally understanding
form. Chinese culture is imbued with an indi-
rectness of spiritual vitality. In other words, an
object perceived, then associated with a meta-
phorical meaning, has a higher sense of spiri-
tual recognition then an object perceived as just
an object in Chinese culture. This is when an
object is imbued with life, for it takes on a sig-
nificance beyond its physical appearance.
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The form’s vitality is drawn from the life of
my mother and myself. By breaking the figure
up into fragments, I increase the plastic poten-
tial of my aesthetic language. The composition
of gestural abstract forms is affected strongly by
the spaces between forms. The energy comes
from the point where the pieces touch. It is an
abstraction in form, of a child kissing a mother
when she is ill. He is encouraging her to be
strong.

“Mother and child” is an exploration of the
emotional relationship between my motherand
myself. Also, I believe the content of my sculp-
ture to be an emotional connection between
form and materials. The whole process is an at-
tempt to reach for the best synthesis of contem-
porary communication and to find a link with
mass audiences both in Eastern and Western
cultures. In developing my personal knowledge
and philosophical view of the world, these ex-
periences have led me to express myselfin ways

that differ from traditional Chinese culture and
they have affected the way I communicate with
people through my art work. This event repre-
sents a very significant transition in my art
world as well as a new experience in my life.

Gow Hwei(Ray) Chen spent ten years in Taiwan training him-
self in handbuilding and the ways of the wheel as a sculp-
tor, five years teaching ceramics and four years managing
a ceramics studio in Taiwan. He came to the United States
in 1991 to pursue more contemporary issues in his work.
Hereceived his B.F.A. in ceramics at Ohio University and
M.F.A. in ceramic sculpture at Rochester Institute of Tech-
nology. Since 1994, Ray has attended six NCECA confer-
ences. During the 1996 conference, he assisted Brad
Schwieger with his demonstration and was selected as a
NCECA SHIMPO 1994, scholarship recipient. Mr. Chen
was the 1998 Lormina Salter Fellowship Recipient with
one year free residency and stipend at Baltimore
Clayworks in Maryland where he continued as a teacher
and resident artist until 2001. In 1998 he taught at Mary-
land Institute College of Art as a part-time faculty in the
Ceramies Department and in 1999 he taught at Towson
State University and Goucher College. He is also a 2001
NCECA conference emerging artist recipient. Presently,
he teaches at the University of Southern Maine where he
is assistant professor of ceramics.

At the age of 22, he began to study flower arrangement
withhis mother, a practice which helps him to think about
space and visual objects from all perspectives.
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