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Greeting & Acknowledgements Valerie ZIMANY

Porcelain Fever: Contemporary Kutani Practitioners and Processes was supported by a
U.S. Department of Education grant through the Fulbright-Hays Faculty Research
Abroad program. The aim of the project is to examine intersections in Japanese ceram-
ics, contemporary and decorative arts, and culture. During the grant period I was
welcomed back to my alma mater, Kanazawa College of Art, as a guest researcher and
afforded the opportunity to examine the evolution of Kutani porcelain, as well as focus
on its most recent incarnation as a postmodern device for contemporary artists.

My project was greeted with interest through interviews with many artists, art faculty, art
historians and curators, all of whom generously shared their time and expertise with me;
as well as developed through travel to view topical exhibitions and execute comparisons
with contemporary ceramic art produced in other historic pottery regions of Japan.
Through one of the presentations, the opportunity arose via Director Yuji Akimoto of the
21% Century Museum of Contemporary Art, Kanazawa to present a selection of the artists
I was researching in an exhibition, Porcelain Fever: Contemporary Artists and Kutani
Now to accompany his museum’s Art Crafting Towards the Future exhibition.

I would like to thank those who have made Porcelain Fever possible: Director Akimoto
and the Crafts Promotion Department of Kanazawa City Hall for their generous support
and sponsorship of the exhibition. Additionally, the College of Architecture, Arts, and
Humanities at Clemson University provided for my travel to Kanazawa this summer to
mount the exhibition. Special thanks to Kenji Kuze, President of Kanazawa College of
Art, and faculty Hiromi Itabashi, Takeshi Yamamoto, and Haruka Miyanaga, who gave
precious time and space for research and creative work, without which this exhibition
would not have been possible. Professor Emeritus Konishi Kenji and the Hokuriku
Fulbright Association invited me to hold a public lecture and afforded the first critical
audience in Kanazawa for this project. Masahiko Toide, provided many artist and schol-
arly introductions, as well as additional technical information. Yoko Ueda at Artgummi,
coordinated with me, communicated with the artists, developed promotional materials,
and more with seven thousand miles between us. And finally, a word of thanks to each
artist who agreed to lend his or her artwork to this exhibition, it has been a pleasure to
get to know you and your work.
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Porcelain Fever: Contemporary Kutani Practitioners and Processes

Valerie ZIMANY
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Porcelain Fever considers the intersection between historic and
contemporary Japanese ceramics through the evolution of Kutani
enameled porcelain in western Japan. Tracing the path of the original
Kutani polychrome porcelain (called Ko-Kutani) from its somewhat
enigmatic development and short-lived production in the mid-1600s,
I am examining its relationship with subsequent revivals and post-

war commercial production. Porcelain Fever centers on Kutani’s
most recent, upstart incarnation as a postmodern approach for
contemporary regional artists, within the dominant Japanese ceram-
ics context of enduring modernist inclinations.

An artist formally trained in this region, I am conscious of a general
predisposition against imagery and narrative. In my research, my goal
is to challenge the mostly benign marginalization ofcontemporary
Kutanipractice and bring to light its ability to reexamine modern
presumptions of culture, identity, and history — appropriate historic
themes and motifs — and reinterpret them into works of original,
idiosyncratic expression. The research and creative work I undertake
will build on my preliminary studies to facilitate academic research
and proposals to exhibit these previously unexplored theories on the
relevancy of Kutani over-glaze porcelain as a bridge between ceramic
art and postmodern discourse in Japan. Porcelain Fever investigates
the formal vocabulary and diversity of individual approach in
contemporary Kutani porcelain. Following post-war attention to Japa-
nese ceramics, I intend to examine how the expressive potential of
over-glaze pattern and imagery can be defined within a larger, global
discourse of current postmodernist sensibilities.

Ko-Kutani & Contemporary Kutani Background: The strikingly
original ceramics identified as Ko-Kutani, produced briefly
between1655-1710, are famous for their saturated, limpid over-glaze
enamels and bold graphic designs, which embodied the vibrance of
the Edo period. Utilizing intense colors derived from metal oxides,
over-glazes could be applied in a painterly approach onto higher
temperature ceramics, allowing a new canvas of expression for
ceramic artists. Porcelain was particularly prized as its whiteness
enhanced the brilliant, jewel-like appearance. The designs and motifs
of Ko-Kutani are heavily applied over all surfaces in dark red or
black, indigo, green, purple, and yellow over-glaze enamels. Revival
Kutani, begun after 1807, includes multiple distinct styles — including
the Yoshida-ya and Mokubei kilns, which were relatively close in
aesthetics and coloration to Ko-Kutani, as well as the lida-ya and
Eiraku kilns that primarily used gold and red for decoration. Shoza
Kutani, developed in the Meiji period, was frequently exported to the
West and became well known for its highly ornate combinations of
many painting styles. Shoza eventually segued into Modern Kutani,
much of which has become institutionalized and mass-produced.

However, contemporary Kutani — which combines traditional
techniques, materials, and processes with the modern and individual
sensibilities of a new generation of artists — is flourishing. These
younger artists connect themselves with the tradition, but diverge from
it in their creative vocabulary and ideas. They are of particular interest
as they try to link the traditions of Kutani and the contemporary
consciousness of place and identity in each of their works. Although
conventional Kutani potters work under many restrictions, contempo-
rary artists celebrate their individuality. Constructing a new paradigm,
young artists working with the materials and techniques of traditional
Kutani seek fresh, contemporary application to its historical themes and
motifs and appropriate them into unconventional sculptures or
functional works. They reinterpret traditional varieties of the Kutani
decorative polychrome process and exploit its potential for original,
idiosyncratic expression. Though outside the tradition, many choose to

use established techniques with proficiency that rivals (if not exceeds)
that of their predecessors, and are creating a renewed tradition while
challenging the status quo of contemporary ceramic art.

Related Research and Project Significance: The past decades of
scholarship overturned the origin of Ko-Kutani, and it has been
accepted that the wares were likely produced in Arita as first proposed
by art historian Soame Jenyns at the Oriental Society in 1956. How-
ever, regardless of its true initial provenance, Ko-Kutani was short-
lived. Later Revival Kutani wares waxed and waned in Kanazawa
with developing techniques and ideas, as well as contributing to ongo-
ing production of ceramics in the area, despite the political and
economic turbulence of the Edo Period. Ko-kutani, Revival, and
Modern Kutani have been well documented and examined in Japanese
publications, and to a lesser extent in translated English editions or
broad English language surveys of Japanese ceramics. Perhaps a
combination of lingering Modernist discrimination against ornament
and the Western preference for the romanticized wood-fired mingei
folk potter approach to Japanese ceramics have meant focus has been
predominantly directed toward the Six Ancient Kiln sites. In particu-
lar, the ornate Shoza-style works were heavily exported to Western
customers. Market oversaturation means these works have been left
derelict in many institutional collections and antique shops.

Contemporary Japanese ceramics have found great interest in the U.S.
The first post-war Japanese avant-garde movement Sodeisha was led by
Kazuo Yagi and dovetailed with the Abstract Expressionist sensibilities
of ceramic sculptors such as Peter Voulkos and his contemporaries in
California. Exchanges and mutual admiration between Japanese-
American sculptor/designer Isamu Noguchi and famed restaurateur
turned potter Kitaoji Rosanjin also brought Japanese ceramics some
attention in the 1950s. However, it was the ground-breaking exhibition
“Japanese Art after 1945: Scream Against the Sky” and the accompany-
ing catalogue edited by Alexandra Munroe at the Guggenheim Museum
in New York, 1995 which contextualized and examined Japanese post-
war art discourse as a whole and brought renewed interest in Sodeisha.

Contemporary Kutani has not yet received the same level of attention
abroad. Among many reasons for this neglect is perhaps the lingering
association with the outmoded Shoza style, or its location to the West
creating a literal detachment from visitors. Japanese post-war ceram-
ics was in many ways encouraged by the tenets of Modernism (the
idea of rejecting tradition to discover new ways of making art). This is
most clearly seen in the Sodeisha movement, which literally tipped
wheel- thrown works on their sides to make sculpture, or fired near-
solid masses of clay emphasizing its materiality over any modeled
form or function. However, ideas once rejected by the modernist
aesthetic have been reestablished, and traditional techniques and
subject matter are being reexamined in all disciplines of contemporary
art. In painting, postmodernism reintroduced representation; could this
not be extended to the original and highly personal explorations of
over-glaze imagery of contemporary Kutani artists in ceramics?

In conclusion, Porcelain Fever proposes to explore connections
between contemporary Kutani and current art, craft, and design trends.
Ko-Kutani design was highly influenced by the Rimpa school of paint-
ers, who mined the classical Yamato-e genre, but pioneered a new
approach with bold outlines and striking color schemes. Today, indepen-
dent Kutani artists explore post-modern themes of identity and place,
and commonalities can again be found with their contemporaries in
painting in approach to pattern, narrative, and imagery. This exhibition
and further scholarly dissemination will allow critical attention to be
directed to a long overlooked area of contemporary Japanese ceramics.
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Creating the Future of Kogei in the Porcelain Fever: Contemporary Artists and Kutani Now Exhibition

Yuji Akimoto,

Director of the 21" Century Museum of Contemporary Art,Kanazawa

Contemporary kdgei artist Valerie Zimany, an associate professor of art at Clemson University (South Carolina, USA) is
the curator of Porcelain Fever: Contemporary Artists and Kutani Now. The show is based on her research project
Porcelain Fever:Contemporary Kutani Practitioners and Processes.

I became familiar with Zimany's project through an international research presentation she gave during her
six-month stay in Kanazawa last year. Zimany’s work is not only exhilarating in its own right but is also of consider-
able personal interest to me for its connection to the current exhibition at the 21* Century Museum of Contemporary
Art,Kanazawa, Art Crafting Towards the Future, in which new trends in kégei (traditional crafts) are introduced and
analyzed through their connection to current visual culture.This includes contemporary art and design as well as
subcultures and new media such as manga, animation, and computer graphics. From these media, I examined the
ornamental and narrative themes that influence today's kdgei and was quite surprised by Zimany's similar perspec-
tives and interpretations of Kutani.

Perhaps the most important point is Zimany’s upending the discourse surrounding kdégei and her decision to reform
Kutani's "perspective." Until now, technique was the core of reform not only for Kutani but for all k6gei along with the
modernization and individualization of the medium. This line of thinking is spreading among artists as well as research-

ers. Of course, technique is a crucial component of kdgei but represents only one way of evaluating the genre.

It’s impossible to establish kdgei as a contemporary visual medium through this development alone. Rather, we need to
ask, "why use this technique?" That is, to question the roots of creation and the basis of expression in the pieces. For
this purpose, it's important now more than ever to depict kdgei not through the "development of technique" but through
the "development of interpretation."

Zimany is not a scholar of kdgei history, but she is a kdgei artist who researched discourses of kégei as part of her train-
ing. Her attitude toward production may seem strange to Japanese kdgei artists, many of whom express their work
based only on the development of technique. However, I think that it's necessary for kdgei artists to find their own
unique perspectives on kogei.

With this in mind, I would like the many young kdgei artists producing work in Kanazawa to come see Zimany's Porce-
lain Fever. I'm grateful to Kanazawa Artgummi and Hokkoku Bank for hosting and making this show a reality, and I'm
glad that this exhibition is happening concurrently with the 21 Century Museum’s Art Crafting Towards the Future.
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Born in Kanazawa
Studied under WATA Sosuke, a Kutani Uwae Potter
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1993
1999

2008

Born in Tokyo

Graduated from Tokyo Kasei University

Completed Ishikawa Prefectural Kutani Ware Technical
Training Center, Ishikawa

Completed Utatsuyama Craft Workshop, Kanazawa

SELECTED EXHIBITIONS AND AWARDS

1999
2006
2008

2009
2011

World Crafts Competition in Kanazawa, Ishikawa

5th Izushi Porcelain Triennale, Hyogo

Utatsuyama Craft Workshop Residency and Purchase Awards
37th Japanese Today's Arts Exhibiton

Kobe Biennale2009 Modern Ceramics Exhibition, Hyogo

Ishikawa/Ibaraki Art Exchange, Crafthills Kasama, Ibaraki
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1969 Born in Kanazawa

1991 Graduated Foreign Studies, Hokuriku University, Ishikawa

1991 to 1994  Worked MIKI HOUSE Co., Ltd.

1998 Completed Ishikawa Prefectural Kutani Ware Technical Training Center
2001 Completed Utatsuyama Craft Workshop, Kanazawa

2001-present  Having a studio in Ishikawa

> TR F  Kyoko TANABE
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1964 Born in Kanazawa

1988 Graduated Crafts/Ceramics, Kanazawa College of Art,
Kanazawa

1989~2005 Worked Utatsuyama Craft Workshop

SELECTED EXHIBITIONS

2000 INAX GALLERIA CERAMICA, Tokyo
2001 23th Yakimono New Sences,Selections of 2000 years,
 #iv)ek ) 2011
INAX Tile Museum, Aichi ®15.5x11cm
2009 Gallery Ten, Kanazawa

Chawan feat. Contemporary Artists, Mitsukoshi, Tokyo
Takashimaya gallery, Kyoto

2011 GALLERY MITATE, Tokyo
Chawan feat. Contemporary Artists, Mitsukoshi, Tokyo

Happy Together, Mitsukoshi/Isetan, Tokyo
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1971 Born in Kanazawa
1997 Completed the Mural painting, Tokyo National University of Fine Arts and Music
SELECTED SOLO EXHIBITIONS
2009 Haruki Takahashi Exhibition, INAXgallery, Tokyo
2011 Haruki Takahashi Exhibition, Kanazawa Artgummi, Kanazawa
SELECTED GROUP EXHIBITIONS
2009 ECHIGO TSUMARI Art Triennial, Toukamati, Niigata

LANDSCAPE AND MEMORY, Ayward Gallery, University of Wisconsin Fox Valley
2010 ART FAIR TOKYO, S+des Gallery

Setouchi International Art Festival, Ogijima, Okayama

Koyasan Cafe, Higashiyu, Kanazawa

2011 Ofune Makoto/Haruki Exhibition, Kyoto Art Center, Kyoto
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1971 Born in Kanazawa

1998 MFA, Industrial Design, Kanazawa College of Art, Kanazawa
SELECTED SOLO EXHIBITIONS

2005 Futaba Gallery, Tokyo

2006 Futaba Gallery, Tokyo

2009 A piece of memory, TOKI Art Space. Tokyo

2010 Being and Traces. TOKI Art Space. Tokyo

2011 Collected forms, TOKI Art Space, Tokyo

(FRLELRRBOHT ) 2011
Memoried Scenery (box) GALERIE SOL, Tokyo 90x90x79cm
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2000%F  ARIEEOPIDL] (b7 —bAX=A-FR)
20108 ER[FHECRE] (M-7—hAX=2-&R)
2011E  ARMRESHE] (M7 —hAR=2 ER)
AR ZRESNER (H8) | (GALERIE SOL-®R)




1980 Born in Ishikawa
2002 Graduated Osaka College of Art, Crafts
2005 Graduated Osaka University of Art, Crafts

2009-present Having a studio in Noto Peninsula,Ishikawa

YAV 140 KekoMASUYA

1980%F  AJlIREFN
2002%F  AKMREMEFIZREMARHIZER 7
2005%F  AREMAFIEFBHEI-A X
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( chigiri-e ) 2000
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1975
1997

1997

Born in Katayamazu, Kaga, Ishikawa

Completed Ishikawa Prefectural Kutani Ware Technical Training Center

Studied under Buzan FUKUSHIMA, a Kutani Potter

SELECTED EXHIBITIONS AND AWARDS

2010

20114

20124

International Triennale of KOGEI in Kanazawa, 21st Century Museum of
Contemporary Art, Rifare 2nd Floor, Kanazawa

REVALUE NIPPON PROJECT

Ishikawa Traditional Crafts / Japana Porcelain Expo

REVALUE NIPPON PROJECT, Ibaraki Ceramic Art Museum, Ibaraki

New Jeneration of Potters feat. Masanori SERA, Mitsukoshi gallery,
Nihonbashi, Tokyo

New Jeneration of Potters feat. Masanori SERA, JR Mitsukoshi Isetan

gallery, Osaka

E M‘j’ IEJ? Masayasu MITSUKE

19755
1997F
19974F
20064

mEmAILRESN
BINBILNABEHMMERR 225
BERIIKICHE (OTFELREEHBAIAL)
BEAEXAREECRIELICRE

FhRIN—TR-EE

2010%F

20114

2012

SRWRIEN TV F—L

REVALUE NIPPON PROJECT

(nendo A4+ KETTRL—3>)

AlloERIZR AABER AR

REVALUE NIPPON PROJECT—#HZHE ., A= S O—
(R RPN Tl

#RARfeat HHAMHERE (ARB=HENER FR)
HRARfeat it AMERE (JRAR= AL IR AR)

(|mECKm) »2012
®46.5xH7.5cm
Courtesy of Ota Fine Arts
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2010 Assistant Professor of Art, Ceramics,Clemson University

2005 Utatsuyama Craft Workshop Residency and Purchase Awards, Kanazawa

2002 MFA, Crafts/Ceramics, Kanazawa College of Art, Kanazawa

1995 BFA, Crafts/Ceramics, PED Art Ed. Magna Cum Laude, University of the
Arts, Philadelphia

SELECTED EXHIBITIONS

2009 5th World Ceramic Biennale Korea (CEBIKO), Honorable Mention, Icheon, Korea

2011 9th International Ceramics Competition Mino, International Ceramics
Park, Tajimi, Japan

2013 Solo exhibition,NCECA Conference Concurrent Exhibition, Tampa Bay, FL

CURATORIAL PROJECTS

2011 [Episodic] Clustered, and Migrating, two-person exhibition,Tampa Bay, FL
[Method Multiple INCECA Concurrent Exhibition, Valerie Zimany & Debbie
Kupinsky, co-curators, Tampa Bay, FL

2012 [To Wander Out of Place: Artists and Asia]NCECA Concurrent Exhibition

Seattle, WA

'77[/U —:/)(:— Valerie ZIMANY

1995F AT I TEMAREEMBBEER £%

2002%F  SREMIZAFREREMIZMRNIZSRET

2005%  @RIRIUIETIEET

2010  JLLYVRE HHE

IHERIIV-—TR

2009%F 5| REGE HRMWHE T T —L (FIIIHRERE> 42— LNBHFEZEE.
BB 1t SR AR PR )

2011F  FEORMERMZIVAER GEREAMZEME IRR)

2013%  {AR NCECA £ XEMZEHERER (FFYAM-L1—ANih)

Fal—4a—EH

20114 Z ARB[Episodic] (BILhIU—=0F =2 a—T70UEM-7X7)
[Method Multiple INCECA (2 XEMZHEZSR) HEEER (C. Emerson

2012%  Fine Arts:70OUSM-7XU7)

[To Wander Out of Place: Artists and Asia]NCECA (& XEMZ=HEZS)

( chigiri-e ) 2000
HEEERE (TN -7 XUH) ®47.8%x13cm





