




Director's foreword

A Secret History of Aoy: from Gouguin to Gormley is the first exh bition to present art sts who have worked in clay from the

beginning ofthe twentieth century to the present day. From the indlvidual ceramiq vessel to installation and performance art,

clayhasbeenwrdelyusedbysomeofthemostinnovativeartistsofthetwentiethcentury.ThefadtthatclayisPla)fu and

democrat c, and that it is imposslb e to categor se the range ofwork produced, may account for the medium's exclusion

from traditional histories of art and accounts of l"lodernism, as well as from the artists' own oeuvres.The 'high unseriousness

for wh ch critics such as H lton Kramer attacked those working in clay consigned such works to the status of non-art, or

'craft'.The return by many contemporary artists to the use of clay signals not only a rejection ofthose values associated with

lYodernism, but also a v sceTal concern for the matena ty of experience at a time when many cultural commentators are

talking about the death ofthe concrete obiect in favour ofthe new virtual wodd ofthe information era.

That the exhib t on is happening in Liverpool is entirely litting: t was because ofthe enterprislng Liverpool merchant

Thomas Bent ey that los ah Wedgwood was able to finance his business. By the end ofthe elShteenth century, LverPool had

become a key centre for pottery in the British Empire through such manufacturers as the Herculaneum Pottery founded in

Toxleth n 793. Strik ng exhib trons and dlsplays at sites such as the Walker and the Lady Lever Art Gallery bear testament

to this tradition.

A proiecc ofthis scale and ambrtion wou d not have been possible withou't the support of a wide range of PeoPle both

inside and outsideTate Liverpool.We are especia y grateful to the l'luseum of Contemporary Art's-Hertogenbosch,

Netherlands, for having made available to us the pick oftheir remarkab e col ection, and for the vision and enthusiEm of Lts

directonYvdnne GJ.f4Jods. I wou d also like to thank all the lenders for part ng wth works as important as they are fraSi e,

and the adists for participating in this prolect. I am grateful to Simon Grcom for curating this remarkable and timely

exh blr on, He was most ably supported by Amy Dickson. Laura Britton has commissioned an exciting events and educatron

programme to accompany the exhibition. As even I am indebted to Tate Liverpool staff and the invaluable role that they p ay

in bringing together an exhibition ofthis scope and ambition.

I would finally like to thank those who contributed to this cataloguer Edmund de Wal, not only for agreeing to be an

authofi bd also as a contr]bLi. ng artist and advrsor to the exhibrtion: L sa Rostron of nwN for her elegant designi and the

Tate Lverpool catalogue prcduction team.Thank also to Antony Gormley and James Putnam for gving us a vital adists

DersDective on th s exhibt on.

Christoph Grunenberg

Aoril 2004
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AMDitukMetuonAo The linal rcom of the exhibttion, with its
NkYo{was.cudll.
l;;i.;.il;,;;h-:r6;,q recralion o'a dorestrc Interio'a^d ttJrn ro
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ffi#;?J;W^^, at the beginnins of the show. But far from
I e5G2@, bs AnFl6, comtng fu i clrcle, the accumulation of oblects,
LosAqeb Coury Huseum :
orra-ernrnp.2i. lror Ednu-d de Waa s nsallation of po6,

PorcelainWoll20A2,b C ndy Sherman's Modcme

de Pompadaur porcelain tea servlce 1 989 9 i

(p.88), only sewes to remind us ofthe radical

instabi ity ofthe object, and its dependence upon

fram ng devices, both physlcal and conceptual.
RoSer Hiomi, rilk ft ls tempt ng to connect the movement of

Ij:'1,1"::,"1t"Y:t" (erdm (s. especiatt/ in Amerca. away rron rhe

Fitm donenrc and tj^e'undional to the rapid and

widespread ntroduction of plastics in the | 950s,

In the same way that painting had previously

Fg I been forced to adapt by the emer€ence of
Edmund dewaat Photography Artists on the West Coast, such 6
Parcelanwol )AA) Petervoulkos and Jun Kaneko, who arnved in
lnsllaton vlew at
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I os Angeles frcm JaDar in 963, began thrnkrng

oftheir work as sculpture rather than pottery

the breakthrough coming with the realisation

taal'brolen forrs cou'd be as st.ong

aedhet cally as whole ones',, Other artists, such

as Ken Price, rqected any association with the

crafts community frcm the very beginntng,

insist ng that their work be shown In fine art
galleries. Rejeding the pnnciple of function,

Pnce saw himselfas a sculptor wholly occupied

with form and coloun Colour was especially

contentious, v olating completeiy the'truth
to materials' mantra ofthe arts and crafts

movement. But as Prce explatned, this wa
no less true for ceramics than it was for other

medid'They were pa nted sculptures, and they

didnt have any reference to potery, so I don't

think anybody tholght about my foms as having

an)thing to do with cla)z Painted scuipture was
very rare. I feft John Chamberlain and I were the
only two glys at the time making coloured

sculpture and deallng with colour as an integral
paat ofthe fom, and not as an afterthoughtl3
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Terramototo mo fermo
Eorlhquoked but motroniess

Lucio Fontana

Ho^es 1936

40x52x34cm

LQuoted in Ga.fr cl..k,

'Llcio f onana! cerni.t',

in John fuJirro (ed.), eo.&i

ktu Aotu or Ceffik Ad,

Ce€micAE toundrdon,

2m3. F52.

a Tony Crrg on materiaL

bdAri tun$on&d,

no 89, March 2003, pp 22-3.

A Secret Htstory of Aoy s pairly a map of these

polarrtes. n stressing clay t brings rnto the

foreground not only the considerab e atlrtd on

for artists of the p astlcty of cLay, but also the

highly charged area ofthe status ofclay. t rases

the question of whether it rs precrse y because

cLay can be seen as praCucaily worth ess that so

many artists have been abie to use t as a materal

n exploratory and digresslve ways. lt is a complex

map.The art sts who have had s gnifcanl

nvo vement with clay not just an occas onal

foray inc ude Gauguin, the German

Expressronists, the Fauves, and the Russ an

Suprematists n the eady part ofthe twent eth

centuryThey nclude the major mid-century

involvement of Picasso, lY 16 and Noguchi, and

t.e *o,l ol .( o Fonr"-", "^d no^ tFe

contemporary work of Deacon, Gormley and

Cragg.The reasons why such an extraord nary

history of expJoratory involvement with clay

should have been so systematical y undervalued

and decried are complexi the critical history

ofthls century ofwork wth clay provrdes a

backdrop for the exh bit on.The great absence

of a consrdered crlt ca appraisal of mu.h of the

ceramic work by artists reveals anx eties abodl

craft, anx eties about the value ofthe decorative

and anxret es about the place that objects can

have with n modern art. But above all t reveals

a dis ke forthe messness and nchoateness of
clay, the way in wh ch its states shift from liqu d

to so id the way n wh ch ir moves.

Some artists who have used clay have wanted

to dissoc ate themse ves from ceramicst they

'el. d (eranc, a, a ortip 'e ^a. " enatt^g

l^i' v "s 
not :np/ r.prco-sness o"'eroli-g

themse ves from the ta nt of craft. Indeed, many

ofthese artists knew precrsely which elements

ofthe craft of potery were sign ficant for them.

And for severa it was what they perceved as the

heafth or vlgour to be found in vernacular pottery

that was most s gn ficant. n the vernacular couJd

be found the ivng traces ofthe hand.

l. Emil Nold€ inVicto. H.

MGsel (d.), Yokes ofcemdt

Ap6ionbD, London,Taie

tobhhin&2@l,pls.



At the end of the n neteenth century rt was

f6.r6n6-fa D^tc 
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many d fferent h gh y sk ied craftsmen would work

on a s ng e p ece to throw tf m, decofate g d

rd. - t ^t.l -r- rr-/1,--,^n. . jTo_.
N"ne.1""t 

^d o rr-_d 'g h_ ^ r^ _ ob'
fof vtnnes, colledable among them Sdvres vases.

And as Gaugu n so succ ndly put it, Sdvrcs has

ki led ceram cs. Ceram cs had oi a vta I n<

between the hand and the artisl becom ng merc
.tra dt- T--i . oo r' ronhere

at the d ssocrat on ol ceram cs and rfei wnar nao

been n Caugu ns memorabe phrase, a central

arl had been turned nto a frppery (un-. &rrfd).
Th s thrcnody for the ost rntegration of hand and

eye underprnned the paral e gfoMh of the stud o

pottef someone who wou d undertake to make,

decoEte and fire pots by h mse I or herse f As

Emi No de po nted ou| our age has seen to t

Paul Gauguin

Daubh-vose de@rcted

t886-7

15x24x l0cm




