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Mayor's Preface

Rich artistic and cultural resources are important cultural assets for New Taipei City. Arts and cultural institutions
everywhere are engines for driving cultural development. The government of New Taipei City has for many
years put effort into international exchanges, and as a part of this effort, Yingge Ceramics Museum has been
doing its best to promote the development of ceramic art in Taiwan and to organize the Taiwan Ceramics
Biennale. This competitive international exhibition has increased in stature to become one of the world's top
four ceramic arts competitions; it has enabled Taiwanese ceramics to “achieve world renown while remaining
rooted in New Taipei City.” These exhibitions bring together in Taiwan the works of ceramists from all over the
world. The works also display the enchanting allure of modern ceramic art and let the viewing public see at a
glance the explosive developments in ceramic art today.

The format of Taiwan Ceramics Biennale is unique in that it alternates between a competitive exhibition (an
exhibition of original works submitted for competition) and a themed exhibition (an exhibition whose theme
and content are selected by curators who have submitted their proposals to a competitive review). This has
brought new energy to the exhibition of contemporary ceramic art. The competitive exhibitions display the
status quo of ceramics art around the world; the themed exhibitions present the viewpoints of the invited
curators who explore the many varieties of expression in ceramic art. In the present Biennale, Wendy Gers was
selected as curator after a competitive process. Her proposal, “Terra-Nova: Critical Currents / Contemporary
Ceramics,” expands the scope of ceramic art. The theme encompasses issues such as glocal identities, the
environment (which has been garnering a great deal of attention in recent years), recycled and upcycled
ceramic art, the use of 3D printing and digital technology in ceramics, and so on. It shows ceramic art’s new
creative trends and also looks toward the future.

Shaping a “Cultural New Taipei City” is a long-term, cumulative project. By hosting various kinds of arts and
cultural events like the New Taipei City International Drum Arts Festival, International Environmental Arts
Festival, North Coast International Kite Festival, and the Taiwan Ceramics Biennale, New Taipei City builds
platforms for international exchange. By introducing diverse activities such as these, we expect the people of
New Taipei City will gain extensive contact with art and culture, and thus create an enjoyable environment in
which to live.

Hlen A

Mayor of New Taipei City
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Preliminary Selection

Ho Cheng-kuang Publisher and Editor-in-Chief, Artist Publishing Co.

Lee Liang-i Ceramist

Victoria Yung-Chih Lu Independent Curator

Liao Jui-chang Professor, Dept. of Visual Arts, National Chiayi University

Yu Jan-chi Chief of Creativity and Marketing Division, National Museum of History

Lai Chi-men Associate Professor, School of Fine Arts, Taipei National University of the Arts

Lai Ying-ying Dean & Professor, Graduate School of Art Management & Cultural Policy,
National Taiwan University of Arts

Final Selection

Nagasawa Setsuko Ceramist

Tchen Yu-chiou President of Egret Culture and Education Foundation

Robert Bell Senior Curator Decorative Arts and Design, National Gallery of Australia

Ho Cheng-kuang Publisher and Editor-in-Chief, Artist Publishing Co.

Jane C. Milosch Director, Provenance Research Initiative Office of the Under Secretary for
History, Art, and Culture, Smithsonian Institution

Liao Jui-chang Professor, Dept. of Visual Arts, National Chiayi University

Chen Chun-lan Director of New Taipei City Yingge Ceramics Museum
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An Overview of the Selection Process of the
2014 Taiwan Ceramics Biennale

Gillian Yu, Collection & Exhibition Department

Now in its 5" edition, the Taiwan Ceramics Biennale has become an important platform for international
exchanges in the field of ceramic art since it was first held in 2004. In order to secure the maximum possible
participation of ceramic artists from around the world, the highest prize money among similar events was
offered for the first biennale 10 years ago. In the end, nearly 700 artists submitted their works, among which
several were selected as winners and exhibited during the event. The biennale four years later was also
competitive in nature, with artists from some 50 countries submitting their works. Having had two exhibitions
which featured works chosen on a competitive basis, the organizers compared the biennale with similar events
known internationally and found that many works were entered into multiple competitions repeatedly. Such a
practice resulted in repetition and limited the scope of exhibitions. Consequently, in 2010, a decision was made
to alternate between curatorial competitions and ceramic work competitions while ensuring the depth and
the scope of each exhibition. The purpose is to allow the public access to a greater variety of works on the one
hand and, on the other, to continue to provide ceramic artists with an opportunity to make themselves known.

Following the 2012 biennale, which was held around a competition of ceramic works, the Yingge Ceramics
Museum began to plan for the 2014 event. Like the one in 2010, it is to be based on a curatorial competition.
So early in late 2012, an invitation was issued to ceramic professionals, scholars and curators to ask for
exhibition proposals in the form of an outline. As of the end of March deadline in 2013, 18 proposals from 12
countries were received. They were reviewed by seven Taiwanese judges, including curators, ceramic artists and
experts, in a meeting held at Yingge Ceramics Museum on the afternoon of April 29. The judges studied the
potential for development and execution of each proposal as well as the experience of each curator who had
submitted a proposal before picking eight for consideration in the final selection. For this stage, each of the
eight curators was asked to provide a detailed proposal.

When the deadline for that expired on June 30, the museum received detailed and complete proposals from
seven curators. Three foreign judges — from Australia, the United States and Japan, respectively -- joined four
local judges for the final selection meeting on the morning of Aug. 5. They discussed issues such as the theme
of each proposal and the strength of its argument, the feasibility of the plan, its comprehensiveness, display
arrangement, educational activities and publicity recommendations. In the end, Wendy Gers from South Africa
won with her proposal titled “Ceramics NOW: Art, Design & Digital Materiality”.

The concepts contained in the seven final proposals were extremely varied. One began with the nature of
ceramic as a medium and sought to display the techniques and process of the making of ceramics. Another
one employed modern technologies and added elements of media such as audio-visual recordings and action
art. Yet another focused on the development of 3D printing and virtual pottery wheels as examples of the
combination of contemporary ceramic art and new technologies. It was evident that all the proposals were full
of creative ideas on the part of the participating curators and their observations and creative thinking about
the trends in contemporary ceramic art. These efforts made interesting topics during the selection process.

During that process, several judges expressed the view that the Taiwan Ceramics Biennale should facilitate
exchange and dialogue between Taiwan and the outside world by ensuring the event is both Taiwanese

and international in nature. The judges also hoped the biennale can be influential enough to provide some
theoretical basis for future studies on ceramics. It was hoped that the event will contribute a perspective that is
both global and forward-looking to the development of contemporary ceramic art and help inspire local artists
at the same time. It is because of these considerations that the proposal by Gers won unanimous approval.

In her proposal, Gers touched on such topics as local traditional ceramic works, the current trend of ceramic
recycling and another new trend to combine ceramic art and technologies. She envisioned an exhibition that
would encompass both the past and the future, one that would display works from a great variety of sources
and that would contain educational activities featuring Taiwanese culture.

* The title of Wendy Gers' proposal “Ceramics NOW: Art, Design & Digital Materiality” has been changed to “Terra-Nova: Critical
Currents / Contemporary Ceramics.”
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Trends in the Development of Contemporary Ceramic
Art and Strategy of the Taiwan Ceramics Biennale:
An Extended Reflections on a Panel Discussion

Chiang Shu-ling, Collection & Exhibition Department

Date: PM 2:00-4:00
Venue: International Ceramics Residency Center

Contemporary ceramic art in Asia

There has been a long history of making an international competition a stage on which to showcase the latest
and the best samples of contemporary ceramic art. The Faenza Biennale started as far back as 1938. The Fletcher
Challenge ran from 1977 until 1996. The International Ceramics Competition in Mino, Japan has been going

on since 1986. And in the past decade, both South Korea and Taiwan began to organize similar events. The
increasing number of competitions in East Asia highlights the importance with which ceramic art is viewed in

the region. At the same time, it has helped East Asia catch the attention of those working on, or interested in,
contemporary ceramic art. All this was not lost on the organizers who were planning the 2010 Taiwan Ceramics
Biennale. On the other hand, however, they also saw the downside of increased international competitions.
Many works were submitted to more than one competition-based biennial event. The time frames for works to
be submitted to different competitions overlapped each other. Works meant for a competition would appear
alongside other pieces in exhibitions. Finally, many exhibitions would have basically the same appearance, which
led to the characteristics of new and rising biennales being obscured. We understand competitions can shed light
on the latest developments in the creation of ceramic art but our attention remains focused on how to contrast
contemporary ceramic art with the arts of today and to play a leadership role in the development of our particular
art form. We aim to make the Taiwan Ceramic Biennale a unique event in today's world of ceramics and, through
organizing the biennial event, we hope to link Taiwan's ceramic art to the world outside and help increase the
sophistication of the works created in this country.

Works competition and curatorial competition

Based on that understanding, the museum began in 2010 to have the biennale alternate between a thematic
curatorial exhibition and one that displays works selected in a competition. Every four years, a works competition
would present a broad cross-section of contemporary ceramic art from across the world while a curatorial
competition would establish the relationship among a selection of works and thereby provide different perspectives
on ceramic art. In 2012, when the biennale was held around a works competition, there were two additional
features besides continued attention to contemporary ceramic art. One was a special exhibition of the works by
the top prize winner and the other involved providing an opportunity for the winners of top prizes — Grand, Gold
and Silver Prizes — to take part in the resident artist program. The changes were made to prolong the effect of the
artistic energy of the biennale by focusing the spirit of the awards more on art making itself and creating a real
linkage between the awardees and Taiwan.

Compared with five proposals that entered the final selection in 2010, seven made it to the final stage of the
latest biennale's selection process. (One of the eight curators selected did not produce a detailed proposal as

requested). Their themes reflect the changes in the international world of ceramic art. In 2010, the attention paid
to political, social, economic and environmental issues were basically focused on reviews of the modern history

of ceramic art and the works of the masters, ceramic sculpture, characteristics of ceramic media and materials
and their correlation with space. The curator who eventually won out — Moyra Elliott from New Zealand, with her
proposal titled "Korero: Ceramics in Conversation” — used virtual chatrooms as a basis for imaginative art making.
The exhibition she planned began with the ancient motif of the meeting between the West and the East. It then
moved on to history, society, politics and ceramic media and materials before finally returning to home, living

and highlighting the close relationship between ceramic works and our lives. The works of Colby Parsons, which
were displayed in the last exhibition room, subtly touched on the characteristics of a living environment in which
ceramic art forms a part. Animated clouds were projected onto cloud-shaped ceramic art work, creating a mixture
of reality and virtuality and pointing to the role which technology plays in people's lives in this modern civilized
world. Signs were showing that technological elements would be fused with the making of ceramic art. Examples
of works of this kind and relevant reviews were abundant in the world of ceramics in the West, such as the Hyper
Clay workshop during the 2012 Australian Ceramics Triennale and other related seminars.

Fireworks from the collision between technology and ceramic art

The proposals submitted for this year's biennale can be divided into three categories: the outlook and review of

the development of contemporary ceramic art, the exploration of the nature of the art, and the application of new
technology to the making of ceramic art works. The proposal made by Wendy Gers of South Africa was picked as the
winner. Although several of the proposals dealt with the issue of technological applications in length, it was Gers who
stood out by providing the most comprehensive planning. All the judges looked forward very much to the fireworks
that they expected to come from the meeting between ceramic art and modern technologies.

Liao Jui-chang, one of the judges and a ceramist who also teaches in a university's fine arts department, had initial
reservations about the balance between design and technology in Gers' proposal. In the end, he saw it as a viable
option as technological innovations, which aim to make people live a better life, can also provide inspirations to
the making of ceramic art.

Tchen Yu-chiou, another judge, saw the expectation, imagination and experiment that Gers' proposal could bring to
the making of ceramic art. Gers hails from South Africa, with its historic background of the black majority winning
political power which is rightfully theirs from the whites by fighting a long war against apartheid. Tchen believed this
particular background allowed Gers to present a high level of open-mindedness and respect for pluralistic culture.

In her comments, Tchen cited the example of "Cheng Ho 1433," a collaboration with Robert Wilson when she was
chair of the National Chiang Kai-shek Cultural Center in Taipei. The crossover experiment combining theatre, music
and other performing art forms brought new possibilities for the presentation of art and culture, Tchen said.

Jane C. Milosch mentioned the fact that Gers used 3D digital and other high-tech elements in her proposed
exhibition would not lead to a decline of ceramic art nor its replacement. On the contrary, she said, these elements
could help people understand that the use of technology in the making of ceramic art will not take the place of
ceramic art itself.

Robert Bell observed that, while paying attention to contemporary ceramic art, Gers made reference to its linkage
to Taiwanese culture, for instance the crossover cooperation between artist William Kentridge and Lin Lih-hsin
Puppet Theatre Museum. (Note: This project did not materialize due to scheduling difficulties on Kentridge's part.)
Gers also dealt with the subject of upgrading and renovating ceramic art, Bell pointed out, as recycling and cutting
back waste in a world facing massive environmental degradation have become hot topics in seminars on ceramic
art in recent years.

Chang Ching-yuan, another member of the judges panel who has long been active in the international world of
ceramic art, is an associate professor at Tainan National University of the Arts' Graduate Institute of Applied Arts
and also a judge at the 2013 World Ceramic Biennale Korea. He went over the changes undertaken at the event in
South Korea and pointed out that the way the works competition was conducted there marked a dramatic break
from tradition. The international judges were asked to each produce a list of artists aged 40 and over who are well
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established in their own countries but little known to the outside world. In the end, 20 of these artists were selected,
their works were displayed during the biennale and top prizes were presented. This somewhat made up for the long
absence of this kind of artists in international biennales, Chang said. In addition, educational activities lasted as long
as the World Ceramic Biennale Korea for the sake of maximizing publicity. The entire design, he said, was aimed at
the group of professional ceramic artists. While Yingge Ceramics Museum has won international recognition for its
efforts over the years, Chang said, it has invested woefully little on international publicity. The limitation of funding
has been a real constraint on the museum, he added. The museum used its limited budget mainly on holding
exhibitions and related activities and what it has done in terms of international publicity is a far cry from what the
Koreans have done with their biennales, Chang said.

Building a platform for dialogue on ceramic art

In his comments, Gong Jow-jiun, Associate Professor of Tainan National University of the Arts' Doctoral Program in
Art Creation and Theory, mentioned a project on which he collaborated for the 2010 Shanghai Biennale with Chen
Kuan-hsing, a professor at National Chiao Tung University's Institute of Social Research and Cultural Studies. The
project was called "From the West Heavens to the Middle Kingdom: A dialogue at the 2010 Shanghai Biennale

on social thinking in India and China" and stated the dialogue between the two major agricultural societies

were based on a historical and political complex that is both proximate and distant at the same time. It was a
platform for dialogue between the two countries' artists and intellectuals after more than a decade of cross-border
exchanges. The project was supported by funds and manpower from the private sector and its discussions were
open to the general public. Noting that both South Africa and Taiwan emerged from years of colonization, Gong
suggested creating a hot topic by setting up a platform for exchange during the 2014 Taiwan Ceramics Biennale
and conducting a critical study into the similarities and differences between the two countries and the localization
of contemporary ceramic art. He also mentioned the fact that he visited kilns — either operating or lying in ruins
—around Taiwan when doing research. It would be an interesting thought to reconstruct a history of ceramics in
Taiwan based on those findings, Gong said.

Gong also asked whether the museum has any plans on the development of a right to interpret Taiwan's ceramic
art. He noted that it would take a great deal of money and effort to set up a platform for dialogue. The project at
the 2010 Shanghai Biennale cost 5 million Chinese yuan, he said. Building a platform would help obtain the right to
interpret, or the right to have a say, but a lot of thinking and effort would have to go into it, Gong added.

By organizing the Taiwan Ceramics Biennale, Yingge Ceramics Museum hopes to build up an international reputation
with which to increase its influence. With the biennale acting as a platform for various kinds of dialogue on ceramic
art, Museum Director Chen Chun-lan hopes that it can be one for dialogue between tradition and innovation,
between Taiwan and the outside world, between peoples (including different audiences, artists and their audience),
between artists, between respect and dialogue and even between works.

The judges also mentioned the issue of a general lack of knowledge about Taiwanese culture among foreign
curators who submitted proposals for the 2014 biennale. They hoped for a better presentation of local culture
through communication and coordination with Gers, the curator whose proposal has been chosen.

Outlook and expectations

Tchen Yu-chiou went further and echoed the call for Taiwan to build its own narrative about ceramic art,
beginning with an overview of the art in Taiwan, publication of research papers and conducting workshops. From
that basis, she said, Taiwan can begin to help international curators understand and come up with a proposal that
can facilitate dialogue with Taiwan's circle of ceramic culture.

The debate over globalization versus localization has extended from the end of the previous century to the current
one. In addition to that, recent trends involve the protection of the environment, ceramic art that is recycled,
upcycled and remade, the making of 3D ceramic printing and its designs. The title of the 2014 biennale — "Ceramics
NOW" — suggests that it will be an exhibition about the latest trends in the making of ceramic art. Given the fact
that digital art and other art forms using modern technology have long been part of contemporary art, the latest
biennale brings new thinking to the world of Taiwan's ceramic art, in which few modern technologies have been
used so far, and will hopefully broaden the perspective in the making of the art.

Part of the purpose of holding the biennale is to introduce Taiwan's ceramic art to the outside world. In that
respect, we helped bring Taiwanese works to the Biennial of Ceramics in Andenne, Belgium in 2008, during
which they were displayed in the Taiwan pavilion and in a special exhibition named “The Colors of Tea: Taiwanese
Teaware and Tea Settings.” An exchange of resident artists between the two sides ensued, to the benefit of

the promotion of cultural exchanges. In 2010, Yingge Ceramics Museum recommended some exhibitors at the
Taiwan biennale to the event at Sévres, France. The year 2018 looks set to be an exciting one as, in addition to the
biennale here, the museum will host the annual convention of the International Academy of Ceramics, an official
partner of UNESCO.

Panel discussants

Chairman of the Jury / Director of New Taipei City Yingge Ceramics Museum Chen Chun-lan
Juror / President of Artist Magazine Ho Cheng-kuang

Juror / Former Cultural Minister of Taiwan, President of Egret Culture and
Education Foundation

Juror / Professor, Dept. of Visual Arts, National Chiayi University Liao Jui-chang

Juror / Director, Provenance Research Initiative Office of the Under Secretary for
History, Art, and Culture, Smithsonian Institution

Tchen Yu-chiou

Jane C. Milosch

Juror / Curator of Craft, National Gallery of Art, Canberra, Australia Robert Bell

Juror / Ceramist Nagasawa Setsuko
Ceramic Artist / Associate Professor, Tainan National University of the Arts, Taiwan | Chang Ching-yuan
Art Critic / Associate Professor, Tainan National University of the Arts, Taiwan Gong Jow-jiun

Proposals initially selected for the curatorial competition of the 2014 Taiwan Ceramics
Biennale

No Name / Nationality Theme
1 | Todate Kazuko (Japan) From Materials & Processes to Expressions
2 | Stéphanie Le Follic-Hadida (France) | Ceramics on the Move
3 | Linda Ganstrom (USA) PARTIcipate: A Ceramic Celebration
4 | Claudia Casali (Italy) Between Tradition and Innovation: A Step for the Future
5 | Garth Johnson (USA) Process —Process
6 | Ranti Tjan (The Netherlands) McSlow
7 | Wendy Gers (South Africa) Ceramics NOW: Art, Design & Digital Materiality
8 Erhe'gre)ﬁi E:L?%ésd\gﬁgalizg)) Omnipresence: Curatorial Project in Duet (an artist and art historian)
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Nagasawa Setsuko

Nagasawa Setsuko was born in Kyoto. Following her studies of the arts in Japan,
the United States and Switzerland, she opened her first studio in Kyoto in 1967,
and participated in her first major exhibition in Geneva in 1977.

Nagasawa chooses to "present the space with objects that act above all as fields of
tension". Her pieces have abandoned utilitarian references in favour of a sculptural
quality. She has regularly exhibited her work throughout Europe, Japan and the
United States since the 1960s, and has taught ceramics at the Ateliers pluridisciplinaires
d'expression plastique de Fontblanche in Vitrolles, France, between 1977 and 1979,
and at the Ecole des arts décoratifs and the Ecole des beaux-arts in Geneva, between
1979 and 2005, and 1991 and 2005, respectively.

She was nominated as an expert to the Swiss Federal Office of Culture in 1995
and was a vice president of the International Academy of Ceramics between 2002
and 2008.

She continues to hold solo exhibitions in France, Japan, Geneva, Great Britain,
Germany and Holland and participates in many group exhibitions
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Tchen Yu-chiou

Ms. Tchen is an accomplished Pianist as well as a reputed Professor and Diplomat
of Culture and Fine Arts. As the former Cultural Minister of Taiwan and today
under her own prowess, Ms. Tchen continues to aid, promote and develop every
aspect of Taiwanese culture, both domestically and internationally. In 1996, Ms.
Tchen was bestowed the highest honor of “Chevaleresse (Knighthood) in Chevalier
dans I'Ordre National du Merite” by the French government for her great efforts
in developing cultural ties between the two countries, Taiwan and France. Twelve
years later in 2008, Ms. Tchen was bestowed the second Chevaleresse “Chevalier
dans I'Ordre de la Legion d’Honneur” by the French government. Ms. Tchen is
a Professor of music at the National Taiwan Normal University and the President
of both the Egret Culture and Education Foundation and the Alliance Francaise
de Taiwan. Ms. Tchen also serves as an Independent Board member at The Eslite
Spectrum Corp, and serves as an adviser to: Xue Xue Institute, Uniplan Taiwan
Corp, and the Board of National Culture and Arts Foundation.

Prior to her current positions, Ms. Tchen was the Chairperson and Dean of NTNU's
music department, the Dean at the college of Fine and Applied Arts at NTNU, the
President of R.0.C. Music Education Association, the National Policy Advisor to the
President of Taiwan (2004-2006), the Ambassador-at-large to the Taiwan Ministry
of Foreign Affairs (2004-2008), the Secretary General of the National Cultural
Association (2005-2009), the President of Ching Kai-Shek Cultural Center (2007-
2010), and the Artistic Director of the opening and closing ceremonies for”2009
Kaohsiung Word Games”, among others.

Internationally, Ms. Tchen served as the Honorary Consultant for the British Royal
Music College (2000, England), and in France Ms. Tchen received recognition
“d'Offcier dans I'Ordre des Arts et Lettres” (2009, France) for her work.

As a Pianist, Ms. Tchen has performed worldwide at notable concert halls in France,
Belgium, Italy, and the United States. Ms. Tchen had performed with renowned
orchestras such as the Munich Chamber Orchestra, Berlin Philharmonic Wind
Quintet, Nagoya Philharmonic Orchestra, Osaka Philharmonic Orchestra, Shanghai
Philharmonic Orchestra, National Symphony Orchestra (Taiwan), the National
Taiwan Symphony Orchestra, and the Taipei Symphony Orchestra.
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Robert Bell

Dr Robert Bell AM is a Senior Curator of Decorative Arts and Design at the National
Gallery of Australia, responsible for contributing to policy, collections, exhibitions
and research program in Australian and international decorative arts and design,
which includes over 12,000 works in contemporary and historical ceramics, glass,
textiles, metalwork, jewellery, furniture, industrial design, costume and theatre arts.
He curated the Gallery’s major international survey exhibition, Transformations: the
language of craft, in 2005 and the exhibition, Ballets Russes: The art of costume in
2010.

He was born in Perth, Western Australia and before moving to Canberra in 2000
was the Senior Exhibition and Graphic Designer at the Western Australian Museum
and the Curator of Craft and Design at the Art Gallery of Western Australia. He
holds a PhD from the Australian National University, titled Nordic Wave: A study of
the reception and influence of Scandinavian design in Australia. He is a member
of the International Academy of Ceramics and has a background as a practising
ceramic artist.

He has been a member of numerous selection and judging panels for craft and
design exhibitions in Australia and overseas and lectures and writes regularly on
crafts, design and the decorative arts. He has had extensive experience in Japan
and Scandinavia and maintains strong connections with their contemporary craft
and design cultures.

He was awarded the Centenary Medal for services to the decorative arts in
Australia (2003); the Australia Council Visual Art Board Emeritus Medal for service
to the crafts in Australia (2005); and made a member of the Order of Australia for
services to craft, design and museums (2010).
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Ho Cheng-kuang

Current Occupation
Publisher and Editor-in-Chief, Artist Publishing Co.

Education
B.A., Dept. of Art, Provincial Taipei Normal College

Experience

2013 Board Member, National Culture and Arts Foundation

2008-  Member, Public Art Advisory Committee, Taipei City Government;
Member, Advisory Committee, Taipei Fine Arts Museum; Member,
Advisory Committee, Kaohsiung Museum of Fine Arts; Member,
Evaluation and Accreditation Committee for University Colleges,
Departments, and Institutes, Higher Education Evaluation and
Accreditation Council of Taiwan; Member, Advisory Committee,
Department of Cultural Affairs, Taipei City Government

2007 Published Art Collection+ Design magazine

2000-06 Member, Advisory Committee, National Taiwan Museum of Fine Arts

1997 Member, Advisory Committee, Taipei Fine Arts Museum; Member,
Advisory Committee, Campus Sculpture Exhibition, National Cheng
Kung University; Fine Arts Juror for 1°* National Culture and Arts
Foundation Awards; Member of Committee for Selecting Director of
Taiwan Provincial Fine Arts Museum; Juror for Kaohsiung Fine Arts
Award, Kaohsiung Museum of Fine Arts

1996 Received an Outstanding Alumnus of Past Century Honor from Taipei
Normal College
Received Golden Tripod Award (Best Editor-in-Chief) from the
Government Information Office, Executive Yuan

1993 Member, Preparatory Planning and Collection Committee, Kaohsiung
Museum of Fine Arts

1992-  Member, 1* Fine Arts Advisory Committee, Council for Culture Affairs,
Executive Yuan
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Jane C. Milosch

Since 2010 Jane C. Milosch has served as the Director of the Smithsonian’s Provenance
Research Initiative in the Office of the Under Secretary for History, Art, and Culture
(OUSHAC), Smithsonian Institution, overseeing the WWII-Era Provenance Research
Project and advising on other cultural heritage projects, training, and research across
the institution. From 2008 to 2009, as Senior Program Officer for Art, she directed
pan-Institutional art programs and new interdisciplinary initiatives and led strategic
planning efforts for the arts at the Smithsonian’s eight art units. Some of the projects
and programs she directed or collaborated on include: The Smithsonian Artist Research
Fellowship Program (SARF); Contemporary Art Curators Forum; SI Connections:
Lincoln at the Smithsonian, American History Museum; The Hyperbolic Crochet Coral
Reef Exhibition and Community Reef Project, National Museum of Natural History;
Arts, Military + Healing: A Collaborative Initiative, National Air and Space Museum.

In July 2009, she was selected from a highly competitive applicant pool as one of
two Smithsonian representatives to participate in the Getty's prestigious Museum
Leadership Institute (MLI), Los Angeles.

From 2004 to 2008, she was chief curator at the Renwick Gallery, a branch of
the Smithsonian American Art Museum, housing one of the finest collections of
American craft and decorative arts — one-of-a-kind, handmade works of art created
in clay, fiber, glass, metal, and wood — from the 19" century to the present.
Milosch led fundraising efforts and organized exhibitions that broke attendance
records. She secured more than 200 acquisitions and developed critically-acclaimed
exhibitions, including Grant Wood'’s Studlio: Birthplace of American Gothic, which
featured the rarely-loaned, iconic painting American Gothic (1930), and re-
launched the biennial exhibition series, The Renwick Craft Invitational. Her area of
expertise includes 20™-century and contemporary art, craft, and design, especially
ceramics.

From 2000 to 2004, Milosch was curator at the Cedar Rapids Museum of Art
in lowa. Working closely with the director, she doubled the size of the advisory
boards and working committees, staff, and volunteers through collaborative and
community fundraising efforts in conjunction with two major exhibitions: Art in
Roman Life: Villa to Grave and 5 Turner Alley: Grant Wood's Historic Studio. Her
essays on these projects were published in recent books by Prestel, Deutscher
Kunstverlag, and L'Erma Bretschnieder.
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Liao Jui-chang

Current Occupation
Professor (full-time), Dept. of Visual Arts, National Chiayi University

Education
2003 D.FA., Royal Melbourne Institute of Technology (RMIT)

Exhibitions

Solo exhibitions from 1995 to 2012 at Shin Leh Yuan (SLY) Art Space (Taipei),
American Culture Center in Taipei, Gangshan Clay Studio (Kaohsiung), Fu Guei
Clay Garden (Yingge), Project Space (Melbourne), Art Space of the General
Association of Chinese Culture (GACC, Taipei), Contemporary Ceramics Gallery
(Sanyi), Art Center of Feng Chia University (Taichung), Art Site of Chiayi Railway
Warehouse, and Galerie Pierre (Taichung).

Several important joint exhibitions, such as National Modern Ceramics Invitational
Exhibition, National Museum of History (Taipei, 2006), “Asian Ceramic Delta:
Korea, Taiwan, Japan,” Yingge Ceramics Museum (Yingge, 2006), and Siemens’
RMIT Fine Arts Scholarship Exhibition, Project Space (Melbourne, 2002).

Honors and Awards
2008 Public art installation at Kaohsiung MRT Red Line Houyi Station
2002 Siemens’ RMIT Fine Arts Scholarship (Australia)
Siemens’ annual collection award
1996 Emerging Artist Award (30™ year), National Council on Education for the

Ceramic Arts (NCECA)
1996 Bronze Medal, 4™ Golden Ceramic Awards, HCG Culture and Education
Foundation
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Chen Chun-lan

Current Occupation
Director, New Taipei City Yingge Ceramics Museum

Education

Doctoral Candidate, National Taiwan Normal University

Master Degree, The London School of Economics and Political Science, UK
Bachelor Degree, National Chengchi University, Taiwan

Experience

Division Chief, Cultural Affairs Department, New Taipei City Government
Secretary, Tamsui Historical Museum, New Taipei City

Editor, National Palace Museum

Secretary, National Museum of History

Section Chief, Cultural Affairs Bureau, Taipei County
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Nagasawa Setsuko

There were seven proposals:

The first was by Todate Kazuko from Japan. She proposed nine
sections which were about ceramic techniques. Her background is
interesting and she has rich experiences. However, 60% of her invited
artists were Japanese. As this ceramic biennale is international, that is
not appropriate.

The second was by French women, Stephanie Le Follic-Hadida. She
said “The landscape is a syncretism between time and space.” She
proposed four spaces and also an education program. However, the
definition of these four spaces was not clear, and it seems to me, she
did not have enough international experience.

The third was by Linda Ganstrom, from the United States. Her choice
of 46 artists from 17 nations was open to the world. Her title was
“PARTIcipate: A Ceramic Celebration.” That seemed to me to be a
little old-fashioned.

The fourth was by Claudia Casali, Italy, “Between Tradition and
Innovation: A step for the future.” She said “Art is the question of
vision of the world.” Her education program was included. | have
doubts about her choice of themes and also her choices of the invited
artists.

The fifth was by Garth Johnson, from the United States. 38 artists
were invited, and his choice of artists was interesting, as were the
video installations. However, clearly he does not have much curating
experience.

The sixth was by Ranti Tjan, the Netherlands. Here was a real concept
for this Biennale. His choice of five categories was interesting. | felt his
Oriental philosophy of life. He has a lot of experience in curating and
communication. | wonder a little about his advertising style.

The seventh, Wendy Gers, South Africa, lives in the north of France.
This proposal was very rich and contemporary. The title is clear:
“Ceramics NOW: Art, Design & Digital Materiality.” The education
program was also clear. Maybe her proposal was too rich; she could
simplify it and concentrate on the essential part.

For the final selection, | retained two proposals. One is from the
Netherlands by Ranti Tjan, who is the new Director of EKWC; he has
a lot of experience in organizations. The other is by Wendy Gers, who
was the winner. | think you will discover her rich program for the
Taiwan Ceramics Biennale.

This winner's proposal is very rich and contemporary. The title and
subtitle are clear. This project is deeply documented. My criticism
and suggestions are that it may be too rich to attract contemporary
techniques, like “3D printing,” etc. Therefore, it would be better to
concentrate on the essential part of the program.

| am observing the future of ceramics through the winner's proposal.
The collaboration with contemporary ceramic techniques gives us a
large field for ceramic creations.

23



24

[RERFS

SEERBRETRE2004FMAMES  BRMERKRB T
Rl - EREEARRENEEFERZERE - AMEAERBEENE
REMERZBERRRA - EEEFLUHERELTNEME
¥ REESMERRE - BEERNSREREZBE
FZEEHNEENBELEMHEERANRS - BAEENE
BIVR

BFIBNBENINREARBEEDERE - AREMRENTT
B RHZRBMEXNERETAEZES  BNEHBEZX
BB N B RCNM - »IBHRBMREMRIFZHZR > FHIK
—REEZEALTLRRT2NERRE 22 HEEBRZRCE
9 o 1A - BREREBEMN S ABMRBENEEE  BEE
MRDZRMEXEMITT « BRBMAF - ERSIFFLEARA
IEBXATRE  KEREXCZIKBEREEREERLGE
o

LER > BMBLFENTIHERBRERIIZMKEIIN
R RE LEIABHEE - ANEH LM THBCRERE
ATMIENERER - SREEBYEREREHME T E
£ RRRIEAL -

014 FNEEBHEREZLEFREERENZT 2R T ZTH
> BEREE - SF2RNMEZMIIKRE © BA EH
KB~ FB]AA  WRAIEZEREIFE - FRAFREMAVFREZER
HERRDE - BROBZIB20ERTIRM LB -

B RERBMER  REEFRIFR  BERREEFEX
HBBEEEE  F2RMBMAXESIELHNE » HEEN
FEMBOS ~ 48~ EBERIBAEEE—THRBERE - LUZ
2 -

— HEENRREMBREMEELELS @ EXRBERL

23y
A °©

= RARHBEEANANERE -

= RIS AEBHE B NERRALE T » LI
BERESERFRERNEENEREAEE -

M~ BERERIEAHEHER -

Tchen Yu-chiou

From the first Taiwan Ceramics Biennale in 2004 to the present, we
have accumulated many accomplishments. A large-scale international
ceramics exhibition like this not only presents the modern artworks
of ceramists from around the world before the public eye, enabling
Taiwan to embrace more diverse artistic visions, but also presents
Taiwan to the international community and molds Yingge into an
important, world-class ceramics hub. It gives the world a deeper
understanding of the vitality of ceramic art in Taiwan and increases
Taiwan's profile abroad.

We invite exhibition planners in Taiwan and overseas to serve as
curators for the Yingge Ceramics Museum’s exhibitions. We have
established an artist-in-residency program, which allows participating
artists to carry on their creative work within the museum, and have
increased the opportunity for local ceramists to interact with the artists
in residence. In addition, we invite artists to offer educational programs
and to develop hands-on courses for other ceramics professionals

as well as parents and children, all for the purpose of promoting
ceramic art. Also, by organizing international seminars, the artist-in-
residency program, and other activities, we invite artists to share their
expertise and academic research and present their original creations.
Furthermore, we attract a special kind of tourism from people (both
from Taiwan and from overseas) who are deeply committed to art

and culture and want to understand Taiwan’s ceramics industry and
ceramic arts activities through in-depth cultural tourism.

[t has been many years since the main part of the Ceramics Biennale
expanded from an invitational exhibition to an activity of exchange
among artists in residence, and from an international exhibition to

an activity with a broader educational function. The Yingge Ceramics
Museum and Yingge Township have both gradually changed, whether
in terms of implementing policy from the top down or in terms of
accumulating experience from the bottom up.

The diverse aspect presented by the 2014 Taiwan Ceramics Biennale,
thanks to everyone’s collective planning and hard work, deserves
approval. Participating ceramists this year come from Japan, France,
United States, Italy, the Netherlands, and even faraway South Africa.
The works, whether developing media or challenging modernity, let us
see the new opportunities and viewpoints within ceramic art.

Seeking the créme de la creme is our goal. While organizing the
Biennale, we should attach emphasis to better communication and
interaction about the exhibition’s operations, so that participating
artists can get more information, which in turn would give them a
better understanding of Taiwan's local politics, society, geography, and
environment. By doing so, the following would be accomplished:

1. Development of a better understanding of Taiwan's environment
among international participants, which would generate more
interaction and promote substantial cultural exchange.

2. A deeper discussion of the creation and technigues of ceramic art.

3. Greater attention to new technology in educational outreach and
how it affects the value and meaning of the Biennale.

4. Greater attention to and concern for today’s universal values.
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Robert Bell

Since its inception in 2004, the Taiwan Ceramics Biennale has been an
event that is eagerly awaited by ceramicists, academics, curators and
writers for the opportunity to participate in and experience its fresh
and unigue view on current ceramic practice worldwide. As a major
recurrent project of the New Taipei City Yingge Ceramics Museum, this
event brings a focus to its collections and the opportunity to develop
them through acquisitions of accomplished and innovative works from
the exhibition. The professionalism and intellectual rigour through
which the theme and concept of the exhibition is developed draws

in artists, ceramic specialists and curators, offering many of them

the opportunity to visit Taiwan for the first time and to experience its
culture through the framework of its ceramic arts.

| was honoured to have been invited to join the jury to select the
curator for the 2014 Biennale, providing me with my first experience
of the country and its rich ceramic heritage. With seven strong
proposals submitted by curators from six countries, we were presented
with a broad new view of current ceramic practice from around the
world. The Museum’s Biennale program of alternating a competition
with a curated exhibition offers its audience an intellectually and
visually stimulating examination of contemporary ceramic practice in
the context of its rich permanent exhibits on the history and craft of
ceramics in the context of Taiwanese culture and history.

In selecting the curatorial proposal by Wendy Gers, | was interested
in her exploration of new ceramic technologies in the context of
contemporary art and design. Through its sub-themes: Glocal
identities, investigating place, tradition and time; Shattered, upcycled
and recycled ceramics; 3D printed ceramics; and Cyber-ceramics and
digital materialities, the exhibition offers a diversity of media not
usually found in ceramic-focused projects. By using these strategies
to place ceramic practice into a broader discourse on the nature

of production, Wendy Gers encourages the audience to consider

the shifting centres of influence in ceramics and does so from her

particularly interesting cultural reference point of South Africa. The
works in the exhibition collectively offer us a new landscape of
material culture unfettered by geography or national tradition, instead
overlaying on the familiar map of the world a fluid new network of
ideas, interrogation and cultural perspectives informed by new ways of
making and communicating through the expanding new dimensions
of ceramics.

The artists that she has invited to participate in this exhibition have
established practices from across the spectrum of ceramics, from
individual craft studios to industrial settings, with a number of them
drawing freely from globalised and interconnected technological

and digital resources. Through their work in this exhibition we can
locate them as agents of change within a familiar material territory.
Artists exploring the implications of production and consumption by
proposing re-use and up-cycling show how such concerns can be

the stimulus for producing provocative new work, while others are
pushing the conceptual, intellectual and formal dimensions of what is
possible from the increasingly ubiquitous technology of 3D printing.
Other artists are exploring some of the visual and tactile experiences of
ceramics through the digital and cyber realm, taking these beyond the
physical envelope of the exhibition gallery to the intimate space of the
personal device. These strategies offer the Museum alternative ways
to engage its audience and to position itself as a leader in bringing
new dimensions of art, craft, design and technology to the cultural
landscape of Taiwan and the Asia-Pacific region.

The New Taipei City Yingge Ceramics Museum achieves these
objectives through its clear mission and its innovative programs to
energise the field of ceramics. My task as a Juror was made enjoyable
through the Museum’s open and well-organised approach to the
sharing of views and the critical discussion that the diverse range of
curatorial propositions brought forth, and | thank the organisers for
this stimulating opportunity.
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Ho Cheng-kuang

The Taiwan Ceramics Biennale organized by the New Taipei City
Yingge Ceramics Museum is now in its tenth year. Due to the hard
work of the organizers through the years, the Biennale’s renown and
reputation has spread far and wide, and it has achieved a definite
status, so that in the past few years it has attracted even more ceramic
artists from various countries to join the competition.

Selection of the Biennale curator followed the Korero (Maori for
“conversation”) approach used in 2010. After some discussion, the
selection committee chose Wendy Gers of South Africa to serve as
the curator for the 2014 Biennale. There were seven finalists in the
selection process. The theme proposed by Japan’s Todate Kazuko
would have begun from material qualities and the creative process,
and the exhibition would have been divided into zones based on
different working procedures. Perspectives on the future of ceramic
art would be provided through a distinctive approach in the exhibition
focusing on ceramic art techniques and key terms. The theme
“Ceramics on the Move" proposed by Stéphanie Le Follic-Hadida of
France would have presented reflective, critical perspectives on society
through the presentation of the works in contrasting spaces with

four kinds of landscapes. The American Linda Ganstrom proposed

an exhibition under the title “ PARTIcipate: A Ceramic Celebration”
that would present outstanding contemporary ceramic artists’ works
and dynamic installations in an interactive way that would let the
public understand the connections between ceramic art and modern
life. Claudia Casali of Italy also proposed an exhibition along four
main axes exploring tradition and innovation and using perspectives
on past and present to contemplate the future of ceramic art. Garth
Johnson of the USA would have presented the works together with
visual media showing the process of their making—the concept was
quite innovative. Ranti Tjan of the Netherlands presented the proposal

“McSlow, " in which the works would have been divided into five
categories, e.g., the influence of ceramics, use of digital technology
in ceramics, playing of/with clay, results obtained slowly, and the in-
depth character of ceramic art. The idea of presenting the world of
ceramic art through the different speeds of its processes was novel
and interesting.

After careful discussion, the members of the selection committee
chose Wendy Gers of South Africa to be the curator for this Biennale.
Ms. Gers' proposal comprehensively sheds light on developing trends
in contemporary ceramics, digital materiality, and design, and at the
same time it provides a window for viewing the diverse possibilities of
ceramic art. She proposed a clear structure for the means of display, so
that the sheer breadth and novelty of contemporary ceramic art would
be fully shown, with attention to perspectives on glocal identities,
sustainability for the future, the effects of 3D printing, social networks,
and digital materiality on ceramic art, and so on. We believed that

this proposal would be able to create immense space for dialogue on
promoting interaction between contemporary ceramic art and digital
media.

Today, whether internationally or in Taiwan, “curatorial exhibitions”
have become dominant in the art world. This kind of exhibition does
have its advantages, for example, in that the curator’s organization
of the artworks can bring out the importance of certain issues or
untangle their artistic contexts. However, too much focus on the
curator can lead to a loss of focus on the qualities of the artists and
their works. In future major exhibitions, will the selection of curators
be necessary? | believe this issue will be posing a big challenge for
Taiwan's art museums and other museums, and that it is an issue that
the arts community must reflect on.

29



30

\

¥ - RKiBET

BRERNER EERRMNEER BETFENRE - BEX
MESNEE AR —E LR ERBEBYEEMAEMLENAR
BREMEEMEREEE  FiLHRKBREN "201428H
FREEFR - TRBRA—20 - R - BB, e
EHT - SERRRERERNEREST LI EERER
M@ EREEEEREERNRIXEO—ENNER
¥ BROTERMTRVEITR - ERN N EMERHTHINEA

21t RRER R ABRIKEAE —BERXXEH - —J5H
MEMZ W EEAHLIRNERRESTIANEE  5—75
H - NETREERZERIEM R - A REL
FOEED - EHAKE » BHNR T RERPERBNEE © B
BMRFREFEBRENDNEE - BRI > R BEEER
BHRNEEFIE  MEHREEREREMANRS » BEAABE
AR ENREER - BX— T EAUR—EMNEE » BINAE
BFRRGERE - SARYEEFERAE - SRTER
ENAERTEMMN  FIERRERERMELEE - X
REZMBEERNIME - FENEFNSETENERTK
BHHHEE > MARRBEERND —  HEMMLAERN
It > WA TRFBRMENERITA

IERZAL - ENSE—ERARBEENRARERNERITH
TOMEETE T BN LR AIRIFE < BRI HE—1EN
S HEARERRBERE—IZERNPEEL - RERNER
O RYURKARPEREESIALENCERER  W5ER
FEERRBEMREL - REME—FER "Rif, X "eBHEk,
AORE - T Z/EE - BRHZRNAFNTFERWAESR
fy? TXKEM ) ZIVRBER  NEAEER ? RIFERIRA
MERMENESIHEER  CERMNIMEUERTY —FHSER
HERHMBERWTER - MERRIER - BPIHBERERERMA
BRI E RN FEEREBHNRENSELS KM -
AHELT -

2013488 ' TNIBZREER—%  HRASEABEAZN T
RE - Hf - FIFENRE - BEHAMNGTE 1 "TERBE
£y RETHEHEUME | HRBEAZMEN2014FRSAFTH
PRRVEREEE b IRE T REAMIER « M RERARD ANE
FE BEMsHETR  HEES > mEHABARERE
2 EARREPRLZITHREBREHN  2REBMRZEBRE

BT © RETED - BRMAMRFEE - ENSTHENERBRER
FENEBL L RFEREEEM AR E (BRY R
EREBREEREG)  BRAMERRKMEIE (T2 - ik
DERSBAMEREIE)  AFEMERGNS (BFANR10 - BRI
RIFEERHNMMHZEME) - AFES ARBRENEE
(ERIFRMEIEETE) » MRS RER (SRMELRE - X
P—ED /AR ARIRIFER) -

o g ERERIRERENME, - ABEERER (L
FMIFRNRERARRERTERBRENENT - mEERR
ERth SR EM - ERESEMER - BRItz s ZEELR
MEFCEAKERR  FEE L THANESZ  BPEERLE
AOBEEREANNER - EWH B KT EBEMEIEFHRK
B #E MEENSMMAER  ERENHRTES TR
REMAMNBMRMEEENEE  FE2RUNER - B8
MHMPTPI M2 REBMR A ERER—RE - HERERER
RENERMEER  TRESNBEYENREERRTREERN
TrFREM -

EISEFRMBFFLEEIARBARE - WERMREILE > 8
EWHREMNEFRENMER —HW - TREBMAATLURE R
AL EERARBE2RENEN - ERKE—RBFXR K
M MRNRBIREABELE EBETARRENES - ERERE
ENRRETF > NREBAAMMNER @ FRMAEATHER
ZIEARIRT - EEBBERM TR, —RERF T &
BEE  BURTKHT - ARREFBNREIEY - AIKER
EREBEINRNEER TEHSRREMBMYAMNIZE
o BIANERNES - MEB AR - RS F RN
FIZ BITHEERMN S - 2UERETFEINEFLCR  ME
HEFHFMERE  RRREFEANEFRATFENED R

BN -

EBHNRRIERZHEEZ — I EERED - KER
K2R > 3DFIENRE - M8k -2 > MBLME (2BMEX
t) —ZEBLRBERELHNRE - RNHAERERX
BREARNRE - &% "HBERA) PREREESHZRNAE
RIEH > SIEERMET —ERFEE - RRABRFREE
AT SR A BRI B M —— I H I R 2R —
BAL AR AN ZONES °

Jane C. Milosch

The Yingge Ceramics Museum—with its exceptional collections,
talented staff, ceramic studios, and extensive outdoor sculpture
park—is well suited to host ambitious exhibitions in terms of scale and
scope; and New Taipei City is an equally fitting location for the 2014
International Taiwan Ceramics Biennale: Terra-Nova: Critical Currents
/ Contemporary Ceramics. A world-player in technology and industry,
with a strong regional tradition of ceramics, Taiwan is a crossroads in
the international exchange of ideas—between the old and the new,
the east and the west, and between tradition and innovation.

Ceramic artists and curators in the 21% century are also at a crossroads.

They are both influenced by local historic traditional ways of making
things and pressured by new technologies that are changing the ways
ceramics are produced and displayed. Technology has expedited the
communication of ideas and images around the world and provided
new opportunities for artists to realize their vision. At the same time,
technology has threatened more traditional ways of making, and
potentially limited the creativity of those without access to it. While
technology can be a great tool, it can also distract, and thus distance
us, from the material world. This goes against the very nature of craft
making which has always emphasized touch and the sensory aspects
of materials, such as clay. The dialog between the hand-making
process and the use of different kinds of tools has always been part of
the ceramics tradition, for both artistic and industrial purposes.

For these reasons, the narrative of ceramics—often defined in the
past as an East-West dialog between Asian and Western European/
North American makers—has expanded to a rapid-fire conversation
between North-South as well as East-West, from developing nations
to advanced economies and back again. The notions of “primitive”
or "high-tech” are called into question. In the craft arts, what defines
traditional versus innovative approaches, and what do we mean by
"sustainable," versus a wasteful use of resources? With global and
regional perspectives and questions in mind, the organizers of the
Biennale assembled a nationally and internationally diverse panel

of jurors, and | found our reviews and discussion of the curatorial
proposals we received to be just as informative and diverse as the
resulting exhibition.

Of the seven proposals reviewed by the seven jurors in August 2013,
South African Wendy Gers' proposal, “Ceramics NOW: Art, Design
& Digital Materiality,” went the farthest in investigating these issues
and the state of ceramic arts in 2014. Divided into four key themes,
Gers’ proposal was energetic, comprehensive, and intellectually
rigorous. It was by far the most diverse and international: it included

designers, architects, and makers. It was diverse not only in terms of
the ethnicity of the makers, but also in the media types represented
(including photography and video as well as clay); forming and
decorating techniques employed (hand built, thrown, and digitally
produced) the experience level of the makers (including established,
mid-career and emerging artists); maker involvement (individual work
and collaborative projects) and form types (vessels and sculpture, some
figurative and others non-representational).

If Taiwan is the logical location for this exhibition, it is equally
appropriate that a South African was chosen to curate it. While South
Africa, like Taiwan, has a rich local tradition of ceramics, the country’s
more recent arrival on the world scene as a democracy and developing
economy places it closer to those countries whose populations are
struggling to catch up. A scholar who has studied and lectured in
France and South Africa, Gers is highly knowledgeable about issues
that impact artists on both sides of the digital divide. The artists and
the works Gers has selected to represent her themes are of the highest
standard. She views this show as a benchmark exhibition, and she has
curated it in close collaboration with the curatorial team at the Yingge
Ceramics Museum.

This Biennale gives us much to think about and to enjoy, but Gers’
curated Biennale is more than a forum to appreciate her selection of
theme-based contemporary art. It is also an invitation to the public

to engage with these topics at a variety of levels. Whether by direct
hands-on contact with ceramics, or via digital experiments that allow
us to help “make” the work with out ever touching clay, we are
drawn into action. The exhibition's public programs are also designed
to heighten our sensory experiences with clay, especially in contrast to
other art forms and craft media, such as music and photography. The
International Conference planned in conjunction with the opening

of the Biennale exhibition promises to generate new work and ideas
through workshops that can fuel biennale topics in the years to come.

Gers' over-arching themes—local and global identities, sustainable
futures, 3D printed ceramics, cyber-ceramics, and digital materialities
(global material culture)—bring clay back to its earthy roots, at the
same time it suggests its practical and ethereal characteristics. Finally,
while the work in Terra Nova moves us forward in time, it does so
with a concentrated backward glance: one that indicates a mysterious
magnetism of shared heritage, forms, and symbols—and reveals
ceramics as a carrier and connector of people, ideas and the spiritual
realm.
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Liao Jui-chang

There were seven finalists in the international Curatorial Competition
in the run-up to the 2014 Taiwan Ceramics Biennale, and it turned out
that they had come from all regions of the world. Generally speaking,
their proposals encompassed all aspects of tradition, modernity, and
future developments in ceramics. They all had made very insightful
observations and researched developing trends in ceramic art. Since
the technical and artistic aspects of ceramic art are quite complex, the
content of each candidate’s proposal would inevitably focus on certain
things at the expense of others—it is impossible to cover everything
at once. Among the seven proposals, some tended to emphasize the
expression and interpretation of the materials of ceramic art, and
others gave more attention to the way ceramic art is tied up with
contemporary art and technology. Apart from the similarities and
differences in their general thematic orientation, however, could the
artists they select represent the styles of the ceramic art for a given
category? And what kind of prospective for contemporary ceramic art
would be provided through the content on display? Were there any
new views? Such considerations are always crucial in choosing the
curator. Thus | shall sum up my views on the proposals of each of the
seven candidates below.

Three of the curatorial candidates primarily discussed the materials

of ceramic art. One of them was Todate Kazuko from Japan. Her
proposal, “From Materials & Processes to Expressions,” would have
the exhibition focus on the special properties and techniques of
ceramic materials, then divide the exhibition into different display areas
on the technigue used (e.g., hand-building, salt-firing, slab building).
It was extremely clear in its presentation of the properties of ceramic
art materials, but unfortunately, by focusing only on the materials and
techniques, it was rather lacking with regard to its exploration of the
spiritual and conceptual aspects of ceramic art. Linda Ganstrom from
the United States hoped to use the very direct force of lively, cheerful
displays to stimulate viewers' enthusiasm for and understanding of
ceramic art. She proposed arranging the display space as scenes from
a children’s story, with a grove, palace, stage, and feast scenes, so that
viewing the exhibition would be like going through a extravagant New
Year's party for ceramic art—a relaxing, delightful artistic banquet.
Unfortunately, this sort of display would have been rather lacking in
subjectivity and future prospective. Claudia Casali from Italy, in her
proposal entitled “Between Tradition and Innovation: A Step for the
Future,” would take in the works of young and well-known ceramists
from around the world in an attempt to find the directions in which
ceramic art will be developing.

Two of the curatorial candidates’ proposals centered on “process”
and focused mainly on the modern social context of ceramic art.
Garth Johnson from the United States produced a proposal, “Process
Process,” that would have attempted, in the display of the works,

to add the process of their production. That is, by using multimedia
recordings, it would be possible to achieve a balance among the

works' sculptural, conceptual, and functional qualities. This idea
broke free of the mindset that takes the ceramic material and object
as primary, and the video aids would have allowed viewers to get a
better understanding of the artists’ thought processes. But whether
the videos being played next to the works in display would weaken
the artistic quality of the works themselves or diminish the viewers’
individual intuitive understanding of them was something that

we jurors worried about. Curatorial candidate Ranti Tjan from the
Netherlands, with his “McSlow"” proposal, aimed to show how the
time-demanding, labor-intensive nature of ceramic art is a response
to the rapid changes brought by current technology. This proposal
showed fresh new ways of thinking and different perspectives in its
exploration of the styles of contemporary ceramics. The speeds fast
and slow reflect the contradictions and adjustments between modern
life and ceramic art. However, the proposal was likewise problematic
since the selected artists could not really express the curator’s ideas on
the exhibition theme.

Two of the curatorial candidates offered multifaceted ways of looking
at developments in contemporary ceramic art. The proposal from
Stéphanie Le Follic-Hadida of France, titled “Ceramics on the Move,”
was based on an investigation of the interaction between people and
society on the one hand and objects on the other, and it presented

a careful plan for four display areas: nature, industrial landscapes

and technology; existentialism; and environmental issues caused by
consumer culture. The concept for the exhibition was quite visionary.
Unfortunately, the works of relevant ceramists that she proposed to
include could not clearly reflect these issues. The proposal from Wendy
Gers of South Africa, entitled “Ceramics NOW: Art, Design & Digital
Materiality,” directed attention to the impact of emerging digital art on
ceramic art in order to explore the relationships among contemporary
ceramic art, design, and digital technology. Her focus was multifaceted:
besides creative or artistic works in ceramics, the areas of everyday
tableware, daily use articles, environmental goods, digital design, 3D
printing, and so on also fell within her scope of concern.

Contemporary ceramic art has been developing only less than 60
years, since the end of World War II, but because the history of
ceramics reaches far back in time, ceramic art does have a very deep
foundation. The strong materiality of the clay medium means that
ceramists must devote even more effort on resolving problems in
shaping and firing during the course of creation. This situation both
aids and obstructs the ceramist’s artistic expression, since he or she
derives satisfaction and inspiration from physical contact with the clay,
but coming up with breakthrough creative concepts and learning to
look squarely at the influences of new technology are issues we must
face. Despite the many external variables, | believe that contemporary
ceramics has never lost its way in our fast-changing environment, and
that it is gradually emerging as a unigue art form, one that is also very
rich in content.
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Chen Chun-lan

The 2014 Taiwan Ceramics Biennale is the event's 5™ edition since

it was first organized in 2004 by Yingge Ceramics Museum. By
hosting the international exhibition, Yingge, New Taipei has become
an important platform for international exchanges in contemporary
ceramic art and a channel through which Taiwan's ceramic art
communicates with the world outside. The full schedule of events
and the many galleries here have made Yingge an important base of
ceramic art in the world as the biennale is ranked among the world's
top four ceramic competitions. The biennale is now a shiny calling
card for Taiwan that showcases the nation's cultural soft power.

Beginning in 2010, the Taiwan Ceramics Biennale has alternated
between curatorial competitions and ceramic work competitions
while ensuring the depth and the scope of each exhibition. In this
way, a venue is offered for rising artists to showcase their art and
for international curators to have a stage on which to perform while
the general public can view a wider selection of works in different
exhibition formats. The change was welcomed by the international
world of ceramic art, with domestic and international artists paying
close attention to every development of the biennale. In the process,
a strong determination to look out for new thinking in the world of
ceramic art has been evident.

Our museum continues to organize the Taiwan Ceramics Biennale
with an attitude that is open, comprehensive, dynamic and tolerant all
at the same time. For the latest event, we invited curatorial proposals
from around the world with an expectation to provide the world of
ceramic art a new perspective. Each of the 18 proposals we received
during the preliminary stage brought something new to contemporary
ceramic art whether in terms of ceramic material, the presentation

of the latest trends or ceramic works of specific themes. The seven
proposals that made it to the final selection stage were all outstanding.
Wendy Gers' proposal was chosen in the end because she was able

to present a pluralistic culture with a high level of sophistication while
spanning her perspective across such areas as art, design and digital
trends. In the final selection process, we paid attention not only to
thoughts about the globalization of culture but also to views about
the spirit of localization. We hope to build a tradition of international
ceramics festival full of Taiwanese characteristics and to realize

that goal in the execution of the biennale. Our museum work with
international curators in the effort to cultivate local talents and also to
develop the spirit of localization.

The latest biennale presents an opportunity for some experiment. The
exhibition extends from the third floor of the museum to the lobby on
the ground floor and the space for permanent displays on the second
floor. From glocal identities, the recycling and upcycling of ceramics to
the latest hot topic of 3D printed ceramics, the works exhibited open
up an infinite space for imagination in the making of ceramic art. At
the same time, the fusion of ceramic art and digital technology and
the various vivid and interactive works all serve to enrich the sensory
experience of the audience. In addition, artists from France and South
Africa interact and collaborate with their local counterparts under

the resident artists program, making full use of the opportunity for
cultural dialogue and exchange and releasing new artistic energy in
the process.

In addition to the exhibition, the biennale is highly educational. There
are seminars, workshops, classes on 3D printed ceramics and many
ceramic works at the exhibition that interact with visitors by allowing
them to experience and listen to the works. One way to sum up the
2014 Taiwan Ceramics Biennale is that it is an event that rocks.

The 2014 biennale ushers in an age of terra nova. We welcome
everyone to this new arena of art that allows you to think, to view and
to play.
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Swimming in the river of mud

Kevin Murray
Adjunct Professor of RMIT University; Vice-President of the World Crafts Council Asia Pacific

Ceramics is life. In India, potters produce small cups, or kullarhs, out of clay scooped from the river. These are
dried in the sun and then half-baked on an open fire. Batches are sold to those selling spiced tea, or chai, on
the street. Before filling the cup, the chai wallah taps it to dislodge the loose clay. In train stations, the cups are
called pi ke puht—pi ke means 'to drink’ and puht is the sound it makes when it hits the tracks, thrown away
after use, dissolving back into the soil at the next rain.

By contrast, the studio ceramics movement has celebrated the timeless masterpiece. In the raku technique, the
vessel bears the traces of ash and salt from the kiln, frozen in time by the firing process. For an artist like Peter
Voulkos, it is his gestural making process itself which is captured in the fired product. Like the modern art of
photography, studio ceramics has sought to hold back time—not so much the Cartier-Bresson encounter of
lovers on the street, but the alchemic interaction of elements in the kiln.

As moderns, we are conditioned to both destroy traditions and preserve things. The German philosopher
Walter Benjamin evoked the image of an angel of history, hurtling backwards to the future, witnessing the trail
of destruction produced in its wake. While we invested in science and technology to develop ever new modes
of living, we also built museums to preserve what gets left behind. Now empires of the cloud such as Google
and Facebook promise to hold memories beyond space as well as time.

With so much around us frozen in technology, we yearn for the river. We are beginning now to experience
this flux in the very institutions once designed to contain it. In 1995, Ai Weiwei captured on camera the act of
dropping an antique Han dynasty vase. Artists like the Venice Biennale duo Fischli and Weiss are increasingly
using unfired clay to depict a world that is provisional and changing. We no longer always expect that the
ceramic work is the same at the beginning and end of the exhibition. You can't step into the same river twice.

In this current biennale, we find an adventurous selection of artists who are exploring the aesthetic potential
of ceramics as process. Many of the European artists develop a post-industrial aesthetic around the shard,
reflecting the decline of manufacturing in the West. 3D printing part of the creative substance is housed in
abstract code, capable of travelling through time and space. Time-based works convey the slow beauty of
clay’s decomposition.

This biennale offers us a chance not only to admire the combination of skill and materials that produces
timeless works of beauty, but also to experience its evanescence. As Confucious says, 'The wise man delights in
water.'
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Wendy Gers

Wendy Gers currently lectures at I'Ecole Supérieure d'Art et de Design, Valenciennes, France. She is
also a Research Associate at the University of Johannesburg, South Africa.
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Gers has authored various museum catalogue articles, and published over 30 articles in scholarly
journals including Image and Text, Art South Africa, Ceramic Review, African Arts, La Révue de la
Céramique et du Verre, etc. She has also acted as a guest Reviewer for De Arte Journal and is finalizing
a large publication on Southern African Potteries (1880-1980).

Gers has a BA (with majors in History of Art & Classical Civilization); an Advanced University Diploma in
Information Studies & a Master’s Degree in History of Art (cum laude), from the University of KwaZulu-
Natal. She was the Curator at the Nelson Mandela Metropolitan Art Museum in Port Elizabeth, South
Africa (1996-2001).

In addition to international ceramics, Gers’ research interests include Modern and contemporary art
and design history, critical theory, cultural studies, curatorial practices and post-colonial studies.
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Preliminary Notes

1. The names of individuals have been listed according to their individual preference. Most Asian names follow the
traditional convention of family name succeeded by first name. This form is inversed for most Western names.

2. For the sake of fluidity and clarity, the term ‘artist’ has been used to refer to the artists, studio potters, designers,
architects, sculptors, engineers, and makers that have participated in the 2014 Taiwan Ceramics Biennale.
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Terra-Nova: critical currents / contemporary ceramics

Introduction

Terra-Nova: critical currents /contemporary ceramics, offers visitors a rich and expansive overview of some
new currents in contemporary international ceramics. This second iteration of the International Curatorial
Competition for the 2014 Taiwan Ceramics Biennale (TCB) includes works and installations from 58
international artists, designers, architects and makers' from over 21 countries.

The TCB celebrates and interrogates the past, critically examines the present and looks toward to the future.

It engages with contemporary international ceramics on a conceptual level, and the selection of works was
determined by their capacity to engage in a meaningful way with critical discourse. This critical engagement with
contemporary theoretical concerns moves beyond ‘traditional’ ceramics discourse which is often associated with
guestions of technique and form that is so prevalent in the international ceramics biennale scene.

On a more personal level, the foundations of the TCB are grounded in my professional experiences as a
passion for curator, researcher and lecturer in South Africa and France. It is forged by my specialization in
post-colonial Modern and contemporary Southern African ceramics, interest in New Museology and for
present-day international ceramics. On a philosophical level, the TCB is anchored in my experience of national
transformation and democratic reconciliation in South Africa, and belief in the core value of Ubuntu — | am
because you are. Ubuntu infers a humanitarian sense of responsibility for others, and in the case of the TCB,

a desire to facilitate and nurture meaningful dialogue. As discussed in the TCB Handbook, my choice of artists
was guided by the desire to ensure a ‘balance’ in terms of age (with both junior and senior artists) and gender;
cultural diversity in terms of an inter-continental® and regional East-Asian® representation, as well as a desire to
give certain ‘marginalised’ voices* an audience.

The TCB is constructed upon four thematic concerns:

Glocal® identities

Shattered, upcycled® & recycled ceramics
3d printed & cnc ceramics

Digital materialities”

HwnN =

These four sub-themes:

1. Represent 'hot-spots' in the international art and design arena, and are zones where real innovation is
occurring.

2. Are original within the Taiwanese ceramics scene, and as an ensemble, have not been explored in other
East Asian or international ceramics biennales.

3. Offer a conceptual matrix that facilitates a rich and nuanced international dialogue between art works.

4. The categories ‘3d printed & cnc ceramics’ and ‘Digital materialities’ offer a new type of experience in
a Ceramics Biennale and within a ceramics museum. The mould of ‘traditional’ ceramics biennales is
shattered in the 2014 TCB with the incorporation of tactile works, sound pieces, virtual reality, still and
moving image (with and without accompanying ceramic elements), interactive maker-spaces and other
multi-media works.

5. The themes facilitate an avant-garde exploration of ceramics in an ‘expanded’ and constantly expanding
field of contemporary art, design and craft.

This is a deliberate departure from the majority of ceramics biennales, which use loose or generic thematic
groups that can be stretched to include widely diverse forms and expressions. This is explored in a subsequent
section of this essay.
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While the four themes appear to divide the works into distinctive separate thematic groupings, there are
considerable zones of overlap and fluidity among the groups. Three conceptual clusters are discernible:

1. Firstly, an interest in the built environment and especially the post-industrial landscape runs through the
exhibition.®

2. Secondly, a reflection on contemporary utilitarian vessels unites the four different thematic sections of the
Biennale. °

3. A reflection on the human body, and especially the post-colonial body, traverses the TCB."

I
A Reflection on the ‘Expanded Field’ & Contemporary Ceramics

The application of the concept of the ‘Expanded Field’ to contemporary ceramics is a central proposition of
the 2014 TCB, which is characterised by the inclusion of various ‘non-clay’ works such as still"' and moving images,
"2 and maker-spaces.” The decision to explore the ‘Expanded Field’ is motivated by two factors. Firstly, it is a
homage to the thirty-fifth anniversary of the publication of Rosalind Krauss' land-mark essay, ‘Sculpture in the
Expanded Field"** which responded to vanguard sculptural practices in the West (especially the USA) of the late
1960s and early 1970s and contributed to a better understanding of contemporary art practices.

Secondly, a genuine interest in a broader definition of ceramics has been developing in recent years. In terms of
historical precedents of ceramics biennales that have expanded the ceramics field, the 2007 Biennale ‘Céramique
et verre contemporains: Parcours Céramique Carougeois’ in Switzerland included photography,' design'®

and a collective of six artists who specialise in ceramic jewellery". Furthermore, a growing interest in ‘multi-
media’ ceramics biennales is developing in East Asia, as exemplified by at least two editions of Korean ceramics
biennales.™ Similarly previous editions of the Taiwan Ceramics Biennale have included various multi-media
works.

This essay sub-section will deconstruct Krauss' notion of the ‘Expanded Field’, before considering its
relationship with contemporary Taiwanese ceramics. Inspired by the works of Robert Smithson, Richard Serra,
Robert Morris, Donald Judd, Walter De Maria, Robert Irwin, Sol LeWitt, Bruce Nauman and Mary Miss among
others, Krauss argued that sculpture practices in the late 1970s had ‘become almost infinitely malleable’(30).
Earthworks, conceptual art and other new aesthetic forms, according to Krauss, required a new way of
thinking about art, which was both flexible and expansive and marked a significant rupture with past practices.

The second key notion developed by Krauss was the diversified (multi-media) practices of individual artists.
She advocated that individual artists occupy, ‘successively, different places within the expanded field’ (42).
Furthermore, she argued that art should be produced in relation to ‘logical operations on a set of cultural
terms for which any medium... might be used’ (42). Insisting of the centrality of ‘logical operations on a set of
cultural terms, (42)" Krauss disregarded material or medium.

Krauss' essay has been criticized on many accounts. Most importantly, it displayed a brazen American bias
and failed to contextualize the ‘Expanded Field’ within broader international trends, most notably within
avant-garde practices of Europe and Japan." Her categories of ontological absences (not-landscape and not-
architecture) (36,37) that defined contemporary sculpture, excluded not-objects and not-utilitarian works,
although this was clearly implied! Thus, her essay effectively compounded and extended the Modernist®®
disregard for craft practices, including ceramics.

While the Fine Art world (if indeed such a hypothetic, monolithic establishment can be imagined!) in the West
and within various spaces in the non-western world, increasingly embraced pluralistic practices within the
Postmodern era; throughout the 1970s, 1980s and into the 1990s, the arts education programs of the vast
majority of tertiary art education institutions (including universities and various ‘technical’ universities) remained
rigid. Most craft, ceramics and studio practice students continued to specialize in a single medium.'

While Krauss perhaps unwittingly, reinforced the differentiation and polarization of arts and crafts, the
Postmodern epoch in which she was rooted, offered a significant Relativist democratization in terms of its
capacity to appreciate ‘craft’ works (Greenhalgh 2002:14). Thus, simultaneous to the publication of her essay,
the oeuvres of some predominantly white male American artists who remained faithful to a single medium

— ceramics — such as Robert Arneson, Rudy Autio and Peter Voulkos, were celebrated for their singular,
engagements with creation processes; especially performative, expressive and gestural transformations of clay.

| could dedicate this essay to discussing the uneven reception of Krauss' thoughts, particularly among the
ceramics sector. However, | believe that this is not particularly relevant in this specific instance. Rather, | would
prefer to focus my attention on the reception of Krauss’ essay in Taiwan. My subsequent analysis of Taiwanese
ceramic history is not an exhaustive body of scholarly research; rather it is intended to convey an ongoing,
open dialogue.

Herewith follows a brief summary of Taiwan’s ceramic history:

Within Taiwan, ceramics has been practiced by First Nations groups since the Neolithic period,
about 3500 to 2000 years ago. From 1648 Han Chinese immigrants settled in the Yingge region
and cultivated the valley. The ceramics industry was established from about 1804 by the Wu-An
family. The early generations of immigrant potters produced humble dinner ware and tiles. The
forms and decorative motifs that characterized Yingge ceramics remained relatively constant
until late in the Japanese colonial period. From 1931 intense industrialization was enforced upon
Taiwan to economically support the Japanese war efforts. Yingge potteries benefitted indirectly
from this increase in demand for industrial ceramics. When the Japanese invaded mainland China,
launching the Second Sino-Japanese War (July 1937), many potters in Yingge returned to the
mainland. In the post-war years, the Chinese Communist trade embargo resulted in a shortage of
bowls and dishes, which massively spurred the Yingge tableware industry. From the early 1960s
the Taiwan Handicraft Promotion Centre promoted the international export of vases, piggy-
banks, tureens and ornaments (Su 2004 & Hsieh 2002).

Contemporary ceramics in Taiwan are characterized by a tentative exploratory phase in the 1960s
and 1970s, ‘explosive growth’ in the 1980s, and maturity in the 1990s (Chiang 2009:15). The
return of local artists who had studied abroad; in conjunction with the commercial, craft and folk
ceramics are associated with the development of the contemporary ceramics scene in Taiwan.
Two key exhibitions that marked this development were the 1981 ‘Exhibition of Taiwanese

and Japanese Ceramics Artists’ and more recently, ‘Surveying and Testing the Foundations:
Contemporary Ceramic Sculpture in Taiwan’ in 2009.

The contemporary Taiwanese ceramics scene remains relatively grounded in Yingge, but
practitioners are also found all over the island. The Yingge Ceramics Museum (YCM) has an
extremely active education department and boasts a dynamic variety of temporary exhibitions
(of Taiwanese & international artists), together with an informative permanent display. The work
of designers, contemporary artists and ceramics artists are exhibited and collected by the YCM.
Technical excellence (both in respect to form and finish) is both actively nurtured and celebrated
by the YCM. For example, the YCM has ongoing exhibitions dedicated to celebrating the Masters
of tenmoku, celadon, crystalline and other glazes. In parallel, the Museum supports a variety of
other projects, including local branding initiatives, as well as international projects, such as this
Biennale, which seeks to reflect on new trends in ceramics.

The multi-disciplinary call of Krauss has been heard internationally, and many ceramics artists have responded.
Yet, in Taiwan, as in many other nations, ceramics artists choose to defy this call. There are many possible
reasons for this defiance, including technical, cultural and economic, and these factors are considered
subsequently.
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1. Technical — The ceramics creation process is long, and relatively complex — in comparison to various other
art forms. Each stage of the ceramics creation process (clay preparation, fabrication, decorating and firing)
requires a significant degree of expertise. In particular, the firing process involves numerous unforeseen
hazards and even the most professional of artist has occasional nasty kiln surprises!

2. Cultural — A real pride in ceramics heritage exists in East Asia, as exemplified by the numerous specialist ceramics
museums, prestigious prizes, well-endowed biennales and culture of honouring respected potters as ‘Important
Intangible Cultural Properties’, also more commonly known as ‘Living National Treasures’ or ‘Masters'.

3. Economic — Within an East Asian context, a mature and robust collector’s market exists for utilitarian ceramics.
Indeed, | have been told by numerous local ceramics artists that it is relatively easy to sell functional works,
and difficult to sell sculptural ceramics in Taiwan, as the market for these objects is far more limited.

Until recently there has been a deafening silence from the academy in respect to human-scaled and utilitarian
objects, which were particularly depreciated within Art Historical circles. While in 1958 the French philosopher
Gilbert Simondon eloquently offered a visionary response that valorised ‘technique,’ sadly, his research got ‘lost’
and was not heeded until recently. Simondon argued:

It is really not enough to enter the studio with the worker or slave, or even to learn how to mould
or throw [pottery]. The point of view of the working man is still much too exterior to the creation
of a form that is essentially ‘technique. It is necessary to enter into the mould, become both the
clay and the mould, live and feel their mutual operation to be able to think about the creation of
forms (1958 own translation).

Simondon explains that it is essential necessity to appreciate the techniques associated with various studio
practices (including, but not limited to ceramics) in order to understand both the art and the artist. Within the
academy, a more nuanced interest in ‘technique’ is often manifested in interdisciplinary research and within
‘new’ disciplines such as Cultural Studies, Design Ethnography, Science and Technology Studies and Social
Design. One of the key proponents is the French theorist, Bernard Stiegler, who argued that the role of ‘technics’
has been repressed throughout the history of philosophy (1994). The appreciation of ceramics, especially
utilitarian wares, can be located in diverse philosophical arguments that have emerged in recent decades. A
brief summary of some key arguments concerning utilitarian ceramics follows:

1. They can act as physical markers within domestic and other spaces.

2. They can serve as souvenirs or mementos, reminding us of people, time and place.

3. They can act as meditating agents within meals, ceremonies, celebrations and rituals. In a variety of
different spaces (including the family and work environment), utilitarian objects can serve to mediate human
relationships, articulate identities (both gender, age and class) and inform social hierarchies of dining.

4. They may be celebrated as signifiers of ‘taste’ or refinement and other forms of social prestige and connoisseurship.

5. The latter notion is intimately linked to the art market, and the presence of the international financial
market (including financial speculation) is not negligible. | note that the prices of wood-fired pottery in
Taiwan are rising significantly in response to the growing scarcity of these products, as a result of the
decrease in wood-firings because of recent patterns of urbanization and allied questions of pollution.

6. Inrecent times, utilitarian vessels have been used by artists in acts of social engagement, including
community stewardship and environmental activism® and have the potential to instill pride within
disempowered communities.?

7. When viewed as ‘things,” utilitarian ceramics allow us to acknowledge our individual ways of seeing—not
only looking at things, at their constellations and relations; but also at our relations with other people.

8. The role of the object within society is a subject of vibrant debate in contemporary European philosophical
circles. The German philosopher Peter Sloterdijk (1988), inspired by Heidegger's notion of Dasein,* argued that
‘man’ needs to construct things in order to construct the world, and that objects contain the exteriorisation
of memory. This reconfiguration of the subject/object complex, according to Bernard Stiegler, is not a causal
relationship (ie with a cause and effect), rather it is a ‘closed’ transaction, and the way we use objects or the

way we operate within technical environments, is the way we construct ourselves and the world.
9. In a similar vein, Nicholas Mirzoeff takes a psychoanalytical view in his book, The Right to Look (2011),
when he argues that 'things’ are ultimately a kind of prism for looking at ourselves.

While in recent years the academy has started to appreciate domestic and utilitarian objects, artists obviously
have not waited for this valorization! Most artists implicitly understand these philosophical considerations.
They peruse their art, anchored within and comforted by the weight and depth of ceramics history. Within
Taiwan as elsewhere, many ceramics artists display a notable degree of self-reflexive autonomy and certain
stoicism. They simply prefer not to engage in a frenetic pursuit of occupying successive, different places within
the contemporary expanded field. This choice, | believe, is not motivated by reactionary impulses. Rather it

is a deliberate, courageous, positivist choice — and one which should not be devalued or derided. Indeed,
this choice should be celebrated as an act of critical ‘agency.” Adopting a Marxist conception of the notion
of ‘agency,’ | argue that this positivist choice (agency) refers to the capacity of individuals (or groups) to act
independently and to make their own free choices, and challenges the dominant social structure that may
seem to limit or influence their opportunities.

Thus, my relationship with Krauss is ambiguous. | have appropriated Krauss’ ‘Expanded Field’ as a somewhat
superficial conceptual tool to anchor the key characteristic of the TCB, namely that of an interactive multi-
media exhibition that quite literally expands the ceramics field. Her essay has also served as a stimulus for
developing a critical reflection on historic and current ceramics practices within Taiwan, and elsewhere. The
notion of the ‘Expanded Field" also serves as a useful tool to unite the four different sub-themes. At the same
time, | am critical of Krauss' research which has contributed towards the systemic marginalization of studio arts
(as previously discussed).

[t may be argued that ceramics artists who reject Krauss' modus operandi essentially adhere to the informe
or ‘formless’ principle described by the French philosopher, Georges Bataille (1929). The informe negates the
privileges of form, while offering nothing as an alternative. It allows artists to create instances of slippage and
rupture within the ceramics discipline and within the arts more broadly. On a literal level, clay, because of its
fundamentally malleable nature, is a medium that offers some of the most potentially diverse repertoires of
responses to these existential, rhetorical and systemic questions.? The TCB also responds to Bataille’s notion of
the formless field by incorporating the full spectrum of ceramics production — from rural Zulu artists to high-
tech experimental digital projects. The informe concept enables one to ‘level the playing-field’ and side-step
the hierarchies associated with these different domains. The TCB thus celebrates the creative engagements
of “fine artists’,? sculptors,” studio potters,?® designers,®® artist-designers,* architects,*' makers* and rural
artists®® which respond to the four sub-themes.

In conclusion, | believe that many ceramic artists, especially makers of utilitarian wares, display a significant
degree of philosophical agency in their capacity to act independently and engage in making free choices
regarding the expanding, formless (informe) ceramics field. | view this heteroclite diversity as a source of wealth
that is transforming the way in which we understand contemporary ceramics.

Professional Modus Operandi and Networks

Integrally associated with the diversity of the formless (informe) contemporary ceramics field, is a reflection
on the modus operandi of participating artists. Most of the participants in the TCB work individually, but they
are by no means isolated. | wish to emphasize the fact that they all form part of dense social and professional
networks. The sharing of skills, ideas and behaviour which is facilitated by these networks, results in the
production of more sophisticated and ambitious work. | have investigated some of the key professional
networks that link TCB artists, which is included as Appendix 1. This table enables us to observe some key
characteristics of the TCB, namely numerous dense, interlocking networks. Individuals are linked to each
other and to various institutions in multiple ways, including long-term partnerships, short-term or project
based collaborations, inter-personal networks associated with friendships, family networks and informal
apprenticeships etc, institutional affiliations, digital networks and future networks. Most of the institutions
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that are listed in the table are leaders and pioneers, and may be argued to be agents that collectively set
international ‘bench-marks’. They function as conduits for the transmission of technical and theoretical skills,
innovation and other best practices. While most of the TCB artists do not know each other, | believe that they
are connected directly to each other by cohesive bonds that are formative in terms of intellectual and artistic
behavior. These reciprocal, expanding networks inform each other, and us — the viewers, and constitute a key
element of the TCB.

In conclusion, like a ceramic artist, | have engaged in a process of kneading, manipulating, adding to and
subtracting from Krauss' ‘Expanded Field’. | have enlarged Krauss' ‘Expanded Field" in three significant ways.
Firstly, | recognize the importance of technique. Secondly, my curatorial practice is grounded in the application
of contemporary critical theory. Thirdly, this project is underscored by the recognition of the importance of
international networks of excellence and innovation. The TCB, via its combination of these three factors, is
creating an innovative new model of an informe, expanding the (human and digitally) networked field.

A Reflection on the Significance of the TCB in Terms of the International Ceramics
Biennale Circuit

This section focuses on an exploration of the ceramics biennale phenomenon, and presents a comparative
analysis of the TCB with other international ceramics biennales in terms of its structure. Subsequently, the role,
function and critical content of the TCB will be considered.

A reflection on the structure of the TCB

The ceramics sector is experiencing the rapid proliferation of specialist Biennales. | am aware of over 20
international ceramics biennales and triennials** and a number of important international ceramics festivals®.
The vast majority have been established in the past decade. Obviously the structure, aims and objectives of
these Biennales vary massively. Despite pretences to the contrary, the majority of these Biennales have an
overarching national interest.

The oldest of these Biennales are the Faenza Ceramic Art Competition, Italy36 (established 1938) and the Biennale
Internationale de Vallauris, France (established 1966). Within East Asia the triennial International Ceramics

Festival Mino, Japan (established 1986) is the oldest international ceramics platform. The main exhibition of all
three of these events is structured as an international competition. These competitions may be open to ceramic
artists from all nations (such as Mino) or may be restricted by membership of a region (for example, European
citizenship is currently mandatory for participation in the Biennale Internationale de Vallauris).

The YCM, Taiwan and the Gyeonggi International Ceramic Biennale (GICB) Korea established a second
generation of Ceramics Biennales in East Asia. These two leading institutions are characterised by an ongoing,
self-reflexive dialogue with the region, and international trends. They are experimenting with alternative
models for conceiving, organising and operating biennales. It is clear that the value of the competitive biennale
model has been questioned in recent years, as noted in this volume by Chiang in her essay entitled ‘Trends

in the development of contemporary ceramic art and strategy of the Taiwan Ceramics Biennale: an extended
reflections on a Panel Discussion’ (15-17).

The value of this competitive model has been questioned in recent years. This is because competitions generally
produce an exhibition that has no coherent or logical structure. Similarly, the designation of a winner is often

a problematic and vainglorious endeavour when the committee or judges are faced with a selection of vastly
diverse, yet excellent works from all over the globe. It is thus entirely understandable that some key players
among the generation of recently established ceramics biennales are experimenting with alternative models for
conceiving, organising and operating biennales.

Three distinct new curatorial models for ceramics biennales are evident:

1. An international curatorial competition that selects an independent guest curator who conceptualises
the biennale and invites artists. This form of Biennale, which is pioneered by the YCM, is structured by a
thematic selection of works (such as the 2010 & 2014 TCB).

2. An invitational competition overseen by a committee of experts (such as the 2013 GICB, Korea)

3. An international biennale structured by a panel of National Commissioners who nominate artists from their
respective home country (for example, the 2014 European Ceramic Context, Bornholm, Denmark or the
European Ceramics Biennale, Mons, Belgium.)

These new models are flexible and may be modified as required. Furthermore different models may be used
in alternating editions. For example, since 2010 the TCB articulates a dual structure model that alternates
between an international curatorial competition and an international competition for artists. Another hybrid
biennale model is the 2013 British Ceramics Biennale, which included two national competitions and a series
of additional exhibitions curated by guest curators.

These various historic and contemporary biennale models result in significantly different exhibitions. Each
different biennale model presents specific advantages and disadvantages, which are explored in Appendix 2.

It is important to note that when a ceramics biennale is hosted within a specialist ceramics museum, a Hybrid
Biennale experience is automatically simulated, as the museum offers visitors the opportunity to simultaneously
visit other exhibitions such as the permanent collection and temporary exhibition/s.

From the comparative survey that is tabled in Appendix 2, | conclude that a Hybrid Biennale model clearly
maximises the benefits of visiting a ceramics biennale, and it is thus not surprising that this format has been
adopted by most of the major international ceramics biennales. The adoption of the Hybrid Biennale format

in conjunction with a curatorial competition appears to fully optimise the creative potential of the Biennale
format. This Hybrid format, which is used by the TCB in alternating cycles (2010 and 2014), | believe can still
be further developed by the YCM. For example, the combination of an international curatorial competition
and with a network of parallel exhibitions, possibly curated by a confederation of partner organisations and
institutions within Yingge and Taipei, could broaden the reach of the event, and facilitate the participation of a
greater number of Taiwanese artists. This noted, | have no doubt that the TCB will continue to evolve, seek out
new forms of engagement (both curatorial, and theoretical), and will consolidate its influence as a land-mark
biennale within the East Asian region and beyond!

A reflection on the role and function of the TCB

Aspects of the critical content have already been addressed in previous sections of this essay, however | wish to
emphasize the importance of the shift articulated by the 2014 TCB from what | term a ‘narrative’ or ‘generic’
approach to content,” to a more rigorously critical and theoretical approach, as displayed in the four themes
of the TCB. This noted, the issue of discourse extends beyond a rigorously critical and conceptual approach. It
incorporates the questioning of the function of the TCB.

From the mid-90s, international art biennales aimed to link local art scenes with international scenes. This
helped to shift the focus from dominant western art centres to other locations. In some instances these events
help to strengthen local artistic scenes. In other instances, such as the second (and last) Johannesburg Biennale
curated by Okwui Enwezor in 1997, vocal public criticism forced the event to close prematurely, as platforms
for dialogue between international and local artists failed.

Does this Biennale paradigm work or is it just a political exercise associated with cultural tourism and
international diplomacy? Certainly, it is hoped that the next TCB will engage with a self-reflexive examination
of this question as the Taiwanese Biennale sector continues to expand. | hope that the 2014 TCB is a watershed
event that will enliven ongoing discussions about role, form and content of East Asian craft biennales.
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Conclusion

Asia is the cradle of fine ceramics. The esteem for the ceramics medium is reflected in the caliber of East Asian
ceramics museums and their programs, including international biennales. Within Korea, Taiwan, Japan,®
China, and more recently in Indonesia, the past decade has witnessed a gradual move away from ceramics
biennales that are characterized by a purely competitive and/or celebratory tone. Increasingly, contemporary
Asian international ceramics biennales and ceramics festivals are moving toward a more conceptual and
contemporary approach to ceramics. The 2014 TCB is firmly engaged in this evolutionary trajectory. It offers a
new way of thinking about a ceramics biennale that is grounded in contemporary critical discourse. The broad
scopes of the four themes offer the possibility to both literally and conceptually expand the field.

The 2014 TCB is a land-mark, pioneering exhibition in Asia as the first regional ceramics biennale that critically
reflects on new technologies. What is the relationship between the hand, clay and these new tools? What is
the capacity of these digital tools to create new forms, networks and ways of thinking about clay? How do
these new tools permit artists and designers to ask pertinent questions about ceramics and our society? Is this
the future of ceramics? | believe that these questions will spawn a series of responses, and like a Chinese box,
will raise new debates. The quality of these debates will shape the future of this intrinsically malleable, informe
domain.

Terra-Nova, is a word that means many things to different people. For linguists, the term Terra-Nova literally
means ‘New Land’ or ‘New Earth’ in Latin and various other Romance languages. For scientists and historians,
the Terra Nova Antarctic Expedition led by the British naval officer and explorer, Robert Falcon Scott (1868
-1912) made valuable observations in biology, geology, glaciology, meteorology and geophysics, but ended

in tragedy. For biologists the Terranova is an intestinal roundworm of the Anisakidae family. For the lovers of
the cult film Star Trek, Terra Nova is the name of one of the first planets colonized as well as the name of the
first season of the television series. In addition, there are research institutes, publications, songs, games, films,
theatrical productions, television channels, schools, fictional places and real hamlets, towns, municipalities,
rivers, oil fields and parks bearing this name. This semantic multiplicity of Terra-Nova is metaphoric of the TCB
contemporary ceramics / critical currents which embraces a diversity of practices, renews ancient traditions, and
looks resolutely to the future.

Appendix 1

Table 1. Profiles of Some of the Collaborative Networks Operational in the TCB.

Type of Collaborative
Network

TCB Artists

Long-term Partnerships

e the duo of Belgian designers associated with Unfold (Claire Warnier and Dries
Verbruggen).

e the trio of young Indonesian artists associated with the artist collective Tromarama (Febie
Babyrose, Herbert Hans Maruli A. and Ruddy Hatumena).

e the collaborative partnership between the French engineer Sonia Laugier and designer
Francois Brument (In-Flexions design studio).

¢ the Taiwanese designer, Rock Wang, who is a part of the collective, Studio Qiao.

Short-term or Project-based
Collaborations

* the collaborative venture between the ltalian sculptor Pierluigi Pompei® and the Dutch
composers Rob van Rijswijk and Jeroen Strijbos.

Unfold’s collaborations with Taiwanese designers in their Stratigraphic Manufactury
project.

Rock Wang's (Studio Qiao) collaboration with the craft artists Chen Pei-ze and Huang
Rui-shan for the production of the ‘brick plan’ prototypes.

Andile Dyalvane and Ceramics Master Chan Guo-xiang

Francois Brument and Sonia Laugier with Ceramics Master Chan Guo-xiang and YCM
staff Ken Liu.

Inter-personal Networks
Associated with Friendships,
Family Networks and Informal
Apprenticeships etc

Significant inter-personal networks are evident among the 3d printing milieu. These
networks, | believe, have influenced the direction of new research in digital printing. For
example, Unfold, Brian Peters and Jonathan Keep have been involved in workshops and
other collaborative projects.

Both Unfold and Francois Brument have been guests at the I'Ecole Supérieure d'Art et de
Design, Valenciennes where | teach.

¢ Dense networks of informal collaborations are evident among the group of South
African ceramic artists who specialise in Zulu beer pots. Historically and even today, in
certain rural families, potters are assisted by their daughters, granddaughters or sisters as
evident in the Nala and Magwaza families.

e lan Garrett was apprenticed to the legendary Zulu matriarch, Nesta Nala (1940-2005).

Clive Sithole knows the Nala family intimately, having spent time learning from Nesta
Nala in 2004. He had a joint exhibition with her daughter, Jabu Nala, at the African Art
Centre, Durban in September 2009.

e Similarly, Simphiwe Belle has received training from Clive Sithole.
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Institutional Affiliations

Art Museums and other cultural institutions operate as nodes for creating,
organizing and sustaining dense professional networks. | note in particular
the Yingge Ceramics Museum’s role within Taiwan and East Asia, as a leading
ceramics institution. The vast majority of Taiwanese ceramics artists have
participated in a group exhibitions at the Museum.

Artists who have exhibited at the YCM include

¢ Fang Po-ching, Lee Yong-ming, Wang Yi-hui, Lu Chi-chang, Lee Chin-sheng, Hsu, Ming-
hsiang, Tsai Jr-yung, Peng Shao-hsiang and Chen Kao-teng. In addition, work by Elenor A.
Wilson, Miki Yoko and Jiang Yanze have also been shown in the YCM.

Similarly, some of the TCB artists have participated in exhibitions organised by
the Korean Ceramics Biennale Foundation.

e These artists include Cho Ming-shun, Jiang Yanze, Ju Se-kyun, Gustavo Pérez, K. Deniz
Pireci, Pierluigi Pompei, Li Xiaofeng and Clementina van der Walt.

University and Art School alumni networks tacitly operate within the TCB, as they
do in most similar projects.*® In relatively small countries, such as South Africa,
Taiwan and the Netherlands, where there are a limited number of specialist
tertiary teaching institutions, these Alumni networks are especially evident.

¢ Within Taiwan, many of the artists that were invited to participate in the ‘Shattered,
Upcycled, recycled’ section as well as Elenor A. Wilson are associated with the National
Taiwan University of the Arts.

e My Alma Mater, the University of KwaZulu-Natal, South Africa, has historically been an
important educator in the ceramics domain and some TCB artists, including Clive Sithole,
lan Garrett and Jonathan Keep are former graduates of this institution.

¢ Michelle Legg, Eugene Hon and Clementina van der Walt are all former graduates and
teachers of the University of Johannesburg, South Africa.

e Malin Lundmark, Rock Wang and Tong Ho (Studio Qiao), Bouke de Vries, Pierluigi
Pompei, Claire Warnier and Dries Verbruggen (Unfold) are associated with the prestigious
Design Academy Eindhoven in the Netherlands.

Memberships of prestigious bodies also play an important role in giving an artist
visibility, including the International Academy of Ceramics (IAC).

¢ |JAC Members in the TCB include Gustavo Pérez, lan Garrett, Eugene Hon, Clementina
van der Walt and Jiang Yanze.

International Residency Centers are key centers for developing professional
networks and undertaking ambitious projects. Some of the TCB artists have been
affiliated with the prestigious Guldagergaard - International Ceramic Research
Center, Denmark.

¢ Jonathan Keep, Andile Dyalvane, Francesco Ardini, Neil Brownsword, Jiang Yanze,
Gustavo Pérez and Ruta Pakarklyte.

TCB artists that have undertaken residencies at the pioneering European Ceramic
Work centre,’s-Hertogenbosch, the Netherlands.

e Brian Peters, Pierluigi Pompei, Nicola Boccini and Neil Brownsword.

Appendix 2

Table 2. Comparison of the Possible Advantages and Disadvantages Associated With Various Biennale
Models.

Model

Possible Advantages

Possible Disadvantages

Example

Guest Curator
via International
Curatorial
Competition

1. The guarantee of the highest
possible standard due to the
competitive format.

2. A coherent curatorial vision.

Final exhibition dependent
on the curator’s professional
network and knowledge of
artists.

TCB 2010, 2014

Non-competitive
Biennale curated
by a committee of
invited experts*'

A committee of experts ensures
a rich pool of knowledge.

1. Individual and institutional
politics necessarily result
in compromised choices.

2. Difficulty to ensure
curatorial or thematic
cohesion in the exhibition.

e European Ceramics
Biennale, Belgium.

¢ Jakarta Contemporary
Ceramics Biennale,
Indonesia.

high-profile guest artists.

the exhibition resulting in
the recourse to vague and
open themes.

2. Institutionalisation of
a limited range of high
profile artists.

Open 1. The possibility for any Lack of thematic cohesion in | e Faenza Ceramic Art
Competition qualifying individual artist to | the exhibition. Competition, Italy.
participate. ¢ International Ceramics
2. Arrich & diverse range of Festival Mino, Japan
works. (Triennial).
e TBC 2004, 2008, 2012
Closed A relatively rich and Lack of thematic cohesion in |  Main exhibition of
Competition® representative range of work. | the exhibition. NCECA,*” USA.
* Main exhibition of the
Biennale Internationale
de Vallauris, France™
Invitational Arich & diverse range of works | 1. Lack of thematic or Main exhibition of
Competition* is ensured by the presence of intellectual cohesion in Gyeonggi International

Ceramic Biennale, Korea.

Hybrid Biennale
characterized by
combinations

of models, eg
models 1 & 3,3 &
4,284%

1. Arich variety of different
types of exhibitions and
optimisation of a visitor
experience.

2. See the advantages listed in
models 1, 2 and 3.

See the disadvantages listed
in models 1, 2, 3 and 4.

» Gyeonggi International
Ceramic Biennale,
Korea.

e British Ceramics
Biennale.

* NCECA, USA.

Digital Networks

The internet is the ultimate networking tool and has enabled contemporary
collaborative projects to defy traditional geopolitical and national borders.

Future Networks

In association with the TCB, numerous professional and social networks have
been created and will continue to form between individual artists, academics,
curators, collectors and the public.
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Makers are a ‘sub-culture’ of individuals or small groups that are committed to reusing, repairing, reassembling and (re)inventing objects,
processes and tools. They generally use eclectic combinations of raw material and recycled or re-deployed digital devices. Do-it-yourself (DIY)
and do-it-with-others (DIWO) techniques and processes are core values. On a philosophical level, makers explore ideas about ownership in
a world of built-in redundancy, and most makers are engaged in open source protocols.

The TCB features leading artists from Europe, Asia, North and South America and Australia, and is characterised by a significant presence
of African and Taiwanese artists.

The TCB aims to boost Taiwanese ceramics and facilitate a harmonious regional East Asian equilibrium in respect to the inclusion of
Korean, Japanese and Chinese artists.

These ‘'marginalised’ voices include Muslim, Latina and rural African women. Works by K. Deniz Pireci (Turkey), Kukuli Velarde (USA / Peru)
and the various Zulu ceramics artists, including Thandiwe Mabhengu Magwaza, Zanele Nala, Shongaziphi MaXaba Magwaza, Mamile
Ngema, Nesta Mathom Nala, Mncane Mzuza, Buzephi MaKhanyile Magwaza, Thembi Nala are representative of these sectors.

Reflecting or characterized by both local and global considerations.
Upcycling is the process of converting waste materials into new products of better quality or for better environmental value.

The term ‘digital materiality’ describes contemporary global material culture, which is increasingly enriched with digital characteristics
where data, material, programming and construction are interwoven (Gramazio & Kohler 2008).

In the Glocal Identities section this is evident in the works of Elenor A. Wilson, Ivette Guier Serrano, Gustavo Pérez, Andile Dylvane,
Tromarama and Neil Brownsword and Kim Ju-ree, among others. In the Shattered, Upcycled & Recycled Ceramics section, works by
Shlomit Bauman, Ruta Pakarklyte, Wang Yi-hui, Lu Chi-chang, Hsu Ming-hsiang, Lee Chin-sheng and Studio Qiao exemplify this concern.
Within the 3D & CNC section an interest in the built environment is evident in the work of Brian Peters. Within the Digital Materialities
section the work of Miki Yoko eloguently evokes a dystopian post-industrial landscape.

In the Glocal Identities section this is exemplified by works from Jiang Yanze, Fang Po-ching, Andile Dyalvane and the 12 contemporary
South African artists who produce Zulu beer pots. The vessel is also present in works by Ju Se-kyun and Francesco Ardini in the Digital
Materialities section; in the Shattered, Upcycled & Recycled Ceramics section in works by Malin Lundmark, Chen Kao-teng and Studio
Qiao; and the 3D & CNC section as evident in the works of Suzanne Trocmé, Unfold, Francois Brument and Sonia Laugier.

This is evident in the Glocal Identities section, as exemplified by works by Kukuli Velarde, Clementina van der Walt, K. Deniz Pireci and Li
Xiaofeng and Lee Yong-Ming. The human body is recalled in works by Bouke de Vries, Martin Klimas, Peng Shao-hsiang and Tsai Jr-yung in
the Shattered, Upcycled & Recycled category; and in the Digital Materialities section by Pip McManus and Miki Yoko.

Martin Klimas' (Germany) photos depict shattering porcelain ornaments.

For example, the Australian Pip McManus' film, Night Vessel which depicts a clay figure and a metal boat in a dark, aquatic environment.
Maker spaces include Unfold's Stratigraphic Manufactury and I'Artisan Electronique,In-Flexions ‘and Brian Peters’ installations.

Krauss, R. 1979. Sculpture in the Expanded Field. October. Vol. 8., pp. 30-44

The Biennale included a photograph by the Ni Haifeng, a Chinese artist who has been a resident of Holland since the 1990s.

The Biennale included work by Ramdam Design, Switzerland.

These jewelers included Antje Brauer (Germany), Rian de Jong (Holland), Diana Dudek (Germany), Julie Usel (Switzerland), Manon van
Kouswijk (Holland) and Andréa Wagner (Holland).

The 3" World Ceramic Biennale 2005 Korea, entitled ‘Trans-Ceramic-Art' aimed ‘to define the future of ceramic art by presenting a new
paradigm of ceramic art works in which diverse genres are crossed and integrated. The 6™ International Competition for the Gyeonggi
International Biennale (2011) introduced the concept of CeraMIX to encompass numerous materials, techniques and genres (such as
metal or glass) used with ceramics. The organisers aimed to move beyond the classic dichotomy of ceramic design and art, and reinterpret
traditional values in ceramics.

The supposed radicalism of this rupture with past practices has over the past decades been tempered by a more nuanced and balanced
global art history, which includes international groups such as the Japanese Gutai Art Association (active 1954-72), Italian Arte povera, the
corpus of international Body Art, Performance Art and Feminist interventions, as well as the growing number of artists that worked with
experimental film and other new technology, including personal computers; among others.

Within the West, over the twentieth century, ceramics was increasingly saddled with a series of pejorative associations, including that of
a sustained studio practice that embraces a single medium, associations with the ornamental, the (non-heroic) object and ‘applied’ arts,
often linked to domestic spaces.

I note the problematic nature of this sweeping generalisation, and note that there are numerous exceptions to this observation.

I note for example the activist tactics of the Guerrilla Mug Assault of The Clay Studio in Philadelphia which engaged with consumers
of take-away beverages (primarily coffee) and habits associated with the thoughtless consumption of disposable cardboard, plastic and
polystyrene goblets.

llana Crispi's “Tenderloin Project’ involved the cleaning of a filthy, drug-infested San Francisco neighborhood park. Local children
subsequently created ceramic vessels and furniture from the park dirt, and reclaimed this space.

Heidegger argued that human subjects had to be reconceived in an altogether new manner, as ‘beings-in-the-world.” This notion
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represented the opposite of the Cartesian notion of humans as ‘things that think.’

| note that Bataille’s notion of the informe has been used rather literally in some recent exhibitions and publications, including
the New York based Gladstone Gallery’s 2007 exhibition ‘Makers and Modelers: Works in Ceramic’; ‘Dirt on Delight: Impulses
That Form Clay’ curated ICA, University of Pennsylvania in 2009 and the special edition of Artpress 2 magazine in Dec 2013,
which focussed on ‘sloppy’ works that emphasize process and relationships between objecthood and clay.

Artists present on the TCB include, for example Neil Brownsword, Kukuli Velarde, Francesco Ardini, Eugene Hon, Miki Yoko, Pip
McManus, Bouke de Vries, Gustavo Pérez, Tromarama and Ruta Pakarklyte, among others.

Sculptors present on the TCB include Pierluigi Pompei, Li Xiaofeng and Lee Yong-ming.
lan Garrett, Lee Chin-sheng and Hsu Ming-hsiang refer to their practice as Studio Ceramics.

Designers present on the TCB include Studio Qiao, Malin Lundmark, Suzanne Trocmé, Claire Warnier and Dries Verbruggen of
the design studio Unfold, and Igarashi Hitomi, among others.

Artist-Designers present on the TCB include Jiang Yanze, Andile Dyalvane, Shlomit Bauman, Fang Po-ching, Nicola Boccini, Cho
Ming-Shun, Jonathan Keep and Elenor A. Wilson.

The sole architect present on the TCB is Brian Peters.
Makers present on the TCB include Frangois Brument and Sonia Laugier.
This includes, for example various Zulu potters from KwaZulu-Natal in South Africa.

These include the Australian Ceramics Triennale, Adelaide, Australia / Biennale de la céramique et du verre contemporains,
Carouge, Geneva / Bienal Internacional de Ceramica de Manises, Spain / Biennale Internationale de Vallauris, France / British
Ceramics Biennale, Stoke-on-Trent/ Cluj International Ceramics Biennale, Romania / Contemporary Clay Biennial, Western
Colorado, USA / European Ceramic Context, Bornholm, Denmark / European Ceramics Biennale, Mons, Belguim / Faenza
Ceramic Art Competition, Italy / Gyeonggi International Ceramic Biennale, Icheon Cerapia, Korea / Kobe Biennale, Japan /
International Biannual of Artistic Ceramics, Aveiro, Portugal / International Ceramics Biennial, Cairo / International Biannual of
Ceramics, Kapfenberg, Austria / International Ceramics Biennale of Marratxi, Spain / International Ceramics Festival Mino, Japan
(Triennial) / International Ceramic Triennial UNICUM, Ljubljana, Slovenia / International Triennial of Silicate Arts, Kecskemét,
Hungary / Jakarta Contemporary Ceramics Biennale, Indonesia / NCECA Ceramics Biennial, USA and the Taiwan Ceramics
Biennale.

International ceramics festivals include the Gelong Clay Push, Australia / International Ceramic Festival in Sasama, Japan / the
International Ceramics Festival, Aberystwyth, Wales, United Kingdom.

Established as a national competition in 1938, the Faenza Ceramic Art Competition became an international competition in
1963.

This approach is evident in most international ceramics biennales. A random selection of recent examples include the 2013
International Biannual of Ceramics, Kapfenberg, Austria’s ubiquitous ‘Signs and Miracles’; or ‘Community - with me, with you,
with us’ of the 2013 World Ceramic Biennale, Korea (CEBIKO), or the 2012 Biennale Internationale de Vallauris, France generic
‘Contemporary Creation and Ceramics’ (Création contemporaine et céramique).

| note the recent establishment of the International Ceramic Festival in Sasama, Japan offers a conceptual alternative to the
completion model of Mino.

It is interesting to note that in 2010 Pierluigi Pompei participated in a travelling exhibition entitled ‘Evolution art /r/evolution’
that was initiated by another TCB 2014 artist, Nicola Boccini.

| note that University and Art School Alumni networks between artists and curators are generally undisclosed for fear of
criticism of unfair or ‘nepotistic’ practices. The purpose of this list is to further critical discourse about Biennales.

This panel of experts may take the form of a team of national commissioners, or a committee of international experts.
In a closed competition access is limited by membership of an organization or a region.

The main juried NCECA exhibition (with three jurors) is open to all current members of the organisation (both national and
international) and to all ceramic artists, 18 years and older, residing in the U.S.

From 2006 the Biennale Internationale de Vallauris has been limited to members of the European Union and one country that is
nominated as the Guest Exhibitor.

An Invitational Competition is characterised by a limited number of international artists that are preselected by an international
panel of experts.

Hypothetically models 2 and 3 could be combined, but this is not really a feasible option as two competitions within one
Biennale are difficult to motivate and especially to understand by visitors.
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The artists associated with the
3 thematic subgroups are listed below:

Neil Brownsword
Andile Dyalvane
lvette Guier Serrano
Kim Ju-ree

Gustavo Pérez
Tromarama

Elenor A. Wilson

Fang Po-ching
Ju Se-kyun
Jiang Yanze

South African artists who
make contemporary beer pots
Thandiwe MaBhengu Magwaza
Michelle Legg
Zanele Nala
Shongaziphi MaXaba Magwaza
Mamile Ngema
Nesta Mathom Nala
Mncane Mzuza
Buzephi MaKhanyile Magwaza
Simphiwe Belle
lan Garrett
Thembi Nala
Clive Sithole

lgarashi Hitomi

K. Deniz Pireci
Clementina van der Walt
Kukuli Velarde

Lee Yong-ming

Over the centuries, clay has been used for many applications. Ranging from a
construction element for shelter, to vessels used in food preparation, storage and
consumption; corporal and architectural adornment; medical and esthetic purposes, as
well as for religious and ritual artifacts; clay is a primal element. Today, ceramics is still
present in our everyday lives, in differing degrees, although | note that plastic, cement
and other substitutes have made considerable inroads into diminishing the presence of
ceramics in our quotidian.

Within the context of a ceramics biennale, clay is a medium which enables artists and
designers to articulate individual identities that are located within diverse cultural and
socio-political contexts. | believe that the valorization of local identities and hybrid
regional material cultures are producing a new global generation of confident, informed
glocal ceramics artists and designers.

The works in this section of the TCB reflect on aspects of contemporary glocal discourse
and can be divided into three sub-sections. The first of these sub-sections focuses on the
built environment, including post-industrial and architectural heritage. Works in this sub-
section explore post-industrial landscape allied to the ceramics industry in both Taiwan
(Elenor A. Wilson) and United Kingdom (Neil Brownsword) — or the built environment
more generally (Gustavo Pérez and Andile Dyalvane). Other artists meditate on the ‘cost’
of changes in the built environment in respect to the loss of natural heritage (lvette
Guier Serrano) and historic (Tromarama) and cultural (Kim Ju-ree) landmarks.

The second sub-section focuses certain elements associated with East Asian and Sub-
Saharan culinary heritage. The TCB presents a selection of original contemporary
utilitarian vessels including tea and (Zulu) beer recipients. These vessels are juxtaposed
against Ju Se-kyun’s video that explores the materialization of another iconic East Asian
form, the Korean Moon Jar. These three bodies of work are included for their potential
to evoke the radical practice of making human-scale vessels in a world saturated with
extravagant, sensational and super-sized art.? | argue that this radical practice is more
than a binary dialectic, but seeks to reclaim the primal importance of the domestic,
utilitarian and quotidian vessels.

The final sub-theme focuses on cultural heritage from around the globe. The artists all
hail from regions with distinctive glocal cultures, including Latin America (Peru), West Asia
(Turkey), East Asia (Japan and Taiwan) and Sub-Saharan Africa (South Africa). The works
evoke highly unique personal universes, for example, the works by K. Deniz Pireci and
Kukuli Velarde engage with gendered violence, while Clementina van der Walt evokes
the social complexities of forging the ubiquitous ‘rainbow nation’ in contemporary post-
Apartheid South Africa. In a similar vein, Lee Yong-ming’s work reflects on the cultural
minorities in Taiwan. In contrast to these works, Igarashi Hitomi's installation whispers
delicately about the poetry of a seemingly timeless local craft (origami).

1. Reflecting or characterized by both local and global considerations.

2. | note for example this tradition is exemplified by ceramics artists such as Jun Kaneko, John Balistreri
and Hsu Yung-hsu. Certain ceramics pieces by Peter Voulkos are also spectacular in scale. In the
fine arts scene this tradition is exemplified by artists such as Cai Zhisong, Xu Bing, Cai Guo-giang,
Zhang Jianjun, Liu Wei, Mehmet Ali Uysal, Ron Mueck, Wim Delvoye, Isa Genzken, Damien Hirst,
Rachel Whiteread, Jeff Koons, Anish Kapoor, Yayoi Kusama, Tony Cragg, Maurizio Cattelan, Takashi
Murakami and El Anatsui — among many others.
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Neil Brownsword  united Kingdom
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NEAEBERESE) » 20142 BRI EE%FRBRHIEZHE » http//public.
ceramics.ntpc.gov.tw/ceramics/images/stories/pics/author/Neil_Brownsword_
Taiwan_Essay_final.pdf » B9+ (2014458270815

Neil Brownsword’s oeuvre is an ongoing investigation of North Staffordshire’s
post-industrial landscape. He uses this raw material to consider the city’s
socio-economic histories and production infrastructure through a variety of
perspectives and practices. In SY Series Brownsword works like an archaeologist
in Stoke-on-Trent, excavating the detritus of the defunct former pottery capital
of England. Working as a bricoleur, the artist reassembles this flotsam and jetsam
into an installation that evokes a sense of poetic loss. These discarded ‘artifacts’
are like miniature trophies that testify to the forlorn materiality of a region

that has lost its economic mainstay. Yet, the work is far more than a nostalgic
mourning for past glories. Brownsword argues that, ‘reanimated remains. ..
demonstrate that with every end there is a new beginning, and that these fresh
1|oer5|oectives are important contributions to a culture led revitalisation of the city.’

1. Brownsword,N. (2014) Reactivating the Post-Industrial Landscape of North Staffordshire
and its Associated Histories through Contemporary Art Practice, Proceedings of the
Taiwan Ceramics Biennale International Conference. http://public.ceramics.ntpc.gov.
tw/ceramics/images/stories/pics/author/Neil_Brownsword_Taiwan_Essay_final.pdf, p.9,
(Accessed 27 May).

SY 27l

2001 76 #AH FERS 160X500 X407

A BEELE KB B AEEE  BERE  SERENERE
SY Series

2001 76 pieces Installation 160X 500X 40cm
Ceramic and ceramic archaeology, assemblage, appropriation,
upcycling, molding, various types of temperatures and kilns
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The installation of this TCB Artist in Residence contains four elements:

1. Sketches of urban architectural elements from Yingge and Dyalvane’s
home city, Cape Town.

2. A series of smaller sculptural works that translate his sketches into
abstracted sculptures. One of these works is cracked, and marks a
new departure for the artist, in terms of showing damaged works. In
a recent interview Dyalvane explained they are intended to speak of
weathering and destruction of the built environment in response to
nature and atmospheric pollution.”

3. Two large vessels that were thrown by the local master, Chan Guo-
xiang, and subsequently manipulated and decorated by the artist. These
works are informed by rhythms Fela Kuti, traditional Asian music and a
compilation of Deep Tribal House Music that has been specially mixed
for the artist by his friend Buhle Zuma.

4. A series of intermediate sculptures that resemble vessels but are closed.
This series serves as a link between Dyalvane’s vessels and the small
sculptures of architectural elements. As with his other works, they
communicate dynamic musical rhythms. The artist explained that during
the creation process, he enters an almost trance-like state in which
music and the clay medium blend and merge.

1. Dyalvane, A.(2014) Unpublished interview conducted by Gers, W., 25 April.

EA80—R71

2014

e~ REEE L~ BAREL ~ FE - RGK R ~ ZIE) ~ B

FJE ~ 1260°CLRRL ~ BEE

TIREUE - BRI

Constant

2014

Terracotta, sculptural clay, Japanese porcelain, hand building, throwing,
coiling, carving, distorting, bisque firing, firing to 1260°C, electric kiln
Clay body maker: Chan Guo-xiang
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Fang Po-ching  Taiwan
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The artist, who has received his tertiary training in both Taiwan and
Australia, creates art works that engage with key elements from
Western and East Asian ceramics traditions. Noting that “utilitarian
objects are in an awkward situation within the contemporary creative
environment,”" Fang transforms utilitarian vessels and especially tea
ware into sculptural objects and wall-pieces. His ‘Trapped Objects’ series
reflects on the notion of the 'niche’ — both formally, as a manner of
protecting and elevating his vessels — and as a metaphor for exploring
his identity as a potter located at the cross-roads of contemporary art,
design and ceramics scenes.

The artist’s works also explore notions of ritual and nobility in order to
highlight the discomfort of utilitarian vessels within contemporary craft
practices, and also to explore the creative possibilities of these highly
coded functional objects. ‘Trapped Objects' is a dialogue about meaning
and status of these iconic objects which are at the heart of our homes
and mediate everyday social rituals in Asia and throughout our glocalised
planet — and have unlimited possibilities to transform contemporary
ceramic traditions.

1. Fang, P. (2014) Abstract for the TCB International Conference Guide Book,
p.61.

FRBRAVD 1

2013 S ARAAMF 58X 38X 11/A% FERT100X200X 20047

RERMELT ~ BL ~ S5 ~ S ~ AR ~ R - TR ~ 1260° CEREE ~ BHETE
Trapped Objects

2013 Max. 58 X38X 11cm Installation 100X 200X 200cm

Stoneware, porcelain, celadon and bronze glaze, throwing, hand and slab building,
reduction firing to 1260°C, gas kiln
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2. AL~

In response to an unexplained plague of bird deaths in Costa Rica, Ivette
Guier Serrano embarked on an investigation of this phenomenon. An
archive of specimens of dead bird bodies was gradually created, with
drawings, photographs and mouldings of their bodies and limbs. Birds
of every variety feature as a symbol and metaphor throughout Western
and Eastern art history. It is within this tradition that the artist came to
view birds as a symbol of peace, freedom and liberty. '

Vestiges is an empty terracotta vessel, which may recall bruised and
damaged nests. The nest is accompanied by hundreds of cast bird legs
which resemble rusted scraps of metal. Traces of these dismembered
legs are also evident on the vessel. Rather than merely reflect on the
morbid tragedy of this situation, Guier Serrano argues that her work
conveys a reflection on the struggle for global peace and liberty, and is
intended to covey her hope for the future.?

1. Guier Serrano, I. (2013) Correspondence with the artist, 12 June.
2. lbid

E1)]

2012 30X 17 X24A%

AL~ FhZE ~ AR RERIY ~ 1230 CERE - LTS

Vestiges

2012 30X17X24cm

Clay and glazes, throwing, molding, reduction firing to 1230°C, gas kiln
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Trained as an Industrial Designer, Igarashi was interested in exploring
the possibilities of porcelain in terms of its essential tactile and plastic
qualities. She was also attracted to porcelain’s strength and the ability to
produce incredibly fine, paper-like sculptures. Her work aims to capture
the sense of movement or elasticity in origami. The subtly distended
forms give the impression that a gentle breeze has just blown through
the work. This delicate movement induces a poetic energy into forms
that could otherwise be tight and rigid.

BiRmE

2013 144 EAAM 50X50X 9IRS
A~ EFERT ~ 1250°C ~ ELHTEEEHESE
Making Porcelain with an Origami

2013 14 pieces Max. 50X50X9 cm
Porcelain, slip casting, firing to 1250°C, gas and electric kilns
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It is appropriate that this series is the first work that one sees when entering
Exhibition Hall 304, as it serves as an introduction to some of the key issues of

this Glocal Identities section. The artist is fascinated with the beauty of industrial
processes, in particular the slip-casting of everyday utilitarian wares. Jiang notes
that while we perceive everyday ceramics as positive forms, each of them is cast
from a mold, which constitutes the negative form." Her series ‘Useful & Useless— 2"
contains both anthropomorphic and zoomorphic vessels and works that reference
their moulds. These moulds have been transformed into sculptures that evoke the
positive / negative binary relationship.

In ‘Useful & Useless—2" Jiang places the sculptural mould and vessel in an
intimate relationship. The positive and negative spaces between the objects echo
the central concern of the work and amplify the tension of the relationships
between the individual elements. This deliberate mise en abyme? is an exploration
of the relationship between the ‘mould” and the ‘moulded.’ In symbolic terms,
the series may be seen to be a reflection on contemporary culture in China. The
dense social matrix of Chinese culture is being rapidly moulded and transformed
by rampant capitalist development and the adoption of a consumer life-style. The
work encourages us to ask, what is useful and what is useless in this collective
maelstrom.

1. Jiang, Y. (2014) 'Useful & Useless', TCB Handbook, p.49.

2. The French term mise en abyme does not have an exact English equivalent, but refers to the
process whereby an ceuvre is represented within another work of the same type, or within
itself, for example by encrusting the same image. A loose translation is ‘mirror effect’.

EHEF——2

2012 SﬁfﬁF B RARMF11.5X8. 2><3o SAG HEEBRS 100X 16X30.5A%
E+ FERT ~ 1280°CEALE « BE

Useful & Useless—2

2012 8pieces Max. 11.5X8.2X30.5cm Installation 100X 16X 30.5cm
Porcelain, slip casting, oxidation firing to 1280°C, electric kiln
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The "Tea Tray’ series is a contemporary exploration of the social aspect of
traditional Chinese tea culture. Placing a series of anthropomorphic tea
ware onto a large tea tray is a symbolic gesture that conveys the meaning
of this ritualized form of interpersonal communication. Jiang's works are
both spontaneous and contrived. Her installation seeks to transmit our
human desire to reconcile our increasingly frenetic lives with revitalizing
moments of calm replenishment.

AT RN ETEB 5 102 F AR RSB B R =Y - A% The artist-designer has been creating functional wares, such as teapots and vases,
SRSV PR e for over a decade. Jiang explained that she ‘wanted these pieces to carry their
o I EFNE Y , r =g/ b N
TR © FEREES HE_HJ %15 {fﬁimﬁﬁﬁbgﬁfé%g CHI(E own personalities and to be able to speak by themselves.”" Hence she often uses
M WHERHBECHES o | 'Rt E AN EARIEN human figures as her primary subject.
B—EEE- B o o
This series is inspired by various different human gestures observed in ancient
RN ERKRETEZETRENENRINALSRE  (FRAAE Chinese rituals. The work may be viewed as a mischievous and subversive
SREBAISSMABIIE o LU A A ET R R 5 HRERIMNER - & reflection on the relationship between the human body and the vessel and
o e NN S S uestions of social etiquette — which extend from the home and regulate broader
— SRR REE IR AEEN R ABKIE S - e e E
1. BEE (RLMET) 0 QQ0M4=ERIRREEERTM) - 20145 8 1. Jiang, Y. (2014) 'Etiquette on Table', TCB Handbook, p.51.
51
FFERER

2004 164H¢F
BN 9.5X 15X 240 B R 103 X33 X247

XBRI|—1-2+ 4 AL EER IR ~ 1300°CERE ~ FLETE « 780°CRbE « B2
2009 FEEBE R 224 X58X26/A% Etiquette on Table
A~ hrif R  1300°CEERE ~ BT ~ 780°CAbIE ~ B N

2004 16 pieces
TeaTray—1, 2, 4 Max. 9.5X15X24cm  Installation 103 X33 X24cm

2009 Installation 224 X58X26cm Porcelain, slip casting and slab building, reduction firing to 1300°C, gas kiln,
Porcelain, throwing, slip casting, reduction firing to 1300°C, gas kiln, oxidation firing to 780°C, electric kiln oxidation firing to 780°C, electric kiln
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Ju Se—kyun South Korea
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2012

MERE B ~ 14D 12104 &ER
Moon Jar

2012
Chalk drawing on black ceramics, 14':12" single channel video

This performance reflects the artist's ongoing interest in interpretations of objects
and artefacts that are considered to be iconic, especially local Korean icons. He
used to work in a small rural ceramics studio, but felt restrained by the depth
and weight of Korean traditional ceramics. The artist notes that his need to
engage with more contemporary forms and processes resulted in considerable
personal confusion, anxiety and a sense of incompleteness.”

In Ju’s performance, Black White Porcelain, a black Moon Jar is coloured white
with chalk, which leaves a residual halo of dust. This performance engages
directly with Walter Benjamin’s ‘Aura’, in terms of a response to the awe and
reverence of experiences in the presence of unique works of art. For Benjamin,
the aura operated as a subtle sensory stimulus of a work of art, and was tied
to its authenticity. However, Benjamin also tried to reconceptualize the Aural
experience through the very conditions of its impossibility. According to Miriam
Bratu Hansen, Benjamin believed that

"this was the only chance to counter the bungled (capitalist-
imperialist) adaptation of technology that first exploded in the

First World War and was leading to the fascist conquest of Europe.
These efforts entailed exploring new modes of apperception and
adaptation equal to a technologically changed and changing
environment. At the same time, though, they revolved around the
possibility that the new technological media could reactivate older
potentials of perception and imagination that would enable human
beings to engage productively, at a collective and sensorial level, with
modern forms of self-alienation (2008:268).?

Ju’s self-alienation is perhaps partially enacted, and possibly temporarily relieved,
by this performance, in which he explores the canonical weight of this icon,

and creates a new mode of appreciation of this form. Commencing with its
negative, the artist renders the Moon Jar a positive form. The use of new media
(video) has created the possibility of engaging with the fleeting materiality of the
performance. Like the brittle clay that constitutes the Moon Jar, the video evokes
the act of creation — a poetic transformation of powdery dust.

1. Ju, S. (2014) '‘Moon Jar', TCB Handbook. p.53.
2. Bratu Hansen, M. (2008) Benjamin’s Aura. Critical Inquiry 34 (Winter). pp.336-375.
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Kim Ju-ree South Korea
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2014 EKERY 75X75X 13025
B~ K ORI - A B
Hwigyeong

2014 Installation 75X 75X 130cm
White clay, water, slip casting, joint, construction

The word "Hwigyeong’ means ‘disappearing landscape’ in Korean. Simultaneously,
the word refers to an old district in eastern Seoul that is on the verge of
destruction. Built in the 1970s and 1980s, these apartment buildings merge
western brick elements with hybrid Korean vernacular elements. The cement
roof tiles, which may be coloured red, blue or green, feature end tiles and drip
tiles, decorated with ‘traditional’ forms. Similarly the central heating system is
based on historic precedents.

These buildings were rapidly built in response to a need for inexpensive
housing in the 1970s and 1980s. Most of these simple, cheap apartments
were constructed for single workers and small families, resulting in bedroom
communities on the periphery of the urban centers. With its five entrances,
Kim’s Hwigyeong typifies this bedroom community house form. Entire districts
containing these apartments are currently being razed. They are being replaced
with new apartment blocks that have a less overt link to Korean vernacular
architecture. The new apartment towers are often linked stylistically to the
apartments built by the government and large Korean corporations from the
1960s.

Kim’s installation focuses on the ephemeral nature of the built environment.
She has quite literally uprooted the house, and plucked it from its environment,
exposing the subterranean basement, which like a root, is normally invisible.

This uprooting of the house is a powerful symbolic gesture. It allows the viewer
to pause, study the structure in its entirety and reflect on the resulting questions
regarding notions of ‘tradition’, Modernity and contemporary Korean society.

The artist's scale model of a typical building is constructed from dried, unfired
clay. When placed in a recipient with water, it slowly disintegrates, turning into
an oozing mass of mud. The artist stresses the importance of water as an agent
of destruction, but also as an agent of life. The accelerated destruction evokes
Korean recent history. Kim's work does not project us into the future, or offer
any easy solutions. The mud refers us back to universal creation myths—the
beginning of the earth, mankind, states of flux, forces of chaos and emergence.
Mud is a medium for new life!
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Lee Yong-ming  Taiwan

BEXRZIMIEEE  BRIEXEIZKMMME=E 5209800 - fFR (L
MHEE) FINEAZEZEETEZEPRINIKEEF RN EAH
MEF  (BNAET) AIRREEREREEREBRAVBAA S &R
(BRMES) ZIRESZMRIERRA -

FEHE - ABAMFE  MERBEE - R0k MFR—RALE
RIGEHEE - YFR (FRES) MERNE:

F—UFEARGERENAAMERZGE L WfEHRES
FEIME - KAFIBOEFSEEANR T HOERE T THE
B 7 R 0 R SOEBA AL ERE F EE LUER - thff]
HRNERNBRRIERRERER  RAEHMERE  ES0Y

T -

FRAFREFRERBESERBIMERANELBHNES @ FEFH
WERRMOMAEEEAMTH " XXULER , FH - BRABRRRER
FIENZFXE  RERMLMABEERMERCA

1. K MEEBMR - Ralk R - SRANERERE 0 20145529
30H -
2. FE

Lee Yong-ming's trio of sculptures greet visitors when they enter the Yingge
Ceramics Museum. In An Echo in the Mountain Woods figures armed

with knives portrays the figures of Seediq hunters, who live primarily in the
Central Mountain Range of Taiwan. Days of Bountiful Harvest represents
the Tao people, who are native to Orchid Island, Taiwan, and are depicted
as fishermen. Finally Silent and Speechless presents a small group of Tao
people with a canoe paddle.

The artist explains, ‘All human beings are created equal. Our culture should
consist of respect and not bullying, and peace is the universal value we
seek.”" He explains that the work Silent and Speechless represents,

Some adults and a young man are standing together in circle
and are saying nothing. They are taking a paddle with them, and
the adults are worried that more and more young people leave
their land and go to the cities to make a living, so their culture
and traditional skills of canoe making are hardly passed down.
They feel hopeless at this situation and say nothing because
there’s nothing they can do. Therefore, they feel ashamed to
face their ancestors’ souls.?

Lee Yong-ming wishes to reconnect these people with their pre-colonial
histories and portrays his subjects engaged in ‘Cultural tradition” of
everyday life. The artist has profoundly observed the lives of indigenous
people and is committed to their empowerment.

1. Lee, Y. (2014) Correspondence between Gillian Yu, Wendy Gers and the artist,
29 & 30 May.
2. Ibid.

SrBaF

2014 50X50X90A%

EEPEL - FEBH ~ 1240°CER ~ LTS
Days of Bountiful Harvest

2014 50X50X90cm

American clay, pinching, firing to 1240°C, gas kiln

RS

2013 50X 70X90A%

EEM L ~ FIERF ~ 1240° CERL ~ FLETE
Silent and Speechless

2013 50X70X90cm
American clay, pinching, firing to 1240°C, gas kiln

LAY E S
2014 50X50X82/A%
ERMEL - FAREE ~ 1240°CEERL ~ TLEEE

An Echo in the Mountain Woods

2014 50X50X82cm
American clay, pinching, firing to 1240°C, gas kiln
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Gustavo Pérez  Mexico

RIFBATRFTAL - LF R AR E WA IE R R HA T RS
BoRY - EREMHARERLSHHAVRE I - B RBARATH,
MANEM L) —EIRLAEIE

RMVRERT 7 5—(E15%  AEAEESHTRIEY &
T IRIMBED PR RAVRER - TRIREAER > TR IRILBESIFR
Rey - BEREZIFEFEREE - HERRM RIS
RFrfE—BEREILEB[HEEHICHBREN  BEFRNT

B ER  AERBNMENER  B2—E "EEAEEEE, R
g EREEN THRERE®  MAR—EREIERE - | X
REGBENEECURRIDBENET L - EMBEAREBENR
- WEERE2HAFRSG - EfNEEMLEIZEABEZEMAN
LEBIRE R RES - R REBEARRI G S HIRAEHE - BARREE
AUREIETY -

1. TPER ) —AEENASIRENERE  ORNEENET el - FRIER (P
ER) —&  Za o BRERELF (BEE) FUPERRBERIKE
RIS

According to the artist, this piece is a composition of elements that
originated in the memory of ancient cities in ruins. It symbolically recalls
the phantom of lost cities made of clay. This ghostly city is both fact and
fiction — Pérez believes that

Our memory preserves every single experience and processes
it in a conscious and an unconscious way to produce what one
can. Not what one wants, but only what one can. It is in this
impulse towards an Ithaca' that one would like to reach, for
me, the secret of creativity lies. This involves trying endlessly
to express in a clearer way what | want to express.

Pérez argues that this endless repetition of creative cycles is ‘impossible
to fully understand.” It is ‘a sort of fate more than a decision or a
choice.” This impossibility to alter the course of destiny is also echoed
in the adobe forms. While they recall the past, they also hint at new
beginnings. Their height and proportions recall architectural scale
models and hint at gentle, inter-communicating architectural forms for
tomorrow.

1. The term 'lthaca’ is a metaphor for a life journey that originates in the poem
'lthaca’ by Constantine Cavafy. This poem draws upon Homer's epic saga of
the 'Odyssey' as a metaphor for the journey of life.

BHEAEE

2013 12#3fF ZEERN 380X50X 1A%

REnRMEL ~ AR ~ B « KM ~ 1300° CRRE « BT
Organic Construction

2013 12 pieces Installation 380 X50X 11cm

Stoneware, throwing, altering, unglazed, reduction firing to 1300°C, gas kiln
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Deniz Pireci  Turkey

SURRLL - HBATEEBAFEEGD - Al - REEENZES
R - MIFm (EatiEE) RRAMEERBAISARE R —{
BARIRAIRER - BMFAE > SHREEFSRAEHSERNDH -
RERSEHE —RERIFED - MR - BERBERSIR
HNTRBENHEEEOBER—BERNEHEI TR < "EiiiEELX
BRI RYTARE - BRI  BItHES T EHEASESYEE
HREAHH - AR EE A MENAEREEEZTNIE - K
BMANFRREEHRRAIMNERARRE  2RLHSAF
WS S IR BRRR

1. SVBYRLL - RET 0 BB HBRAEIRE(S 0 201355208 -

K. Deniz Pireci associates issues related to faith, humanity and time in
her work. ‘Traditional Babies' consists of an enlarged string of prayer
beads made of porcelain heads. The artist believes that prayer beads
are a common denominator for most religions and have both a strong
historical and contemporary presence. She explains that scientists claim
prayer beads are an effective device for stress reduction and well-
being." By transforming the beads into babies’ heads, and lacing them
with copper wire, the artist conveys a deeply critical assessment of
contemporary patriarchal culture in Turkey, which reduces women to
subjects who must bear children. Pireci’s work is explicitly engaged with
contemporary social and cultural realities of the Islamic world as her
work advocates for the fundamental human rights of women.

1. Pireci, K. (2013) Correspondence with the artist, 20 May.

{EiRELE

2013 354AfF EERT 200X 100X 1145
AL~ BE S FFERR ~ 1200°CER ~ BE
Traditional Babies

2013 35 pieces Installation 200X 100X 11cm
Porcelain, molding, slip casting, firing to 1200°C, electric kiln
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Tromarama  Indonesia

IEAEATRTEESC {Ons Aller Belang) %4 @ EEFREHRGER "Our
Shared Concerny (HREF#H) WER - ERUMANAEEHTTE
MROENEZ LB EBNEEMEGNESHRERR - BE L
EEWHSEAEALSE  EHNRBIIZE  TRASNEEYD
HERBTR  eMAEREYTEENES  hEMEKBUAHM
2o SH  RRMEHREBAIEE——BEIELEESE -

"Ons Aller Belang y R —REFIFRNEFNETHE - iR
FLHEARREY AR —HEIREMEEER » HEREAENE
REABEITEBENSE - Bf& (Ex) BERELER
FRMOLUAEREEMREIZINIRENBERETE - BITRMERE
HATEELEREYNF AR (2R) EHEEN—ERE - m
BRE—EZHEENHEE - "ERLEBRAT —RE - HIFRN
BB Y BAN—R -

1. RS R SEEBMRAESRE(S 0 20135F5H248 ©

The title of the work, ‘Ons Aller Belang', is Dutch, and means ‘Our
Shared Concern.” The work is a critical reflection on contemporary urban
development in the city Bandung, Indonesia, where the artists lived.
Historically, Bandung was occupied by the Dutch. After independence,
all the Dutch buildings remained. These buildings bear witness to
Bandung's history and are geo-political landmarks. Now those buildings
are being demolished due to rapid urban development.

'‘Ons Aller Belang' is also the name of a building that was demolished.
The artists produced an animated installation of ceramic plates that

bear blue and white motifs recalling Dutch pottery. The video (re)enacts
history, and we may believe that the building still stands in contemporary
Bandung. The artists believe that the manner in which we value these
buildings is part of (g)local history, and is an essential question. The
‘demolished building becomes a missing link when the history is being
transferred to the next generation."”

1. Tromarama (2013) Correspondence with the artists, 24 May.

JELE - BELZRHR - fEYS - BET - BRER - B - 1sEIER
H[EF)

2012 30fFBEFRIER FKER 256 X 260A%

B4R ~ TBIRE A BN

Febie Babyrose, Herbert Hans Maruli A., Ruddy Hatumena
Ons Aller Belang

2012 30 plates and video Installation 256 X260 cm
Decal, video loop
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Clementina van der Walt  south Africa

(Bmf#EE) RFERS BmIFNZTLRRNKRTEER  F
mTMEERAFLEANBRBRRKY  EARERSENZIES
BERFRNES  MEABKRENTRES YA/ BMA ~ RE
A BRA BRAKE - (REES) BRI RIFEREK
FREERSS > DIFTRBRY T RALEE , AT ERHERE D28k
HETREEENRERES - (REES) 23RNEERETEHAN
8% T ERmEIFRIRS - TRERmEBREEES/I (1918
2013) REFBHEMNEE - Mot T FRAVEM °

—ZFNEEL—ESNE TR AR ERN S NEE - i —EERE]
(ERIERAR - BIEETEEIR BV R REE) - AMEAMEE — R TE -
(RE#FEE) KETEMBEE-—BIZRE CN—JRERNT - FH
BELEIRR 58 E L FmA A B

BEES
2013 184 ZEER 840X230A%
2EHERMET ~ BER - BRAT RS ~ 1120°CERL ~ B2

Masquerade
2013 18 pieces Installation 840X 120cm

Masquerade explores articulations of multi-cultural identity in contemporary
South Africa. These masks are cast from individuals’ faces, but do not necessarily
depict the sitter. They playfully mix white / Caucasian, Mongoloid / Asian

and Negroid / Black typologies. Masquerade alludes to the ongoing tensions
associated with forging a new national identity for the so called ‘Rainbow
Nation’ in post-Apartheid times. Masquerade is especially poignant in the light of
the recent passing away of the South African former leader and Nobel laureate,
Nelson Rolihlahla Mandela (1918 — 2013), via its inherent reference to the death
mask tradition.

The series of masks are attached in an apparently random manner and seem to
hover on the wall panel, like a group of ghosts, which have been pinned down.
The installation of Masquerade in the main passage on the ground floor of the
Yingge Ceramics Museum, in front of a row of benches, enables visitors to enter
into a meditative dialogue with these enigmatic works.

Charcoal earthenware, press moulding, modelling with underglaze, firing to 1120°C, electric klin
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Kukuli Velarde United States / Peru

EHE - '8

(REE - BR) PHSHHBRREREBBE2BNERRE
DR AHZH B LN EN BEXNSERERCE AR M
RIERMEIRENELE - BHLUR - EEMERHE—RIK (First
Nations) MIXMFAEZEHMNEMZEH "ERBHA & "HM
R MIFEEXDLRFENHBELE - 2MRRBA - ELAR—
BARET MR TR - B THIRE ) WX EBREEIBYE
BRIEY o (FRIESXKEN AR ~ BORHENIRA » BENEE
RIS BB IR |

HEBATER R B E R 2 E R LIBT S A MR E & R iR - 8
BLERIGHETN ERBSRANBINLBCE R EE - HRELES
BMBIITE SR RSB R E — % - RNBEMAIE
M EEEFERDIYRI - BT REFNEBRENAGAR
RAEMER A B M2 58 - MBI B T I LR EE R
HEBERNER - RERECMRIFMBE T D EEFNES
— BEFEBRERKAES » ARERK - LHERM &Y
REAME - °

FEREDMERT - ARARLUASR O " RER ) NBRATERITE - it
AORR R BRI SR AR ~ TR0 ~ SSTITRY) - 1l B CRIRE R ALE
M B Y AR T S FNEE - FRRBEE SR &
BHZESANGEE  EBREAX - DR RINER M ARSES -

FELEREREREEENERRER - BRIBMAZE/IVLIR
SEAT o HREIBNER2ERI RS BIERELD - AN OE
BT BRI BRI — L B B IR BRI R
HEE o GHERIBEMME L - #EE Y —RENZE THRE , AOFHAME
REBEE—K TER ) MHENRAFEMNERE  EEERFM
AR - BTRBEAREBERENID  —BNELFHAENEAER
—IGTERIRAVEE SN ©
1. BUNRBR R EHZ4E - SHafh (Christopher Columbus » 14514-1506
) 14925 MATEN - MRISHATISEATEIE R 149262 /1 » HIFER
MY ERRSRBEHNREEE - HERRCATEANEONER R -
2. 1EEFEILEGEIAna Indych-Lopez FA20 135 THIRFZE (IRRIE > BE) © &
B2 N AR PISEATBE Tt T » BIRERARRERK ©

=~

Plunder Me Baby

Eight sculptures from the artist’s Plunder Me Baby are installed on the second
floor of the Yingge Ceramics Museum in the permanent display. The artist wishes
the viewer to reconsider the history of the plunder of the artistic production of
the indigenous cultures and civilizations of the Americas. Historically, the display
of artifacts of First Nations in museums generally speaks more of ‘exoticism’ and
mystery, than of the true history of the works or the people who made them.
The artist suggests that these ‘plundered’ artifacts have woken up in the Yingge
Ceramics Museum after a magical intercontinental voyage. The works represent
lost, mischievous, unidentified travelers that chat to the surrounding artifacts
and to the viewer!

All of Velarde’s sculptures are based on pre-Columbian' ceramic forms that
have been transformed and subverted in various ways. Some of the works have
sexualized components, like many of the original-Columbian sculptures, but

in Velarde's work, there are often traces of brutal violence. Velarde's cheeky,
wicked or monstrous figures often tease the viewer. Her feminist, post-colonial
reading of Latin American history celebrates indigenous cultures and exposes
the histories of violence and abjection that have plagued indigenous people,
especially women, from colonial times to the present.?

Velarde incorporates her ‘native’-looking face as a central element in most of her
work. Her face grimaces, pouts, sneers, or blows kisses to the viewer. She has
included her face in order to absorb the insults that are hurled at Latina women.
The artist wants to take ownership of the pain that is expressed in the works and
the hurtful insults included in the labels, rather than impose these elements onto
others.

The installation of these works in the permanent display on the second floor of
the Yingge Ceramics Museum was undertaken with extreme care. No objects
from the permanent display were moved or removed. The sensitive installation of
these works enables the works to enter into a sophisticated dialogue with their
environment. Nearby each work, a ‘wanted’ label is attached to the wall. These
labels contain a photo of the ‘missing’ creature and their title, and give a clue

as to the presence of the work. The artist wishes visitors to engage in a playful
game of hide-and-seek with these mischievous interlopers.

1. This term refers to the period preceding the American voyages of the European
explorer, Christopher Columbus (1451-1506), in 1492. It spans the period from the
original settlement in the Upper Paleolithic period to European colonization during the
Early Modern period.

2. The author acknowledges Ana Indych-Lopez's 2013 unpublished research, Plunder Me
Baby, which was commissioned by the Nerman Museum, Kansas, USA.
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© Cholibiris Bicephalus Echidna, #8 & AHR%A
AR EREAIER: - EFRAEREE L
B Nazca lll, Pera AD 400-600
2009 55.9X39.4X27.9A 7D
TR~ BRI
Cholibiris Bicephalus Echidna, The Brown
Centipede, Bonita pero peligrosa, como
te gustan---Nazca lll, Peru AD 400-600
2009 55.9X39.4X27.9cm
Terracotta and mixed media

@ Chola de Mierda. IBIRTFAY4 - 1BEMZE

EER) ~ AIESAY ° Moche, Peru, AD 200
2006 43.2X43.2X50.8A%

IREE ~ fbig L~ 8

Chola de Mierda. Resentida social, socially
resentful, she believes she is an equal.
Dismissible. Moche, Peru, AD 200

2006 43.2X43.2X50.8cm
Terracotta, engobes, wax

© India Patarrajada. W& ATBE EAFREKA

Y51 (BRIEASZ M E & £ (R -+~ Tlatilco / Olmec,
Mexico. 1200-800 BC
2008 38.1X40.6X55.9A%
Bt~ 18 BERR -~ BilE
India Patarrajada. She will do all the acrobacies
the Master orders, pero no esperes que te quiera
mucho...Tlatilco / Olmec, Mexico. 1200-800 BC
2008 38.1X40.6X55.9cm
White clay, wax, casein paint, resin
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@ Bien Torreja es esta Chuta, No te vaya a cagar!

108

A= - cojudeces.Nazca phase lll Peri AD 500
2010 35.6X47X52. 1A%

TRBE ~ BRI

Bien Torreja es esta Chuta, No te vaya a cagar!
Don't pay attention to her cojudeces. Nazca
phase Il Peru AD 500

2010 35.6X47X52.1cm

Terracotta and mixed media

O HEMmEMANEL, Cha queEiBlZEqueen la

serrana ésta. Cupisnique Peru, 1800-600 BC
2009 36.8X43.2X61A %

et~ BEEM

Desperate House-help,Cha que drama queen
la serrana ésta. Cupisnique Peru, 1800-600 BC
2009 36.8X43.2X61cm

Brown clay and mixed media

® Longa Gatuna, Una Fierecita, {REE T EEM © 4th

Fh#sZ fRpurrrrrr......Tamaco / Tolita, Colombia
/ Ecuador. 300 BC- AD 300

2009 36.8%X38.1X64.8/A%

AfEL ~ EEEM

Longa Gatuna, Una Fierecita, Mas le Pegas,
mas te quiere purrrrrr---.. Tamaco / Tolita,
Colombia / Ecuador. 300 BC- AD 300

2009 36.8X38.1X64.8cm
White clay, mixed media

@ Pacharaca Pacharaqueandose Tranquila, tranquila.
A REHRIRZ B E - (BitZ ERIE AR - Ica, Pery,
1000-1476 BC
2010 53.3X53.3X91.4A%

IREE ~ EREM

Pacharaca Pacharaqueandose Tranquila, tranquila.
She may lack respect, but she surely fears you. Ica,
Peru, 1000-1476 BC

2010 53.3X53.3X91.4cm

Terracotta and mixed media

@ Care' Huaco 'ta Carifiosa, Fishy, fishy. Bll{S{Fiite va a
dar de macanazos! Nazca phase Il Perd, AD 500
2009 30.5X41.9X67.3A%

BLEAT+ BRI

Care' Huaco 'ta Carifiosa, Fishy, fishy. Do not trust, te
va a dar de macanazos! Nazca phase Ill Pert, AD 500
2009 30.5X41.9X67.3cm

Raku red clay and mixed media
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Elenor A. Wilson United States

HELFEEZES TEFm , SEREARATRE  HE/KKEW
BE2EERBEEBTINETT - BR2010FE22013FBEEEENE
Bl HIEFBREFEEERR  22013F4 8 EENRERIS
il OB A R RIARER AR - NiBtthigH - BYEL AR KRHIE
MITRESEZRBRINME  RMEARELT MEENHE - e
—SBRELENSNER -

B EZRRIE AL FANEERENR  EEREFEBNETE
BEE NP ARENTE Xz EERREEEE - SHEmFER
ERNHNEEEFECT  SLARR—E "Hi, W&t —8
BRAIZEENNS—E  (FRM»s —EEEEFLZOHN " FiE ) MR
1 - RERNETELUREERAVE B IR A BRVERSE -

CENFRER Y EEREUMSTANEEASEEEENESR
S Y #MAKREKY RAMES @ 2NN ENATERERERER
5 RBERUS—EZE - RETT—ELBEANEEANERA
AT UmESEREREINES

This work is a poetic investigation of a ‘traditional’ Taiwanese ceramic
architectural element, and is inspired by a display of window flowers in the
permanent display on the second floor of the Yingge Ceramics Museum.
In April 2013, the artist, who lived in Taiwan from 2010-2013, started
exploring this form during a residency at Anderson Ranch, USA. However,
she notes that these initial exploratory works were not understood by her
American audience. The TCB thus presented the perfect opportunity to
extend these preliminary experiments.

Wilson'’s reconfigured window flowers dialogues intimately with Taiwanese
and Chinese material culture in terms of the pre-existing visual lexicon

of the local built environment. This double-faced work is placed so the
viewer's initial impression is that of a ‘classical” window-flower form. Yet,
when one turns around the supporting platform, its other face, with
multiple protruding ‘fingers’ becomes apparent. The window flower has
mutated and menaces the unsuspecting viewer with jagged tentacles.

The Janus-faced works speak about Wilson’s experience as an expatriate
American living in Taiwan. It speaks of loss of a common vocabulary, and
the power of the arts to move beyond mutual incomprehension and
establish alternative spaces for communication. Like window flowers, —
these alternative vocabularies are permeable and rich with unexpected
surprises!

B—EEFZH

2013 9MH B 27X27X5R% KERY 84.5X845X5A%
A~ ThEE ~ JEEERTE ~ 1250°CEALE ~ B

Alternative Window Space

2013 9 pieces Each 27X27X5cm Installation 84.5X84.5X5cm
Porcelain, glaze, slip casting, oxidation firing to 1250°C, electric kiln
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Installation of contemporary 'Zulu' beer vessels

REWE T 120 FFRNEREEEAFE - BNEREREHERE
LEEMYANFEREBARE > FRFRRELSPEERENS T
M FEARNAFAOEZELERRERESREN T mIREER
& o Rtz sh  ARBIER Y Sfrimbenge (ESEREZS ) MREER

BN

RS E - AR RFNERREEA RESMEIFEBENSEEH  AXK
BRI utshwalalEf - 22 RUBERRVERIBEL B T SR EEN
Ko DUEERIEOEFES  WEHEIRRE  NAEEER > —K
RFAEELEES -

BEER

AEEHN=ZEESREZNF/VENS R - REEER (Uphiso) ~
YR (Ungiyana) ~ IZXERVESFIERRRE (Ukhamba) o REEEFELE
MEEERRER BRI EIAMmEEL, - WERSEETZHS
MEAR NKEARANE M - B—RFE - REEERNEEMS » It
RAAETCHRRINERARERRE  RitESEHBBENRREER
SB5% > REECEEBERNBERED Y  H4K @ IMRESHE
FAMEEREHERRNEE » ERAKEUENREEBREEER AT
ZERERETFNEERE - AMABRRWREEY —/NFHHEERR
WFRERRE ~ T B - BEEB BRI/ BUAE AR
(amancishane) » MARZUNERIEAZRY) (imbiza) BRELEIR -

A%

REFGEN T1HE ) BERAERFN2004FE2014F/ > B —K
ASEZEREENEY - AR REIFEAREEELZNE—E+5
HIf - B EFEAE DR ER R RIRRERRT H R S &
XAERE o IR RS AR JPNSHERET  RH TR
BEEE - F— ERFCEERKEENTEMBUAEBEMNRIR - 548
YT R HREIZRZ TTE(L - F#AMASVIE MR EENE E
B BLSRY SR RHE AU REFR - FIEAEIRR RIS
BAREESERE - OBHRY) - MBEIFR  HRBMRERERRER
N2 ET R DNEMER « BMHRKLA » B5ZENHN
WES) > (ER Y BLSMERN B - FERE LAVEE - FLLUES
R R E R AR AARERENARRE - BN - 4 AE
DYEEEREEELRAZARIET » tifI<f - BES RN AR
EFAREBEHBEREAR  LERAMEERZSRERHHILIRIRE
HMEE -

REZHEMY
BT T REERATER " R ) WEREMRATERNZ TR
Rl - BIR TEGHN, 2MEABEBNEERNNES R - &K
BRENHEE LSULERNEMR - HRABEEIBAIRIE - Kin
MELIEN

FROEERBAERE  EAB BB ORTEEEEN
¥ - BB IRNRITEABIATI I BIEEE - 1ot chRAVER - BA
BT BB S BRI BB R E D E - MEMERET —
FEIAS MR T B THT R R018: - 2

At BRY FESHEHE-MERT (BRY - Bieh mET - 5

Bxg - BIAL ~ BFHE - BOKL ~ BEA - ZEAL) MEEHT
& (AR - #h) NEMR > FAREBRTFR - 8% (AAS
M) ~EER - 8 (BAZN St EE=AEINEEE
FHIRIEERER) ~ =K - VHEE (RABMN  BEEAHE - ER
EERREBLRES  RENEXINRAFHRT) KB - AW
(BABM > BEEHHE  REBIANE) - EEAMFENZTMT
EERATmET AT REMEETENER - 8EmREy THE
BN BRI EXZIEMRIER - MBMRASEIEEHN
218 - BRXCREAMAERNRIRRERD - EMIBERABH PR
ke

1. ARRECHEBAER  BRFFTA - EHBRELTEMCERR - AR
LBRIAYERE " Ukucwebezela: To Shine: Contemporary Zulu Ceramics ; FRE
i ZESKENEIFEER -

2. FFESA - R REIRIVBESLRR » (Ukucwebezela: To Shine: Contemporary
Zulu Ceramicsy » 20134 » B2 »

3. FLEEMNIFMNARSEMBRAT THE , BOELZERBQNMERE 7
Z2EAFNARBEEMEEGTARANBRNE1EIEMNENT="FRATE
(20144F38 ) HFTFIHM T2IEE ) HERELE -

Twelve contemporary South African beer vessel artists were included in the
TCB to raise awareness of the continued transformation of this ancient art
form, illustrating the diversity of contemporary production and highlighting
diverse populations' mastery of these low-fired earthenware forms. In
addition, the TCB installation includes both five examples of woven imbenge
(beer pot covers)."

Background

Beer vessels were historically made by women to serve home-brewed
utshwala beer at social gatherings and spiritual ceremonies honoring
ancestors. Clay mining, preparation, vessel production, decoration and firing
techniques were transmitted from mother to daughter or mother-in-law to
daughter-in-law, and these traditions continue today.

Forms

Three prominent contemporary vessel forms are displayed in the TCB: the
Uphiso (beer pot with long neck), the Ungiyana (vessel with low neck) and
Ukhamba (standard beer pot without a neck). The uphiso and ukhamba
forms are currently the most popular and commercially successful pot
shapes and have become prized treasures among contemporary collectors.
For a time the uphiso form was very rarely produced, for it is historically
used to transport liquids. When metal and plastic containers for transporting
water and beer became available, few potters produced necked vessels.
Recently, external patronage and the connoisseurs' love of ceramic virtuosity
has brought the more challenging uphiso form back into many potters'

standard repertoires. However, the forms on display still only represent a
small selection of Zulu vessels associated with brewing, storing, transporting
and serving beer. For instance, the small amancishane, drinking vessel for a
single user, and imbiza, large brewing vessel, are not represented.

Context

The selected ‘Zulu’ beer vessels were created between 2004 and 2014,

a significant historical period which commences a decade after the first
democratic elections, and marks the on-going post-Apartheid social and
cultural transformation of this youthful nation. The installation makes two
important points about what are referred to as ‘traditional’ African or Zulu
forms. Firstly, in parallel to the major social and political transformations
have occurred in South Africa, the markets for these vessels have diversified
extensively. While pots are still used for beer consumption, most of these
wares were made for urban collectors. South African and international
collectors prize highly refined, burnished wares; in recent years, the

size, forms and finish of these vessels have also been transformed by
international travel by the artists, artists' participation in workshops, and
nuanced interactions between artists, intermediaries and buyers. Secondly,
while many of the senior Zulu speaking women are widely considered to
be unofficial National Living Treasures, most of them still live in situations
of extreme poverty and precariousness. Many have experienced financial
exploitation by galleries and rural communities, in particular women, who
often lack recourse to legal services to redress crimes.

Heterogeneous Diversity

I wish to draw attention to the diversity of contemporary of artists who
make so-called ‘Beer vessels.” This ‘traditional” art is no longer the exclusive
domain of rural Zulu women, and is now practiced by artists of various
social and cultural origins. Perrill notes:

Young ceramists are taking up the ceramic medium in homes,
at universities, and at art centers. Non-Zulu South Africans are
studying and drawing inspiration from Zulu ceramic genres. Men
are exploring their place in this historically women's tradition.
Zulu ceramics represent an expanding and developing tradition.’

Thus, in addition to women living in rural KwaZulu-Natal (such as Mamile
Ngema, Buzephi MaKhanyile Magwaza, Thandiwe Magwaza and Mcane
Mzuza) and those living in urban centers (such as Thembi Nala), the artists
represented in the TCB include lan Garrett (a Caucasian male), Michelle
Legg (a Caucasian female with an overtly western feminist investment in
this form), Clive Sithole (an urban black male originally trained as a fashion
designer with both Zulu and Sotho origins) and Simphiwe Belle (an urban
black male with Xhosa origins). This diversification of practitioners is echoed
in contemporary research agendas. The highly essentialised, monolithic
notion of ‘Zulu’ identity and culture is currently being deconstructed by the
academy and renegotiated by artists themselves. This cultural label is argued
to be far less homogenous than previously perceived. ®

1. The works were borrowed from Dr Elizabeth Perrill, and most featured on her
exhibition, Ukucwebezela: To Shine: Contemporary Zulu Ceramics, which has
been seen in South Africa and the USA.

2. Perrill, E. (2013) Unpublished Exhibition Description. Ukucwebezela: To
Shine:Contemporary Zulu Ceramics. p.2.

3. The deconstruction of the monolithic notion of ‘Zulu’ identity and culture is being
undertaken by various major African Studies scholars, as tabled at the ‘Global
Zulu’ panel at the 16" Triennial Symposium on African Art New York, ACASA,
March 2014.
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O mrRem - BR/ REAEERE
2005 EH&24.1X19.72%7
RERMEL TR ~ it ~ SR MR » KiE - U

Simphiwe Belle / Uphiso (beer pot with long neck)

2005 18 pieces @24.1X19.7cm

Earthenware, coil building, burnishing, various applied and incised designs,
bisque and pit-firing

2 FRE - Bnts BRI

2014 EE28 X287

PR ~ TR ~ 1k ~ BRAURENERET ~ FiE ~ MAUREE

lan Garrett / Vessel with abstract motif

2014 @28X28cm

Earthenware, coil building, burnishing, impressed shell designs, bisque and
saggar firing

BER - #h18 RH LRI

2008 Hf%22.5X12.1A%

FREIRFE T~ JRIRBTY ~ JE ~ BB « RELMARLE

Michelle Legg / Warrior Woman series

2008 ©@22.5X12.1cm

Earthenware, coil building, burnishing, applied lugs, bisque and saggar
firing

O EEE - BB - BB e EE

2006 EK42X34N5
PR ~ BB ~ il ~ FRICEHDE
Thandiwe MaBhengu Magwaza / Ukhamba (beer pot)

2006 @42 X34cm
Earthenware, coil building, burnishing, ghumbuza style amasumpa bumps




© L - BREEKY - WIS FESERE
2006 HE1%25.4X22. 2%
RERFE LT~ TRIRBTY ~ JE ~ BIUEMNRRIEET ~ Tk
Buzephi MaKhanyile Magwaza / Ungiyana (flattened vessel with low neck)

2006 @ 25.4X22.2cm
Earthenware, coil building, burnishing, various applied and incised designs, pit-firing

O RWEE - B - K EERE
2004 EH7%30.3X26.5A%
AR ~ BIRETE ~ J0 ~ B35k ~ BRI ~ YT
Nesta Mathom Nala / Ukhamba (beer pot)

2004 @30.3X26.5A%
Earthenware, coil building, burnishing, various applied and incised designs, pit-firing

O BIRFEE - WiED - B4 E5EEER
2006 EH1L40.6 X 40A%
R ~ JUE ~ TR ~ it ~ BNHAGRE

Shongaziphi MaXaba Magwaza / Uphiso (beer pot with long neck)
2006 @40.6 X40cm
Earthenware, coil building, burnishing, applied coil design, pit-firing

0 BER - Baffl AR
2006 E1E25.4X22A5
ERFE L~ TRIERETY ~ J00E ~ JBIR ~ MAEIZE « Sk
Mncane Mzuza / Ukhamba (beer pot)
2006 @25.4X22cm
Earthenware, coil building, burnishing, applied coil, combed designs, pit-firing




© IRLE - R 18R
2007 EE27.5X25A%
AR ~ BIRETE ~ H0¢ ~ B aeth SRR ~ Y&
Thembi Nala / Ukhamba (beer pot)

2007 @ 27.5X25cm
Earthenware, coil building, burnishing, various applied and incised designs, pit-firing

O FLAE - fvh1RERE
2006 EHE30X28.7A%
AR~ RIREFE - #00E ~ BRMAGEET ~ TTE
Zanele Nala / Ukhamba (beer pot)

2006 @30X28.71R %7
Earthenware, coil building, burnishing, various applied and incised designs, pit-firing

O IEXS) - DA BEE
2006 EH%30.2X25.7%
PERMELT ~ TRRATY ~ 006 ~ EEOE ~ kR

Mamile Ngema / Ukhamba (beer pot)

2006 @30.2X25.7cm
Earthenware, coil building, burnishing, umvaxaso style amasumpa bumps, pit-firing

B mEXk - YT REEARE
2007 HE1&¥27.5X35.5A%
R ~ JRERARTZ ~ i ~ 8RZIEEAT ~ K& ~ MARE
Clive Sithole / Uphiso (beer pot with long neck)

2007 @27.5X35.5cm
Earthenware, coil building, burnishing, etched designs, bisque and saggar firing




R e 2=

Imbenge (beer pot cover)

® FETE BB NERE > Bk
2006 EH&E18 X6
BIELR
Unattributed artist / KwaZulu-Natal, South Africa

2006 @ 18X6cm
Telephone wire

O FET BiEE-MEREE - Ak
1960 EHI€18X4.5A%
TEV)HEHE ~ TREM
Unattributed artist / KwaZulu-Natal, South Africa
1960s @18 X4.5cm
Fiber and beadwork

RERZE 1SERTE  ZilE-MEREE Bk

2006 E1E22X7A%D

BRI

Ntuli Family / Melmoth area, KwaZulu-Natal, South Africa
Imbenge (beer pot cover)

2006 @22X7cm

Telephone wire

o b 4 .-aE.a_.'h#w.F, wie ey
O 1EETHE ZRE-REBE - B { Y e
2006 Ef€18.5X4.5A% ik
TEY A
Unattributed artist / KwaZulu-Natal, South Africa

2006 @18.5X4.5cm
Fiber

O FBETE e NERE » ik
2006 Ef&19.5X3.5A%
IR B AR
Unattributed artist / KwaZulu-Natal, South Africa

2006 @19.5X3.5cm
Recycled plastic
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Five sub-themes are evident in this section:

B - BAES

Bouke de Vries
Chen Kao-teng
Li Xiaofeng

B - R
BVt =BT
RHEE - X168

Malin Lundmark

A
Pt
AR

AN B

RB

Ruta Pakarklyte
Studio Qiao

Lu Chi-chang &
Wang Yi-hui
Shlomit Bauman

BT - BB

Hsu Ming-hsiang
Lee Chin-sheng
Peng Shao-hsiang
Tsai Jr-yung

- BARZEZMLUR]

- IRBEREREENEELREEE  BRERRERIH
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o e

ERANESRE A Urushitsugi (R4 ) =%
Ursuhitsukuroi « EE@HABBEEUSEE/EHERNEN
B NRUSHALCRA - SALESURNADRETIER -
F—REEHRETHIEMRESE - BLULETEE Bz
B AETERAS © Iten, C. (2008) 'Ceramics Mended with Lacquer
-Fundamental Aesthetic Principles, Techniques and Artistic
Concepts.' In: Flickwerk: The Aesthetics of Mended Japanese
Ceramics. Herbert F. Johnson Museum of Art, Cornell University
[thaca NY, USA & Museum fir Lackkunst, Miinster, Germany. pp
18-25.

- LA RERBRRIEEMMZMRME - MEIREEREN

BB EEMADRE - LLIEt - R Y ESTHEAESERE
ERVEERE - FRENERARRRASENER (8
BRI ) FTEARENE R (ATLIEIBREIARRE) o

Martin Klimas

Upcycling is the process of converting waste materials into new
products of better quality or for better environmental value.

. The Japanese legacy of restoring ceramics with lacquer, known as

Urushitsugi or Ursuhitsukuroi usually refer, on the one hand, to
repairs made of black lacquer coloured with iron oxide or ebony
black, and to repairs made of red lacquer coloured with red
ochre, iron oxide, or with cinnabar. On the other hand, they also
refer to repairs executed with lacquer that has been mixed with
gold or silver powder that is called Kintsugi or Kintsukuroi. Iten, C.
(2008) 'Ceramics Mended with Lacquer — Fundamental Aesthetic
Principles, Techniques and Artistic Concepts," In: Flickwerk: The
Aesthetics of Mended Japanese Ceramics. Herbert F. Johnson
Museum of Art, Cornell University Ithaca NY, USA & Museum fiir
Lackkunst, Munster, Germany. pp 18-25.

Questions of national heritage can plague artists working with
historical ceramics. In response to Chinese heritage laws Li
Xiaofeng makes works with both antique shards (which cannot
leave China) and with recent shards (which can leave China).

Il over the globe, green activists argue the future of our earth is at stake. In most

countries, to varying degrees, the three R's — reduce, reuse and recycle - have become
a part of our daily life. In view of the growing international concern for the environment,
as a consequence of global over-consumption, | believe that it is important to consider
artists and designers whose work evokes socially responsible practices of upcycling,
recycling and revalorizing shattered ceramics.

In terms of ceramics, environmental questions extend to the entire production cycle of
ceramics. This includes optimizing clay mining operations, developing efficient alternative
energy sources for firing (which is by no means limited to ‘green’ kiln fuel), improved glaze
recipes for reducing firing times which saves fuel and lowers emissions, the reduction of
toxic and hazardous gasses from firing and the reclaiming and recycling of waste water,
clay, glazes and fired rejects.

‘Green’ lobbies are active internationally on all levels of society. One especially noteworthy
group within the ceramics domain is the National Council on Education for the Ceramic
Arts (NCECA) Green Task Force. From 2008, this body aims to ensure oversight of practical
stewardship at the annual conference and to assist in the overall exchange of ideas and
information with an aim to minimize the global impact of the ceramics field.

Within ceramics ‘green’ concerns are not just limited to lobbying and reconsidering the
ceramics production process, but also extends to restoration practices. Within an Asian
context, the practice of recycling damaged ceramics is not new. The Japanese applied
various techniques for mending broken pottery with lacquer resin dusted or mixed with
powdered gold, silver, or platinum.? The TCB pays tribute to the importance of European
and Asian recycling traditions via the inclusion of Bouke de Vries and Chen Kao-teng,
who are professionally trained in ceramics restoration. Rather than following the classical
route of merely restoring wares, they have both developed highly original contemporary
languages for engaging with this tradition.

The recycling and upcycling of broken and fixed ceramics (and allied clay compounds)

is not limited to professional restorers. Artists such as Li Xiaofeng, Martin Klimas, Malin
Lundmark and Studio Qiao exploit this material for its evocative qualities. The history of
specific sites are intricately associated with local ceramics traditions. Upcycled and recycled
works evoke the history of an object, a household, a kiln site, a city, a region or a nation.?
For example, | note the collaborative works of Lu Chi-chang and Wang Yi-hui which
recycles excess sediment from Taiwan’s reservoirs. Similarly, Shlomit Bauman’s ‘Ran Out’
series deals with the issues of environmental, social and political balance. Tsai Jr-yung’s
work overtly highlights the scales of justice in his reference to burning contemporary
political questions within Taiwan.

Works that evoke personal explorations of balance in society, as well as the recycling of
memories are contributed by the Taiwanese artists Hsu Ming-hsiang, Lee Chin-sheng and
Peng Shao-hsiang.

Recycled ceramics can also be diverted to create new environments, such as Malin
Lundmark’s works that use relatively common everyday twentieth century objects to
create magical microcosms.
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ETEUHT - S e
Shlomit Bauman  israel

(FeH) BEHBERTIERNBRERNWABNEEY mBR (&
FRATES) NRR - MEMAFNRARELEENLCIIBE
TRBCRIEREENME - FEES Y EOZELMELHAEBN
D@3 E#S5ht - MEMESBIRENFE - EXDHEERB
BRI Y R EMET - DEd A NG ERN N a1 RS
TEEEMEEAEMBUS EMESEME - ISR - L3R5
EHRANRER » 15X MEEBEABRZLBFGE

"Ran Out" is a ceramic design project that evokes the depletion of
natural resources and (often in-built) redundancy of consumer objects.
Bauman uses historical moulds and materials from closed Israeli ceramic
factories. The project unites imported porcelain and local S5 Israeli
terracotta, that has ran out. The different characteristics of these two
clay bodies result in cracking and distortion of objects during the firing
process. The incompatibility between Israeli and foreign porcelain also
serve as a metaphor for social and political questions concerning the
region. According to Bauman, this series deals with notions of the
depletion of natural, industrial, cultural and personal resources.

FER—5F7-8 11125
2013 4#4 SR 35X20X 2525
HIeFIFEE(S5), BEEL BEEEDE ~ EHRAT « B/ - 1180°CERk « B2

Ran Out — No. 7,8, 11, 12

2013 4 pieces Max. 35X20X25cm

Local Israeli clay (S5), porcelain (Limoge), mix technique, slip casting,
altering, firing to 1180°C, electric kiln
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Bouke de Vries  The Netherlands

fEm (BFERR) BHRATMMREH ISRETERIBLR - KRR
B Y E(EPYIBRE303 &M - ZORMIBREE20EE T #ay M7
RENE CBEMN - 2REARR - AEBENIREYWAFTHETEL ©
ELR FHBBIERRACE  EENERK DM Ra% -
RGIUER - R—HREURA\BREMNEFZH -

—BRONE BEEERBIRZENER "8BFR, BRUATL/\FIN
BYWHRAREN > SR EEZER - TRENER - BELEREER
MERI AT &R HNERNEBREES  RRERIGIALRE—HE
R - ZEHEEIEFREHTTRNERER NN - MEEBNRT1E
FHEBEASBN » #ATERN RN IBERINER -

KEMBURTEBEHZEVNBRETN  BEYE2RUBARNES
AARIRYEBIRNE - KR B 2R HLUBRZRN (BASIEAR) —
MRS MBERN " BEK%, AMES  AILA LIRS X EE
SRR - DURTBBIFET RNEENEE RET AR
DB EMHRERBANER > 2/NKRE - SHEREE » BER ~ +FR
FHYERER ~ B EEEN T RRERE ) HES  BLENERAEN
TEMmAPE RS

(BFBEE ) RRHOINREEHTHERAN SRR RARFT
2 BERALKE2MHEEE KB BN RIBEAAERT
BB - LLFRBAERUMEHE - MERRHAVKE ZIHERR LSRR - &
REMFEDMNATEERY - 2RHBIRDIENEERS - KBRE
ANEZMRIH R - ELORERHARRASR - (FRry T2E , P30
RANEF R —EEEE - IIAKTRR » EEARIER R T 8
FIHEARIER - MEARE—THNEE @ REOLBAR TREMEBERN
HAERENERBRAIR THEE —FIAEEIE 2 R —REITHY
BEARABEBREPARNERENEEE -

SMRLRENMHNAGHEEMREER - BRFHWE - BH B
RS - DU SEBBCE HT B R E - (FRAREOMNRBHRER
REMNRE  BIESEFRERMIE 1SRN EMT S B X EBE
RPMBRME— (RRXE) - BB BRYERBREERTS
RRERERNRATIZNERTE - MBALRZHEREFETNER

B F eI

2012 HBRS 800X 120X 115A%
&~ BERA ~ BiE - =i - BBEE
War & Pieces

2012 Installation 800X 120X 115cm
Ceramic, loose fragments, resin, brass, plastic assemblage

LiEEr - JLISIEHNEMRKERERNSNE - FIaNE12/ERER
& (20074F) (B8R TIRCHERBFINEN ) AvsmE - EEEEFERE
MR LM EE R B RENEE IR T EMEA - shEmRRERACHY
R OMBOSEBRIERSTIEREC SN » FEPBEAVNBEIRRL -
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By 2MNERNEE - ERNEREEFNEBHAOHERIL - EEMD
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B ERAYIEEHEMMSIBAOBFINGTHER - AW » IFHRE
REGTHHNEE - ERHAEERNOH2IREBIE - ABREZRE
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B 23R — R PR IRAY SR A o

FE—RIERESZNRT - 35 - YPERER "HEEMS - RBHE
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FRERMH, @ MBMREBRE—(ERES  HEXTNPARESER
FHMESAE - RERELMTATE T LRSI ENSE - 5L MRS
8, B RRFEFE —RHERHENMHERAFHREEEZRNAIEY
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* R (BFEEERR) (War & Pieces) [ (BiFFEAMFY (War & Peace) H
"Pieces ; £2 Peace ;| HIZESCEEZAEM -

1. Dillon, B. » 20104 (FIREVEE —BE=EMANENFE L (F 18HANEEE21
HAHES)) (Frieze) 1308 » http://www.frieze.com/issue/article/decline_and_
fall/ (2014458 158218) -

2. IEEF - PIFERR 0 19734F » {Understanding Brecht) * Anna Bostocki® » f3k :
New Left BooksHiiR * E101 °

Exhibition Hall 303 is dominated by ‘War & Pieces’, an ethereal spectacle of
carefully orchestrated chaos. The rippling watery dining table bears 20 plate
‘settings’ and 7 large central table sculptures that are made from assemblages of
shards, figurines and found objects. Like apocalyptic islands, the table sculptures
loom just above the murky black water, and are surrounded by fields of shards,
which recede into the dark netherworld.

On close inspection, visitors realize that most of the ‘set’ of dinner plates consist
of non-matching plates built up with multiple layers of different shards. The
plates have not been restored pieces in the classical or conventional sense; their
original utility has not been re-crafted. There is no possibility of going back

to an original state of perfection or grace. The multiple layers hint at enigma,
frustration, irony and a lyrical playfulness.

De Vries's ironic playfulness is pre-eminently visible in the table sculptures and
the atomic-bomb centerpiece. The table sculptures include reconfigured ‘cyborg’
figurines, referencing Delacroix’s ‘Liberty Leading the People' and recalling the
iconic composition of the US war memorial at Iwo Jima. The central sculpture,

in the form of a nuclear-explosion mushroom cloud, is encrusted with figurines
including cherubs, skulls, Chairman Mao, crucified Christs, Guan Yins and ‘frozen
Charlotte’ dolls, familiar icons in de Vries's work.

‘War & Pieces’ was originally conceived in 2012 for the Holburne Museum in
Bath, sponsored by the Arts Council England, where it was presented with
elements from the permanent collection. The work has subsequently travelled
within Europe, and in every setting the installation has been subtly modified.
This is its first showing in Asia, where a significantly reconfigured installation
form is presented. The transformation of the ‘plinth’, from a table to a shallow
tank, was the outcome of collaborative discussions between the Curator and the
artist. The design of the aquatic environment enhances the apocalyptic nature of
the battle scenes. Furthermore, the aquatic environment is intended to highlight
the significance of the ritual role of porcelain table sculptures in British and
European banquets and pre-battle feasts, such as the Duchess of Richmond’s ball
on the eve of the Battle of Waterloo.

This spectacular installation of plates, shards and reconfigured sculptures made
from found objects and figurines that the artist has cast, is located within a
long-standing European taste for desuetude which includes Renaissance dream
narratives, ‘Ruinenlust’ (ruin lust) that gripped 18™-century European art and

literature for centuries. Indeed, ruins are argued to be a fundamental element in
the construction of western modernity and, later, Modernism." Ruin lust is still
alive in the contemporary-art scene, as evidenced by scores of artists and recent
exhibitions, such as Documenta 12 (2007), which asserted that ‘'modernity is
our antiquity’. This theme continues to allow artists endlessly to sift creatively
through the rubble of turbulent histories, and explore historical and ephemeral
moments with a critical distance from the formal ambition and political charge
of the modern.

Trained as a professional restorer, de Vries works with previously broken ceramics
and invests them with new lives and meanings. In view of this devotion to
reconstruction, it is somehow appropriate that the artist should engage with
themes of destruction. His 'War & Pieces’ has multiple, nuanced layers of
meaning. The battling figurines evoke the historic significance of porcelain as

an international commodity in the 17™ and 18™ centuries. Numerous wars were
fought over this product. Yet, the work also reflects on more recent warfare, and
speaks directly to the spectator’s innate fear of global nuclear warfare. Among
those scarred by civil conflicts was the writer, Leo Tolstoy, whose novel, ‘War and
Peace’ is referenced in the title of de Vries' ‘War & Pieces’. Indeed, the work may
be seen as homage to this brilliant writer, known for his paradoxical persona,
who became a visionary moral thinker and social reformer. However, unlike
Tolstoy, de Vries offers us a delicately playful and ironic tone.

In a discussion on lyric theater, Walter Benjamin, argues that ‘there is no better
starting point for thought than laughter; speaking more generally, spasms of
the diaphragm generally offer better chances for thought than spasms of the
soul...”? Indeed, | think that de Vries's oeuvre is a ‘chance for thought’, an
opportunity for the artist, and the spectator, to consider life in all its mundane
and spectacular glory, with brittle shards of fragile hopes for a better tomorrow.
These ‘spasms of the diaphragm’ are a way of making, a creative companion
that is essential to the artist, and traverse his oeuvre. This playful laughter is the
stuff out of which we are ourselves made, and remade, and of which we make
and remake each other. Laughter, in short, is a labour of love and generosity, of
unexpected connections, which renders us human and humane.

1. Dillon, B. (2010) Decline and Fall: Tracing the history of ruins in art, from 18"-century
painting to 21%-century film. (Issue 130) Frieze, http://www.frieze.com/issue/article/
decline_and_fall/ (consulted 15 May 2014).

2. Benjamin, W. (1973) Understanding Brecht. Trans. Anna Bostock. London: New Left
Books. p.101.
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Martin Klimas Germany
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(HEE) (BHE01)

2006 110X 11027

Ze Eh

Untitled (Nymphenburger 01)
2006 110X 110cm
Photograph

Martin Klimas’ ceuvre is concerned with capturing dynamic movement. These
photos depict figurines from the Nymphenburg Porcelain Manufactory dropped
from a height of three meters. The sound of their shattering trips the camera’s
shutter. The result is a startling, transformation of a static, decorative statuette,
into a dynamic expressive mass of exploding porcelain shards. The photos
depict a moment that the human eye will never capture. The violence of the
destruction is emphasised by the pathos created by the dismembered limbs that
are momentarily suspended adjacent to the body. Klimas’ works are included

on the Biennale as they contribute to the discourse concerning the value of
shards in contemporary art. Klimas' choice of shattering iconic German figurines
has many similarities to the famous series by Ai Weiwei, 'Dropping a Han
Dynasty Urn' (1995). Both works investigate questions of how we understand
and value national cultural heritage, specifically that of ceramics. The historic
Nymphenburg factory, which had been operational since the mid-eighteenth
century, like the few remaining historic European ceramics factories, is struggling
to 'reinvent’ itself in the face of inexpensive commercial Chinese ceramics.

(#8) (BHE02)
2006 110X 150245
BEAFR

Untitled (Nymphenburger 02)

2006 110X 150cm
Photograph
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1. FEIE - (Bee EEIRE) - (014EERMESFERTM) - 20144 5107¢

2. Johnson, I. (2013) Leaving the Land: Picking Death Over Eviction. http://www.
nytimes.com/2013/09/09/world/asia/as-chinese-farmers-fight-for-nomes-suicide-is-
ultimate-protest.html (Consulted 12 May 2014).

3. AL

Phoenix No.2 depicts a woman in the act of self-immolation. The headless, anonymous,
red and white blazing subject has jumped from a building, and is depicted falling, at the
instant before she hits the ground. An “exposed flesh and bone structure” is indicated
via the artist’s construction method of attaching shards to a metal armature.’

Li Xiaofeng's sculpture is a meditation on the tragic consequences of China’s new
urbanization policies. This top-down project is different from the largely voluntary
migration of farmers to cities from the 1980s to the 2000s. Sprawling metropolises
continue to consume agrarian land and small villages. Forced expropriations, which
are often accompanied by demolitions, have resulted in violent struggles between the
authoritarian state and opposing farmers or villagers. In dire situations, victims resort
to self-immolation. Most of these suicides are covered-up by Chinese authorities.?

The title, Phoenix No.2, may indicate a link with Chinese or Western mythology, and
it is worth considering these two phenomena. In China, the phoenix or fenghuang
is an immortal bird that is often considered to signify a yin-yang harmony of male
and female elements as indicated by its name which combines the words feng
representing the male aspect and huang the female. Symbols of the phoenix

are often used in combination with the dragon. The duo feature prominently in
Chinese decorative arts and indicate a desire for harmony, good fortune and high
social status. They embodied the stability of power in dynastic China and a longing
for order and balance in Chinese society.

In Greek mythology, the phoenix was associated with the sun. It has a 500 to 1000
year life-span and is cyclically regenerated. At the end of its life, the phoenix builds
itself a nest and then self-immolates. Both nest and bird are reduced to ashes, from
which a new phoenix egg or chick arises.

Li Xiaofeng's work has a subversive (virtual) twist — as indicated in the subtitle’The
Realm of Virtual Reality’. His Phoenix has been the subject of countless emails
between the YCM staff, curator, the artist, his wife and their Gallery. According to
Li's original artistic statement and ongoing correspondence, the sculptural figure
incorporates painted ceramics elements depicting landscapes, houses and self-
immolation. Four additional images of self-immolation scenes were intended to be
placed on the floor below the sculpture. However, the artist subsequently decided
to exclude these images from the TCB. Shortly prior to the opening of the TCB,

Li Xiaofeng requested the inclusion of additional elements. He requested that the
YCM include documents associated with his attempts to obtain travel documents
and letters of authorisation from Taiwan and China to attend the opening ceremony
of the TCB. The YCM did all that was possible to comply with this request, and
obtained the necessary Taiwanese travel documents for the artists. However, in view
of outstanding travel documents from Chinese authorities, and in discussion with
the artist, it was decided to display the work in the current form.

Li Xiaofeng's work is thus extremely complex and layered. The lengthy discussions
with the artist over his work and his failed travel arrangements to attend

the opening ceremony in Taiwan, speaks of personal frustration and stifling
bureaucracy. Like the anonymous woman whose spectacular suicide is aimed at
attracting some media attention, the work speaks of sheer desperation — both in
the real world and in the digital or virtual realm.

In conclusion, Li Xiaofeng's Phoenix No.2 is a sharp and cutting work that is located at
the intersection of European and East Asian mythologies. While it indicates a longing
for order and balance in contemporary Chinese society, perhaps it also indicates the
destructive and regenerative power of fire. The ghosts of Li Xiaofeng’s Phoenix will be
resurrected — possibly in both the real and virtual worlds.

1. Li, X.(2014) 'Phoenix No. 2: The Realm of Virtual Reality', TCB Handbook. p.107.

2. Johnson, I. (2013) Leaving the Land: Picking Death Over Eviction. http://www.nytimes.
com/2013/09/09/world/asia/as-chinese-farmers-fight-for-homes-suicide-is-ultimate-protest.
html (Consulted 12 May 2014).

3. Ibid.

Bl ——EEHERE
2011 106 X56X176/A%
THEALER | ~ SRANEE: - NFIMERE - SIEMIEAL ~ 1270°C
Bk~ BHTE

Phoenix No.2: The Realm of Virtual Reality

2011 106 X56X176cm

Underglazed red shards, silver wire welding, stainless steel
stand, firing to 1270°C, gas kiln
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* &L Lewis Carroll - (EEEHSIEIIER) WEE -

1. 5k - BAERER  (DIRIFGRRER) @ 201428 R E L F RE R
SHERAER © http:/public.ceramics.ntpc.gov.tw/ceramics/images/stories/
pics/author/Malin_Lundmark.pdf » B2 » (2014455208 2%) -

2. AL &1

2]'@\ :%ZBE
2003 2013 %Rﬁ 640X 310X 30525
EIlar=

As if...fantasy was reality-- Part Il
2003, 2013 Installation 640X 310X 305cm
Recycled ceramics

Lundmark’s series, ‘As if ... fantasy was reality — Part Il consists of upcycled
everyday ceramics. Teacups, teapots, saucers, mugs, terracotta planters and
other elements are transformed into lights, clocks and furniture elements, such
as stools or table legs. The spotless, brightly lit white environment dazzles the
spectator with a range of cheeky and ingeniously reconfigured objects that are
suspended from the walls, perched on shelves, window ledges and on cascading
tables.’As if ... fantasy was reality — Part II' is a based on Malin Lundmark’s solo
exhibition ‘As if...fantasy was reality’ that was held in 2003 at Botkyrka Art
Gallery, Stockholm. The passing decade has enabled the designer to extend the
scope and significance of the installation by creating many new objects and
completely redesigning the scenography for the Taiwan Ceramics Biennale.

Lundmark’s highly original installation has a theatrical feel, recalling a magical
domestic environment, but where the scale of the space is confusing. Visitors
may feel as if they are in front of a film set for a contemporary version of 'Alice
in Wonderland'. Like Lewis Carroll's universe, Lundmark’s fantasy world is also
populated by odd, some-what anthropomorphic, magical objects that evoke

a child-like desire to play. The diverse range of reconfigured items reflects a
high degree of playful ingenuity. Indeed, the re-creation of objects through a
play is a central preoccupation of the designer. Lundmark notes that she has
researched theories of childhood play and appropriated this as her personal
work methodology or modus operandi.” By undertaking minor modifications
or putting objects in new contexts, the designer observed small, yet extremely
potent shifts in the meaning of objects. When presented as a group,

these objects ask questions about how we understand our everyday home
environments and the objects there-in. Lundmark argues that her oeuvre aims
to celebrate ‘what we have but have so far failed to notice.”? This celebration
of the everyday has distinctly oppositional and dissident overtones. It offers a
voice to the ‘invisible’ commercial pottery, quotidian objects and experiences and
proposes subversive and prosaic possibilities for change.

1. Lundmark, M. (2014) As if ... fantasy was reality. Proceedings of the Taiwan Ceramics
Biennale International Conference. http:/public.ceramics.ntpc.gov.tw/ceramics/images/
stories/pics/author/Malin_Lundmark.pdf, p.2. (Accessed 20 May).

2. lbid. p.11.
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Pakarklyte focuses on the darker side of contemporary consumer
society. By constructing art works that comprise of porcelain castings
of rubbish, she conveys a political message. For her, litter is the basis
of a reflection on personal consumption and our surroundings. Litter
is the ultimate material for upcycling as it is freely available and has no
financial or sentimental value. In this piece the use of a green interior
light emphasizes the ecological engagement implicit in her oeuvre.

iFERYILE 2

2013 FEERN 120X 120 X405

A+ Bwh - BERE - 88 1270°CafbE - B
Silence in Green 2

2013 Installation 120X120X40cm
Porcelain, plexiglass, mold casting, pigments, oxidation firing to 1270°C, electric kiln
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Studio Qiao  Taiwan
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Upcyclying, or transforming a material with a low economic value into
an artifact is not a new practice, and is one that is increasingly being
investigated by artists and designers internationally. The Brick Plan
project originated in a desire to transmit the silky texture of brick to the
designer’s infant daughter, who is growing up in an environment made
of concrete bricks. These works refer to historic red brick architectural
traditions in Taiwan, which extended from the Dutch colonisation of
Taiwan during the seventeenth century to after the Japanese colonial
period. The gradual loss of many of these buildings is a cause of concern
as they are important elements of Taiwan'’s cultural heritage.

Eindhoven Design Academy graduate, Rock Wang (in collaboration with
craft artists Chen Pei-ze and Huang Rui-shan) decided to produce a
series of machined forms from building rubble for ruined brick buildings.
However, after many years of experimenting, they had to abandon
using old bricks, which crumbled, in favor of new bricks. Nevertheless,
the resulting forms recall local vernacular architecture and transmit its
sensual warmth via their scale, highly refined finish and their elegant,
restrained forms.

F45E - AEE

WFEEtE—RAEM » F21EHR

2009 241 HE15X45A%0 ~ BfS20X 3545
ALHE ~ BAEDE] ~ £ ~ 8¢

TZ6D - Siml

Rock Wang & Tong Ho

Brick Plan - Vases

2009 2 pieces @15X45cm, @20X35cm

Bricks, cutting, polishing, burnishing

Craft Artist: Huang Rui-shan

FEiE -~ EE

RRESTE —faag

2009 60X62 X221 7
AT AMEDE S FTEE ~ it
TEA7 : R

Bii7 =7 T B5eis E RO

Rock Wang & Tong Ho

Brick Plan — Tray

2009 60X62X22cm

Bricks, cutting, polishing, burnishing

Craft Artist: Chen Pei-tse

Provided by National Taiwan Craft Research and Development Institute

F14bz - AEE

WFEEtE— HEERE

2009 60X25X25A%

ALHE ~ BAIEDE) ~ $T0E ~ 006
TZ60 : &=iml

Rock Wang & Tong Ho

Brick Plan — Oval Bowl

2009 60X25X25cm

Bricks, cutting, polishing, burnishing
Craft Artust: Huang Rui-shan
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1. BR=E - (HFAREK) @ QoUEEERBEEEFRFMY - 20144 §122 ¢
2. AL

Chen Kao-teng is interested in working with vessels and combining them
with motifs associated with everyday life. Some of these vessels are damaged
Chinese and Taiwanese antiques, while others are contemporary forms.

The artist is trained as a jeweler, and uses his skills in casting and modeling
metals to alter damaged vessels, and convert them into independent works
of art. The works are not restored, rather their damage is highlighted and
celebrated via a creative intervention that radically transforms the meaning
of the work.

In response to ‘another nostalgic round of fashion for denim blue”" Chen Kao-
teng has ‘mended’ a bowl! with what appears to be a zipper from a pair of
jeans. In a second work from the Flavors East and West Series, the artist has
added a motif that recalls a stylized spider web that contains a precious stone.
Large clefts in a pair of matching vessels swarm with hundreds of little pins.
The anthropomorphic quality of the pins may suggest an army of miniature
soldiers fleeing dark trenches. Chen Kao-teng hopes that his oeuvre may
serve to bridge eastern and western traditions and associate contemporary
art and design with antiquity.

1. Chen, K. (2014) 'Flavors East and West'. TCB Handbook. p.122.
2. Ibid.

i E |

2014 2#8# 20X 16X48A% 20X 14X41A%
BE- R FERE

MBERMEE © dhks

Flavors East and West Series

2014 2 pieces 20X16X48cm 20X 14X41cm
Ceramics, silver, celadon, mending

Ceramics provider: Chu Jun-jong

i E |

2013 64 BARAME 12X 12XTAD HBR 40X60X7A%
BE- R FERE

BERMSE * BRI

Flavors East and West Series

2013 6 pieces Max.12X12X7cm Installation 40X60X7cm
Ceramics, silver, celadon, mending

Ceramics provider: Su Bau-tsai
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1. FE RF - EMARHRCIIEAR » 2014F4H308

The artist has created this work for the TCB as a reflection on her
personal roots. She was born into a family of earthenware tile makers.
According to the artist, the stylized form of a tree grows from a pile of
broken and discarded earthenware tiles." In parallel, the sculpture evokes
the iconic value of red tiles as a prominent element in the vernacular of
Taiwanese architecture. Protected by a fine skin of miniature tiles, Hsu
Ming-hsiang’s totem reaches upwards and touches the sky.

1. Hsu, M. (2014) Unpublished interview conducted by Gers, W., 30 April.

SRR

2014 FEERS 100X 100X 170245

Bt~ ERF ~ TRER ~ 1230°CafbkE ~ B
An Exploration of Recordkeeping

2014 Installation 100X 100X 170 cm
Clay, recycled tiles, slab building, oxidation firing to 1230°C, electric kiln
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Lee Chin-sheng  Taiwan
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1. Fe4 - (REMED © Q014ZEREFEEREFRFM) - 20146 5124

Lee Chin-sheng’s works is a conceptual timeline with a procession of
large domino-like forms that refer to important stages in his life. Each
rectangular element is furrowed, and the channel-like form symbolizes
water as seen in dreams. This watery flux bears a medley of organic and
inorganic objects including human figures, animals, plants and insects.
It was produced as a site-specific installation for a precise space in the
Yingge Ceramics Museum, where a narrow, glass-walled passage juts
out of the building from the first floor, like a finger-like appendage.

Lee Chin-sheng’s installation seems too short for the assigned space
and thus incomplete. This potent emptiness speaks of the inability

to describe all our memories and the fact that the artist’s life is still
underway. Memory Recycling floats precariously between the real world
and the dream world in this suspended space — a gloriously partial and
incomplete project en route.

The artist suffered a large vascular cerebral accident near the completion
of this work, and his assertion that ‘"Memory Recycling depicts the
gradually emerging boundary that separates things from the self, which
is constantly being divided and recycled in time’s protracted flow"'

is especially significant in this context. What is memory? How does

it work? What memories are important? How do we transmit these
memories to our loved ones? These are the existential questions that Lee
Chin-sheng is grappling with as he recovers, and which he imparts to
visitors of the TCB.

1. Lee, C. (2014) 'Memory Recycling', TCB Handbook, p.124.

FCIRRYEIUR

2014 154 ZERN 62 X460 X205
fet ~ T - BEEB ~ 1240°CJERL ~ B2
Memory Recycling

2014 15 pieces Installation 62 X460X20cm
Clay, slab, sculpting, firing to 1240°C, electric kiln
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This collaborative project involves the recovery and recycling of excess silt
from the Shihmen Reservoir, in northern Taoyuan County, Taiwan. This
artificial lake serves as a flood control device, source of hydroelectricity,
and is Taiwan's third largest water reservoir, serving people in northern
Taiwan. However, sedimentation from erosion caused by logging in sub-
tropical mountainous areas, threatens the safe operation of the dam.

Lu Chi-chang and Wang Yi-hui’s installation focuses on this problem.
The five cylindrical vessels, which recall oversize test-tubes, contain
elements that refer to different aspects of this situation. The first
contains water from the reservoir; the second contains a black and white
photo of Lu Chi-chang harvesting silt at the reservoir. The third cylinder
contains purified, fired, ground silt; while a fourth contains dozens of
small tea bowls glazed with celadon and tenmoku glazes that contained
the silt. Finally loofah, dipped in slip (also containing silt), are displayed
to remind viewers of the cleansing ritual that they are witnessing in this
installation.

R

2014 SHfE SHFEL16X68A% i
B BB B BIVE - BPFIKERE K REYER
BT ~ BT AE

Form, Condition

2014 5 pieces Each @16X68cm

Glass bottles, photo printing, porcelain, loofah, recycled damp slip,
water, slip forming, hybrid kiln
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Peng Shao-hsiang  Taiwan

TR AR TRER A ~ FHREE - BWAR  FERPTRIFRFE
mARRELESRFREENEFLIE - TTNBEEENSLEEFR
FIBBMERERR T E—EFENENK > BRINBEFHEFEE
2B ERR CAXNRCEFHERE LS - SEM/NSEF R&EA)
HEE B ARERGSBHES|I AR - HRR20FEEE Y HENEKE
21 BAENSEFHNESCIERNG AR AR - HrzVH R
g ~ AbR o (BANKKRTY STEELETE -

ARG REMPIZABAALABRESRAVEES: - NERBEMIRIER - '
REHRNERRER T BESMESFEER - ARREHBIESL -
iR U — B AR RS

MFEREREIFRHERBH - EEERNSERBEEANEERER
ZBITRIRE - 42

TABPMEGE  BEIERELEFFIRSEFL S —BMUENERER - &&S
SIFIRFMBEATME ARENES - R#lt > —B—BIEfE
BE - BEEH-MRETRDELHER HANBEENERENEG
R BR—BREAREMRETHANERR

1. AN RE - BEARERCHHARD » 20145F4H830H ©
2. AR (BEEER) > QOUEEEIRHELFRERTFM) - 20144 - 5126 -

Peng Shao-hsiang’s work for the ‘Shattered, Upcycled and Recycled’ section
of the TCB investigates childhood memories associated with school uniforms.
A neatly folded installation of garments for boys and girls recalls a specific
epoch, where children wore neat white cotton blouses and dark skirts

or shorts to elementary school. Taiwanese elementary school uniforms,
which were originally introduced by the Japanese colonial administration,
have evolved significantly in the past two decades. Children currently wear
colourful casual shorts and t-shirts made of synthetic fibers. New uniforms
are easier to wash, and require no ironing, but lack in comfort and elegance.

The artist, who is a school teacher himself, doesn’t appreciate school
uniforms, of the past or present.’ He believes that uniforms serve to
normalize rigid, artificial structures of authority and power. In a Foucauldian
manner, the artist explains:

‘By recycling these childhood uniforms and making them anew,
I recalled that part of my childhood when school and education
planned out my life.”

Peng Shao-hsiang believes that compulsory school uniforms result in a
social conformity, and ultimately discourages children from being creative
and making individual choices. Having noted this, the stark white, rigid
porcelain uniforms in their neat piles also speak of nostalgia with regards to
a pristine and fugitive past that lacks any noticeable blemishes.

1. Peng, S. (2014) Unpublished interview conducted by Gers, W., 30 April.
2. Peng, S. (2014) 'Images of Childhood’, TCB Handbook, p.126

BEFER

2014 104 ZEER 240X 100X 7045
A+~ R ~ FEBEE ~ 1240°CRALE - B
Images of Childhood

2014 10 pieces Installation 240X 100X 70cm i
Porcelain, cotton material, hand building, oxidation firing to 1240°C, electric kiln
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Tsai JI’-yUﬂg Taiwan
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Tsai Jr-yung's work presents a scales and gavel of justice. The black box and
the building rubble that are counter-balanced on the scale refer directly to
burning contemporary political questions within Taiwan. The government's
recent dealing with the trade-in-services agreement with China is widely
known as a "black-box" operation, as it was carried out in secret.
Opponents of the agreement believed that it would compromise Taiwan's
interests and lead to greater Chinese influence over the country. These
concerns triggered a 24-day occupation of the Legislature by protesters that
ended on 10 April 2014.

-

The building rubble refers to a bitter resistance campaign against
expropriation of farmland in Taiwan that has cost at least two lives. Between
2010 and 2013 the ongoing destruction of expropriated rice fields and
homes lead to numerous large protests and widespread condemnation of
the state. Furthermore the government was criticized for compromising
Taiwan's food security by its presumption that rice can always be imported
or that its production could be out-sourced to farms in Africa or Central
America. After a long battle, in late January 2014, Taiwan farmers won

a landmark court case against the Land Expropriation Act. This shocked
government officials and gave a moral boost to citizen campaigns and
opposition lawmakers.

The black box and building rubble thus refer to some of Taiwan’s key internal
and external political problems. These elements need to be balanced if Taiwan
is to continue to develop economically and maintain a leading role in East Asia.

[
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Balance
2014  Max. 55X40X60cm e
Bricks, copper, wood, mixed media
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3d printed and cnc ceramics

C eramics production technology in the sphere of the visual arts has not advanced
significantly over the past centuries. The ancient Egyptians pioneered the potter's
wheel in about 2,500 BCE. Many early societies, including the ancient Romans used
moulds to cast and ‘mass produce’ ceramic commodities. While numerous technological
advances have been made in the field of industrial ceramics' over the past decades, few
of these developments have filtered down to artists and designers.

However, the recent advent of relatively accessible, 3d modeling software, inexpensive
open source, 3d ceramics printers and cnc milling machines, among other digital tools,?
has radically changed this situation. Ceramic art and design practices are now engaged in
a new historical trajectory. The 2014 TCB focuses on some key artists and designers who
are at the fore-front of this digital revolution in ceramics.

Works in this section of the TCB primarily explore hybrid production processes that involve
new relationships among the hand, traditional skills and digital tools. Many of the projects
are collaborative, and the rich combinations of different skill sets produce innovative
works that push the boundaries of conventional ceramics. There is no standardized way to
use these digital tools, and some tools, such as the cnc milling machine, may be used at
various stages of a project, and on different materials (eg plaster moulds and bisque clay).
Each artist and designer brings their own interests and sensibilities to the fore in these
projects.

Works in this section focus on:

Imagining new forms of bricks and architectural elements

Investigating relationships between natural & digital codes

Introducing the digital wheel

Exploring local production variations and influences in the manufacturing and
distributing of 3d printed forms

The customisation of a plate collection using a special application on a tablet
Tactile lamps

7. The re-inscription of a thrower's gestures onto a vessel

AN -

ISA

N

. Significant progress has been made in the field of industrial ceramic applications for electronics,
metallurgy, medical prosthesis, aeronautics and aerospace, automotive components, the energy
industry, superconducting and smart ceramics.

2. New tools include precision extruders and digital slip trailing tools etc.
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The designer duo share an interest in digital conception, fabrication and distribution
processes. As TCB Guest Artists in Residence for a period of three months, they had
ample time to experiment with ceramics production techniques, collaborate with local
artists and develop three very exciting new projects for the 2014 TCB.

Cutting Edges

Like many of In-Flexions' previous projects, Cutting Edges focuses on customising
existing digital tools as a means of creating new ways to design or modify objects. This
implies a shift from conceiving unique objects to developing interactive systems where
end-users can produce their own object.

Cutting Edges aims to allow the public to easily ‘design’ a plate collection using a template
on a tablet. The parameters that may be customized on the tablet include the number

of plates in the collection and the width and breadth of the upper (smallest) and lowest
(largest) plates. The tablet calculates the incremental graduations in size between the
individual elements. A digital cnc machine enables the plates in this collection to be ‘cut
out’ from standard slip-cast porcelain blanks designed by In-Flexions. The slip-cast blank
plates are characterized by a textured base which was developed by a CAD design, and
engraved into a plaster mould with their cnc machine. The TCB exhibition includes the
original mould, various series of stackable plates, ‘cut out’ surplus rings, and the tablet
featuring the specially conceived application.

The term 'Cutting Edges’ is a play on words, referring to the notion of avant garde as
well as the notion of physically removing the edges of an object. While cnc machines
have been used in recent times by various international ceramics artists and designers,
the notion of empowering the lay-man to become a designer, as well as the multiple,
hybrid uses of the tool, is highly innovative.

Back to Back

Working in close association with Ken Liu, artist and Studio Technician of the Yingge
Ceramics Museum International Artists Residency Center, Laugier and Brument used a
Kinect infrared projector and camera to record, track and interpret the hand gestures
of the artist during the throwing process. These gestures were transformed in real-time
into a three dimensional graphic landscape on the designer's computer screen. Finally
these three dimensional landscapes were converted into graphic icons and motifs and
milled with a cnc machine into the bases of the same bisque platters.

The title ‘Back to Back’ refers to collaborative DJ practices in electronic and house
music clubs. A team of DJs act like a tag team, and various dance sets may include live
harmonic mixing and re-mixing of tracks, which may be repeated, and spiced up with
a higher tempo or a whole different foundation. As a student, Brument engaged in DJ
and VJ activities, and this interest in the creation of hybrid processes which ‘mix’ both
the hand and digital tools is evident in most of his projects.

Eclipse

In-Flexions’ third project for the TCB, a tactile lamp, is also characterized by collaborative
production methods. Local ceramics Master, Chan Guo-xiang, made the large exterior
lamp recipient. Ken Liu made the central element, whose surface was subsequently
milled with a cnc machine to obtain an undulating texture. With assistance from the
Yingge Ceramics Museum International Artists Residency Center, the ceramic elements
were fired in a local factory. Brument and Laugier then undertook the soldering of
electronic circuit boards and programming of the device.

This highly original work draws upon Brument and Laugier’s investigations into

glaze conductivity for electronics. Sensors in the glaze detect the electrical charge or
capacitance of the human touch and the lamp (which consists of an integrated string
of fine led lights) turns on and off in a rotary manner. The lighting of the lamp occurs
gradually by moving the fingers along the rim of the inner plate, from what would

be the eastern cardinal point to the western cardinal point on a hypothetical compass
face. This gesture recalls the cycle of the day, as well as an eclipse of an astral body.
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2014

EE -~ FEE - R ~ ESEIREEZIR A ~ 650°CL1220° CERL ~ BEE
TIRBIUE | EERE ~ BIRIE

Francois Brument & Sonia Laugier
Digital Crafts
2014

Porcelain, slip casting, throwing, carving the mold with cnc machine, firing to 650°C and 1220°C, electric kiln
Clay body makers: Chan Guo-xiang & Ken Liu
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Jonathan Keep  united kingdom
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According to Keep, Random Growth forms like anthills or stalactites/
stalagmites, containing an underlying production code or logic.
However, the artist has introduced an inbuilt variation in the computer
code that results in randomisation, so a different structure is created
each time the code is run.

For me, the works in the Random Growth series appear to represent a
quasi-scientific selection of specimens of different viral cysts or cancerous
cells. These parasitic elements may be seen to serve as metaphors for the
proliferation of new digital tools in art and society at large. We observe
these tools with trepidation, and don't fully understand their significance
on existing art practices, or society. Furthermore, like parasites, we don't
know how they will develop and mutate in the future, or their long-term
effects on their host. Jonathan Keep’s Random Growth is both alarming
and fascinating, as it invites us to reconsider our delicate status quo.

1. Keep, J. (2013) Correspondence with the artist, 12 May.

FERERT

2013 S5# EAAMH 12X10X2085

£+ ~ FhEE ~ 3DFIE ~ 1220° CEEE « R
Random Growth Series

2013 5pieces Max. 12X10X20cm
Porcelain, glaze, 3D printing, reduction firing to 1220°C, gas kiln
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Jonathan Keep is interested in the hidden numerical codes, mathematical
patterns and structures that underpin nature. He has developed a
working process whereby he mimics natural codes in computer codes.
He is especially interested in the relationship with symmetrical patterns
and so called random patterning. The algorithm used to generate these
forms has an inbuilt randomness, which echoes the natural parameters
associated with the formation of icebergs. Keep explains, ‘Randomness
in code is always bracketed, so there is a change, as in the Icebergs,

but a common pattern appears. Each Iceberg is different although it
starts from the same coded system and the same cylindrical form —

my forms that is. Then, as in the apparently chaotic erosion of sea ice,
there are constant factors, so there is a commonality between forms.”
Keep’s digital codes are transmitted to a 3d printer that he has modified
to print in clay. His vessels are printed, layer by layer, in a mechanical
manner that recalls hand coiling construction techniques. After printing,
the forms are fired and glazed in the traditional way.

This series of Icebergs, which was especially produced for the TCB, is
concerned with transmitting the beauty of these apparently random

natural forms. The cumulative layers of the 3d printed form recall the
glacial strata of icebergs, and offer a sense of timelessness. The pure

white porcelain echoes the translucency of ice.?

1. Keep, J. (2014) Correspondence with the artist, 27 May.
2. Keep, J. (2013) Correspondence with the artist, 12 May.
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2013 8#M EARAAM 16 X16X30A%
E+ « FHZE ~ 3DFIED ~ 1220° CBREE ~ FLHTE
Iceberg Field

2013 8pieces Max. 16X 16X30cm
Porcelain, glaze, 3D printing, reduction firing to 1220°C, gas kiln
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PR ~ BRBER ~ &2/ ~ 3DFIED ~ 1170°CEERK
Building Bytes

2012-2013 Installation 420X600 X 300cm

Earthenware, PLA plastic, Video, 3D Printing, firing to 1170°C

The architect, Brian Peters, designed a special installation for the TCB that
focuses on blending a traditional building material (clay) with a new fabrication
technique (3d printing) to re-think an ancient building component (bricks).
Building Bytes is a futuristic undertaking, and evokes a period when 3d
printers will be portable and used as inexpensive brick factories for large-scale
construction. It is likely that these printers will be used with mechanical arms.
It is a great example of how 3d printing and digital technology can be merged
with traditional materials and crafts to produce new and exciting possibilities.

Building Bytes forms are much more sophisticated than standard extruded bricks.
3d printed bricks can have complex designs, permitting interlocking or curvature
of the final structure. Similarly, their internal structure can be engineered to
significantly lower their weight or increase their strength at stress points for a
particular build. While this fabrication technique is new, the forms are relatively
intuitive and builders throughout the world could easily be at ease with them.

Four brick types are exhibited on the TCB. They were developed to test and
demonstrate the potential of this fabrication system and its applications in
interior and exterior architecture. They include

1. Ribbed Bricks — for columns and towers

2. Interlocking Bricks — for domes and arches

3. X-Bricks — for vertical tiling

4. Honeycomb Bricks — modular stackable bricks

The Building Bytes installation for the TCB was designed in discussion with the
Curator and the Yingge Ceramics Museum. In addition to the four brick types,
a film explaining production methods, a large diagram displaying possible
construction techniques; Peters displayed a 3d printed plastic acoustic insulation
panel made of small modular interlocking units that he recently developed. This
panel was included to demonstrate the versatility of 3d printers that may be
used for different materials. This versatility encourages users to re-evaluate the
basic technical characteristics of the various printable materials, and choose the
most appropriate material for the job at hand.
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Suzanne TroCmeé  United Kingdom

(Aspirals) RLERBRNE LS ARSI SER - ERZ
AAREFELINRBEETE » BINREZER AR RR
B - BMRBIRIE T 3FNRRAA At ERNREIRESE  EPE
KHZ BB - AEnsH > RERERRETREREE TRE 2
BNE1300E T FEE - KRR DMEBRER - 2—BMELFIIM
1B o RABRAFRIIEIERRRIDINNAZRIIEE  BR=
HTYRBAVERTE © AIBREEE AmE o

1. BRHGR - Bresl B BEEMRNERER 0 2013 65208 -

Aspirals is based upon a Mobius curve and is a continuous form.
According to Trocmé, ‘The pieces were not designed with printing

in mind but printing became the solution to create the pieces. The
project took three years to perfect. The process involves printing with
ceramic powder, the bonding agents burn off in the process leaving
pure ceramic, the pieces are then fired to 1300 degrees then glazed and
further fired — new process meeting old. | think the success of the pieces
is based upon the fact that 3d printing was not the initial thought in the
design process but almost the last. The technology followed the form."

1. Trocmé, S. (2013) Correspondence with the artist, 20 June.

Aspirals : B ~ £ - BER - BER

2012 5fF i 20X20X3.5A%0 &M 6.5X6.5X4A%

EX3 RS ~ 3DFIED ~ FhZE ~ 1300°C ~ EBE

Aspirals: White Bowl, Black Bowl, White Egg Cup, Black Egg Cup

2012 5 pieces Bowl 20X20X3.5cm  Egg Cup 6.5X6.5X4cm
Ceramic powder, composite, 3D printing, glaze, 1300°C, electric kiln
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Claire Warnier & Dries Verbruggen
Stratigraphic Manufactury
2012 Installation 300 X300X300cm

Mixed material, ceramic samples, 3D printing, various firing temperatures and kilns, 3D ceramic printer

In the Stratigraphic Manufactury, Unfold explores open source digital
manufacturing and distribution of porcelain. The studio transfers a set of digital
files containing their 3d designs to collaborating partners who have acquired
the 3d printing production method that they pioneered and open sourced in
2009. Collaborators are instructed not to alter the digital files but are requested
to incorporate personal interpretations and local influences. Thus, none of the
second generation pieces are wholly individual creations, yet none are identical
to the originals. The result is a celebration of aesthetic diversity that is the
inevitable outcome of design as a collaborative act of production, rather than as
a 'heroic’ gesture of individual genesis.

Discussions between Unfold, the Curator and the Yingge Ceramics Museum led
to the creation of a special exhibition space for the Stratigraphic Manutfactury
project. The large glass doors, wooden facade and simple interior are intended
to convey a cozy intimacy. Visitors feel like they are in a home or the back

room of a humble shop, with various everyday kitchen appliances and
equipment arranged on shelves that line one of the walls. The designers wish
to communicate a sense of the accessibility of their craft-based approach to
ceramics.

This project has been presented in seven different international locations,
including the Adhocracy Exhibition, New Museum, New York (2013) and the
Istanbul Design Biennial (2012). It includes works by Jonathan Keep (UK), Ahmet
Gulkokan (Turkey), Mustafa Canyurt (Turkey), Eric Hollender (USA), Larisa Daiga
(USA), Jen Poueymirou (USA), Benjamin Matthews (UK) and Alicia Ongay Pérez
(UK).

For the TCB, Unfold worked with four Taiwanese designers and artists, Chen
Chia-feng, Tseng Shih-dea, Kamm Kai-yu and Hsu Chih-min. These four trainers
will subsequently train other local artists and designers in the use of this tool. In
parallel, the Yingge Ceramics Museum also offered free training courses in Rhino
3d modeling software in order to stimulate interest in this domain. Unfold’s
Stratigraphic Manufactury is highly significant as it is the first occasion that open
source 3d ceramics printers have been used by the Taiwanese art and design
fraternity. It is sure to produce a ripple effect and produce interesting new forms
that articulate contemporary Taiwanese interests.
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In I"Artisan Electronique, the pottery wheel is transformed into a digital
work of art that ‘turns’ virtual forms in thin air. By moving your hand(s)
through a laser beam a revolving cylinder of digital clay is moulded.

In addition to the manual moulding process, various accessories can
be used as a template to help create a form. Templates can include
sheets of paper, pieces of bent metal, shaped timber etc. Visitors to the
installation can freely create and save their virtual vessels. Each saved
design is numbered. A database of the last 15 saved design (presented
in reverse chronology) is projected onto a grid on the lateral wall. All
saved designs can be retrieved by an accession number, and can be
printed on a 3d printer, if desired.

RAKR - LEm - BEE - HEHhER 28 - AR

ECivEaveaN ;s

2010 #HEE RS 300X 300 X 300443

BEME - BEMFR » BACRIAK - 3DMBEFIE ~ 1250°ClEk ~ B
Claire Warnier, Dries Verbruggen, Tim Knapen

L'Artisan Electronique

2010 Installation 300 X300 X300cm

Mixed material, ceramic samples , digital pottery wheel, 3D ceramic
printing, firing to 1250°C, electric kiln
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Digital materialities

he rapidly expanding field of ceramic expression is enriched by the numerous multi-

media possibilities offered by digital technology. Indeed, digital technology offers the
possibility of exploding the cannon in terms of our understanding and experience of the
ceramics medium. Multi-media and moving image works that offer new and original
tactile and sensory experiences form the back-bone of this section of the exhibition.
However, works in this section of the TCB do not merely incorporate digital technologies,
but use these tools to ask pertinent questions about ceramics, art and society. Rather,
works of this section seek to explore how contemporary global material culture is enriched
by digital characteristics and how data, digital material and code are interwoven into our
quotidian.

It is important to note that not all works in this section physically incorporate digital
technology in their conception or in their execution. For example Miki Yoko's work
uses classical hand production and moulding techniques to speak about aspects of our
contemporary ‘networked’ life.

The works in this section explore:

Greed and gluttony (via virtual reality)

Voice sensitive interactive ceramics

Global migration and life cycles
Contemporary soundscapes

The digital divide and technological dystopias
Original, crafted animated experiences

ok wN =
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Francesco Ardini  ialy
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1. SEEHTRL - FIEESE  20134F » (Circa Catalogue) © K& » Jerome Zodo
Contemporary ©

In Greek mythology, Circe is a minor goddess of magic. Having murdered

her husband, she was banished to the solitary island of Aeaea. She features
prominently Homer's Odyssey when she invited Odysseus' crew to a feast of
familiar food, a pottage of cheese and meal, sweetened with honey, laced with
wine and magical potions. After the meal, with her wand, she turned all her
guests into pigs.

Ardini invests aspects of this myth with a contemporary vision of our consumer
society. Hand-held digital devices (smart-phone or digital tablets) are our present-
day technological wands. Like in the myth of Circe, Ardini’s banquet contains
elements that are laced with ‘'magic’. When viewed with a digital tablet, blue
parasitic ceramic bubbles on the surface of the work appear to transform into a
swarm of randomly mutating butterflies or a vortex of abstract floral forms. This
banquet which is transformed into a digital reality experience via digital devices is
linked to the symbolic notion of nourishment that food provides, and the dangers
of excessive consumption.’

1. Ardini, F. (2013) Circa Catalogue. Milan, Jerome Zodo Contemporary.
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2013 EfX60X2A%

fEt ~ AL ~ TE4L ~ B8 EIR (androidfTENEAREL)
1100°C }2980° CERK, ~ EE2E

Circe: Incanto (Enchantment)

2013 @60X2cm

Clay, white glaze, decal, augmented reality (app in android),
firing to 1100°C and 980°C, electric kiln

BEY : EFE

2013 ZEBERS 150X 100 X 8047

Mt - BERZE - SOLEDHZE OSSR

IR BISIEIEE S « 1100°CR980° CERL ~ BEE

Circe: Convivio (Banquet)

2013 Installation 150X 100X 80cm

Clay, white glaze, mat blue glaze, crystalline semi-mat on greencolor,
augmented reality on tablet, 1100°C and 980°C, electric kiln

BHA  5&

2013 17.5X41X22.5A%

Fat - BERRhZE « SOVEERNZE « FEMAS AN © T0AT - ®PIeH
TFIREBIMBEEIR - RTBRERN » BE

Circe: Offerta (Offering)

2013 17.5X41X22.5cm

Clay, white glaze, mat blue glaze, crystalline semi mat on green color, decal, gold
luster, augmented reality on tablet, firing in various temperatures, electric kiln

=B =Sk

2013 80X 80X 140A%

fEt ~ AEThEE - ELEETNEE « X EMARE S
1100°C }2980° CERK, ~ BE2E

Circe: Megaron (Palace)

2013 80X80X140cm

Clay, white glaze, mat blue glaze,

crystalline semi mat on green color, firing to 1100°C and 980°C
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Nicola Boccini  ialy

RBENEBEBMRE —RE T EMANEMB LR FTNRE
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BHERBEFB WM - WP RNMRERRESE - |

1. BRI - B e © B EEMRNEGER - 201346722 °

Boccini’s interactive tile panels are part of an ongoing experimental
research with engineers and other partners. His work combines fine
porcelain tiles with minerals, metal, sulphates and other elements. The
high firing of the porcelain vitrifies the elements. The various panels emit
coloured light which is responsive to different voices (young vs. old; male
vs. female) and touch. The artist noted, "My idea is to create a ‘feeling’
between art and people with multi-media work. I'd like to develop the
possibility of new conception of contemporary ceramics and try to create
a new form of ceramic expression.”"

1. Boccini, N. (2013) Correspondence with the artist, 22 June.
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2013 30fF EH 42X42X25R%7 HEBERN 274X 228 X35

BE - [AELE ~ 4R~ T3 - 3ELEDE ~ TRREFNENAER/E ~ 1260°CE1280°C ~ B2
Evolution 14.04

2013 30 pieces Each 42X42X2.5cm  Installation 274 X228 X3cm ‘
Bone china, personal porcelain vein, copper wire, frit, LED rgb, hardware and software, 1260°C to 1280°C, electric kiln
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Cho Ming-shun  Taiwan
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The artist-designer who is well respected in Taiwan for his original tea
sets created a new installation for the TCB that incorporates moving
image and ceramic elements. This work aims to recapture the playful joy
of children’s game that he created for his young daughter.

Composed of sixteen clay ‘houses,” the aim of the game is to embark on
a sequential treasure hunt for secret objects that are contained in each
house. Determining both the order of the sequence and the manner of
obtaining each respective secret key is a logical and manual quest. Like a
piggy-bank, this game starts with the action of saving, and the spectator
engages a coin in a slot that triggers a chain reaction. Players must think
carefully, like detectives, in order to observe the relevant clues and finally
find the mysterious hidden treasure. The scenography of this installation,
with peep holes in the rounded plinths, located on a checker board
floor, was developed by the Yingge Ceramics Museum designer, Cheng
Chien-jung.
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2010 16 # EERTKERSZZEEMmME
TR ~ A~ 1230°CabE « =

Treasure Hunt

2010 16 pieces Dimension Variable i
Slab building, ceramics, oxidation firing to 1230°C, electric kiln
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Eugene HON South Africa
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1. o - 88 20134 fERE LS - SBAIERTEHS © http://eugenehon.blogspot.fr/
search/label/and%20the %20ship%20sails%20 * 7H20H £
2. & - 5 (B - Q014 EEFMEEEFRFM) - 20144 » 551605 -

The title of the Hon's work refers to the acclaimed film “and the ship sails
on..." (1983) by Frederico Fellini which engages with the passage of time,
history and ultimately with change. H6n's work similarly references his
perception of the state of craft, signifies the passage of time and heralds
the notion of change.

The work contains animated ball-point drawings of decorative floral and
dragon motifs from Chinese ceramics, which are projected onto stylized
forms the artist describes as ‘duck decoys’. Hon notes, ‘I did not want the
ceramic installation to act merely as a canvas for the projection. Rather,
the entire work had to reinforce the rich tradition of ceramic discourse. It
was vital that the animation embody aspects of the craft of ceramics in its
use of symbols, colours, shapes and textures."

Hon argues, ‘On one level, and the ship sails on.... reiterates the significance
of the crafts as a liberated tool in celebrating surface decoration both
stylistically and conceptually. The work alludes to a revival of the ideals of
the Pattern and Decoration movement, established in 1975. However, it
is more than simply a response to minimalism. It refers to Michael Petry’s
advocating of a return to a highly crafted aesthetic in contemporary

art and attempts to put a nail in the coffin of modernism’s mantra that
decoration is a crime.”

1. Hon, E. (2013) Extract from the artist's blog. http://eugenehon.blogspot.fr/
search/label/and%20the % 20ship%20sails%200n (Consulted 20 July).
2. Hon, E. (2014) "and the ship sails on....", TBC Handbook, p.160.

U

2011 B 21X62X19A% HFHEERY 136.5X170X60A%7
B BE TR BE C BEEM ~ BRTERE - BT
and the ship sails on....

2011 Each 21X62X19cm Installation 136.5X 170X 60cm
Modeling, molding, slip casting, animation, mixed media,

animated ballpoint pen drawings and digital media
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1. B - 2585 » 20134 » #§$% B Catalogue Essay ° http://members.ozemail.

com.au/~pipmcmanus/oceanriversea.html » 7322 H£ [ -

Night Vessel depicts a clay figure and a metal boat in a dark, aquatic
environment. These rich images and symbols are loaded with allusions to both
classical mythology and contemporary events, notably the phenomenon of
clandestine immigrants, ‘boat people” in Australia. ‘In Night Vessel the boat
endures — the creaking, grinding persistence of human culture and history. The
figure is returned to ‘the dust’ from whence it came. Such is our individual
human cycle, eclipsed by the greater movements of history and even greater
cycles of the natural world, given dramatic expression in the final moments of
this work." "

1. Finnane, Kieran. (2013) Extract from Catalogue Essay. http://members.ozemail.com.
au/~pipmcmanus/oceanriversea.html (Consulted 22 July).

e

2012

243 EBEEFER L~ 28 K
Night Vessel

2012

24 minutes HD video, images of clay, metal, water
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Miki Yoko Japan
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3. =KBF (BFAEE)  QQOUZERBFREEEFRIFM) - 20144 - 1658 ¢

BYER

2004-2012 SRERTIKEBZERME

g+« X REIEAEHME  BE « BRPEE -
RBE R AR ~ 1230°C ~ EBR
Tube Life

2004-2012 Dimension Variable
Clay, mat white and black glazes, iron pipes, plastic fixture,
rubber tube, coiling, casting, firing to 1230°C, electronic kiln

A dystopian universe of loneliness and personal dematerialization is poetically evoked
in Miki Yoko's installation. Tube life articulates the notion of a network of dislocated
elements in flux. This work may be seen to be a metaphor for contemporary life.
The disconnected, impermeable network speaks of the difficulties of developing
sustainable professional and social interpersonal networks. Like the internet, this
network promises to connect elements, but in fact, surreal parasitic forms come
out of the walls, drains and other conduits. Many of these hybrid anthropomorphic
forms appear to be genetically modified mutants.

The artist notes that people live in both unconscious and conscious worlds, and
believes that the world of consciousness is overly prized. She is interested in
exploring the connections between individuals and their environment, which
are ‘united with powerful or fearful things.”" Fascinated by ‘the origins of life in
relation to industrial commodites’, 2 Miki Yoko hopes her work will function as
a device to evoke something that does NOT presently exist.? Indeed, her works
speak of flux as a state of transgression and suggest new conceptual spaces
from which to reapproach the world in a non-dualistic way where all forms

of binary logic are suspended. Tube Life suggests overlapping moments and
interdependence between the unconscious, conscious, real and virtual realms,
which increasingly characterise our shared experience of contemporary digital
and non-digital reality.

1. Miki, Y. (2013) Correspondence with the artist, 13 May.
2. lbid.
3. Miki, Y. (2014) Tube Life, TCB Handbook, p.165.
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Whlspers

KERJIKESZEEME

Whispers is an installation composed of two distinctive elements — sculptural
forms and soundscapes. In a darkened room, the five illuminated ceramic
horns and four additional speakers offer visitors a rich and layered sound
‘environmental’ experience. The electro acoustic ambient soundscape, which
is relayed by the four wall-mounted speakers, evokes everyday noises, text
fragments and extracts of conversations. Each of the four wall-mounted
speakers relays a distinct composition, and this forms various sound currents
which flow and intercept the visitor in different manners. Similarly, each of
the five different horns emits a different resonance frequency.' The horns
face in different directions and form a pentatonic system that is central in this
installation. In order to explore this three-dimensional soundscape, viewers have
to actively plot their own auditive route.?

The horns are a transmission device, associated with projecting sound — musical
or vocal. They act to facilitate an intimacy between the visitors as they whisper
their secrets to those who lean close, and listen hard. The horns may act as
catalysts for change, and the artist notes, ‘Something that can become bigger
than it is. It just needs a little sign of life, maybe the slightest movement of

the air...”* The capacity for a whisper to produce a chain reaction of events is
both an enigmatic and ambivalent, powerful and dangerous metaphor. In our
contemporary world where so many people are invested in consumer culture
that mediates culture through globally interconnected commercial markets which
inform, homogenize and consolidate identity and social relationships; Whispers
evokes another modus operandi. Whispers is a deeply subversive installation
which questions our capacity to hear and be heard. After all, history repeatedly
reminds us that whispers can launch both love affairs and revolutions!

1. Pompei, P. (2014) Discussion with the artist, 11 May.
2. Pompei, P. (2013) Correspondence with the artist, 3 June.
3. Pompei, P. (2014) Abstract for the TCB International Conference Guide Book, p. 93.

2010 5 pieces Each @58cm (that is the bell size) X210cm  Dimension Variable 7
Earthenware, plastic hose, speakers, environmental sound installation, slip casting, firing to 1120°C, gas kiln

Composers: Rob van Rijswijk & Jeroen Strijbos, the Netherlands.
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Neil Brownsword
b.1970 / United Kingdom

Current Occupation
Artist / Professor

Education

2006 PhD, Brunel University, London, UK

1995 MA, Ceramics and Glass, Royal College of Art, London, UK
1993 BA (Hons), Ceramics, University of Wales, Cardiff, UK

Awards
2013 Nominated, Paul Hamlyn Foundation Award for Visual Arts, London, UK
2009 One-off Category Award-Winner, British Ceramics Biennial, PMAG, Stoke-on-Trent, UK

Exhibitions

2011 Interlogqui, Caterina Tognon Arte Contemporanea, an exhibition coinciding with
54" Venice Biennale of Art, Venice, Italy

2011 Solo exhibition Relic, Permanent Gallery in conjunction with Brighton and
Hove Museum

Collections

Middlesbrough Institute of Modern Art, Contemporary Arts Society donation, UK

Victoria & Albert Museum, London, UK

Brighton and Hove Museum, Brighton, UK

Contact

n.b@ntlworld.com
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andile@imisoceramics.co.za; info@imisoceramics.co.za

Andile Dyalvane
b.1978 / South Africa

Current Occupation
Ceramics Designer / Artist

Education

2003 National Diploma, Ceramics Design, Nelson Mandela Metropolitan University of
Technology, Port Elizabeth, South Africa

1999 National Diploma in Art and Design, College of Cape Town, Cape Town,
South Africa

Awards

2011 Top 200 young influential people in South Africa, Mail & Guardian

2011 Finalist, Design Category, Johnnie Walker Celebrating Strides Awards

2010 Named Master Crafter, Cape Craft and Design Institute

2006 EDIDA International Award, Ceramics Category, Elle Decoration Décor Publication

Exhibitions

2003 Untitled, UCT Irma Stern Museum, South Africa

2013 Graphic Africa, Platform Gallery, Kings Road, London, UK
2013 Fired, Iziko National Gallery, Cape Town, South Africa
2013 Design Miami / Basel, Basel, Switzerland.

Collections

Iziko National Museum, Cape Town, South Africa

Collection at the King George VI Art Gallery, Port Elizabeth, South Africa
Corobrik Collection, Pretoria Art Museum, South Africa

Danish International Ceramics Center, Denmark

Contact
andile@imisoceramics.co.za; info@imisoceramics.co.za
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Fang Po-ching

b.1976 / Taiwan

Current Occupation
Assistant Professor, Department of Material Arts and Design, Tainan National University of
the Arts, Taiwan

Education
2007 D.FA. Doctor of Fine Art, RMIT University, School of Art, Melbourne, Australia

Awards
2008 Bronze Award, 1" Gold Teapot Prize Ceramics Design Competition
2007 First Prize, 5" Taipei Ceramics Awards: Creativity Award

Exhibitions

2013 Clyj International Ceramics Biennale (CICB2013), Cluj-Napoca, Romania

2013 Contemporary Asian Ceramics — Exchange Exhibition of New Generation,
Aichi Prefectural Ceramic Museum, Aichi Prefecture, Japan

2011 Solo exhibition Deuteragonist-Utilitarian Ceramics, Fugui Pottery Garden,
New Taipei City, Taiwan

2011 Ambient Green Flow — The Emergence and Rise of East Asian Celadon,
Yingge Ceramics Museum, New Taipei City, Taiwan

2010 Solo exhibition The Ever — Changing Balance, Yushow Art Gallery,
National Hsinchu University of Education, Hsinchu, Taiwan

Contact
poching.fang@gmail.com
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Igarashi Hitomi
b.1990 / Japan

Current Occupation
Designer

Education
2013 Department of Product Design, Tama Art University, Tokyo, Japan

Awards
2013 Lexus Design Award

Exhibitions
2013 Lexus Design Award, Museo della Permanente, Milan, Italy

Contact
hitomi.igarashi@senlis.co.jp
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iguiers@gmail.com

Ivette Guier Serrano
b.1950 / Costa Rica

Current Occupation
University Ceramic Teacher / Ceramist

Education
1975 Degree in Fine Arts, specializing in Ceramics, University of Costa Rica

Awards

1993 First Prize, 2" Central America, Belice, Panama and the Caribbean Ceramic
Contest, San José, Costa Rica

1985 First and Unique Award, Handcraft in Ceramics from the National Arts, The Seven
Provinces, Culture Ministry, Ministry of Culture, Youth and Sports, Costa Rica

1981 Awarded, Strasbourg, France

Exhibitions

2013 1* Ceramic Mesoamerican and the Caribbean Congress Closing Exhibition,
Rafael Angel Calderon Guardia Museum, San José, Costa Rica

2012 Animalistic, Cultural Patrimony Building, San José, Costa Rica

2012 VIl Ceramic Symposium, D’Arte Puerto Principe, Consejo Provincial de
las Artes Plasticas Gallery, Camaguey, Cuba

2011 Abierto, Cultural Patrimony Building, San José, Costa Rica

2009 Tiles, Cultural Patrimony Building, San José, Costa Rica

2007 Ceramic exhibition, Economic Science Faculty, University of Costa Rica, San José,
Costa Rica

2001 The Armadillos Way, Goshen College, IN, USA

2000 Surviving, Garcia Monge Gallery, San José, Costa Rica

Contact
iguiers@gmail.com
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Jiang Yanze
b.1975 / China

Current Occupation
Associate Professor, School of Design, Nanjing University of the Arts, China / Director,
Yanze Ceramic

Education
2000 MFA, Fine Art Department, Jingdezhen Ceramic Institute, China
1997 BFA, School of Design, Nanjing University of the Arts, China

Awards

2009 Nominated Award, 11" Chinese National Art Exhibition — Ceramic Art Exhibition,
Xiamen Art Museum, Xiamen, China

2004 Merit Prize, 1* Taiwan Ceramics Biennale, Yingge Ceramics Museum, New Taipei City,
Taiwan

2004  Premier Prize, Sydney Myer Fund International Ceramics Award, Shepparton Art Gallery,
Victoria, Australia

Exhibitions

2012 Solo exhibition: Speak with Porcelain, Twocities Gallery, Shanghai, China

2007 4" World Ceramic Biennale Korea, Icheon World Ceramic Center, Gyeonggi, South
Korea

2005 Table Manners: Contemporary International Tableware Ceramics, British Crafts
Council Gallery, London, UK

Collections
Guldagergaard International Ceramic Research Center, Denmark
Garth Clark Gallery, USA

Contact
Jyz1975@hotmail.com
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Ju Se-kyun

b.1980 / South Korea

Current Occupation
Artist

Education
2011 MFA, Sculpture, Kookmin University, Seoul, South Korea
2008 BFA, Sculpture, Kookmin University, Seoul, South Korea

Awards
2011 Selection Award, 33" Joongang Fine Arts Prize, Seoul, South Korea
2010 Excellence Award, 2" New Discourse Art Prize, Seoul, South Korea

Exhibitions

2013 Solo exhibition Whiteout, Openspace Bae, Busan, South Korea

2013 The World Ceramic Biennale Korea — Hot Rookies, Icheon CeraMIX Creativity
Center, Icheon, South Korea

2013 Studio 17 Prologue, Makeshop Art Space, Paju, South Korea

2013 Not A Ceramic, Space K Gallery, Sinsadong, South Korea

2012 A.I.R (C.C.C Resident Exhibition), Clayarch Gimhae Museum Cubic House,
Gyungnam, South Korea

2012 Myths, the Imaginative Space, Tamna International Art Camp, lho Beach, Jeju,
South Korea

2012 Ex-Change, The National Art Studio — Changdong, Seoul, South Korea

2012 Doing, Kumho Museum, Seoul , South Korea

2011 Solo exhibition Notional Flag, Brain Factory, Seoul, South Korea

2010 Solo exhibition Black Sign, Syart Gallery, Seoul, South Korea

Contact
jusekyun@gmail.com
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Kim Ju-ree
b.1980 / South Korea

Current Occupation
Artist

Education
2004 BFA, Sculpture, College of Fine Art, Kyung Hee University, Seoul, South Korea

Awards

2012 Among the top 30 finalists, Sovereign Asian Art Prize, The Sovereign Art
Foundation, Hong Kong

2010 Grand Prize, 10" Songeun Art Award, Songeun Art and Cultural Foundation,
Seoul, South Korea

Exhibitions

2013 Korean Typologies, Maximilians Forum, Munich, Germany

2012 Solo exhibition Scape _ Collection, Projectspace Mo, Seoul, South Korea

2012 Admiration For Things That Disappear In Vain, Art Space Jungmiso, Seoul,
South Korea

2012 Hong Kong International Art Fair, Convention Center, Hong Kong

2012 Clusters, Gallery EM, Seoul, South Korea

2011 2™ Chongqing Youth Art Biennale, Chongging Art Museum, Chonggqing, China

2011 City — net Asia, Seoul Museum of Art, Seoul, South Korea

2011 Emptiness, Sungkok Art Museum, Seoul, South Korea

2011 10" Songeun Art Award Exhibition, Songeun Artspace, Seoul, South Korea

Collections

Songeun Art and Cultural Foundation, Seoul, South Korea
Contact

juree80@naver.com

Z= 7k BH
ER1941F /E5E

IR B

(FESER

R

1960 =& 7= RS ERER

15

2000 MEEEE - FE=EREPEEE TR

1997 i =EEEREHEAA

1996 HiE  ZEWERERIFEAA

RE

2013 "HE7EREMHABELETRE, > FJI| - m58

2009 THIE-HE ZEERIRE,  BVBRERBYE  Hith =8

2007 KEWEEBEARBEME TFEIRBAE  BEik =22

2006 "HEREEERABER, BuEEEYE > =it 2

2001 "+ - EE—ERBERE,  SFHEFL 0 BR 0 EH

2001 TSR RMEREBRREAMEREBIE, EREERDE -
bt/ =&

B35

B ESREYeE =it =28

BRBEBME > ik =&

B ESEEYE - =t 28

Big A

bruce229@ms39.hinet.net

Lee Yong-ming
b.1941 / Taiwan

Current Occupation
Ceramist

Education
1960 Provincial Taitung Teachers College, Taitung, Taiwan

Awards

2000 Bronze Medal, 8" Taiwan Ceramics Biennial
1997 First Prize, Taiwan Ceramics Exhibition
1996 First Prize, Taiwan Ceramics Exhibition

Exhibitions

2013 7" Gyeonggi International Ceramic Biennale, Icheon, South Korea

2009 Surveying and Testing the Foundations: Contemporary Ceramic Sculpture in
Taiwan, Yingge Ceramics Museum, New Taipei City, Taiwan

2007 Shuili Snake Kiln International Large Scale Ceramic Sculpture Workshop, on-site
creation, Nantou, Taiwan

2006 An invitational Exhibition of Ceramic Art from Taiwan, National Museum of History,
Taipei, Taiwan

2001 Taiwan er sa Terre (contemporary ceramics exhibition), Bureau de Representation
de Taipei en France, Paris, France

2001 Trends in Contemporary Ceramics of the Asia-Pacific International Exhibition,
Yingge Ceramics Museum, New Taipei City, Taiwan

Collections

National Museum of History, Taipei, Taiwan

Yingge Ceramics Museum, New Taipei City, Taiwan
National Museum of History, Taipei, Taiwan

Contact
bruce229@ms39.hinet.net

B HREIX - IRk
A F19506E /B

IR

B RIMERITR

BE

1973 BRI HRRETE T 22 RMEER

RE

2013 AR * Marianne HellerZp » JEEE » 2K

2013 {ER ' Capazza=/® » B915 » i=H

2012 DA RRRESRRE, 0 AR - REESm 0 B
E3E

2011 "R, - MYLEREfigH0 » PR - EfE

2011 @R » PUlsE=ER - FHEZER » LLFIFF

2010 IACRERE » B BAEME - Ei - AR

2010 {EE @ B EHEEBYE - B2 ER

2009 "EREER, c MERTE  BR AR

2009 {E& - BEhris AJEEIEYEE » EFe

B

EREM UYL - EFEET - EFE
WA EMER - 2Fafm > 27a
TEASHEER NI SEAEE - JBAZEE > N - EET
FNEHRBERL - REE - B8R

BE& A

gustavoperez50@gmail.com

Gustavo Pérez
b.1950 / Mexico

Current Occupation
Independent Artist

Education
1973 Department of Ceramics, School of Design and Crafts, Mexico City, Mexico

Exhibitions

2013 Solo exhibition, Galerie Marianne Heller, Heidelberg, Germany

2013 Solo exhibition, Galerie Capazza, Nancay, France

2012 Frank’s International House of Ceramics, Frank Lloyd Gallery, Los Angeles, USA
2011 Ida y Vuelta, MYL Arte Contemporaneo, México City, México

2011 Solo exhibition, Puls Gallery, Brussels, Belgium

2010 IAC members exhibition, Musée National de la Céramique, Sévres, France
2010 Solo exhibition, Galerie de la Manufacture Nationale de Sévres, Paris, France
2009 St Sulpice, Marché des Potiers, Paris, France

2009 Solo exhibition, Museo de Antropologia de Xalapa, Mexico

Collections

Centro Cultural Arte Contemporéaneo, Mexico City, México

Museo de Arte Moderno, Mexico City, México

Los Angeles County Museum of Art (LACMA), Los Angeles, CA, USA
Icheon World Ceramic Center, Gyeonggi, South Korea

Contact
gustavoperez50@gmail.com
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K. Deniz Pireci
b.1963 / Turkey

Current Occupation
Visual Artist

Education
2006 MA, Ceramics Arts, Marmara University, Faculty of Fine Arts, Istanbul, Turkey
1983 BA, Ceramics Arts, Marmara University, Faculty of Fine Arts, Istanbul, Turkey

Awards

2012 Aluminium — 5" International Biennial of Contemporary Art, Baku, Azerbaijan
2012 5" Beijing International Art Biennale, National Art Museum of China, Beijing, China
2011 Rotary Club Prize of Professional Duty, Istanbul, Turkey

Exhibitions

2013 Solo exhibition We are All Immigrants, Gallery Bu, Istanbul, Turkey

2012 Solo exhibition Bazzinga, Gallery G-art, Istanbul, Turkey

2009 Solo exhibition Pireci & Pireci, Turkish Cultural Center, New York, USA

2007 Solo exhibition Living In A Time That Doesn't Exist, Bilim Art Gallery, Istanbul, Turkey

2005 Solo exhibition Reign of Sultans, Almelek, Istanbul, Turkey

2005 3" World Ceramic Biennale Korea, Icheon World Ceramic Center, Gyeonggi-do, South
Korea

2005 Solo exhibition Times of Goddesses, Gallery X, Istanbul, Turkey

2004 7" Ceramics Biennale of Cairo, Egypt

2003 1" International Biennale of the Contemporary Tile Exhibition, Buenos Aires,
Argentina

Contact
denizpireci@yahoo.com
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Clementina van der Walt
b.1952 / South Africa

Current Occupation
Ceramist

Education
1983 National Higher Diploma in Ceramics, University of Johannesburg (formerly
Technikon Witwatersrand), Johannesburg, South Africa

Awards
1994 Molly Fish Award for Best Handwork, National Ceramics Biennale

Exhibitions

2013 Earth and Fire, Rufford, UK

2011 Gyeonggi International Ceramic Biennale, Gyeonggi-do, South Korea

2011 Ceramic Art London, Royal College of Art, London, UK

2010 Ceramic Art London, Royal College of Art, London, UK

2009 Artin Clay, Hatfield House, Hertfordshire, UK

2009 Ceramic Art London, Royal College of Art, London, UK

2008 Ceramic Art London, Royal College of Art, London, UK

2007 SOFA New York, represented by Reece Galleries, New York, USA

2006 Sidney Myer Fund International Ceramic Award Show, Shepparton Art Gallery,
Victoria, Australia

Collections

Johannesburg Art Gallery, South Africa

Market Theatre Foundation, Johannesburg, South Africa
Nelson Mandela Metropolitan Art Museum, South Africa

Contact
clementine@mweb.co.za
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tromarama@yahoo.com

Tromarama

Founded in 2006 / Indonesia

Febie Babyrose (1985, Indonesia)
Herbert Hans Maruli A. (1984, Indonesia)
Ruddy Hatumena (1984, Bahrain)

Current Occupation Artist Collective

Education

2008 Printmaking Studio, Bandung Institute Technology, Bandung, Indonesia (Febie Babyrose)

2008 Visual Communication Design, Bandung Institute Technology, Bandung, Indonesia
(Herbert Hans Maruli A.)

2007  Visual Communication Design, Bandung Institute Technology, Bandung, Indonesia (Ruddy
Hatumena)

Exhibitions

2013 Indonesia Pavilion, Art Stage, Singapore

2013 SIP! Indonesian Art Today, ARNDT, Berlin, Germany

2012 2™ Jakarta Contemporary Ceramic Biennale, North Art Space, Jakarta, Indonesia

2012 7" Asia Pacific Triennial of Contemporary Art, Queensland Art Gallery / GOMA,
Brisbane, Australia

2011 More We Less Me, ASIA ONE, ART Hong Kong 11, Hong Kong

2011 Medi(t)ation, 3" Asian Art Biennial, National Taiwan Museum of Fine Arts,
Taichung, Taiwan

2011 Closing The Gap: Indonesian Art Today, MiFA, Australia

Collections

Singapore Art Museum, Singapore

National Gallery of Victoria, Melbourne, Australia
Gallery of Modern Art, Brisbane, Australia

Asia Society Museum, Hong Kong

Contact
tromarama@yahoo.com
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Kukuli Velarde
b.1962 / USA / Peru

Current Occupation
Artist

Education
1992 BA, Hunter College of University of New York, USA

Awards

2013 Grand Prize, The World Ceramic Biennale Korea, Icheon World Ceramic Center,
Gyeonggi, South Korea

2012 Pollock Krasner Foundation Grant, New York, NY, USA

2011 Leeway Foundation, Transformation Award, Philadelphia, PA, USA

Exhibitions

2012 Patrimonio, German Kriger Espantoso Gallery, ICPNA, Lima, Peru

2010 Patrimonio, Barry Friedman, New York, NY, USA

2007 Plunder Me, Baby, work in progress, Garth Clark Gallery, New York, NY, USA

Collections

Museo de Arte Contemporaneo de Lima MAC, Lima, Peru

The Garth Clark and Mark del Veccio Collection, Museum of Fine Arts, Houston, TX, USA
Maier Museum of Fine Arts, Randolph College, Lynchburg, VA, USA

Nerman Museum of Contemporary Art, Overland Park, KS, USA

Contact
Kukuli@me.com
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elenorwilson@gmail.com

Elenor A. Wilson
b.1980 / USA

Current Occupation
Artist / Associate Editor of The Studio Potter Magazine, USA

Education
2009 MFA, State University of New York, New Paltz, NY, USA

Exhibitions

2014 Flow: The 2014 NCECA Ceramic Arts Invitational, Milwaukee Art Museum,
Milwaukee, WI, USA

2013 16" International Open, Woman Made Gallery, Chicago, IL, USA

2012 LOHAS, LIFE, CERAMICS — presenting the partners of WuXing Creative Design
Studio, Danshui Public Library Gallery, New Taipei City, Taiwan

2011 Solo exhibition Postcards Ffrom Home, Yingge Ceramics Museum, New Taipei City,
Taiwan

2009-11 Group traveling exhibition, The Perfect Fit: Shoes Tell Stories, The Fuller Craft
Museum, Brockton, MA, 2010-2009; The Nicolaysen Art Museum, Casper, WY,
2010; Albany Institute of History & Art, Albany, NY, 2011-2010; Kimball Art
Center, Park City, UT, 2011; Boise Art Museum, Boise, ID, 2011

2009 Elenor Wilson MFA Thesis Exhibition, Samuel Dorsky Museum of Art, State
University of New York, New Paltz, NY, USA

Collections

Yingge Ceramics Museum, New Taipei City, Taiwan
Contact

elenorwilson@gmail.com
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lan Garrett
b.1971

Born in the Eastern Cape Province of South Africa, Garrett draws on a wide range of
ceramic influences, including Zulu, Sotho, and iron age Southern African ceramics.
Garrett’s 1997 Masters of Fine Art thesis on Nesta Nala, written at the University of Natal
under the mentorship of Juliet Armstrong, remains a foundational text in contemporary
Zulu ceramic scholarship. Garrett often produces rounded, necked forms and burnishes
his ceramics, reflections of his collaborations and observations with Zulu potters. Garrett's
broad scholarly reading and technical experimentation have led him to many variations
in surface treatment, design, and variations on hand-built forms. His most recent
asymmetrical patterns are a distinct break from his previous work and reflect his delight
in the complexity of the natural world.
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Michelle Legg
b.1960

Michelle Legg’s Master of Technology of Ceramics thesis catalogues her explorations of
hand-building, embossing, incising, sprigging, impressing, glazing, and firing. As part
of this thesis she experimented with a distinctively South African blend of indigenous
ceramic techniques and the incorporation of decorative European lace textures to create
her syncretic thesis show ceramics. Her Warrior Woman series featured aggressively
exaggerated amasumpa bumps on blackened vessels. Both of these formal qualities
reference Zulu aesthetic norms. However, rather than emphasize the welcoming and
submissive hospitality tied to traditional women’s roles and the presentation of beer
vessels, Legg’s work emphasizes the power and strength of women.
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Text Note:

The Ma- prefix in Zulu women's honorific names means 'mother' and is followed
by their maiden name. This is the polite form of address in Zulu society.

Simphiwe Belle
b.1975

Originally from a Xhosa-speaking family, Belle lived in Durban, a Zulu region of South
Africa, from 1999 to 2006. During that time, he studied tourism at a local university, but
was drawn to Zulu ceramics and became a full-time artist. His influential teachers include
Maggie Mathews and Clive Sithole, members of the KwaZulu-Natal arts community
who have instructed at the Bartel Arts Trust (BAT) Centre. After 2006 Belle moved to
Johannesburg and continues to create ceramics and to paint urban murals.
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Thandiwe MaBhengu Magwaza
b.1949

Thandiwe MaBhengu Magwaza is one of the masters of the ghumbuza technique, for
which the Magwaza family is renown. In this technique, low-raised bumps on the pot
surface are created by pushing clay from the interior surface of the pot outward. This
style of work requires precise control of the ceramic surface as it dries. MaBhengu is
an extremely soft-spoken woman, whose humility about her skills is matched by her
perfection of form and surface. As the third wife in Nhlanhla Magwaza's family, she
learned ceramics from her mother-in-law, Nginembile MaShezi Magwaza. MaBhengu has
exhibited work throughout South Africa and in the United States.
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Buzephi MaKhanyile Magwaza
b.1951

Working in a single household with her co-wife Mzathu MaDladla Magwaza, MaKhanyile
is known for her inventive forms. She is one of the Magwaza family of ceramists who
has begun working in a new flattened form known as indoklo. She is also interested in
creating and revitalizing older pot shapes, including the low-necked ungiyana vessel,
which is a subtle variation on the more typical ukhamba. The ukhamba is a nearly
spherical vessel; it can exhibit variations in its profile, but has no raised lip, neck, or foot.
In 2005 to 2006, MaKhanyile had eight works acquired by the Vukani Collection Museum
in Eshowe, South Africa. Her reputation as an inventive potter has led to her increasing
acknowledgement.
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1940-2005

Nesta Nala is the most famous Zulu ceramist of the 20" century. Nala never married and
lived in a rural home in Oyaya, KwaZulu-Natal her entire life. Via celebrity that came after
South Africa’s transition into democracy in 1994, Nala became a prominent figure in the
South Africa ceramic art world. Though her work had been recognized prior to 1994,
the new dispensation meant that, at the age of 54, she could be fully acknowledged for
her talents. Nala represented South Africa at the 1994 Cairo Ceramics Biennale, won the
FNB Vita Craft Award in South Africa in 1995, and won first prize at the South African
National Ceramics Biennale in 1996. In 1999, Nala represented South Africa at the
Smithsonian Folk Life Festival in Washington D.C. in the United States. Her work is held
in many key international collections of ceramics, and in 2007, the exhibition Homage to
Nesta Nala honored the memory of Nala and her legacy. Nesta Nala’s daughters Bongi,
Jabu, Thembi, Nonhlanhla and Zanele all followed in their mother’s footsteps and became
ceramists in their own right.
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b.1973

The third daughter of famous ceramist, Nesta Nala, Thembi has distinguished herself
via her narrative ceramics. Thembi's work is singular in that she often depicts sculptural,
figurative reliefs on her vessels. These themes have included the importance of natural
ecosystems, impacts of HIV/AIDS, the commemoration of ten years of South African
democracy, as well as Zulu ceremonies such as the reed dance. She has won numerous
South African national awards, had her work featured in the Sankofa African Ceramics
exhibition in Aberystwyth, Wales, and has traveled to Spain, Italy, and to both Atlanta
and Santa Fe in the United States as part of sales and workshop events.
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b.1954

MaXaba, is one of the few rural ceramists who are currently revitalizing the uphiso
form. The uphiso, necked vessel would have been used to transport liquids, both
water and beer. The neck of this form ensured that water would not spill out as it was
transported on top of a woman'’s head. However, lighter-weight metal and plastic vessels
replaced ceramics throughout the twentieth century and the uphiso largely fell out of
production in many areas of the KwaZulu-Natal province. Because local patrons no longer
commission these works, it is predominantly via gallery patronage that rural women, such
as MaXaba, have had the chance to, once again, create this form. MaXaba has traveled
to many cities in South Africa, where her work is sold in galleries and she has given
ceramic demonstrations. Her work has also been exhibited in the United States.

1979-20064F

HLE - MIURABEERAIE - BY - WHAESER R - thE
BRAE A EMREE - AEBZAFEENREEST  BHHA
SRR RMER MR FERLLNRMHER - LINENELERR
RHMARE - EEHEIFNEEBEER T ERNEE - tiz—
15EAEN2006F 12 ANERPEL - IR - ZERIFERT LS
BB Z A Rl BHERIR MM © EAAEBERF R - i
FOF VI FVES UV EN v A N SENE T E R Sl =]
UREBANGRABEIEENEM - REBHATEERIFBEMZIE
FTERRIRRIE

1979-2006

Zanele Nala was the fifth daughter of the famous Nesta Nala. A master of texture and
surface abstraction, Zanele was also starting to create works embellished with poetry and
folk sayings during her final year of ceramic production. The death of Zanele came as a
severe blow to the Nala family and to the South African ceramic art world. She was killed
in a car accident in December of 2006, a time of year when thousands die on South
Africa’s roadways due to unsafe road conditions. Zanele’s death came only half a year
after the death of her sister Nonhlanhla, who was shot in the Nala’s rural homestead.
The vulnerability of rural women in South Africa is highlighted by the deaths of these
extremely talented sisters.
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b.1950

The meticulous and inventive ceramics of Mncane Mzuza are entrancing. Living over
three hours’ drive from the nearest town, Mzuza is one of the most secluded Zulu potters
selling to contemporary external markets today. Mzuza travels a few times a year to the
Vukani Collection Museum in the town of Eshowe, South Africa to sell her work. The
Vukani Association began in the 1970s, a project begun by Reverend Kjell and Bertha
Lofroth, as a place where Zulu artists could sell their work to urban and international
markets. In 1991, the Vukani Association transitioned into a Museum, and the Vukani
Collection Museum today houses one of the largest collections of Zulu ceramics and
basketry in South Africa. Mzuza is one of the few potters who has names for her many
patterns, including inyoka amasumpa (“snake of bumps”) and indophi yentambo (“cord
of strings”), a technique that looks like a ridge made of twisted rope.
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b.1931

Although she has been retired from pottery for several years, Ngema was a practicing
potter for over fifty years. She was trained by her mother-in-law, as is common in the Zulu
tradition. Ngema came out of retirement to create a single pot after she was interviewed
by Dr. Elizabeth Perrill. She decided during her interview to create an ukhamba drinking
pot in the style of her youth. This pot is covered with small raised bumps and is unlike
the ceramic style of the region after the 1960s, which features large blocks of carved
raised bumps. Ngema'’s work reveals the ceramic complexity and variety that has existed
in South Africa for centuries and the fact that scholars still only know the basic stylistic
divisions and transformations of historical Zulu ceramics.
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b.1971

Known for his references to cattle, spirituality, and the afterlife in his decorative imagery,
Sithole has studied with several master ceramists. Admiration for Zulu women’s ceramic
traditions first inspired Sithole to create ukhamba and uphiso shaped coil-built ceramics.
While participating in a ceramic workshop at the Bartel Arts Trust (BAT) Centre in Durban,
South Africa, Sithole saw the work of Nesta Nala in a gallery and was so taken with
these ceramic forms that he later decided to study with Nala. Subsequently, Sithole
studied with the South African ceramist Juliet Armstrong and traveled to the studio of
Magdalene Odundo, a British ceramic artist of Kenyan heritage, to observe her hand-
building techniques. A collector of African art and literature, Sithole has recently been
commissioned to create a public monument in Durban, South Africa that utilizes forms of
both headrests and stools as part of a solar-powered, lighted public gathering space.
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Shlomit Bauman
b.1962 / Israel

Current Occupation
Ceramic Artist / Designer

Education

2010 MA, Industrial Design, Technion, Haifa, Israel

1988 BFA, Ceramic Design, Bezalel Academy, Jerusalem, Israel

Awards

2012 Design Prize, Ministry of Culture and Sport, Israel

2012 Second Prize, Alix de Rothschild Crafts Awards, Israel

Exhibitions

2013 Ran Out, Periscope Gallery for Neo Craft and Design, Tel Aviv Jaffa, Israel
2007 Channel AlDuwara, Zochrot Gallery, Tel Aviv Jaffa, Israel

2004 Twisted Vision, Shoevz Gallery, Israel (collaboration with Ariel Mioduser)
Collections

Marge Goldwater Collection, Tel Aviy, Israel; New York, USA

Contact

shlomitbauman1@gmail.com
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Martin Klimas
b.1971/ Germany

Current Occupation
Photographer

Education
1992-98 Visual Communications and Photography, FH Dusseldorf, Germany

Exhibitions

2013 Solo exhibition Sonic, Foley Gallery, New York, USA

2013 Solo exhibition Opening New Opera, Musiktheater, Linz, Germany

2013 Sky Office, McKinsey, Dusseldorf, Germany

2012 Solo exhibition Sonic Sculpture, Pavlov's Dog, Berlin, Germany

2012 Smashing!, Benyamini Contemporary Ceramic Art Center, Tel Aviy, Israel
2012 Look3 Festival, Charlottesville, VA, USA

2011 Flowers — Time, Death and Beauty, FO.KU.S, Innsbruck, Austria

2011 Paper Framed Behind Glass, Cosar HMT, Dusseldorf, Germany

2010 Traveling without Moving, Cosar HMT, Dusseldorf, Germany

2010 Beauty — Flowers in Photography, Alexander Ochs, Beijing, China

2009 Revisiting Landscape & Still Life, Bafa Foto, Geneva, Switzerland

2009 Decline and Fall, Rena Bransten Gallery, San Francisco, CA, USA

2008 Solo exhibition Ceramic Explosion, Andy Warhol Museum, Pittsburgh, PA, USA

Contact
mail@martin-klimas.de
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Bouke de Vries
b.1960 / The Netherlands

Current Occupation
Artist / Restorer

Education
1978-81 Two-Dimensional Design, Design Academy, Eindhoven, The Netherlands

Exhibitions

2014 Old Master Dialogues, Collyer Bristow Gallery, London, UK

2013 Solo exhibition Art South: Collaborations, Southampton Art Gallery, Southampton
Aspex Gallery, Portsmouth St Barbe, Lymington, UK

2013 The Return, House of A Nobleman, London, UK

2012 Vanitas / Contemporary Reflections, Moscow Museum of Modern Art, Moscow,
Russia

2012 Bad For You, Shizaru Gallery, London, UK

2012 This Is London, Shizaru Gallery, London, UK

2011 Craft, Raiders of the Lost Art, Pertwee Anderson & Gold, London, UK

2011 Solo exhibition Signs (Metamorphosis), Gloria Maria Gallery, Milan, Italy

2010 Solo exhibition Piece, Super Window Project, Kyoto, Japan

Collections

Aberdeen Art Gallery, Scotland, UK

MIMA, Middlesbrough, UK

Ministry of Foreign Affairs, The Netherlands
Collection Elton John, London, UK; Los Angeles, USA

Contact
bouke@boukedevries.com
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Ixfart@163.com

Li Xiaofeng
b.1965 / China

Current Occupation
Artist

Education
2002 MFA, Mural Department of Central Academy of Fine Arts, Beijing, China

Exhibitions

2013 7" Gyeonqgi International Ceramic Biennale, South Korea

2012 Solo exhibition Memory by Li Xiaofeng, The Opposite House, Beijing, China
2011 Ming to Nirvana, Red Gate Gallery, Beijing, China

2010 Head On, Red Gate Gallery, Beijing, China

2010 Width Contemporary Art Exhibition, Museum of Contemporary Art, Beijing, China
2010 Lacoste Women's Polo Sculpture Launch, Yi Hotel, Beijing, China

2010 Lacoste Men'’s Polo Sculpture Launch, Musee Des Arts et Metiers, Paris, France

Collections
Lacoste, Paris; Louis Vuitton, Shanghai; The Opposite House, Beijing; private collections in
China and overseas

Contact
Ixfart@163.com

201




202

IS - BATERT

LER19744 /Tl

IR

EX(TEN

=

2003 HReLHfREI MRS T 2R AT 22 R R M I E MR
RE

20102011 BN NS =F R, BRETRER

TEHEER %Eﬁﬁﬁ%%@%  BS AT
201072011 TIZIBEMrEET,  2TEEEWEE A1 - <E
2010 "EHEHEFB, %EWB’J%TE?%@E EBM - EH
2009 "M T RR, - SATELRETIEMEE - A0 0 =R
2009 "HEEm AI-Sabah%ﬁIﬁi&ufﬂﬂﬁ » B
2008 "ERIBEOM, - BERETE - A REIRREE
2008 "SRR, 0 113BE 0 RMFE@IL 0 LERIR
2007 TEIEDEE,  KERERE  KE  EAF
2007 T2, Formex @ FAEET G » Hngh
2006 "EEDEE,  KMRERE - KE » 2R
2006 "EIMERET) - RETE AT 0 e
2005 TAIE MRt 0 Kosta Boda= ER ¢ LA - BRER
2004 EREEEY - STEMEERERE - SESTEE  Ihit
B8 A0

Malin@malinlundmark.com

Malin Lundmark
b.1974 / Sweden

Current Occupation
Artist

Education
2003 Ceramic and Glass Department, National College of Art Craft and Design,
Stockholm, Sweden

Exhibitions

2010-2011 Split Identities — European Triennal of Small Scale Sculpture, Murska Sobota
Gallery, Murska Sobota, Slovenia

2010-2011 Eat Drink Art Design, Museum of Arts and Design, New York, USA

2010 Utopias of the Everyday, Porzellanikon Selb, Selb, Germany

2009 Object Factory, Museum of Arts and Design, New York, USA

2009 Fragiles, Al-Sabah Art & Design Collection, Kuwait

2008 Discover Europe, Phoenix Design Festival, Hangzhou, China

2008 Ffragiles, Gallery 113, Kortrijk, Belgium

2007 Salone Satellite, Milan Furniture Fair, Milan, Italy

2007 Ljuspunkter, Formex, Alvsjo, Sweden

2006 Salone Satellite, Milan Furniture Fair, Milan, Italy

2006 Recycle Design, Eskilstuna, Sweden

2005 Design Darlings, Kosta Boda Art Gallery, Kosta, Sweden

2004 Exhibiting at Greenhouse, Stockholm Furniture Fair, Stockholm, Sweden

Contact
Malin@malinlundmark.com
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Rock Wang

b.1972 / Taiwan

Current Occupation

Chief Designer

Education

2004 Industrial Design (IM Master), Design Academy Eindhoven, The Netherlands
Awards

2013 Gold Award, Design for Asia Award, Hong Kong

2007 Selected, 100 Chinese Designers, China

Exhibitions

2013 7000 Birds, Kaohsiung, Taiwan

2012 Tea Party, Taipei, Taiwan

Collections

London Design Museum, UK/ Vitra Design Museum, Germany
Contact

w_roc@msn.com; rock@qiaodesign.com
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Ruta Pakarklyte
b.1975 / Lithuania

Current Occupation
Artist

Education

2001-03 The National Academy of Art and Design in Oslo, Oslo, Norway
1998-2000 Vilnius Academy of Arts (Master of Arts Studies), Vilnius, Lithuania
1994-98 Vilnius Academy of Arts (Bachelors Studies), Vilnius, Lithuania

Awards
2009 Kerameikon Gold Medal, Ceramica Multiplex, Croatia
2008 Nordic Relations, Guldagergaard International Ceramic Research Center, Denmark

Exhibitions

2012 UDs exhibition Paradigm, Saatchi Gallery, London, UK

2011 New Nordic Narratives, Denmark KeramikmuseumGrimmerhus, Middelfart,
Denmark

2010 Follo Stories, Kurzexposé, Berlin, Germany

2009 Collect, Saatchi Gallery, London, UK

2009 International Competition of Ceramic Art, Ceramica Multiplex, The City Museum
of Varazdin, Croatia

Collections

The Norwegian Ministry of Foreign Affairs

National Museum of Decorative Arts in Oslo, Norway
National Museum of Decorative Arts in Trondheim, Norway
National Museum of Decorative Arts in Bergen, Norway
Museo della ceramica, Bassano del Grappa, Italy

Contact
ruta@bojer.no
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Htong29@hotmail.com ; tong@qiaodesign.com

Tong Ho

b.1972 / Taiwan

Current Occupation

Chief Designer

Education

2004 Industrial Design (IM Master), Design Academy Eindhoven, The Netherlands
Awards

2013 Gold Award, Design for Asia Award, Hong Kong

Exhibitions

2013 1000 Birds, Kaohsiung, Taiwan

2012 Tea Party, Taipei, Taiwan

Collections

London Design Museum, UK / Vitra Design Museum, Germany
Contact

Htong29@hotmail.com ; tong@qgiaodesign.com
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Chen Pei-tse
b.1951 / Taiwan

Current Occupation
Craft Artist

Experience

2000- current  The Jury of National Crafts Awards, Taiwan Craft Contest, Da Dun Fine
Arts Exhibition, Yu-Shan Art Exhibition, Nan Ying Art Award

Exhibitions

2010 Exhibition of Sculptures by Chen Pei-Tse—Like Virtue the Rock, Like Splendor the
Jade. The Flute of Life Flowing on Stones, individual exhibition, Red Chamber of
Nan-Ying Tsung-Yeh Arts and Cultural Center, Tainan

2002 The Jade Also lllumines— Stone carvings by Pei-tse Chen, individual exhibition,
National Taiwan Craft Research Institute, Nantou

1997 The Plucking And Penetrating Of The Nature-Carving art by Chen Pei-tse, individual
exhibition, Cultural Affairs Bureau, Taichung City, Taichung

Collections

Victoria and Albert Museum, London, UK / National Taiwan Museum of Fine Arts,

Taichung, Taiwan / Kaohsiung Museum of Fine Arts, Kaohsiung, Taiwan

Contact

peitse2652593@yahoo.com.tw
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liang88-craft@yahoo.com.tw

Liang Jia-haur
b.1977 / Taiwan

Current Occupation
Assistant Professor, Crafts and Design Department, National Taiwan University of Arts

Education
2009 PhD, Visual Arts, University of Sydney, Australia

Awards
2013 Research Grant, National Taiwan University of Arts
2012 Juror's Recommendation Prize, Taiwan Ceramics Biennale

Exhibitions

2014 6" Young Art Taipei, Taiwan

2011 Solo exhibition Transitional Space, Yingge Ceramics Museum, New Taipei City,
Taiwan

2013 Asian Exhibition of Contemporary Ceramic Works, 21* Century Museum of
Contemporary Art, Kanazawa, Japan

Collections
2012 Contemporary Ceramics Exhibition, Jingdezhen, China

Contact
liang88-craft@yahoo.com.tw
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Hsu Ming-hsiang
b.1963 / Taiwan

Current Occupation
Studio Ceramist

Education
2014 Graduate studies, Crafts and Design Department, National Taiwan University of
Arts, Taiwan

Awards

2000-03 Second Prize, Third Prize, First Prize, National Art Exhibition, Taiwan Provincial
Government

1998 Third Prize, Traditional Crafts Award, National Center for Traditional Arts, Yilan,
Taiwan

Exhibitions

2010 Solo exhibition, National Defense University in Bade City, Taoyuan, Taiwan

2004 Solo exhibition, Yingge Ceramics Museum, New Taipei City, Taiwan

2001 Solo exhibition, Council for Cultural Affairs Taipei Culture Gallery, Taipei Railway
Station, Taipei, Taiwan

Collections

National Center for Traditional Arts, Yilan, Taiwan

National Taiwan Museum of Fine Arts, Taichung, Taiwan

Contact

hsu2679@yahoo.com.tw
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Chen Kao-teng
b.1967 / Taiwan

Current Occupation
Designer, Golden Design Limited / Adjunct Instructor, Crafts and Design Department,
National Taiwan University of Arts, Taiwan

Education
2011 MFA, Crafts and Design Department, National Taiwan University of Arts, Taiwan

Awards

2010 Selected, Taiwan Crafts Design Competition

2009 Selected, 2™ National Metal Crafts Competition

2008 Selected, Taiwan Crafts Design Competition

2005 Selected, Taiwan Crafts Design Competition

2005 Selected, Taiwan Creative Crafts Competition

2002 Honorable Mention, Competition for Disabled Craftsmen, Taiwan
2001 Honorable Mention, Competition for Disabled Craftsmen, Taiwan

Exhibitions

2013 2013 Art Exhibition — Beauty of Mended Porcelains, Museum of Islamic Art &
National Taiwan University of Arts, New Taipei City, Taiwan

2011 Joint Exhibition of Lacquer Art, National Taiwan Craft Research and Development
Institute, Taipei, Taiwan

2010 Taiwan Designers’ Week, Taipei Expo Park, Taipei, Taiwan

2010 | Wanna Gold with You, Fu-jen University, New Taipei City, Taiwan

Contact
golden391@yahoo.com
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Sheng2679@yahoo.com.tw

Lee Chin-sheng
b.1962 / Taiwan

Current Occupation
Studio Ceramist

Education
2014 Graduate studies, Crafts and Design Department, National Taiwan University of
Arts, Taiwan

Awards

2011 Second Prize, Taiwan Crafts Competition, National Taiwan Craft Research and
Development Institute, Taiwan

2009 Honorable Mention, Taiwan Crafts Competition, National Taiwan Craft Research
and Development Institute, Taiwan

Exhibitions

2012 Solo exhibition, Cultural Affairs Bureau, Taichung City Government, Taiwan

2010 Solo exhibition Fire. Flower, Yingge Ceramics Museum, New Taipei City, Taiwan

Collections

National Taiwan Craft Research and Development Institute, Taiwan

Contact

Sheng2679@yahoo.com.tw
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Lu Chi-chang

b.1960 / Taiwan

Current Occupation
Artist / Associate Professor and Department Chairman, Crafts and Design Department,
National Taiwan University of Arts, Taiwan

Education
2013 Doctoral Program, Graduate School of Creative Industry Design, National Taiwan
University of Arts, Taiwan

Awards

2013 Best Creativity Award, China Crafts Award, Xiamen, China

2011 Creativity Award, 3" XueXue Awards (Green Design), Taipei, Taiwan

1999 First Prize, Calligraphy Category, 3“ Taipei County Art Exhibition, Taipei County, Taiwan

1990 Third Prize, Ink Painting Category, 18" National Youth Painting Competition Adult
group, Taipei, Taiwan

1990 Third Prize, 2" Bernard Cup National Calligraphy Competition, Taoyuan County,
Taiwan

Exhibitions

2012 When Mud Meets Ink — Ceramic Works by Utilizing Shihmen Reservoir Silt, The Lin
Family Mansion and Garden, New Taipei City, Taiwan

2011 Slip Glazes Tenmoku by Chi-chang Lu, Kuei-wei Chang, Shao-chi Lo, National
Taiwan University of Arts, New Taipei City, Taiwan

2010 Ceramic Works by Utilizing Shihmen Reservoir Silt — A Research by Professor Lu,
Chi-chang, National Taiwan University of Arts, New Taipei City, Taiwan

1992 Ceramic Works by Chi-chang Lu, Taipei County Culture Center, Taipei County, Taiwan

1991 Wood Vessels and Ceramics by Chi-chang Lu, Bang-han Liu, and Chen-chou Liou,
Howard Salon, Taipei, Taiwan

Collections

National Museum of History, Taipei, Taiwan
Contact

t0134@ntua.edu.tw
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Peng Shao-hsiang
b.1978 / Taiwan

Current Occupation
Fine Art Teacher, New Taipei City Xiufeng Elementary School

Education
2007 Master of Studio Art (Ceramics), University of Sydney, Sydney, Australia

Award
2013 Selected, Creative Category, 1** New Taipei City Ceramics Award — The Innovation
Award, Yingge Ceramics Museum, New Taipei City, Taiwan

Exhibitions
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shi-520@yahoo.com.tw

Wang Yi-hui

b.1977 / Taiwan

Current Occupation
Artist & Assistant Professor, Department of Arts and Creative Industries, National Dong
Hwa University, Taiwan

Education
2009 PhD, Visual Arts, Sydney College of the Arts, University of Sydney, Sydney, Australia

Exhibitions

2013 Vessel, Form, Pine Garden, Hualien, Taiwan

2013 Contemporary Asian Ceramics — Exchange Exhibition of New Generation, Aichi
Prefectural Ceramic Museum, Aichi Prefecture, Japan

2012 Taiwan Ceramics Biennale, Yingge Ceramics Museum, New Taipei City, Taiwan

Contact
shi-520@yahoo.com.tw

B 2014 Originality - Purity — Contemporary Crafts Exhibition, Museum of National Taipei
TZ00 - — = = s Ey y = s
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2013 TENERBE—HHEHRARRE, » BNGRESNE & Prefectural Ceramic Museum, Aichi Prefecture, Japan
HEE - BR 2013 Asian Exhibition of Contemporary Ceramic Works, 21°* Century Museum of
2013 TTONERMBER, » £2211H403508E » &2 A Contemporary Art, Kanazawa, Japan
:::F Collections
BEEI X tE  =E Cultural Affairs Bureau of Nantou County, Taiwan
B A= Contact
Kevin8507@gmail.com Kevin8507@gmail.com
SZEE Tsai Jr-yung
19765/ EiE b.1976 / Taiwan
iz Current Occupation
AL TSI BT S B PE TR 2 em Ceramics Teacher, New Taipei Municipal Yingge Vocational High School
B Education
2014 BI7E=EEALS T E0 s B RE T 2014 Gradua_te studies Crafts and Design Department, National Taiwan University of
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2013 Bronze Award, 1° New Taipei City Ceramics Award — The Innovation Award,
Yingge Ceramics Museum, New Taipei City, Taiwan
2006 Bronze Award, 3" Ceramic Art Magazine New Award, Taipei, Taiwan

Exhibitions

2013 Contemporary Asian Ceramics — Exchange Exhibition of New Generation, Aichi
Prefectural Ceramic Museum, Aichi Prefecture, Japan

2013 Asian Exhibition of Contemporary Ceramic Works, 21* Century Museum of
Contemporary Art, Kanazawa, Japan

Collections
Yingge Ceramics Museum, New Taipei City, Taiwan

Contact
sculptor0407@yahoo.com.tw
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Francois Brument
b.1977 / France

Current Occupation

Designer

Education

2004 Industrial Design, ENSCl-Les Aleliers, Paris, France
Award

2012 Etoile du design, Prix du Design Numérique, Observeur du design, Paris, France
Exhibitions

2013 ity of Counterlight, Shanghai, China

2013 Out of Hand, MAD Museum, New York, USA
Collections

2013 SFMoma, San Francisco, USA

Contact

sanfroi_one@hotmail.com
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sonialaugier@hotmail.com

Sonia Laugier
b.1974 / France

Current Occupation
Engineer / Designer

Education

2003 Industrial Design, ENSCl-Les Ateliers, Paris, France
1996 Engineering, Ecole Centrale, Paris, France

Award
2012 Etoile du design, Prix du Design Numérique, Observeur du design, Paris, France

Exhibitions

2013 City of Counterlight, Shanghai, China

2013 Out of Hand, MAD Museum, New York, USA
2013 VIA Design, Carte Blanche, Paris, France

Collections

2010 Fonds National d'Art Contemporain
Contact

sonialaugier@hotmail.com
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Jonathan Keep
b.1958 / United Kingdom

Current Occupation
Artist Potter

Education
2002 MA Fine Arts, Royal College of Art, London, UK
1979 BA Fine Arts (Hons), Natal University, Pietermaritzburg, South Africa

Awards
2002 Lattice Group Awards, The Final Show, Royal College of Art, London, UK

Exhibitions

2013 British Ceramic Biennial, The Pottery Museum, Stoke-on-Trent, UK

2013 Agents of the 3D Revolution, FADA University Gallery, Johannesburg, South Africa
2013 Echo of Leach, Leach Pottery Museum, St Ives, UK

2013 Solo exhibition 3D Print, Ann Linnemann Gallery, Copenhagen, Denmark

2012 Istanbul Design Biennial, Istanbul, Turkey

2012 London 3D Print Show, The Brewery, London, UK

Collections

William Humphreys Art Gallery, Kimberley, South Africa
University Campus Suffolk, Ipswich, UK

Mayer Brown, London, UK.

Museum of International Ceramic Art, Middelfart, Denmark
Lattice Group, London, UK

Thatham Art Gallery, Pietermaritzburg, South Africa

Durban Art Gallery, Durban, South Africa

Contact
j@keep-art.co.uk
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Brian Peters
b.1979 / USA

Current Occupation
Architect / Assistant Professor, Kent State University, USA

Education

2010 Master of Advanced Architecture, Institute for Advanced Architecture of Catalonia
(IAAC), Barcelona, Spain

2005 Master of Architecture, University of lllinois at Chicago, Chicago, IL, USA

Awards

2013 A+ Architizer Awards, Architecture +Materials, Architizer, New York City, USA
2012 First Place, Activate Design Competition, Architecture for Humanity of Chicago, USA
2009 First Place, Design Awards, American Society of Interior Designers, IL, USA
Exhibitions

2013 Object Rotterdam, Rotterdam, The Netherlands

2012 Dutch Design Week, Eindhoven, The Netherlands

2010 Architecture Biennial Beijing, Beijing, China

Contact

brian.p.peters@gmail.com
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Suzanne Trocmé
b.1963 / United Kingdom

Current Occupation
Designer / Creative Director

Education
1984 Languages & Literature, London University, London, UK

Awards

2012 Selected for the Olympic Embassy on London’s Mall for visiting dignitaries as an
example of British democratic design

2009 Interior Design magazine Award for the Allée chair

2007-08 Recipient American Good Design Award

2006 Furniture Designer and recipient of the Gold Award at Chicago NeoCon

Exhibitions

2012 Aspirals, PLATFORM, London, UK

2009 Allee, International Contemporary Furniture Fair, New York, USA

2007 Forum, NeoCon, Chicago, USA

Contact
suzanne@trocme.com
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Claire Warnier
b.1978 / The Netherlands

Current Occupation
Designer

Education

2004-08 Master Degree in Art Sciences, with honor, University of Ghent, Belgium

2003-04 Culture Sciences (no degree), Erasmus University Rotterdam, The Netherlands

1997-2002 Bachelor Degree (Cum Laude), The Design Academy, Eindhoven, The
Netherlands

Professional Experience

2002- Unfold, design platform

2012 Visiting Artist & Workshop, Ecole Supérieure d’Art et Design, Saint Etienne, France

2008-12 Lecturer, Design Criticism and Theory, University College of Art and Design,
Brussels, Belgium

2008 Curator of Z33, House for Contemporary Art, Hasselt, Belgium

1997-02 Bachelor Degree (Cum Laude), The Design Academy, Eindhoven, The Netherlands
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Exhibitions

2013 Adhocracy, New Museum, New York, USA

2013 Space Oddity, Design/Fiction, Grand Hornu, Belgium

2013 New Morphologies, Schein-Joseph International Museum of Ceramic Art, Alfred, USA

2013 Designs of the Year Awards, Design Museum, London, UK

2012 Lodz Design Festival, Lodz, Poland

2012 The Machine, C-Mine, Ghenk, Belgium

2012 Moving Materials, Red Dot Design Museum, Essen, Denmark

2012 Perspectives, Belgium is Design, Milan, Italy

2011 After the Bit Rush, design in a post-digital age, Mu Gallery, Eindhoven, The
Netherlands

2011 Curious Minds: New Approaches in Design, Jerusalem Museum, Israel

2011 Send to print, print to send, Aram Gallery, London, UK

2011 Design Directors, Design Vlaanderen Gallery, Brussels, Belgium

2010 Design Studio, Abu Dhabi Art, Abu Dhabi , UAE

2010 Digital Solid Design Numerique, Galerie de I'Ecole supérieure des beaux-arts de
Valenciennes, France

2010 Another Dimension, CBK Rotterdam, The Netherlands
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Dries Verbruggen

b.1979 / Belgium

Current Occupation
Designer

Education
1997-2002 Bachelor Degree, The Design Academy, Eindhoven, The Netherlands
1993-97 KSO, Sint Lucas Antwerp, Architectural Design Department, Belgium

Professional Experience

2002- Unfold, design platform

2010- Lecturer of Design, Sint Lukas Brussels, University College of Art and
Design, Department of Interior Design, Belgium

2013 Visiting Artist & Workshop, Alfred University, USA

2012 Visiting Artist, Cranbrook Academy of Art, USA

2011 Lecturer, The Design Academy Eindhoven, Master course, The Netherlands

2006-10 Lecturer of Design, Fontys University of Applied Sciences Eindhoven, ICT &
Media Design, The Netherlands

1999-2003 United Statements, design platform (co-founder)
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Francesco Ardini
b.1986 / Italy

Current Occupation
Artist / Designer / Architect

Education
2011 Degree in Architecture, specializing in Landscape Architecture, IUAV, Venice, Italy

Award
2012 MACEF Design Award , Milan, Italy

Exhibitions

2013 Solo exhibition Domus Carnea, Museo della Ceramica-Palazzo dei Conti Botton-
Castellamonte, Turin, Italy

2013 Solo exhibition Circe, Jerome Zodo Contemporary, Milan, Italy

2012 Solo exhibition Inviluppi, Galleria Bonomo, Rome, Italy

Collections

Fondazione Vignato per I'Arte, Venice, Italy
Contact

ardinifrancesco@gmail.com
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Cho Ming-shun

b.1968 / Taiwan

Current Occupation
Studio Ceramist

Education
2009 MFA, Crafts and Design Department, National Taiwan University of Arts, Taiwan

Awards

2012 Gold Award, 4™ Gold Teapot Prize Ceramics Design Competition, Taiwan Pottery
League, New Taipei City, Taiwan

2007 First Prize, 5" Taipei Ceramics Awards, Yingge Ceramics Museum, New Taipei City, Taiwan

2006 Third Prize, 11" Da Dun Fine Arts Exhibition, Cultural Affairs Bureau, Taichung City
Government, Taiwan

2005 Second Prize, 5 National Crafts Awards, National Taiwan Craft Research and
Development Institute, Nantou, Taiwan

2005 Second Prize, 2" Mosaic International Biennale, Lampo Cultural Center, St.
Nicholas City, Argentina

Exhibitions

2009 Solo exhibition Ecology Recorder — The Creation of Ceramics Sculpting, Yingge
Ceramics Museum, New Taipei City, Taiwan

2006 Asian Ceramic Delta: Korea, Taiwan, Japan, Yingge Ceramics Museum, New
Taipei City, Taiwan

Collections

Yingge Ceramics Museum, New Taipei City, Taiwan

World Ceramic Exposition Foundation, South Korea

Contact
wild.life@msa.hinet.net

i - BEfE
ER197245 / F KA

IR

EX(iER

BE

1999 EAFIMBEXMETMBRRE (LE) B4

1996-97 BT EREMEREES

1548

2001 2814 » "ZdarzeniaBIFRE S B B ETET |, » &FEIK - JHEE

1998 $14%  ARE—WEE  BEE (MEE)  &AF

RE

2013 TfEF C BAEFANEE,  BEBYE  XFEFIFRER
s BEMRE  EAA

2013 THMEERS,  FEMNEEEREEYE e

2013 TESETIRAFIZEARF, - FRMEEREEYE e

2012 &2 2, > NoaZ B » KA - A7

2012 THI3EEEHER AR FANERE  BES  EAF

2012 TSETTE 24— A& RATEAMF S, EE =l E » BE

2011 TREMBE,  BEBYE  BRE > ZXF

2011 TEARFIEE, » MoskowBEERR - B » Z£H

2011 TEE, > BREBRE  BEE  EXF

B

AU

B8 A

scultore@gmail.com

Nicola Boccini
b.1972 / Italy

Current Occupation
Artist

Education

1999 University Degree (with Honours), Department of Sculpture, Academy of Fine Arts,
Perugia, Italy

1996-97 Erasmus Scholarship, Royal Academy of Art, The Hague, The Netherlands

Awards

2001 1 Prize, The International Festival of Theatre and Visual Arts — Zdarzenia, Tczew, Poland
1998 1 Prize, Premio Luna — Ceramic, Deruta (PG), Italy

Exhibitions

2013 Ceramica d'uso abuso e riuso, Museum of Ceramic Art, Montelupo Fiorentino,
Florence, Italy

2013 New Ceramic Concept, Bait Al Zubair Museum, Oman

2013 [taly in Muscat, Bait Al Baranda Museum, Muscat, Oman

2012 Artistar, Noa Art Gallery, Milan, Italy

2012 13" Venice Biennale International Architecture Exhibition, Italian Pavilion, Venice,
Italy

2012 SETTE 24-porcelain dresses high fashion, Frankfurt, Germany

2011 Ceramica in Tavola, Museum of Ceramic, Deruta, Italy

2011 Clayworks from Italy, Moskow Claywork Gallery, PA, USA

2011 Made in China Clay, Galleria Contemporaneo, Deruta, Italy

Collections

Private Collections
Contact
scultore@gmail.com
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Eugene Hon
b.1958 / South Africa

Current Occupation
Artist / Academic, University of Johannesburg, South Africa

Education
1986 MFA (Ceramic Sculpture) University of Cape Town, South Africa
1983 BFA (Ceramic Sculpture) University of Cape Town, South Africa

Awards

2010 Fellow, in recognition of valuable contributions to ceramics and to Ceramics
Southern Africa

2009 Clay Pot Award, Ceramic SA Regional Awards Exhibition

1998 Merit Award, International Ceramics Biennale, Sandton Civic Art Gallery,
Johannesburg, South Africa

Exhibitions

2012 Ceramics SA’s Ultra-Furn Regional exhibition, Museum Africa, Johannesburg, South
Africa

2012 Solo exhibition and the ship sails on, Elegance Jewelers, Johannesburg, South Africa

2011 Ceramics SA's Ultra-Furn Regional exhibition, Museum Africa, Johannesburg, South
Africa

2011 Collaborations / Articulations, FADA Gallery, University of Johannesburg,
Johannesburg, South Africa

Collections
Constitutional Court of SA (Trust), Constitutional Court, South Africa

Contact
honugene@gmail.com
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Pip McManus

b.1952 / Australia

Current Occupation
Artist

Education

2009 Graduate Certificate in Art in Public Space (Distinction), RMIT, Melbourne, Australia

1981 Diploma in Ceramic Design, South Australia School of Art / CAE, Adelaide,
Australia

1973 Bachelor of Arts & Grad Dip Education, University of Western Australia, Perth,
Australia

Awards

2012 Australia Council Visual Arts Grant — New work, mid career

2008 35" (National) Alice Prize — Araluen Arts Centre, Alice Springs, Australia
2007 Inaugural Northern Territory Declan Apuatimi / J Bird Public Art Fellowship

Exhibitions
2011-14 Hyper Clay, Object Gallery, Sydney, Australia & touring to 12 regional city
galleries

2010 Immemorial, Jorge B. Vargas Museum, Manila, Philippines
2009 Earth to Form — Australian Ceramics Triennale, Tin Sheds, Sydney, Australia
2008 Australian Ceramic Stories, Dubbo Regional Gallery, Australia

Collections

Araluen Art Centre, Alice Prize & Alice Craft Collections, Alice Springs, NT, Australia
Canberra Museum and Art Gallery, Canberra, Australian Capital Territory, Australia
Museum and Art Gallery of The Northern Territory, Darwin, Australia

Contact
pipmcmanus@ozemail.com.au
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Pierluigi Pompei
b.1969 / Italy

Current Occupation
Visual Artist / Instructor at the Design Academy in Eindhoven, The Netherlands

Education

1996-98 Diploma in Sculpture, Koninklijke Academie voor Beeldende Kunst in The Hague,
The Netherlands

1995  Won a scholarship from the ministry of Foreign Affairs to study in The Netherlands

1989-93 Diploma in Sculpture, Accademia di Belle Arti, Rome, Italy

Exhibitions

2011 Gyeonggi International CeraMIX Biennale, Gyeonggi, South Korea

2010-11 Evolution Art Revolution, in collaboration with the National Gallery of Gdansk
and the Selective Art Gallery, Paris, France

2009 November Music, in collaboration with composers Rob van Rijswijk & Jeroen
Strijbos

2009 Ceramic & Architecture, Eindhoven, The Netherlands

2009 56" Premio Faenza for Young Artists, International Museum of Contemporary
Ceramic Art, Faenza, Italy

2008 Nuove Argille, Linguaggi della Giovane Ceramica d'Arte Italiana, FRAC, Baronissi,
[taly

2008 Ceramic and Sound, Neues Kunstforum, Cologne, Germany

2008 Allemaal Engelen, Museum Catharijneconvent, Utrecht, The Netherlands

2008 Concretamente, Palazzo Venezia, Rome, Italy

2001 Moving Exhibition — The Netherlands Art Fair, The Netherlands

Contact
studio@pierluigipompei.com
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Miki Yoko

b.1963 / Japan

Current Occupation
Artist / Part-time teacher at Osaka University of Arts, Ceramic art

Education
1988 Advanced courses, Osaka University of Arts, Osaka, Japan
1986 Osaka University of Arts, Osaka, Japan

Awards

2004 Kyoto Art Center, Kyoto, Japan

1986-87 The Yagi Kazuo Prize Modern Ceramic Exhibition, Kyoto, Osaka, Japan
1986 1 International Ceramics[Awards] Festival Mino, Gifu, Japan

Exhibitions

2013 Visions of Flowers — The 60" anniversary of foundation Mishoryu Nakayama
Bunpokai, Osaka Takashimaya Grand Hall, Osaka, Japan

2011 Solo exhibition Before Dark, Naufu Gendai, Gifu, Japan

2010 Solo exhibition Pet Shop, INAX Galleria Ceramica, Tokyo, Japan

2009 Solo exhibition Ear Pillow, Gallery Yuragi, Kyoto, Japan

2009 An Exchange Exhibition of Young Artists from Korea, Japan and USA, Korea Craft
and Design Foundation, Seoul, South Korea

2008 Solo exhibition, Day Dream, Azabujuban Gallery, Tokyo, Japan

2007 Solo exhibition Kitchen, Voice Gallery psf/w, Kyoto, Japan

2006 Solo exhibition at home in the room, Gallery TAF, Kyoto, Japan

Contact
info@mikiyoko.com
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