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Betty Woodman

David Kordansky Gallery

By Leanna Robinson | September 3, 3019

Betty Woodman, Venus #7- Homey, 2014, courtesy David Kordansky Gallery, Los Angeles.

No conversation about the history of ceram-
ics in art, especially about works created
by female artists, would be complete with-
out mention of Betty Woodman. The artist,
who recently passed at age 87, shifted the
conventions of ceramics—that of functional
objects to be used in the home—and lifted
the medium beyond the scope of its interior
confines. At the beginning of Woodman'’s
career, ceramics was in a limbo space be-
tween art and artisan and was dominated
mostly by men. Today, ceramics has been
folded into the norm of acceptable medi-
ums and Woodman is aptly considered a
cornerstone of the medium.

Her solo show at David Kordansky Gal-
lery builds on themes that she explored
throughout her career, and offers an exper-
imental study and celebration of the female
form and interior spaces through ceramics,
paint and other mixed media. The scenes
created in the works are relatable and un-
pretentious—visions of vases, bedrooms,
a kitchen, lattice fencing, plates and kitch-
enware, interior walls and carpets. The
confines of simple home and interior mo-
tifs give Woodman boundaries to push up
against and experiment with. Through nov-
el uses of the medium, she extends earth-
enware from its usual forms; she takes the
idea of what a vase is and abstracts it.

Woodman keeps the organic nature of the
materials intact, even throughout her vari-
ous experimentations. By keeping edges

rounded and imperfect, it gives the impression that Woodman is not trying to conquer the materials but rather is
shaping them. The paint looks distinctly like paint, the earthenware like earthenware, especially in the parts that

are unglazed.

The exhibition could be broken up into two types of works—ones that lend themselves to be viewed more like
paintings, and ones that appear more like sculptures. The sculptures are technically pitchers and vases, yet
upon first glance would not appear as such. They shift and morph as the viewer walks around them, and in some
cases, such as His and Hers Vases: Life Drawing (2018), appear completely different whether viewed from the

front or the back.
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Betty Woodman, Summer Tea Party (2015-16), courtesy David Kordansky Gallery, Los Angeles.

One of the first things noticeable upon entering the space is the jubilant use of color. Woodman uses an
unapologetic amount of pink, a color that is typically associated with hyper-femininity and seems to do so
in a completely unironic way. The works also feature a barrage of patterns, all of which are lifted from dis-
tinct inspiration. The checkerboard tablecloth in Summer Tea Party (2015-16) is a nostalgic throwback to
domestic kitsch, while the background hints at Japanese-textile work with its cherry blossom print. Other
textile-inspired motifs are thrown in the mix, with the floral pattern in Lady and Leaning Vase (2011) and
again in Tuesday Afternoon (2016). Woodman uses color and patterns to create space, rather than shading
and light, as in Lady and Leaning Vase (2011). By splitting the background up into color blocks, she creates
the illusion of walls, floor and object. In some instances, the work has a sense of cut-out paper and creates
an illusion of collage.

Woodman plays with the appearance of foreground and background by having elements outside of the 2D
picture plane, either by affixing ceramic pieces directly onto the canvas alongside the painting, or by having
clay on the floor in front of the canvas as in Bedroom with Lattice (2009) and Tuesday Afternoon (2016). This
choice to play with the picture plane and use 3D materials alongside paintings to create a cohesive piece is
extremely trendy right now, and yet these works do not seem to be following a trend. This is evident not only
in the 2D/3D commingling but also in the variety of forms that Woodman molds the material into. In The Front
Hall (2014), broken pieces of ceramics create a giant leaning vase, which overcomes many ceramicists’
worst nightmare—that of creating a work and then having it break at the last minute.

A thread present in many of the works is that of playing with the motif of equating women’s bodies with ob-
jects through sometimes suggestive and other times more obvious. Equating women'’s bodies with objects
has a long history in art, yet Woodman’s work lacks the misogynistic trappings typically associated with such
an idea, perhaps because she is a woman, and perhaps because the works are a celebration of forms, both
material and human.
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Eye candy on a gigantic scale
made with canvas, clay and paint

By David Pagel | July 16,2019

“Bedroom With Lattice” by Betty Woodman, 2009. Glazed earthenware, paint and canvas, 92 by 85.5 by 15 inches.
(Jeff McLane / From Charles Woodman, the Estate of Betty Woodman and David Kordansky Gallery)

The 12 works by Betty Woodman (1930-2018) on view at the David
Kordansky Gallery insist on fun first: Vibrant colors, jaunty contours
and animated compositions pinball your eyes around the showroom.

Your body follows, helplessly and eagerly, leaving your mind scurry-
ing to catch up with your emotions, which are like putty in Woodman’s
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Betty Woodman'’s “Lady and Leaning Vase,” 2011. “The Chapel” by Betty Woodman, 2011. Glazed earthenware,
Glazed earthenware, epoxy resin, lacquer, acrylic epoxy resin, lacquer, acrylic paint, canvas and wood, 105

paint and canvas, 85.5 inches by 43.75 inches by inches by 86 inches by 13 inches. (Jeff McLane / From Charles
0.5 inch. (Jeff McLane / From Charles Woodman, Woodman, the Estate of Betty Woodman and David Kordansky
the Estate of Betty Woodman and David Kordansky Gallery)

Gallery)

hands. It’s as though the artist had gone into her studio wanting noth-
ing more than to amuse herself — to surprise her eyes, mind and heart
by what she did with her hands.

That’s no mean feat, especially for an artist as visually sophisticated
— and impatient with conventions — as Woodman was. Her playful
works entertain in the deepest sense of the word. They introduce us to
feelings and ideas we are otherwise unaccustomed to, and they sharp-
en our perceptions.

Cloth and mud are the main ingredients of Woodman’s category-strad-
dling works. Some, like “The Front Hall” and “Lady and Leaning
Vase,” hang like paintings or tapestries. To their loosely draped swathes
of painted canvas Woodman has attached variously shaped slabs of
glazed and fired clay. Like well-chosen earrings, these embellishments
enhance the beauty of her compositions.

Others, such as “Red Pitcher Yellow Flowers,” “Venus #2” and “His
and Her Vases: Life Drawing,” rest on pedestals, like vases or ves-
sels. But Woodman has flattened their 3-D volumes, transforming their



Pagel, David, “Eye candy on a gigantic scale made with canvas, clay and paint,” LATimes.com, July 16, 2019

Betty Woodman’s “His and Hers Vases: Life Drawing,” 2008. Glazed earthenware, epoxy resin, lacquer and paint,
38-3/8 inches by 69-5/8 inches by 9-1/2 inches. (Jeff McLane / From Charles Woodman, the Estate of Betty Woodman
and David Kordansky Gallery)

utilitarian forms into shallow-relief sculptures that have the presence
of gigantic handcrafted medallions or fat, freestanding paintings.

Still others, like “Tuesday Afternoon,” “Bedroom With Lattice,”
“Summer Tea Party” and “The Chapel,” hang on the wall and stand
on the floor, their canvas and clay components forming tableaux that
recall stage sets for intimately scaled dramas.

The fourth — and show-stealing — group of works rest on pedestals
over which Woodman has spread unstretched paintings, like table-
cloths or picnic blankets. The 2-D surfaces and 3-D forms in “Aztec
Vase and Carpet: Mariana” and “Aztec Vase and Carpet #7” flip flop,
catching viewers in low-tech yet highly satisfying ambiguity. It’s fas-
cinating to circle these pieces, stopping every few steps to compare
and contrast their nooks and crannies.

In art historical terms, Woodman’s works are painted ceramic sculptur-
al tableaux that function as mini-installations. They can also be called
mixed-media collages. In person, they are all that and more: a thrill to
see, a thrill to think about.
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Betty Woodman: the ceramic artist with
a painter’s touch

Los Angeles-based David Kordansky Gallery stages her first posthumous gallery exhibition,
bringing together sculptures and paintings from 2008 to 2016 while a series of never-before-
seen works on paper published exclusively here give new context to her clay

‘Shadows and Silhouettes’ at David Kordansky, Los Angeles. Photography: Jeff McLane. Courtesy of Charles Woodman / The Estate of Betty Woodman and
David Kordansky Gallery, Los Angeles

‘What do I do now?’ the late Betty Woodman — who passed away last year — wondered, at 75, when her 2006
retrospective at the Metropolitan Museum of Art had closed. Quietly and consistently influential, the artist prac-
ticed her craft steadily over 50 years and held a teaching post at the University of Colorado for more than thirty.
She had been working with clay since she was 16: it was through her pottery that she met her husband of five
decades, George, and it was clay that helped her deal with the tragic death of her daughter, Francesca, in 1981.

This long-term dedication to her medium didn’t mean Woodman was stuck — if anything, her legacy is her in-
ventiveness. She was the Madonna of ceramics; endlessly curious about different techniques and approaches, she
never stopped pushing her art in new directions right up to the last years of her life as a new exhibition at David
Kordansky Gallery in Los Angeles proves.

‘Shadows and Silhouettes’ is the first posthumous exhibition on Woodman and brings together sculptures from
2008 to 2016, while a series of never-before-seen works on paper reveals more about the role of the pictorial in
her sculptural spaces. Often combining the two, paintings started to play an increasingly important role in this last
period of Woodman’s work, arising from a desire to give context to her clay after the Met.
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An unseen work on paper by Betty Woodman, dated October 15,2017, India ink, acrylic paint on sketch paper. Photography: Thomas Mueller. Courtesy of
Charles Woodman / The Estate of Betty Woodman and David Kordansky Gallery, Los Angeles

1l Giardino di Pinto, 1993, at European Ceramic Workcentre, ‘s-Hertogenbosch, the Netherlands. Courtesy of Charles Woodman / The Estate of Betty Wood-
man and David Kordansky Gallery, Los Angeles
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Red Pitcher Yellow Flowers, 2012, by Betty Woodman, glazed earthenware, epoxy resin, lacquer, and acrylic paint. Photography: Jeff McLane. Courtesy of
Charles Woodman / The Estate of Betty Woodman and David Kordansky Gallery, Los Angeles

One of the major themes in Woodman’s oeuvre was her constant fascination with vases and vessels, returning to
the most revered shapes of the oldest art form, and yet finding new things to do with them. She took unexpected

materials, like lacquer paint, and applied it to earthenware; she transformed an ancient slip gaze, terra sigillata,
by using it on paper.

From left, Aztec Vase and Carpet #7, 2014 glazed earthenware, epoxy resin, lacquer, acrylic paint, and canvas; and Bedroom with Lattice, 2009, glazed
earthenware, paint, and canvas, by Betty Woodman. Photography: Jeff McLane. Courtesy of Charles Woodman / The Estate of Betty Woodman and David
Kordansky Gallery, Los Angeles
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‘Shadows and Silhouettes’ at David Kordansky, Los Angeles. Photography: Jeff McLane. Courtesy of Charles Woodman / The Estate of Betty Woodman and
David Kordansky Gallery, Los Angeles

Her practice was rife with experimentation, mixing the old
and the new, and drawing on diverse cultural references,
from Matisse’s cut-outs to Minoan art, the capitals of
Roman columns or Tang Dynasty tomb figurines. Wood-
man always simultaneously embraced the perfunctory and
domestic nature of ceramics while being unafraid to make
connections between clay and art history, design and archi-
tecture.

On show at David Kordansky are works so exuberant they
seem to dance: the gingham tablecloth and meta-ceramics
in Summer Tea Party (2015-16); the reclining nude figures
of Hers Vases: Life Drawing (2008); or the motifs of Aztec
Vase & Carpet: Mariana (2015). Colour, shape, pattern and
texture are all staged to kindle narratives of their own.

Woodman never lived in LA — she was part of the potter
community in Colorado and divided her time between New
York and Tuscany, where she had a second home, working
while the California Clay Movement was kicking off, all
surfer dudes and psychedelia.

October 23, 2017, by Betty Woodman, India ink, acrylic paint on AS Woodman herself sald’ ‘Ceramics was always macho

sketch paper. Photography: Thomas Mueller. Courtesy of Charles R e e . .
Woodman / The Estate of Betty Woodman and David Kordansky world’. Yet her uninhibited experimentation, the freedom

Gallery, Los Angeles and lustrous joy of her work, seem perfectly at home here.
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T The New York Times Style Magazine

T Suggests: Painterly Ceramics, Grateful Dead Body Oils and More

A roundup of things our editors — and a few contributors — are excited about in a given week.

By Kate Guadagnino | June 21,2019

Betty Woodman’s Exuberant Late Works

Betty Woodman’s “Tuesday Afternoon” (2016). Photo by Jeff McLane. Betty Woodman’s “Venus #2” (2012). Photo by Jeff McLane. Courtesy of
Courtesy of David Kordansky Gallery, Los Angeles David Kordansky Gallery, Los Angeles

Before Betty Woodman'’s riotous sculptures earned her a solo show at the Metropolitan Museum of Art in 2006, she made cer-
amic tableware that she presented at biannual sales held at her Colorado home. Perhaps it was because she shifted her practice
slightly later in life that she was able to make inventive work up until the end of it (the artist died last year). “Shadows and
Silhouettes,” opening next week at David Kordansky Gallery, in Los Angeles, picks up where the Met show left off, with 12
Woodman works that date from 2008 to 2016. Most compelling are those that combine painted canvas and glazed earthenware
— it’s as though the clay elements of Woodman’s imagined interiors refused to be merely depicted and decided to burst through
the works’ surfaces. In “Tuesday Afternoon” (2016), a three-dimensional vase sits just in front of a canvas, its form echoed in
the painting by a blank space like a cutout, or a phantom of what once was. “It’s a kind of mysterious move that started to crop
up in some of the late paintings,” says Stuart Krimko, the gallery’s research and editorial director. “The vessels become like
characters, and the relationship between the vessel and the figure becomes more psychologically charged.”

Indeed, Woodman’s Venus vases, two of which are on view, show a female nude on one side and a decorative vessel on the
other. If Woodman was thinking about what she would leave behind when she left this realm (namely, her body of work),
Krimko believes she was also making a case for living with beauty. “There wasn’t much separation between what happened
in the studio and what happened in the other rooms of her house,” he says. “For her, aesthetics, right down to the mug you
drink your coffee out of, was not a surface-level thing; it was part of what it means to be human and truly linked to survival.”
“Shadows and Silhouettes” will be on view at David Kordansky Gallery from June 27 through Aug. 24, 2019
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Funky Ceramics Are Everywhere. Including in Galleries.
The fine art world has started to embrace works made from clay — a material it once deemed lowly.

Kate Guadagnino | June 14, 2018

Clockwise from top left: Work by Ruby Neri, Julia Haft-Candell, Didi Rojas and Woody De Othello. Credit Clockwise from top left: courtesy of David
Kordansky Gallery, Los Angeles, photo: Lee Thompson; courtesy of Parrasch Heijnen Gallery; courtesy of Didi Rojas; courtesy of Jessica Silverman Gallery

More than sewing, flower-arranging or zine-making, clay might offer the perfect antidote to modern
times. Hyper-tactile, it taps into a primal desire to shape earth — what the potter and writer Edmund de
Waal has described as thinking through the hands — and is beloved for its immediacy. “You move and the
clay moves with you,” says Aneta Regel, who was a finalist for this year’s Loewe Craft Prize and who, 12
years after graduating from London’s Royal College of Arts, now finds her works — lumpy, funky, cooked
until cracked — aligned with a prevailing taste for artfully imperfect handwork, more generally, and for
ceramics, in particular. If it is unsurprising to find mounting evidence of the trend on Instagram and at
lifestyle-leaning boutiques like Samuji in New York and CristaSeya in Paris, it is notable that clay’s prolif-
eration has, over the past decade, extended to the fine art world, which has long been wary of the material,
widely considered to be lowly, functional and inexpensive. One of de Waal’s early teachers liked to say that
his pots “had to be cheap enough to drop,” a condition that recalls the train tracks around Kolkata, India,
strewn with shards of terracotta as a result of riders’ tossing their empty cups of chai out the window.
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That has not been the attitude taken at recent art fairs.
At Frieze New York last month, Matthew Marks Gallery
showed a speckled and contorted coil by the ceramic art-
ist Ken Price, while Parrasch Heijnen showed craggy forms
by Julia Haft-Candell, one of Price’s artistic heirs. On the
walls of Martos Gallery’s booth were paintings by Dan Ash-
er; in the center, several small sculptures of his — modest
unglazed stacks of what looked to be clay scraps. A low-
slung table at the Blum & Poe booth was set as if for coffee
with friends — or, dare I say, a craft fair — with pretty but
plain-looking mugs and bowls by J.B. Blunk. In a way, it was
among the most provocative displays at an event so focused
on remarkably high prices, underscoring how, by placing
ceramic works in this context, these artists and gallerists are
(B;ztdy.twg?)if::;z e e L pey DOt merely signaling a stylistic shift, but asking age-old ques-

Woodman and David Kordansky Gallery, Los Angeles; photo:  tions about what qualiﬁes as art.
Thomas Miiller

Of course, plenty of modern artists have at least dabbled in ceramics — most of the Fauves took a turn
painting on pitchers and platters, and then there are the several thousand ceramic works by Picasso, from
plates with faces to vases with tails, some of which were recently on view at the Louisiana Museum of
Modern Art outside Copenhagen. As Picasso worked in Vallauris, France, an emerging band of California
sculptors (Viola Frey, Peter Voulkos, John Mason) made strides in establishing clay as a primary fine art
medium. As did Betty Woodman, who started out as a “precocious studio potter,” says Stuart Krimko, the
research and editorial director at David Kordansky Gallery, which works closely with the artist’s estate,
and who ended up being the first living woman to have a retrospective at the Metropolitan Museum of
Art — in 2006. Woodman struggled for most of her career to be taken seriously, in part because she was
a woman, in part because she worked in a medium that was relegated to the realm of decorative arts, but
her work resisted easy classification. (Krimko mentions her “sort of proto-pillow pitchers that she dubbed
erotic burritos.”) According to the sculptor Arlene Shechet, a friend of Woodman’s and a witness to her
ongoing frustration with her lack of acceptance, “Shed ask me, ‘Why should we agree to be in any of these
ceramic shows?™

Perhaps thanks to battles already waged, today’s contemporary artists seem to be relatively free of hang-
ups about turning to clay. In addition to planning a coming retrospective of Woodman’s work, David
Kordansky recently exhibited a series of large-scale pots by Ruby Neri depicting naively painted female
nudes, their breasts in relief and their ponytails doubling as handles. Neri, whose father is the Bay Area
sculptor Manuel Neri, trained in painting at U.C.L.A. in the late '90s and transitioned to making fully
ceramic works around 2015. “At first, I didn’t know if I could overcome ceramics” heavy-handed history,’
she says. “And Id sort of pooh-poohed ceramics in grad school, like a teenager rebelling against their
parents, but once I crossed over I realized it allowed me to shed all this debris, like fabricating armatures
to put other material on top of, and focus on the enjoyable aspects of making work” She considers the
move a breakthrough, but says she does not feel inclined to push clay to its technical limits, as a traditional
ceramist might.
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From left: Ruby Neri, “Women with Burdens,” 2018; detail from Woody De Othellos “At Night I Can't Sleep,” 2018.

Credit From left: courtesy of David Kordansky Gallery, Los Angeles. photo Lee Thompson; courtesy of Jessica Silverman Gallery.
Shechet, who makes sculpture in clay as well as in a variety of other mediums, believes
there is indeed still a line between fine art and crafts, and that good art is imbued with
conceptual rigor and chases a higher aim. “More than any one material, what interests
me is making works that are about being human,” says Shechet, whose partly porcelain
sculptures will be installed in New York’s Madison Square Park in September. Though
one could argue that, especially when compared with, say, bronze, ceramics, these fragile
works that can’t help but retain traces of their maker, possess an inherently human quality.

This philosophy pertains to work by a new generation of ceramic artists as well. Didi
Rojas, a recent Pratt graduate, experiments with sculpting clay shoes — color-blocked
Balenciaga sneakers, pearl-studded Gucci boots — expressly not made for walking.
(Some of her latest creations are currently up at Andrew Edlin Gallery on the Bowery in
downtown Manhattan and are about to go on view at Fisher Parrish in Brooklyn.) “Shoes
are self-portraits of their wearers,” Rojas says, “and I like the idea of making something at-
tainable through material, one made of the very ground we walk on” Woody De Othello,
who graduated from California College of the Arts last year and is set to have a solo show
at Jessica Silverman Gallery in San Francisco this September, also uses clay, with all its
associations of functionality, to build nonfunctional versions of everyday objects, such as
a warped air vent or a blocky TV remote. He hopes that viewers will see themselves in the
pieces, which droop downward as if they’ve had a long day, and uses a high-gloss, almost
reflective glaze to heighten the effect. “A lot of times when people look at my sculptures,’
De Othello says, “they experience a desire to reach out and touch.” Does he allow it? “It’s
definitely not allowed.”
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Mimicking Forms and Gestures: Betty Woodman and Zhao Yang
Dual Solo Exhibitions at Chi K11 Art Museum Shanghai

Leigh Tanner | April 24,2018

chi K11 art museum is simultaneously presenting House and
Universe, distinguished American artist Betty Woodman’s first
Asian exhibition, and Alaya, Chinese artist Zhao Yang’s inau-
gural individual museum exhibition in mainland China, through
June 17, 2018. This unlikely pairing of two solo shows uses
the language of “body” and “gesture” as the connective tissue
linking the work of two artists of starkly different backgrounds
and artmaking practices. Woodman is known for her inspired
reimagining of traditional ceramic techniques, while Zhao’s ex-
hibition is made up entirely of figurative paintings. Set on mir-
ror exhibition layouts, the entrance to one solo show leads you
through the exit of the other, creating an evenly matched, but
disorienting experience for the viewer.

Woodman’s exhibition’s title, House and Universe, is pulled
from a chapter title of the same name in French philosopher
Courtesy of K11 Art Foundation. Gaston Bachelard’s The Poetics of Space. Bachelard’s 1957

book phenomenologically examines architecture through lived
experience and context, with the chapter in question depicting the relationship between a “house” and its surroundings. This titular reference nods to

Woodman’s relationship with the domestic, specifically the manner in which she uncoupled pottery from its functional existence in the home and forged
a practice beyond traditional gender expectations.

Her vivid works brim with references to the art of Pablo Picasso, Henri Matisse and Pierre Bonnard. In her practice, she also drew extensively from the
ceramic and visual traditions of China and Japan, as well as ancient Etruria, Greece, Crete and Egypt. The exhibition reflects this by featuring an array
of bright colors and tactile elements, all hinting at different visual heritages and drawing the viewer in for a closer look. Much of the work exhibited
speaks to the ways in which Woodman engaged with the Western art historical canon, but key pieces such as Kimono Ladies (2015) highlight her in-
terest in Japanese forms. Six anthropomorphised vessels take the form of women draped in kimono-like fabric and grouped as if dancing, showcasing
Woodman’s skill as both a painter and a fabricator of organic forms.

House and Universe successfully demonstrates the breadth and innovation of Woodman’s practice by including works that illuminate her ability to defy
categorization. From the early 2000s, she started experimenting with integrating paint, canvas, ceramics and other materials into a single work. Paola’s
Room, a diptych from 2011, perfectly encapsulates the contrast between the paired two-dimensional canvases, adorned with paint and ceramic cut-outs,
and the corporeal earthenware piece positioned at the canvas’s base. The painted, molded and etched curves of the glazed earthenware mimic the shapes
on the canvas’s surface. The exhibition also includes artworks such as Aztec Vase and Carpet #4, which is installed on the floor and once again features

a mixture of glazed and painted ceramic and canvas, mixing the flatness of the
canvas with the three-dimensional edges of the vessel.

The wall text opening the exhibition declares an intention to deconstruct “the
development of the artist’s creations,” but as most of the works come from the
last decade, the audience gets a better sense of her late-career brilliance rather
than the development of her own unique visual language. One exception to
this is the inclusion of Easter Egg (1984), part of her well-known Pillow Pitch-
ers series inspired by traditional Etruscan vessels and Chinese porcelain pil-
lows.

Not merely visually enthralling, the end of the exhibition features a rotating
loop of videos with documentary footage of Woodman discussing her work
and various projects. Bringing to life her creative process, even just a few min-
utes spent watching serves to illuminate the myriad of visual references she
intuitively wove into her works. It also has the advantage of giving viewers
the feel of Woodman’s hands in the very ceramic vessels, shapes and cut-outs

found in the space. Betty Woodman, Kimono Ladies, 2015. Courtesy of K11 Art Foundation.



Tanner, Leigh, “Mimicking Forms and Gestures: Betty Woodman and Zhao Yang Dual Solo Exhibitions at
Chi K11 Art Museum Shanghai,” CoBoSocial.com, April 24, 2018

House and Universe is made all the more poignant by Woodman’s pass-
ing on January 2nd of this year at age 87. Betty Woodman was the first
and only living woman artist to be given a retrospective at the Metro-
politan Museum of Art, New York. Her significant legacy can be seen in
the many young artists working with the visual language she pioneered.
The exhibition’s timing is especially apt considering the focus on repre-
sentation of woman artists at Art Basel Hong Kong in late March, most
especially through Asia Art Archive’s invitation of the Guerrilla Girls, an
anonymous group of feminist artists using humor to expose inequality in
the art world. For this iteration of the prominent art fair, the artists took
the opportunity to divulge the abysmal statistics regarding the participa-
tion of woman artists in Hong Kong’s art scene and the fair itself.

In contrast to the kinesthetic works of Woodman, Zhao Yang’s Alaya con-

sists of 39 paintings created between 2012 and 2017, majority of which

appear to feature female figures. The curves of Zhao’s painted forms

mimic the arcs of Woodman’s ceramic creations. These formal thematic
Betty Woodman, Easter Egg, 1984. Courtesy of K11 Art Foundation. links point to corresponding visual languages, but the confluence ends

there. Zhao’s title is a transliteration of 3TTed, the Sanskrit word for
“storehouse” or “receptacle” derived from Buddhist terminology. The exhibited works “constitute the holistic spiritual world to which the artist aspires
while also demonstrating his attempt to inject an effect of stagnation” according to the exhibition’s press release.

The muted palette and reiterative nature of his paintings speak to a form of meditative practice. One such striking a series consists of paintings of vary-
ing sizes which all include a mermaid-like female figure reclining on her side near or in the ocean. In The Tears of the Mermaid (2015), she appears
to have no arms and is suspended on a white background, blue cubes, as if geometrically contorted bubbles, emanating from her wake. Whereas The
Daughter of the Sea (2015) features the figure with her back to the viewer lying on a beach under a pale sky, the coloring rendering her near disap-
pearance into the rocks and sand around her. Vague (2015) replicates this same posture only with coarser brushstrokes and a deep mauve palette, a less
peaceful imagining of the moment.

Zhao’s paintings continually investigate the human body and our relationships both to our own forms and each other. Figures are found in pairs or alone,
abstracted or in detail. They either float in space or stand firmly in the landscape of his devising. And yet, they are bound by the artist’s interest in the
hybrid between reality and fiction, myth and history, Eastern and Western fairy tales. This commitment to the exploration of form mimics Woodman’s
own aptitude for deconstructing and composing gesture, the most compelling dialogue that ties these two artists work together.

About the artists:

Betty Woodman has been inventing and re-inventing new and traditional forms, producing exuberant, brightly colored, and witty works since the early
1950s. During the Pattern and Decoration movement in the *70s, her career gained the momentum it has had ever since. This was the year she invented
one of her most acclaimed works, the Pillow Pitcher, in which she crafted a vessel out of a bulbous shape pinched at both ends like a pillow. She also
produces painterly wall pieces and large-scale installations, platters, and, most enduringly, vases in an endless array of styles, ranging from human
figures to eccentrically concocted, multi-sided Cubist abstractions. The artistic traditions of Italy and the Mediterranean region inform Woodman’s
work, which is also marked by Chinese and Modernist influences, and the

ebullience of her unbounded approach.

Zhao Yang, born in Jilin province, 1970 and graduated from the China
Academy of Art in 1995. Currently lives and works in Beijing. Recent
exhibition include: Zhao Yang: In Between, Kuandu Museum of Fine
Arts, TNUA, Taipei (2016); ‘Zao’ by ZHAO Yang, ShanghART, Shanghai
(2016); China 8, Contemporary Art from China at the Rhine and Rubhr,
Lehmbruck Museum, Duisburg(2015); Une histoire: art, architecture, de-
sign des années 1980 a nos jours, Collections contemporaines, Centre Pom-
pidou, Paris, France(2015); Semi-automatic Mode 2, ShanghART Beijing,
Beijing (2014); A Mirags Similar Truth Trugbild, ZHAO Yang Solo Exhi-
bition, Galerie Eigenheim, Weimar, German (2013); The Battomless Pit,
ZHAO Yang Solo Exhibition, Upto Art Space, Shanghai (2012); Sparkling
Signpost, ZHAO Yang’s Solo Exhibition, Mouart, Beijing (2012); Jungle:
A Close-Up Focus on Chinese Contemporary Art Trends, Platform China,

Beijing (2010); BLADE — Reconstruct Leifeng Pagoda, SZ Art Center,
Beijing (2009) etc. Installation View of the exhibitions. Courtesy of K11 Art Foundation.
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Art space pays tribute to iconic American artist

By Wang Jie | March 27, 2018

Photo Credit: Ti Gong

The chi K11 art museum is exhibiting the works of re-
nowned American artist Betty Woodman for the first time
in Asia.

“House and Universe” features a variety of Woodman’s
mixed-media works from the past decade, including
sculptures, triptych vases, large installations and canvas
pieces, in addition to some of her earlier works.

The artist, born in 1930, died in January 2018 of natural
causes.

Woodman became “fascinated with the magic of ceramic
glaze” in her school days. And she was the first living
female artist featured as a subject of a retrospective at the
Metropolitan Museum of Art in 2006. Her artistic earth-

enware creations are a vast departure from the daily functionality associated with pottery. She managed to break away
from the inevitable connection between household containers and domestic life, in turn redefining people’s impressions

of women and their traditional roles within the home.

Woodman’s works leverage the spirit of regional cultures through a multiple of historical eras through the use of clay.
They embody the traditions of ancient Crete, Egypt, Greece and Etruria, as well as featuring the styles of Baroque archi-
tecture and artists such as Pierre Bonnard, Pablo Picasso and Henri Matisse.

Woodman has also been inspired by China’s Tang Dynasty tri-color
glazed ceramics and kimonos of Japan that fuse the planarity of the sec-
ond dimension with the tangibility of the third to create the technical clay
of contemporary art. At the exhibition, K11 has specifically established a
women’s festival “I AM WHO I AM” and a spring-themed event “Meta-
morphosis” in which the art space has been “dressed up” into a butterfly-
esque museum in order to pay tribute to the artist on behalf of all women.
There are not only real butterflies and butterfly decorations, but also the
installation work “The Butterfly Lion” created by Chinese contemporary
artist Zhou Li.

Using stainless steel and other metallic materials, the work depicts the
graceful lightness of butterflies, suggesting that the butterfly undergoes
a sublimation of life after emerging from its infant stage. Meanwhile, a
number of exclusive butterfly products will also be launched, including
“The Sound of Me,” a limited-edition hand crank music box with visuals
specially designed by Icelandic artist Kristjana S. Williams. Visitors can
convert their names or whatever they would like to express into a but-
terfly pattern on punched paper tape that the music box will play as their
own personal melodies.

Photo Credit: Ti Gong
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Betty Woodman, Who Spun Pottery Into Multimedia Art, Dies at 87

Richard Sandomir | January 5, 2018

Betty Woodman, a sculptor who took an audacious turn when she
began to transform traditional pottery, her usual medium, into in-
novative multimedia art, moving her work from kitchen cupboard
shelves to museum walls, died on Tuesday in Manhattan. She was
87. Her son, Charles, said the cause was pneumonia.

Ms. Woodman'’s evolution from artisan to fine artist culminated in
aretrospective in 2006 at the Metropolitan Museum of Art, its first
for a living female artist. “I am coming out of left field,” she told
The New York Times when the exhibition opened. “They don’t
know what they’ve got hold of.”

One of the 70 works in the show, “The Ming Sisters,” is a near-
ly three-foot-high triptych of cylindrical vases arranged side by
side — each with irregular, winged cutouts — that depict Asian
women in gowns on one side and brightly colored paintings of vases on the other. Reviewing the show for The Times,
the critic Grace Glueck wrote that the “sharply outlined spaces between the figures, ghostly gray intrusions, play an
important part in the presentation of the figures.” Another work in the retrospective was “Aeolian Pyramid,” which
reflects Ms. Woodman’s late-in-life shift to very large installations of ceramics, some of them fused with paintings.
“Aeolian,” which comprises 44 pedestal-mounted vase shapes, gradually tiers upward in a dramatic, pyramidal design.
“The composite keeps squeezing out real space, which keeps muscling back in,” the critic Peter Schjeldahl wrote in his
review in The New Yorker. “The result is a visual ‘Hallelujah Chorus.”” He added: “At the age of 76, she is beyond
original, all the way to sui generis.”

Betty Woodman in her Manhattan studio in 2006, the year a retrospective of her
work appeared in the Metropolitan Museum of Art. Credit Nicole Bengiveno/The

Using clay as her primary medium, Ms. Woodman’s vividly colored ceramics drew on innumerable influences, in-
cluding Greek and Etruscan sculpture, Italian Baroque architecture, Tang dynasty glaze techniques, Egyptian art and
Islamic tiles. They also evoked paintings by Picasso, Bonnard and Matisse. “You should be able to think of Matisse,”
she told the Canadian newspaper The Globe and Mail in 2011, “but hopefully you don’t stop there; you realize that it
makes a reference, but it goes beyond.” Ms. Woodman — usually attired in a kerchief, a boldly striped dress and wildly
patterned stockings — worked at her potter’s wheels and kilns at her studios in Boulder, Colo., the Chelsea section of
Manhattan, and Antella, Italy.

Her husband, George, a painter and photographer, died last March; her son is an electronic artist, and her daughter,
Francesca, was a photographer whose erotic and melancholy pictures won her acclaim before she committed suicide in
1981, when she was 22. “She just emotionally fell apart,” Ms. Woodman said in Scott Willis’s documentary film “The

Woodmans” (2010), which explored George and

Betty Woodman'’s fierce devotion to art. “I don’t

know why. Maybe I’ve been an absolutely hor-

rible mother. I can’t go back and rewrite it, and

I don’t really think it’s true.” In the months after

her daughter’s death, Ms. Woodman said, she

began to shift from making functional pottery to

creating the idiosyncratic vessels — like pillow-

shaped pitchers — that altered her career.

“How did I deal with the guilt?” she asked in

the film. “I tried to stay away from it. BecauseI - _ S _
think there’s no way to deal with it.” e and pitings f vases on e other CreditSaon 94— O e onone
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She was born Elizabeth Abrahams on May 14, 1930, in Nor-
walk, Conn., and moved frequently with her family around
New England. Her father, Henry, was a supermarket work-
er and woodworker who built bookcases and cabinets; her
mother, the former Minnie Koffman, was a secretary. In sev-
enth grade, fed up with the sewing and cooking classes that
girls were relegated to, Betty successfully petitioned her ju-
nior high school principal to let her take wood shop, where
she learned to turn wooden bowls on a lathe.
While still in school, during World War II, she also made
model airplanes, including a Messerschmitt, for air-raid war-
dens to use to identify German aircraft, she told the Archives
Ms. Woodman and her husband, George, a painter and photographer, in 2011. He died Of American Art iI] an interVieW in 2003 ' AS a hlgh SChOOl stu-
last March. dent in Newton, Mass., she was seduced by clay, fascinated

by its versatility. A pitcher was her first creation. After graduating from the School for American Craftsmen at Alfred
University, then located in southwestern New York State (it later moved to the Rochester Institute of Technology), she
began her pottery career in earnest, making things for people to use. “Functional ware was everything,” Charles Wood-
man said in a telephone interview. “Cups, plates, saucers, bowls, large salad bowls, bowls to eat cereal out of. You could
get an entire table setting of Betty’s.”

He added, “When I was a child, we’d have pottery sales twice a year in the front of our house in Boulder.” But making
pottery that landed in cupboards and not museums was not enough for her. “I was always interested in my work being
seen in a broader context,” Ms. Woodman told The Guardian in 2016, when an exhibition of her work, “Theater of the
Domestic,” opened at the Institute of Contemporary Arts in London. That show focused on what she had done since the
Met retrospective. One piece, “The Summer House,” a four-panel, 28-foot-long still life, demonstrated how far she had
come from making functional pottery. In pink, green, gray, blue and yellow hues, Ms. Woodman depicted a cheerful
room with ceramics, or shards of them, and a wooden shelf attached to the canvas. Three small vases sit on the shelf,
and a diptych of vases rests on the floor in front of the painting. “With their ear-like handles and dark peripheries, they
might be items of Etruscan pottery,” Rob Sharp wrote in his review of the show on the website Artsy. “But they are flat-
tened and distorted, their properties bent out of shape, lending the impression of a theatrical set or frieze.”

“The Summer House,” a four-panel, 28-foot-long still life, with
ceramics attached to canvas, demonstrated how far Ms. Wood-
man had come from making functional pottery. The time-hon-
ored vase remained central to the work of Ms. Woodman, who,
Ms. Glueck wrote in 2006, “brought it to spectacular new life
in contemporary art.”

For Ms. Woodman, “the vase is the archetypal ceramic object,”
she told the curator of the London show during an interview.
She added: “The vase is also a symbol for a figure, a woman.
Metaphorically, it’s a container; it has that connection for ev-
eryone.” Betty Woodman at work in her studio in New York in 2014.
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Betty Woodman (1930-2018)

January 3,2018

Artist Betty Woodman, a sculptor known for ceramic works that are playful yet rig-
orous combinations of, among other things, Etruscan sculpture, Egyptian art, Sevres
porcelain, and Henri Matisse, has died.

‘Woodman was born in Norwalk, Connecticut in 1930. She described her first encounter
with clay in a high school art class, according to an interview with Priscilla Frank in
the Huffington Post, as “sort of like magic . . . We were given some clay and using our
hands we could just make it into a shape. The first thing I ever made was a pitcher.
As far as I was concerned that was what I wanted to do. It fell into my hands.” She
studied pottery at Alfred University’s School for American Craftsmen, graduating in
1950. In 1952 Woodman traveled to Italy, where traditional forms of earthenware, such
as majolica, made a deep impression upon her. Since then, she had spent a portion of
every year living there with her husband, the artist George Woodman, who died last
March. (The Woodmans are a famous artist family: Their daughter, the late Francesca
Woodman, was a photographer; their son, Charles Woodman, who is still living, is an
electronic artist. A documentary about the clan, The Woodmans, was released in 2010.)

Betty Woodman has had numerous solo exhibitions throughout the United States and
Europe, including “Florentine Interiors” (2017) at Galerie Hubert Winter in Vienna;
“Theatre of the Domestic” (2016) at the ICA in London; “Interior Views” (2014) at
Galerie Francesca Pia in Zurich; and “Of Botticelli” (2013) at Galerie Isabella Bor-
tolozzi in Berlin. Her last New York solo exhibition was in 2016 at Salon 94 —the
gallery represents her—and was titled “Breakfast At The Seashore Lunch In Antella.”
“The Art of Betty Woodman,” which opened at the Metropolitan Museum of Art in
New York in 2006, was the artist’s first retrospective in the US.

“Unfussy but remarkably erudite, her pottery comfortably foregrounds ceramics’ con-
ventions and place within (or outside of) this erstwhile art-historical canon,” said Su-
zanne Hudson of Woodman’s show at LA’s David Kordansky Gallery for the April
2015 issue of Artforum. “The rigor of Woodman’s engagement with the medium was
here belied by the visceral convolutions of color and runny streaks of paint that turn the
surface of her vessels into canvaslike grounds.”
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Rome

Betty Woodman
GALLERIA LORCAN O’NEILL
Vicolo dei Catinari 3

October 20-November 18

In recent works claiming both the terri-

tory of painting and sculpture, Betty Wood-

man pushes the boundaries of her chosen

medium, ceramics, and her work seems

here fresher and freer than ever. The artist

challenges notions of likeness, mixing real

objects and their representations, always

maintaining her sense of humor on high fre-

quencies. Her signature vases, plates, and

pitchers dialogue with painted trompe l'oeil

interiors: Sitting in the round on shelves, the

vases appear again on the canvas as two-

dimensional shapes, or even as their own

incongruously painted shadows. In one of

her most Compe”ing WOI’kS, COUI'IITy Dlnlng Betty Woodman, Outside and In, 2017, glazed earthenware, epoxy resin, lacquer, acrylic
Room, 2015, a painted table rendered with paint, canvas, wood, 75 1/2 x 119 x 10 1/2”

a striking diagonal inclination juts out on its
lower end into three dimensions, becoming a pedestal for glazed jars, while flat ceramic cups and plates

appear on its checkered tablecloth. Our focus needs to adjust to a constant play between foreground and
background in order to reconstruct the objects and make sense of their distorted proportions. The spatial
complexity of these compositions is even more acute in Outside and In, 2017. Woodman lets ceramic
shards seemingly fly away on the wall, denying the limitations of the canvas and of gravity, and taking pos-
session of the surrounding space with a dash of bravery.

Woodman has never been so daring: Her idiosyncratic point of view skews into puzzling perspectives,
causing raised floors, walls, and doors to intersect at unnatural angles. We peer into her joyfully colored
domestic interiors, but it’s like looking into rooms that Matisse painted under the influence of a hallucina-
tory drug. It’s a roller coaster for the eyes, but a pleasant one for sure.

— Ida Panicelli



Essner, Elizabeth, “The Imaginative World of Betty Woodman,” Modern Magazine, Summer 2017, pp. 82-89



Essner, Elizabeth, “The Imaginative World of Betty Woodman,” Modern Magazine, Summer 2017, pp. 82-89



Essner, Elizabeth, “The Imaginative World of Betty Woodman,” Modern Magazine, Summer 2017, pp. 82-89



Essner, Elizabeth, “The Imaginative World of Betty Woodman,” Modern Magazine, Summer 2017, pp. 82-89



Essner, Elizabeth, “The Imaginative World of Betty Woodman,” Modern Magazine, Summer 2017, pp. 82-89



Essner, Elizabeth, “The Imaginative World of Betty Woodman,” Modern Magazine, Summer 2017, pp. 82-89



Essner, Elizabeth, “The Imaginative World of Betty Woodman,” Modern Magazine, Summer 2017, pp. 82-89



Essner, Elizabeth, “The Imaginative World of Betty Woodman,” Modern Magazine, Summer 2017, pp. 82-89



Hudson, Suzanne, “Making, Using,” 7Theater of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Hudson, Suzanne, “Making, Using,” 7Thealer of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Hudson, Suzanne, “Making, Using,” 7Theater of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Hudson, Suzanne, “Making, Using,” 7Thealer of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Hudson, Suzanne, “Making, Using,” 7Theater of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Hudson, Suzanne, “Making, Using,” 7Thealer of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Hudson, Suzanne, “Making, Using,” 7Theater of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Hudson, Suzanne, “Making, Using,” 7Thealer of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Hudson, Suzanne, “Making, Using,” 7Theater of the Domestic, Milan: Mousse Publishing, 2016, pp. 10-18



Valacchi, Maria Chiara, “Betty Woodman and Kiki Smith, Artforum.com, Critics’ Picks, October 2016

ARTFORUM

Betty Woodman and Kiki Smith
GALLERIA LORCAN O’NEILL

Vicolo dei Catinari 3

September 21-November 19

Exhibiting together for the first time, Betty
Woodman and Kiki Smith initiate an intense
dialogue through a selection of their large-
scale paintings, tapestries, sculptures, and
graphics. Along the long walls of the main
gallery, Smith’s atonal and transcendent
works interface with Woodman’s colorful
and flamboyant vision of domestic interi-
ors, creating a complete visual imbalance
that dwells, respectively, on natural land-
scapes and private imaginative spaces. View of “Kiki Smith and Betty Woodman,” 2016.

Four large canvases by Woodman (Summer Tea Party, 2015; Reversal, 2016; Betty’s
Room, 2011; Table and Rug, 2016) are characterized by the presence of vases and fab-
rics created in ceramic; resting on the floor or suspended in the air, they emerge from the
pictorial compositions with a powerful chromatic resonance. Two jacquard tapestries by
Smith, one depicting a deer (Fortune, 2014) and the other featuring two eagles (Guide,
2012), alternate rhythmically with four bronze sculptures depicting three birds of prey
(Roost, Mantle, and Perch, all 2016) as well as a fox (Visit, 2014), the latter hovering on
a precarious support. These works direct the viewer’s eye toward Smith’s large collage of
women, composed on a support of Nepalese paper (Gathering, 2014).

The exhibition continues with separate groupings of their work. A series of six still lifes by
Woodman, painted in mixed media on paper (dating from the past thirteen years), recall
the artist’s early works that emphasize functionality. The show concludes with works by
Smith—a new series of works in graphite and gold leaf and a bronze dove in flight. Finally,
the gallery’s outdoor atrium contains a bronze bench designed by Woodman (Bronze
Bench #3, 2003), on which the two artists sat for a photo that was sent to announce this
wonderful show.

Translated from Italian by Marguerite Shore.

— Maria Chiara Valacchi
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The seductive art of Betty
Woodman

Betty Woodman with her pottery CREDIT: GRAEME ROBERTSON/EYEVINE

9 JULY 2016 « 8:00AM

alking into Betty Woodman’s loft in New York City
is like stepping from a monochrome world into
shocking Technicolor. Her spacious studio is full

of raucously coloured paintings, to which she has attached flat
pieces of fired clay and other three-dimensional elements.

For a moment after entering, I feel dazzled and a little dis-
orientated, as though I have walked into a picture by a great
colourist such as Bonnard or Matisse. “I've tried to calm down
my colour,” says Woodman, an 86-year-old ceramic artist. “But,
somehow, it gets out of control. Do you want a cookie?”

She pours coffee from an Italian stove-top pot into cups that
she produced in collaboration with the famous French por-
celain manufacturer of Sévres. Mine is decorated with golden
polka dots and a splash of lime green. “It’s a different experi-
ence than drinking out of a paper cup,” says Woodman, who in
2006 became the first living female artist to be honoured with a
retrospective at the Metropolitan Museum of Art in New York.
“More intimate. I used to have this idea that beautiful things
would make people’s lives better. I was naive, but I still believe

that, I think?”

In the wake of Modernism, the pursuit of the straightforwardly
beautiful can feel passé - an inadequate ideal for our fractured
world. Yet, for six decades now, Woodman has strived to produce
objects of exuberant, emphatic beauty, with little purpose beyond
enriching the lives of those who encounter them.

Roman Fresco by Betty Woodman CREDIT: BRUNO BRUCHI

“A lot of art is made to raise your consciousness about the horrors
of the world,” she tells me. “But that isn’t what 'm doing. Beauty
is a very important part of my work. I want to seduce myself””

Anyone who saw Woodman’s recent exhibition at the ICA in
London - her first solo show in the UK - will know exactly what
she means: it featured her unusually shaped, rowdily painted
pots, arranged in gorgeous tableaux. In recent years working with
ceramics has become fashionable in contemporary art — from
well-known potter-artists such as Grayson Perry, to emerg-

ing talents, including Aaron Angell and Rachel Kneebone. As a
result, Woodman is, suddenly, very much in vogue. “This fad for
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artists to use clay has given me much greater legitimacy in the
art world,” she says.

Her latest project is a commission for the Liverpool Biennial.
An imposing public artwork, it takes the form of an enor-
mous fountain, 50ft across, mounted to the base of a Grade II
listed art deco ventilation tower servicing a road tunnel under
the River Mersey. Inspired by ancient Egyptian art, as well as
baroque Italian architecture, Woodman fashioned the foun-
tain’s scrolling, frieze-like forms in clay, before casting them in
bronze.

“The plumbing will be on the surface, like a kind of drawing,”
she explains. “It’s a counterpoint to the weight of the bronze.
There should be this ballet of water”

Acclaim has not come quickly to Woodman. “It’s been a long
fight,” she tells me, with equanimity. “For years, my work wasn't
really looked at”

The child of “free-thinking” second-generation Russian-Jewish
immigrants who loved classical music, Woodman “discovered”
clay, aged 16, while attending a pottery class at high school in
Newton, a suburb of Boston. “I loved it,” she recalls. “With clay,
you make something out of nothing. It’s like magic”

Inspired to become a potter, she attended the School for
American Craftsmen, then located at Alfred University in New
York state, before travelling to Italy, where she spent a year

in the early Fifties working in a pottery in Fiesole. There, she
became intoxicated with “the tradition of clay in Mediterranean
countries”.

Country Dining Room, 2015 by Betty Woodman CREDIT: BRUNO BRUCHI

“It was thrilling to be doing the same thing that had been done
since 3,000 BC,” she says. The trip also initiated a lifelong “love
affair” with Italy: Woodman still spends half of each year there,
in a Tuscan farmhouse, 10 miles outside Florence, that she has

owned since the late Sixties.

In 1953, Woodman married her boyfriend, George, a painter
whom shed met years before in a pottery class in Boston when
he was a philosophy freshman at Harvard. Early in their mar-
riage Woodman worked as a “production potter”. “I really didn’t
have ambition,” she says. “George was the artist, I was the potter.
I made thousands of functional pots. It was a successful career”

For years, she lived in Boulder, where George taught painting at
the University of Colorado (he later became a photographer). To
begin with, she entrusted the decoration of her ceramics to her
husband. Gradually, though, as she started to consider herself an
“artist”, she felt frustrated. “Boulder is a nice place to make art,
but an impossible place to be an artist,” she says. “If you weren’t
in New York, nobody would look at what you did”

Eventually, in 1980, George and Betty moved to the Big Apple,
where they bought a loft in Chelsea for $50,000 that is now
worth $6 million. The following year, their daughter, Francesca,
a talented photographer, committed suicide, aged 22. Some of
her melancholic photographs still grace her parents’ hall, a rare
monochrome note in Woodman’s colourful world.

“Can you imagine?” Woodman says, quietly, when I bring up
Francesca’s death. Over time, she says, “obviously it's changed
- but we think about it plenty, 'm sure. We don’t live with [her
work] all over us - it would be too much, too painful, we can’t”

By the Eighties, Woodman was painting her pots herself, in

the loose, gestural manner that has become her trademark.

She joined a gallery and pushed the boundaries of ceramics

by experimenting with form. She created “functional” objects,
including a letter holder and an asparagus server, which were
deliberately impractical and wild in appearance, as well as bright,
vigorous vessels with joyous handles fluttering like ribbons.
Etruscan pottery, Japanese Oribe ware, Italian majolica, Sévres
porcelain - she found inspiration everywhere.
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A Visit to Rome by Betty Woodman

Her signature invention was something she called a “pillow
pitcher” - a voluptuous, squishy-looking vessel, like a puffed-
up cushion, finished with a handle and spout. Its swollen,
breast-like “body” offered a large surface that Woodman could
decorate with abandon.

Over the years, Woodman’s ceramics have grown in scope
and ambition. “I became interested in not just the vase but the
spaces in between vases,” she explains.

She started making large-scale installations, marshalling pots
against painted backdrops. The pieces I see in her studio are es-
sentially large acrylic paintings incorporating ceramic elements.

Does she now consider herself a painter first and a potter
second? “Yes,” she says. “These days I'm most interested in mak-
ing paintings” Is she ever tempted to make “pure” paintings,
without ceramics? She chuckles. “No, this is pretty pure paint-
ing. The issue with painting is: how can you say something new
when it’s already all been said? Well, perhaps I have something
new to say that has to do with the combination of materials.
Clay is a very important part of it

Betty Woodman features in the Liverpool Biennial 2016
(biennial.com), until Oct 16



Bui, Phong, “Betty Woodman with Phong Bui,” The Brooklyn Rail, April 2016, pp. 67-69



Bui, Phong, “Betty Woodman with Phong Bui,” The Brooklyn Rail, April 2016, pp. 67-69



Bui, Phong, “Betty Woodman with Phong Bui,” The Brooklyn Rail, April 2016, pp. 67-69



Sherlock, Amy, “Feel More,” Frieze, no. 177, March 2016, pp. 124-129



Sherlock, Amy, “Feel More,” Frieze, no. 177, March 2016, pp. 124-129



Sherlock, Amy, “Feel More,” Frieze, no. 177, March 2016, pp. 124-129



Sherlock, Amy, “Feel More,” Frieze, no. 177, March 2016, pp. 124-129



Sherlock, Amy, “Feel More,” Frieze, no. 177, March 2016, pp. 124-129



Sherlock, Amy, “Feel More,” Frieze, no. 177, March 2016, pp. 124-129



Whitney, Kathleen, “Betty Woodman: The Ultimate Still-Life Object,” Ceramics Monthly, March 2016,
pp. 48-51

WOO

THE ULTIMAITE
STILL-LIFE OBJECT

1 Betty Woodman pictured with House of the Betty Woodman’s eclecticism is astonishing; her influences are wide-ranging and include
South, 20" ft. (6.23 m) glazed earthenware,
epoxy resin, lacquer, paint, 1996. From The Art
of Betty Woodman, April 25-July 30, 2006, at abstraction, her sculptures verge on realism; her early interest in functional ceramic objects
The Metropolitan Museum of Art, New York, New  j¢ always visible. Woodman’s work plays in the territory between the high arts and craft
York. Courtesy of David Kordansky Gallery, Los
Angeles, California.

Persian vases, wallpaper, Japanese prints, and Baroque architecture. While fully embracing

and at the borders between painting and sculpture: it is shot through with humor and
sensuality. Her imagery is bound to the realities of life, dealing with the accoutrements of
pleasure and the experience of beauty. She blends the furniture of the table—platters, vases,
cups, and tureens—with the history of art and architecture. Woodman has spent over six
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decades looking at art of all kinds and incorporates elements of
old and new into each object. Conceptual boldness and extreme
experimentation are her work’s most prominent characteristics.
She has broken through the limits of traditional ceramics through
innovative uses of materials such as lacquer paint on earthenware
and terra sigillata on paper. One of the most significant aspects
of Woodman’s work is its quality of effortlessness—as she says; “I
want the work to look as if it was rather easy, even if it wasn’t.”
This sense of effortlessness is contradicted by her relentless self-
questioning and desire to keep her ideas developing. As she told
the American Craft Council; “I'm always interested in the next
piece I'm going to make perhaps more than the last one I made.
Well, [you can be] seduced by the last one you made because
you think, ‘Oh! Look at that.” I'm the kind of person who may
be totally seduced by it and think it’s the best thing I've ever
.. And then I look at it for a few days, and then I
sort of realize, well, you know, this has got a lot of

done. .

problems. Maybe it’s not that wonderful. Maybe
I need to go back and think about something
else, do something else.”

Woodman’s career started with a
commitment to clay; the vase form
became an obsession. She studied at
the School for American Craftsmen at
Alfred University in the late 1940s where

2 The Red Window (overall and
detail), 7 ft. (2.2 m) in height,
glazed earthenware, epoxy resin,
lacquer, acrylic paint, canvas,
2014. 3 Rose et Noir Pillow
Pitcher, 32 in. (81 cm) in height,
glazed earthenware, epoxy, resin,
lacquer, paint, 1989. 2, 3 Courtesy
of David Kordansky Gallery, Los
Angeles, California.

she began her career as a production potter. By the early 1960s,
Woodman’s ideas shifted away from function, partly in response to
a move to Italy where she and her painter husband, George Wood-
man, spend part of each year. The Italian influence shows itself in
forms inflected by the aesthetics of the Mediterranean, majolica,
and Baroque architecture. The area between the stone balusters of
Baroque staircases particularly fascinates her; her employment of
negative space is a major facet of her work.

In the early 1970s, Woodman became involved with the Pattern
and Decoration movement and began to emphasize surface design.
She incorporated imagery from outside of what was considered fine
art, focusing on the geometric and floral patterns used on fabrics,
wallpaper, and quilts. In 1975, she produced the first of what be-
came known as her pillow pitchers. These were loosely based on
Cretan pitchers and made by joining two cylinders horizontally
and pinching the ends closed. A narrow sash of clay that becomes
a spout and handle often conceals the join. These forms are not
functional and their pillowy curvatures provide a challenging

surface for glaze painting. The glaze is painted on in
the loose and gestural fashion that is the hallmark
of her work. The simplicity and
assertiveness of these forms
makes them iconic; they are
completely original and have a
clear correspondence between form
and meaning.
By the late 1990s, Wood-
man’s forms became
more diagrammatic
and Cubist in
appearance.
She began
using the
vase form,
the ultimate
still-life object, in

3 a number of differ-
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ent ways; flattening and deconstructing it, breaking it into its
constituent pieces (tops, feet, spout, handles) and painting/glaz-
ing in the details. She also does the opposite, emphasizing the
three-dimensional, by presenting a faceted arrangement of vase-
like objects with features so disparate that the back and front are
stylistically unrelated. Around this time, she also began creating
multi-part wall installations. These aggregations play with shifts
between two- and three-dimensionality with a particular stress on
the negative space between objects. House of the South, is one of
numerous examples of enormous, mural-like arrangements of flat
and modeled ceramic parts. Some of the pieces lay flush to the
wall, others project out from it; the space in between the pieces is
as important as the pieces themselves.

The densely packed and layered composition, Aeolian Pyramid,
is one of the most spectacular of her pedestal-mounted assemblages.
It’s a tiered, pyramidal arrangement of 44 flat pink, yellow, white,
and black vase shapes cut from earthenware slabs and patterned
with small raised or incised textures. Each is a different shape and
size; there is much confusion between foreground and background,
which works to the piece’s advantage. The imagery painted on the
slabs is floral, geometric, and Mediterranean in style; the effect is
of an archeological site or a shrine.

Over the course of the past decade, Woodman has been com-
bining painted patterns on canvas with painted or glazed ceramic
elements to create still-life tableaus that combine illusionism and

tactility. The canvases serve as a backdrop to ceramic pieces and

are tacked directly to the wall or placed on the floor. The ceramic
pieces are used in a variety of ways; positioned on a table-like shelf
that appears to be projecting from the painting, placed on the floor
in front of a painting or posed on top of a rug-like painted floor
cloth. She also places sculptures on top of cut wood pedestals that
magnify the extremely deconstructed nature of her ceramic vases.
A recent Woodman exhibition at David Kordansky Gallery in Los
Angeles, California, featured examples of all of these arrangements.

The Red Window combines several techniques and objects; a
painted, wall-mounted canvas with a number of curving thin slab
pieces nailed directly into it paired with a tall, freestanding ceramic
sculpture. Every looping brushstroke on the canvas is articulated
and magnified. Attached to the canvas are four calligraphic black
and white ceramic fragments that create a vase form in the nega-
tive space between them. An adjacent unglazed trio of fragments
implies a handled pitcher with the flesh-pink of the background
showing through between them. These stand above a pale brown
area painted to resemble a heavily grained wood tabletop. A white,
painted, uneven shape on the canvas resembles the big ceramic
sculpture on the floor below it. This red, black, and white form
resembles a vase, but the flanges coming off its sides make it into
something exotic, both organic and architectural.

The Boardwalk is a canvas with a wedge-shaped tabletop built
into it. The painting resembles a beach scene with blue sky, expanse
of sand, and striped wooden boardwalk with a white fence. The
tabletop echoes the stripes and bears two cylinders hidden by two
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4 Aeolian Pyramid, 14 ft. (4.27 m) in length, 44 vases, glazed earthenware, epoxy resin, lacquer, paint, 2001-2006. From “The Art of Betty Woodman,”

April 25—July 30 2006, at The Metropolitan Museum of Art, New York, New York. 5, 6 Aztec Vase and Carpet: Bumble Bee, 5 ft. (1.5 m) in length, glazed
earthenware, epoxy resin, lacquer, acrylic paint, canvas, 2013. 7 The Boardwalk, 4 ft. 5 in. (1.3 m) in height, glazed earthenware, epoxy resin, lacquer,

acrylic paint, canvas, wood, 2014. 4-7 Courtesy of David Kordansky Gallery, Los Angeles, California.

large, flat, platter-like oval slabs. Each platter has painted on it
half of a striped and curvy-footed vessel with spectacular red and
yellow, long stemmed blooms emerging from it. When looked at
from the side, the cylindrical forms come into view. They echo
the stripe and grid motif of the canvas behind them but with a
totally different color scheme. This view is so unexpected, its
imagery so different from the front, that it has the impact of a
totally different piece.

The aspects of surprise, difference, and multiplicity are typical
of Woodman’s work. It is especially so of Aztec Vase and Carpet:
Bumble Bee. The object is made up of a tall, central cylinder with
a number of flat slabs projecting from it. These slabs effectively
divide the piece into four quadrants, each of which is glazed so
differently as to create the experience of seeing four different ob-
jects. The sculpture is placed on a black and white striped canvas
“rug” on which are scattered colorful flat forms that look as if they
were cut out from the vase’s projections. This sculpture is almost
encyclopedic in the number of references it makes. She’s parodied
Cubism’s intention to show three dimensions while using only
two. She’s plundered art history in combining the wild projections

and geometric and curvilinear surface decoration of ancient Aztec
ceremonial objects with Modernist abstraction. As an aside, she’s
borrowed the imagery of Persian carpets.

Woodman’s eclecticism is carefully considered; it is pure plural-
ism, not a random gathering of styles and systems. Her organization
of diverse sources into a single vision requires extreme selectivity.
The fact that she doesn’t stick to a single standard, that she is the
beneficiary of centuries of global art history, is what fuels the variety
and vitality of her work.

Now in her 80’, she continues to produce significant work.
In 2014, she was the American Craft Council’s Gold Medalist
recipient. Her work is in more than 50 museum collections, in-
cluding The Metropolitan Museum of Art. She has had over 100
solo exhibitions around the world. Her 2006 retrospective at The
Metropolitan Museum was the first such show to be given to a
ceramic artist or a woman. She taught for 40 years, most recently
at the University of Colorado, Boulder.

the author Kathleen Whitney is an artist and writer living in Los

Angeles, California.
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Aesthetica
Review of Betty Woodman: The Theatre of the Domestic at ICA, London

by Imogen Greenhalgh
February 20, 2016

As you walk around a Betty Woodman vase, perhaps what strikes you first is its face, or better, faces. Circle around each
piece and the surface will undulate and veer — form, in Woodman’s work, never rests. Take a piece in her new show at the
ICA, Posing with Vases at the Beach (2008), a painted diptych. From the ‘front’, a woman’s pale body reclines across the
component parts. Bursts of blue and sunny yellow evoke the shoreline in the work’s title. Yet follow it round to its back and
something utterly new awaits. That's the benefit of three-dimensional works, quipped the American artist at a talk held at
the gallery: you can get two paintings out of one piece.

In their shifting, colourful unruliness, Woodman’s works each become a perfect distillation of their creator, or more
precisely, her multifaceted career. Like fractals, theirs is a prolific, expanding story writ small. If you're not familiar

with Woodman (and many in Britain aren’t: the ICA rights a wrong in being the first institution in the UK to offer a solo
presentation of her work), this new show introduces you to just the last decade of the 85 year-old’s cheerful oeuvre. They
follow what Woodman has characterised as a watershed moment in her working life, namely the major retrospective

of her work at New York’s Metropolitan Museum in 2006. After that, she believes, she was free. If the Met show was

a turning point, it didn’t lead to entirely new departures — and happily so. Many of the post-2006 works are an obvious
continuation of decades of artistic practice: the grouping of vessels, for instance, like a pair of actors on a stage, and the
near devotional interest in the rituals of the home. The show’s title, Betty Woodman: Theatre of the Domestic, could apply
quite comfortably to a retrospective spanning her wider career.

So what has changed? If clay is still her medium, her “magic” as she calls it, she’s looser with it, incorporating painting
more defiantly than before. She admits having become “besotted” with Pierre Bonnard, and like all her influences, she
nods to his legacy with frankness. Upstairs, the French painter’s presence grows, softly emanating from each of her
benign, inviting coloured rooms. With their shared love of the domestic and apparent repudiation of the wider world, the
kinship might seem obvious. Dig a little deeper, however, and a common fascination with context — how objects interact
with each other and the places they occupy — begins to materialise. Bonnard’s interest in cutting up and dispersing his
works, building in spaces to his paintings, starts to resemble the trained potter’s inevitable interest in the works’ negative
spaces.

To think of Woodman as a straightforward potter or ceramicist would be deceptive — her works owe a great deal to her
painter’s eye, and a concern for context makes her an ally of the installation artist too. While the years spent creating
functional, usable vessels still surfaces in her latest works, perhaps what is most radically ‘new’ is her stepping back from
this — a movement demonstrated most clearly in her rugs and wallpaper pieces. Wallpaper 9 (2015) lets go of function
altogether. Here, the interstitial spaces between flitting coloured offcuts of clay will never contain. Like cooking, Woodman
jokes, it's when you use up your leftovers that you get truly creative.

If the era after the Met is Woodman at her least self-conscious, then Wallpaper 9 is perhaps the most euphoric expression
of this new-found liberty. Made from boxes of scraps she never used or discarded, their attraction grew out of the fact
each represented a form her hand would never cut and her mind would never conceive. In these hovering odds and ends
outstretched across the walls, we perhaps see, in its truest form, Woodman’s art set free from her craft.
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As “The Great Pottery Thrown Down” Grips Britain, 85-Year-
Old Betty Woodman’s Experimental New Ceramics Go on
View in London and New York

BY ROB SHARP
February 5, 2016

Installation view of “Betty Woodman: Theatre of the Domestic” at ICA, London.
Photo: Mark Blower, courtesy of ICA London.

A canvas depicting a domestic interior washed with light blue, grey, and green spans one side of a first-floor gallery at London’s Insti-
tute of Contemporary Arts (ICA). Its obvious antecedents are the paintings of the French Post-Impressionist Pierre Bonnard. Bright,
clashing colors appear behind a stretched perspective of a tabletop that is adorned with ceramics. With their ear-like handles and dark
peripheries, they might be items of Etruscan pottery. But they are flattened and distorted, their properties bent out of shape, lending the
impression of a theatrical set or frieze.

The work in question, The Summer House (2015), makes its debut as part of Betty Woodman’s first U.K. solo show, “Theatre of the
Domestic,” which opened to the public at the ICA on February 3rd and coincides with a show at Salon 94 in New York. It contains
over 30 works, most of which were made in the last decade. It is somewhat unbelievable that Woodman, who enjoyed a significant
retrospective at the Metropolitan Museum of Art in 2006 (and who is the mother of the late visionary photographer Francesca Wood-
man), should have to wait until the age of 85 to make her debut here, but the show’s organizers hope to make amends.

“It struck us that her work in the last 10 years has been a period of extraordinary experimentation,” said Katharine Stout, the ICA’s
head of programme. “She’s thinking about her ceramic pieces much more in a sculptural sense, thinking carefully in the context in
which they are being presented.” This experimentation includes employing studio offcuts in pieces such as The Summer House and
the same year’s Wallpaper 9. In the former, the offcut outlines of pots hang like orange-peel decorations from the canvas wall. The lat-
ter stretches along an ICA corridor, pieces spiraling, flowing, and curling from it like an elaborate mantelpiece.



Sharp, Rob, “As “The Great Pottery Thrown Down” Grips Britain, 85-Year-Old Betty Woodman’s
Experimental New Ceramics Go on View in London and New York,” Artsy.net, February 5, 2016

Betty Woodman at work. Photo courtesy of ICA London.

“It struck us that her work in the last 10 years has been a period of extraordinary experimentation,” said Katharine Stout, the ICA’s
head of programme. “She’s thinking about her ceramic pieces much more in a sculptural sense, thinking carefully in the context in
which they are being presented.” This experimentation includes employing studio offcuts in pieces such as The Summer House and
the same year’s Wallpaper 9. In the former, the offcut outlines of pots hang like orange-peel decorations from the canvas wall. The lat-
ter stretches along an ICA corridor, pieces spiraling, flowing, and curling from it like an elaborate mantelpiece.

“She’s assessing a context for her work within her own work,” said Stout. “She is playing with the notion that pottery is a utilitarian
object, used within the home, and creating a setting for it within the artwork.”

The exhibition also serves as a showcase for Woodman’s diverse array of influences—Matisse, Picasso, Sévres porcelain. On the
ground floor, visitors meander around delicate freestanding ceramics like Posing with Vases at the Beach (2008), another Bonnard-
influenced work comprising two glazed earthenware vases, placed side by side, meeting with extended two-dimensional wing-like
structures. On one side of the object, Woodman has painted a beach scene in which a nude bather brandishes her back.

Elsewhere, Fabric Girls (2015) drapes fabric over the same combination of materials —glazed earthenware, epoxy resin, lacquer,
acrylic paint—to create a series of “dolls” in Japanese costume. Woodman continually uses her brushstrokes to break her objects’
forms, underlining their imperfections. As Stout added: “There’s always a layering of knowledge. For her what’s important is “Where
do I take it? What do I then say with that?”

Woodman’s mainstream success has come relatively late in life, no doubt due, in part, to the public’s current enthusiasm for ceram-
ics. The 2006 show at the Met was her first U.S. retrospective, and historic pieces like Floral Vase and Shadow (1983) evince both

the requirements of a grand stage and the Baroque influences of her adopted home, Tuscany, where she currently splits her time with
New York. The scale of the retrospective forced Woodman to reconsider her practice. “I’m not doing what I was doing at 16, 30, or
50, when I was focused on the history and function of ceramics,” the artist said in a 2013 interview with the Wall Street Journal. “Now
I’m considering painting, sculpture, and art history.”

The ICA show’s first outing was at Florence’s Museo Marino Marini last September. The curator of both the British and Italian shows,
Vincenzo de Bellis, said he became aware of Woodman’s work relatively recently and set about finding an appropriate space to exhibit
it. “She doesn’t get to be shown a lot,” he said. “I saw the work in Art Basel and that was when I really realized what it was about.”
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Installation view of “Betty Woodman: Theatre of the Domestic” at ICA, London. Photo:
Mark Blower, courtesy of ICA London.

The work is also well placed to take advantage of a rising tide of interest in younger ceramists. Jesse Wine, Aaron Angell, the
Grantchester Pottery —who showed at the ICA in 2013 —Giles Round, and Caroline Achaintre have all recently made waves in the
medium. French artist Camille Henrot is also a known fan of Woodman’s. Glazed ceramics were one of the trends at both last year’s
and at Design Miami/ and Frieze London, where Angell and Trisha Baga both showed work.

“We came to it because it’s so contemporary,” concluded Stout. “The latest developments in contemporary art don’t have to be made
by a 20-year-old, they can be made by an 85-year-old. We’re not a museum, we’re not recognizing her for her place in art history,
we’re recognizing her for what she’s making now.”
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Sculptor Betty Woodman at the ICA: ‘Ceramics was always
a macho world’

Call her a potter at your peril. As Betty Woodman'’s first solo UK show opens, the 85-year-old powerhouse opens up about
small-minded curators, super-sized art and her lifelong affair with the sticky stuff

by HANNAH ELLIS-PETERSEN
February 3,2016

People don’t know how to define my work’ ... Betty Woodman at her show Theatre of the Domestic.
Photograph: Graeme Robertson for the Guardian
In the hands of Betty Woodman, the possibilities of clay seem endless. Voluptuous vases, ornate wallpapers
and even a gaggle of kimono-clad women burst into life from her pottery wheel. But call this octogenarian a
potter at your peril.

Woodman learned her craft making dinner sets and decorative crockery, but from the 1950s onwards, she
pushed her work into the realm of sculpture, creating vibrant, unruly pieces that have occupied art galleries
rather than kitchen cabinets. It is only now, at the age of 85, that Woodman has her first solo show in the UK,
at the Institute of Contemporary Arts in London.

Theatre of the Domestic is an expansive collection of the sculptor’s work from the past decade, incorporating
triptychs of vases, wall-mounted mosaics and even canvases that push the boundaries of ceramics.

Born in 1930s Connecticut, Woodman has been so influential in the US that she was the subject of a retrospec-
tive at the Metropolitan Museum of Art 10 years ago, a rare accolade for a living artist. Yet even Woodman
herself is unsure why it’s taken so long for the UK to catch up.

“I think it’s partly because people sometimes don’t know how to define my work, or where it fits into art his-
tory,” she says. “When I started out, ceramics was not even a material you made art out of. People might have
liked what I was doing, responded to it, bought it, eaten off of it, but it had nothing to do with being an artist
— it was about being a craftsman.”
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The ICA show is a testament to a prolific spirit — Woodman is still creating work in her studios in Chelsea in
New York and a farmhouse in Tuscany. Ideas, she says, come to her by making rather than sitting, thinking
and planning. The more she creates, the “more I am inspired and the more one thing leads to another. I'm not
interested in repeating myself.”

One wall of the ICA gallery will be covered with Woodman’s “wallpapers”. The idea for the works was a
happy accident, born from a decision to glaze the offcuts of ceramics she had been holding on to and then
mount them arbitrarily on a wall for people to take home. Taken with the pattern, Woodman has been making
these mosaic-style pieces ever since.

As a female artist starting out in the 1950s, it was not always an easy ride for Woodman. She fell in love with
clay as a teenager and her family supported her decision to become a potter, but the ceramics world was not
always so welcoming.

“At the beginning, people were quick to dismiss me or not take me seriously,” she says. “Back then, the world
of ceramics was totally male dominated, it was a very macho world. If you weren’t willing to be one of the
boys, it was very difficult to be a part of it. But I'm a little combative, so I guess I also enjoyed it.”

It was only in the 1970s, when art curators began to be embarrassed by their all-male lineups, that Woodman
was invited to exhibit her work, which acknowledges the rich history of the vase, from ancient Roman and
Etruscan vessels to more recent Mediterranean styles, while pandering to no one.

In the ICA show, a naked female figure, painted from a life model, adorns a pair of pots on one side while
bright abstract patterns cover the other. On the floor above, a new work stretches eight metres across, combin-
ing a painted canvas of a domestic scene with several pieces of pottery, such as jugs and plates, pinned to its
surface.

Rather than slowing down at 85, Woodman says old age had proved liberating. “I was always interested in my
work being seen in a broader context, to be displayed in museums, not shut away in cluttered cupboards,” she
says. “And though it’s taken me a long time, with these recent works, these paintings, I’'m really putting it out
there.”
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Betty Woodman’s Cheery Ceramics
Come to London

By AIMEE FARRELL
February 3, 2016

Betty Woodman in her studio, Italy, 2012. Credit Stefano Porcinai/Courtesy of the artist

The bright-eyed, 85-year-old American artist Betty Woodman has been creating with clay for almost 70 years, since she took a one-off
pottery class in high school. “I still have the naive belief that having beautiful things around you might make you a better person,”

she says. Fittingly, her work — on display beginning today at London’s Institute of Contemporary Art — depicts cheery and inviting
interior scenes, composed of her glazed earthenware vessels among large acrylic canvases.

Throughout her career Woodman has been caught up in changing perceptions of ceramics: “For many years it was a medium that it
was not permissible to make art with,” she says. “Now it’s suddenly acceptable; everyone is looking at clay. It’s become the next hot
thing. Why? The art world market always needs something new — and ceramics are fashionable.” A new school of young artisans is
helping to transition the medium from folksy to sophisticated; and just last week in Paris, Schiaparelli’s couture collection was pre-
sented in front of a wall lined with plates — on a runway that appeared to be scattered with broken dishes.

Woodman’s first solo exhibition in the U.K. comes in the wake of her buzzed-about Salon 94 showing in New York — and crucially,
in perfect synchronicity with the upcoming London Fashion Week. Also on view will be a series of experimental “wallpapers” com-
prised of ceramic off-cuts arranged in pleasing configurations.

By far the largest of the works on show is “The Summer House.” The four-part painting consumes an entire gallery wall, and shows a
Pepto-Bismol pink table full of pots and plates and vases, some wrought in 3-D. According to Woodman’s husband George, this partic-
ular piece recalls the couple’s colorful Chelsea loft. And the idea of the table, and the domestic objects found there, is central through-
out. All of which raise the question: What kind of ceramics grace the table at the Woodmans’ own Manhattan and Tuscany homes?
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Installation view of “Betty Woodman” at Museo Marino Marini, Florence, ltaly, Sept. 20 — Nov. 28, 2015.
Credit Courtesy of the ICA

“I have soup bowls from Joan Platts, who’s working in New York. I have plates by Aspen’s Alleghany Meadows, and old and new
pieces by Linda Sikora,” says Woodman, wearing a saffron Issey Miyake dress and green-soled black Camper shoes with knee-high,
mustard pop socks. “I’ve been using a vase by a woman named Deborah Dell from Colorado. It’s wonderful — and perfect for all the
anemones that are in the New York at the moment.”

What the makers she gravitates towards appear to share is not a unified style, but a nuanced understanding of their medium. Similar to
Woodman, they know inside out what clay will and won’t do, and how to exploit that. As to whether the couple ever disagree on the
contents of their table, Mr. Woodman says sagely: “We’ve been married for 63 years; our tastes have converged.” His own work —
specifically a collection of photographs from the last few years — will go on show in Buffalo in the spring.

Woodman’s personal appetite for studio pottery remains ferocious: “If I need something, I make it,” she says. “Last summer we found
we were eating too much ice cream, so I made smaller bowls so we wouldn’t eat as much.”
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Betty Woodman and her vast body of
work in ceramics

Caroline Roux
January 29, 2016

At 86, and with new shows in London and Manhattan, the artist shows
no sign of wanting to slow down

Betty Woodman at her studio in New York

On the dining table in Betty Woodman’s Chelsea loft are a cluster of cups and saucers in Sevres porcelain. There are the
recognisable colours of the venerable French house — the deep aubergine, the peerless cobalt, the pink enriched with gold —
though the shapes and decoration are defiantly different from their 18th-century antecedents. Saucers, extended like those of sauce
boats, have unevenly crimped edges; they are streaked with gold lines and dotted with spots. Cups, gilded at the rim, have a free-
form fluidity. These prototypes for limited-edition pieces have been in the works for quite some time. “It’s been a while — years,”
shrugs the American artist impatiently at the French manufacturer’s sluggish approach to completion.

Betty Woodman is 86 years old, and her vast body of work in ceramics is testimony to a life spent doing, rather than waiting around.
An exhibition of new pieces that opens in London’s Institute of Contemporary Arts next week will provide more proof, were it
needed, that she’s showing no signs of slowing down.

“I work compulsively,” she says as we move down a long corridor lined with pastel-painted doors to her capacious studio, where a
small, yellow, well-used kick-wheel sits in the corner by the window. “I’m trying not to be so compulsive, but since my New York
show opened on Thursday night [at Salon 94], I’ve managed to finish these two pieces.” (It is now Sunday afternoon.)

The two new works are magnificently scaled canvas wall pieces, with plenty of nods to Pierre Bonnard — brightly painted
perspective views into cosy but light-drenched rooms where the domestic objects are all in three-dimensional ceramics.
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Her output has always been matched by a hearty, even promiscuous, appetite for influences. Over the years she has taken inspiration
and forms from Roman, Greek and Etruscan vessels; from the glazes of Japanese Oribe and the Chinese Tang dynasty; from Italian
Bargello needlepoint; from Matisse; from the curling handles of fine 18th-century porcelain and classical pots. The results are
brilliantly coloured, restless forms, always centred on the idea of the vessel but breaking the boundaries of that notion at every turn.
Floor rugs made in painted canvas have vases growing out of them. Vases shaped like shells sprout two-dimensional flowers cut
from clay.

At the ICA, though, she will be demonstrating a new strand of practice, creating two vast “Wallpaper” pieces, which consist of
studio offcuts being reconfigured into energetic 3D friezes. “The biggest will be a 20ft-long abstraction,” she says. “I’ve always
been inspired by what’s left around in the studio.” As Katharine Stout, the curator of the ICA’s exhibition, says, “We’re all talking
about salvage culture, and here’s Betty just getting on and doing it.”

Woodman’s ‘Posing with Vases at the Beach’ (2008)

Betty Woodman was born Elizabeth Abrahams in Connecticut in 1930 to socialist Jewish parents. “They were very open-minded,”
she says, her bob steely grey, her dress the black-and-white striped T-shirt style she likes best, this time teamed with yellow
sneakers. “My father worked for a supermarket but made furniture for a hobby, and I got a lot from my mother, who worked in an
office. She didn’t give me any sense that a woman should stay at home and look after the children.”

A single pottery class aged 16 set her on her life-long love of clay, and she went on to study at the School for American Craftsmen
in Alfred, New York, where students were taught to make a living from craft practice. “The school was trying to preserve these
traditions, like weaving and blacksmithing, at a time when manufacturing was eroding it all,” she says. Frank Lloyd Wright’s
daughter, Frances, led the marketing course. The British potter Bernard Leach, then the doyen of studio practice and exponent of
minimalist Japanese aesthetics, came to teach. “I stood at the side of the master!” says Woodman.

But it was a trip to Italy, rather than Leach’s Anglo-Japanese mantra, that worked its magic on the young potter. “I went to Florence
in 1951, just after the war. It was filled with heaps of rubble, but also with hope. And I fell in love with it. I’ll never forget seeing the
Duomo — a pink and white building! They didn’t have buildings like that in Boston.”

The colours of Renaissance art and the confident, exuberant decoration of Majolica pottery has influenced her ever since. Once
she married her husband George, a philosophy student-turned-fine artist, the pair would travel to Italy yearly, finally buying an old
farmhouse in the Florentine suburb of Antella, where they now spend up to half the year.

The Woodmans’ New York home, a former industrial space bought 36 years ago, incorporates George’s own studio, filled with his
latest photographic works, as well as Betty’s. Antella, on the other hand, provides spectacular views of the Tuscan countryside.
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“The coming and going between the two places has had an enormous influence,” says Woodman. “The stopping and starting is hard
but the different conditions are good. In Italy I have red clay, and work with a white slip and a transparent glaze and then colours.
And in the US, it’s a white clay with rich colour slips.”

For years Woodman kept a studio practice going, turning out thousands of more functional pieces. But a series of events, including
the tragic suicide in 1981 of their daughter, the photographer Francesca Woodman, at the age of 22, meant Betty taking stock of her
practice. For the last 30 years, she says, she has identified herself as an artist rather than a ceramicist, the various vessels and clay
pieces as surfaces on which to deliver her work as a painter.

Francesca’s work has gone on to be increasingly highly feted and valued: a finite supply of photography with the young artist both
psychologically and physically at its centre. Betty’s work, meanwhile, seems inexhaustible.

‘Betty Woodman: Theatre of the Domestic’, ICA, London, February 3-April 10. ica.org.uk

Photographs: Tim Knox; Bruno Bruchi
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Review Betty Woodman at David Kordansky Gallery

Betty Woodman'’s “The Chartreuse Table.” (Brian Forrest)

By SHARON MIZOTA
March 11, 2015

Betty Woodman is best known as a ceramicist, but her work is perhaps more engaged with
painting. In an exhibition of exuberantly colored, hybrid works at David Kordansky, the 84-year-
old artist plays with her signature vase form, popping it in and out of the picture plane with
joyous abandon.

The show is titled “Illusions of Domesticity,” and Woodman’s references are the traditional
framing devices of still-life painting: windows, tables and rugs. The casual brushwork and
high-keyed palettes of Matisse’s domestic interiors come to mind, as do the spatial tweaks of
Cezanne’s tabletops.

Large ceramic vessels decorated in abstract patterns sit on the floor in front of painted canvas
“windows,” rest on eccentrically designed wooden tables or emerge from the center of painted
“rugs.” Sometimes, as in “The Red Window,” the shape of the ceramic echoes a blank silhouette
on the painted surface, as if the object has jumped off the canvas. In “The Chartreuse Table,”
Woodman places a vase, complete with abstract flowers, on a wooden shelf that extends a painted
table almost seamlessly into real space. It’s fun to decipher what is “real” and what is illusion,
but even more satisfying to realize that Woodman thoroughly collapses such distinctions in an
ecstatic, overall rhythm.
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ISN'T A HOUSE A GREAT VESSEL THAT CONTAINS
FURNISHINGS, ROOMS, AND THE LIVES OF ITS
INHABITANTS? ISN'T A HOUSE, PERHAPS, A VASE?
ANDREW BERARDINI HAS A SEAT ON MATISSE’S
ARMCHAIR, BUT MAYBE THE CHAIR IS INTHE
WRONG HOUSE, NAMELY THE BIG CLAY-DUSTED
STUDIO-VASE OF BETTY WOODMAN. HER CHUBBY
CERAMIC ODALISQUES, WITHTHEIR ALLURING
FORMS, COVERED WITH FRAGMENTS OF PRECIOUS
STONES, EMBROIDERIES AND MINIATURES, TUG HIM
INTO A GRANDTHEATER OF FORMS AND COLORS,
WILD THINGS AND AQUATIC CREATURES.

COMIC STRIP GAZE, COSMIC SHIP GRAYS,
CERAMIC SLIP GLAZE:
FROM HENRI MATISSETO BETTY WOODMAN

BY ANDREW BERARDINI

Above and Opposite, Top - Aztec Vase and Carpet: Bumble Bee,
2013. Courtesy: David Kordansky Gallery, Los Angeles.
Photo: Brian Forrest
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WHAT | DREAM OF ISAN ART OF BALANCE, OF PURITY AND SERENITY,
DEVOID OF TROUBLING OR DEPRESSING SUBJECT MATTER, AN
ART WHICH COULD BE FOR EVERY MENTAL WORKER, FOR THE
BUSINESSMAN AS WELL AS THE MAN OF LETTERS, FOR EXAMPLE,
A SOOTHING, CALMING INFLUENCE ON THE MIND, SOMETHING
LIKE A GOOD ARMCHAIR WHICH PROVIDES RELAXATION FROM
PHYSICAL FATIGUE.

Matisse, “Notes of a Painter,” 1908

Sit too long in that armchair and the wallpaper will creep. The mundane stillness of
domestic parlor games for bourgeois businessmen, the stagnancy of air plumped with stale
tobacco smoke and roast chicken and potpourri, the numbed-ass stasis of sitting in that com-
fy armchair, hour after hour, year after year, and the wallpaper will creep for sure.

Vines undulate and tangle, roping their way through the windows, the glass crackling
and webbing into conjoined shards, its translucent body refusing to fully shatter. Fat, thick-
ening green arms vein over the ceiling, the plaster cracking and dusting, sprouting tufts of
leaves that hydra into arms of their own. The pouched lips of pods perch above the book-
shelf and peel back to unsheathe ornamental daggers with poisonous jewel petals, the colors
so sumptuous they can only mean death. But even from that comfy armchair, those colors
itch to be tongued, the daggers throated, a dangerous little Bonkeur de Vivre.

&k

Aztec Vase and Carpet # 6 Easter, 2014.
Courtesy: David Kordansky Gallery,
Los Angeles. Photo: Brian Forrest

Betty Woodman has made more than one unruly wallpaper, the scraps of ceramic danc-
ing in patterns along the wall, each swathed with paint. But even as a canvas painter, her
paintings are never flat-faced 2D tableaux, but whole rooms. Matisse always wanted his
cutouts to hang pinned and not glued to the wall, so that they could curl off like sculpture
(for the sake of conservation, museums paste down the unruly curls). Dispensing with pa-
per, the bright stony swirls of color of Betty Woodman jut with glassy glimmer off the wall;
they’ve gone beyond paper.

&
&k

In this room, white birthed a brood of colors, each a chip off the old beam, prismed out  Aztec Vase and Carpet #5, 2014.
into unique forevers, literally radiant. The pure, scattered hues skitter throughout the room ~ Courtesy: Mendes Wood DM, Sao Paulo
and in their unfettered flight might as well be birds. The carpet boils, the wood slats crumble
to mulch and the threaded Persian filigrees sprout, joining the cacophony of life bursting in
this drawing room jungle.

The vines are trees, the trees a jungle and the wallpaper tatters. The walls disappear
into fetid wet trunks, each waxy leaf a sharpened tongue, and even the slightest movement
makes them lap like a dog’s, dripping with hunger.

Our armchairist thinks it's a garden and we let him.

THE CHIEF FUNCTION OF COLOR SHOULD BE TO SERVE EXPRESSION
AS WELL AS POSSIBLE.... THE ICY PURITY OF THE SOUR BLUE SKY WILL
EXPRESS THE SEASON JUST AS WELL AS THE NUANCES OF FOLIAGE.

Matisse, “Notes of a Painter,” 1908

FOR ME, A COLOR IS A FORCE. MY PICTURES ARE MADE UP OF
FOUR OR FIVE COLORS THAT COLLIDE WITH ONE ANOTHER, AND
THE COLLISION GIVES A SENSE OF ENERGY. WHEN | PUT GREEN, IT
DOESN'T MEAN GRASS. WHEN [ PUT BLUE, IT DOESN'T MEAN SKY.

Matisse again, interviewed
by Pierre Courthion, 1941

&
L
Betty Woodman is a slatherer. Hardly a straight line or a precise corner finds its way

into her wriggling lines. Her color has all the reckless joy of drunken, fistfighting rainbows.
In her color sample vases, like Double Color Sample Vase from 2011, smears of colors, each
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named, circle the pottery. The impulse to collect them all in a messy array that has some
playful drive towards a complete spectrum is appealing, like directing different fireworks
into a canvas of clouds. We cannot compete with the stars but we can manage to concoct our
own explosive bursts of colored light when those celestial bodies are hiding.

*
L

The regal procession of a warrior queen passes through the gnarled and roped tree
trunks, her sunkissed handmaidens wearing gold daggers cinched to their waists, breasts
bound with the pelts of jungle cats and wildebeests. Plump odalisques with inviting forms,
but a hungry hand might quickly regret taking these warriors for concubine slaves. Any
daring to finger their concupiscent curves might not realized their arm’s been chopped clean
off till it wetly smacks the earth.

Each of the queen’s handmaidens drips with decorative jewels of jasper and jade, ruby
and sapphire, carrying in their arms a particular treasure from a wide and ancient world.
Greek amphorae and Etruscan oinochoes, Korean celadons and Tang porcelain, glass tiles
flowing with arabesques from Mecca and Alexandria, mosaics from Teotihuacan, Rome,
and Byzantium, Lapita burial urns nabbed from New Caledonia, Turkish embroidery and  yase Upon Vase: Orpheo, 2013. Courtesy:
kabuki masks, Persian carpets and Indian miniatures. Her highness taste tended toward  David Kordansky Gallery, Los Angeles.
glass and ceramic. If to the patriarchy women were like sand, then their heat had trans- ~ Photo: Brian Forrest
formed her tribe into glass, glittering in beauty and as sharp as necessary. If made from clay
thought to be so easily molded, she would fire her women into stone with hardened skins
and flaunted colors.

FUNCTIONAL CONCERNS HAVE REALLY BECOME CONCEPTUAL.
VASES ARE NOW ABOUT VASES.

Betty Woodman

It probably started out as a simple vase. The vase seemed incomplete, lonesome, it
needed friends. Piece by piece, with architectural flourishes, random swirls and imaginary
plinths, details of a house emerged. It is not quite a house; climbing more than 20 feet up
the naked white wall, one can just see its shape and color. The vase did not so much find its
House in the South, 1996, as it made itself the perfect home. If a vase is just a container, than
why can’t a room or a house be a vase, too?

“TOO  MATISSEY” A WOMAN COMPLAINED WHILE VIEWING
THE SPECTACULAR BETTY WOODMAN RETROSPECTIVE AT THE
METROPOLITAN MUSEUM, A SHOW THAT, ON THE DAY THAT | SAW
IT, PIQUED A GOOD DEAL OF CHAT AMONG STRANGERS... NONE OF
THE WORK IS TOO MATISSE-LIKE. THOUGH THE MASTER OF COLOR
IS VERY MUCH EVOKED, NOTHING COULD LESS REFLECT HIS IDEAL
THAT ART SHOULD BE LIKE A GOOD ARMCHAIR THAN WOODMAN'S
ROUGH-AND-TUMBLE THEATRICALITY.

Peter Schjeldahl, “Decoration Myths,”
The New Yorker, May 15, 2006

So the vase became aware of the table, the table became aware of the room, the room
became aware of the house, and when the house becomes aware of its people, it becomes a
theater. The vases in Theater 1] — The Rockettes (2001), are Busby Berkeley beauties strut-
ting their stuff down a grand staircase, each shaking its unique curves. The theater is a slow
one though, it takes a few human lifetimes for them to shake a leg, but they are all primed
and ready should time crack-shatter them into movement, or should an earthquake dance
them off the stairs.

sk
L S

The Queen arrives and that armchair-bound adventurer cannot quite see her. His eyes
fathered this fuckfest of color, but he can no longer control his creations. They are wild
things, like their father in his Fauvist youth.

Hours pass. Then they are not hours, they are millennia. The continents shift and the
oceans rise, seawater seeps into the room and the hot air cools into languid liquid, the trees
make ways for the slowdance of seaweeds and the fish slither their bodies against the long,
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Top - Vase Upon Vase: High Fashion, 2008/2012. Bottom - Vase Upon Vase: Bella, 2011-2012.
Courtesy: Mendes Wood DM, Sao Paulo Courtesy: Mendes Wood DM, Sao Paulo
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Lansdowne Room Revisited, 2009.
Courtesy: Galleria Massimo Minini, Brescia
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Entrata Rosa, 2009.
Courtesy: Galleria Massimo Minini, Brescia
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Finestra con persiane, 2009.
Courtesy: Galleria Massimo Minini, Brescia
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The Red Window, 2014. Courtesy: David Kordansky Gallery, Los Angeles. Photo: Brian Forrest
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loose stalks. Other creatures, their names just divers’ jokes and Latin colorings, weft their
way in, fronded bodies like long-fingered hands that soak and suck their way across an
ocean. The handmaids transform to mermaids, no less fierce for their fins. The man turns
ultramarine and with a long and beautiful thrash of limbs suddenly loosed from time, he
cyclones the edge of the room, then swims away in a burst of blue.

260

BRILLIANT COLORS ARE IMPORTANT AS PART OF MY MATERIAL. MY
FIRST RESPONSE IN ANY ARTWORK IS TO MATERIAL. I'M A GREAT
ADMIRER OF MATISSE; FOR AN ARTIST MY AGE, IT'S HARD NOT TO
HAVE BEEN INFLUENCED BY HIM. FOR YEARS, | STAYED AWAY FROM
HIS WORK BECAUSE IT WAS TOO ATTRACTIVE. NOW I'M MATURE

ENOUGH TO COMMIT MYSELF TO IT.

Betty is loose and fearless and committedly whimsical. She takes a form and bends it till
it’s a woman, a man, a pillow, a window, a room, a theater. She’s a magician that can turn
a lump of clay into just about anything. From wherever she began making simple earthen-
ware pots to her current travels through the wild frontier of a swirling kaleidoscope, the
movement was ever beyond, to the farthest edge of what her simple pots could become.

The ocean recedes, the room returns, but this comfy 19th-century parlor has been
warped by its metamorphoses. It is now a clay-dusted studio with a kiln and a half-century
of ebullient craft. The queen remains, undiminished in strength but is now more mother
than killer. With the blossoming of time her conquests have settled into the care of glass
and clay, the flow of pure color that can sometimes be found in paint, lustrous and crack-
led, abstract and figured, ripe with laughter and ponderous pauses. Unruly as her warriors,
though, who refuse to only carry water or cradle the dead, but climb the walls and stack
themselves into pyramids, in loose painterly joy. Limbs spread-eagled, they wear their sex-
ual freedom with exquisite grace. The slathery colors wash over shapely bodies, and they
prance and gambol with theatrical flourish and unfettered joy.

Brush in hand and kiln at the elbow, our queen crafts an army of irrepressible pots that
would be sculptures that would be pictures that would be rooms, just like this one.

Their isn’t an armchair to be seen: only Betty Woodman.

Black and White, 2014. Courtesy: Galerie Francesca Pia, Zurich. Photo: Annik Wetter

Betty Woodman, interviewed
by Vibhuti Patel, Wall Street Journal,
May 7, 2013

di Andrew Berardini

Una casa non é forse un grande recipiente
che contiene arredi, stanze e le esistenze
dei suoi abitanti? Una casa non é forse un
vaso? Andrew Berardini si & seduto sulla
poltrona di Matisse, ma quella poltrona non
era nella casa giusta, era nel grande stu-
dio-vaso, ricoperto di polvere d'argilla, di
Betty Woodman e sono state le sue paffute
odalische di ceramica, dalle forme invitan-
i, coperte di frammenti di pietre preziose,
ricami e miniature, a trascinarlo in un gran
teatro di forme e colori, tra cose selvagge e
creature acquatiche.

Quel che sogno é un’arte fatta di equilibrio,
purezza e tranquillita, senza oggetti mi-
nacciosi o angoscianti; un’arte che sia per
chiunque lavori col cervello, ad esempio
I'uvomo d’affari o il letterato, un lenitivo, un
calmante della mente, qualcosa di simile a
una buona poltrona su cui riposare dalle fa-
tiche fisiche.

Henri Matisse, “Note di un pittore,” 1908

Rimanete seduti troppo a lungo su quella
poltrona e la carta da parati comincera a
strisciare. La noiosa staticita dei giochi da
salotto per uomini d’affari borghesi; I'a-
ria stagnante, carica dell’odore stantio del
fumo di tabacco, dell’aroma di pollo arro-
sto e della fragranza di potpourri; I'intor-
pidimento al sedere causato dal rimanere
seduti in quella poltrona comoda ora dopo
ora, anno dopo anno: la carta da parati si
mettera sicuramente a strisciare.

Le piante rampicanti ondeggiano e si aggro-
vigliano, facendosi strada, come se fossero
delle corde, attraverso le finestre; il vetro si
incrina e forma ragnatele di schegge unite
tra loro, come se il suo corpo traslucido si
rifiutasse di andare in pezzi completamente.
Grossi tralci verdi, sempre piu fitti, venano
il soffitto e, mentre I'intonaco si crepa e si
riduce in polvere, da essi spuntano ciuffi di
foglie che come idre generano altri rami. |
baccelli, con le loro labbra sigillate, si po-
sano sulla libreria e si aprono per sfoderare
pugnali ornamentali con preziosi petali ve-
lenosi, dai colori cosi sontuosi da poter si-
gnificare solo morte. Perfino da quella pol-
trona tanto comoda, quei colori suscitano
in noi il desiderio di toccarli con la lingua,
di ingoiare i pugnali: un piccolo pericoloso
Bonheur de Vivre.
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Wallpaper #4, 2013. Courtesy: Galerie Francesca Pia, Zurich. Photo: Annik Wetter
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Aztec Vase and Carpet 2, 2012. Courtesy: the artist and Galerie Isabella Bortolozzi, Berlin
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“Of Botticelli” installation view at Galerie Isabella Bortolozzi, Berlin, 2013.
Courtesy: the artist and Galerie Isabella Bortolozzi, Berlin

“Interior Views" installation views at Galerie Francesca Pia, Zurich, 2014.
Courtesy: Galerie Francesca Pia, Zurich. Photo: Annik Wetter
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Betty Woodman ha creato qualcosa di pit di
una carta da parati dal motivo disordinato. |
frammenti di ceramica danzano lungo la pa-
rete seguendo schemi precisi, ciascun fram-
mento avvolto in uno strato di pittura. Ma
anche come pittrice su tela, i dipinti di Betty
Woodman non sono mai piatti tableaux bi-
dimensionali, ma intere stanze. Matisse vo-
leva che i suoi ritagli (cutout) fossero fissati
alla parete con le puntine e non incollati, af-
finché potessero ripiegarsi come sculture (i
musei, per motivi di conservazione, fissano
con la colla questi riccioli ribelli). Lascian-
do perdere la carta, i vortici di colore duri
e brillanti di Betty Woodman sporgono dal
muro con una lucentezza vitrea; sono andati
oltre la carta.

In questa stanza il bianco ha partorito una
cucciolata di colori, ciascuno dei quali & un
frammento del fascio di luce originario, che
& stato scomposto da un prisma dando vita
a delle eternita uniche, letteralmente rag-
gianti. | colori puri, sparsi, si muovono fre-
neticamente in tutta la stanza e nel loro volo
senza freni potrebbero benissimo essere
degli uccelli. Il tappeto bolle, le assicelle di
legno si sbriciolano trasformandosi in pac-
ciame e le filigrane persiane intrecciate ger-
mogliano, unendosi alla cacofonia della vita
che esplode nella giungla di questo salotto.

Le piante rampicanti sono alberi, gli alberi
una giungla e la carta da parati stracci; le
pareti scompaiono in tronchi umidi e fetidi;
le foglie ceree sono come lingue affilate e
anche il piti piccolo movimento le fa lappare
come la lingua di un cane affamato.

Il nostro poltronista pensa si tratti di un
giardino e noi glielo lasciamo pensare.

* %%

La funzione primaria del colore dovrebbe
essere quella di rendere il miglior servizio
possibile all’'espressione... la purezza gelida
del cielo, d’un blu siderale come le sfumatu-
re indefinibili del fogliame d’autunno.

Henri Matisse, “Note di un pittore”, 1908

Un colore, per me, é una forza. | miei dipinti
sono fatti da quattro o cinque colori che si
scontrano fra loro, in una collisione che da
un senso di energia. Quando uso un verde,
non significa erba. Quando uso un azzurro,
non significa cielo.

Matisse di nuovo, intervistato da Pierre

Courthion, 1941

Betty Woodman ama ricoprire. Tra
le sue linee contorte non trova strada quasi
nemmeno una linea dritta o un angolo pre-
ciso; i suoi colori hanno in sé tutta la gioia
spericolata di arcobaleni ubriachi che fanno
a pugni. Nei suoi vasi con campionature
di colori, come Double Color Sample Vase
(2011), la ceramica & dipinta tutta intorno
con diversi colori, ciascuno dei quali con-
trassegnato da un nome. L'impulso di riu-
nirli tutti in un insieme caotico, che tenda
giocosamente verso uno spettro completo,
risulta attraente, come I'idea di sparare tan-
ti fuochi d’artificio diversi su una tela fatta
di nuvole. Non possiamo competere con
le stelle, ma quando tali corpi celestiali si
nascondono possiamo inventarci le nostre
esplosioni di luce colorata.

* %

La processione regale di una regina guer-
riera passa in mezzo ai tronchi nodosi e
connessi degli alberi; le sue ancelle, baciate
dal sole, portano pugnali d’oro assicurati
in vita, i loro seni sono coperti con pelli di
gatto selvatico e di altre bestie selvagge.
Sembrano paffute odalische dalle forme

invitanti, ma una mano avida potrebbe pen-
tirsi presto di aver tentato di prendere que-
ste guerriere come concubine. Chiunque
osasse toccare anche solo con un dito le
loro curve che suscitano desiderio potrebbe
non rendersi conto che il suo braccio & sta-
to reciso di netto finché questo, coperto di
sangue, non cada rumorosamente a terra.

Ciascuna delle ancelle della regina & rico-
perta di preziosi gioielli di diaspro e di gia-
da, di rubini e zaffiri, e porta tra le braccia
un tesoro particolare, proveniente da un
mondo antico e lontano. Anfore greche e
oinochoe etruschi, celadon coreani e por-
cellane Tang, piastrelle di vetro traboccanti
di arabeschi provenienti dalla Mecca e da
Alessandria, mosaici che vengono da Teo-
tihuacan, Roma, e Bisanzio, urne funerarie
Lapita trafugate dalla Nuova Caledonia,
ricami turchi e maschere kabuki, tappeti
persiani e miniature indiane. Sua Altezza
la regina aveva una certa predilezione per
il vetro e la ceramica. Se per il patriarcato
le donne erano come sabbia, allora il loro
calore aveva trasformato la sua tribu in ve-
tro, dalla bellezza risplendente ma affilato al
punto giusto. Se, invece, erano fatte di argil-
la, ritenuta facile da plasmare, con il calore
del fuoco trasformava le due donne in pie-
tra, dalla pelle dura e dai colori sgargianti.

Gli aspetti funzionali sono diventati davvero
concettuali. | vasi ora parlano di vasi.
Betty Woodman

Probabilmente tutto & cominciato con un
semplice vaso. Il vaso sembrava incomple-
to, solo, bisognoso di amici. Pezzo dopo
pezzo, aggiungendo decori architettonici,
vortici casuali e plinti immaginari, hanno co-
minciato a emergere i dettagli di una casa.
Non si tratta propriamente di una casa; se ci
si arrampica per cinque metri lungo la pare-
te bianca, si riesce a vederne solamente la
forma e il colore. Cosi il vaso non ha trovato
la sua House in the South (1996), ma si & tra-
sformato nella casa perfetta. Se un vaso &
semplicemente un contenitore, perché una
stanza, o una casa, non puo essere anch’es-
sa un vaso?

“Troppo matissiana”, si é lamentata una
donna mentre visitava la spettacolare retro-
spettiva di Betty Woodman al Metropolitan
Museum, una mostra che, il giorno in cui
I'ho visitata io, ha suscitato molte discus-
sioni tra sconosciuti... Nessuna delle opere
& troppo matissiana. Benché il maestro del
colore sia spesso evocato, niente potrebbe
corrispondere meno alla sua idea che I'arte
dovrebbe essere una comoda poltrona della
teatralita disordinata di Betty Woodman.
Peter Schjeldahl, “Decoration Myths,”
The New Yorker, 15 maggio 2006

Cosi il vaso ha preso coscienza del tavolo,
il tavolo ha acquisito consapevolezza della
stanza, la stanza ha preso coscienza della
casa e quando la casa prende coscienza dei
suoi abitanti allora si trasforma in un teatro.
| vasi presenti in Theater Il - The Rockettes
(2001), sono bellezze alla Busby Berkeley
che scendono pavoneggiandosi lungo uno
scalone, mettendo in evidenza ciascuno
le proprie eccezionali curve. Si tratta di un
teatro lento, pero. Ci vogliono alcune vite
per far scuotere loro una gamba, ma sono
pronti a reagire nel caso il tempo dovesse
produrre delle crepe, costringendoli al mo-
vimento, o un terremoto li costringesse a
scendere le scale danzando.

La regina arriva e I'avventuriero legato alla
poltrona non riesce quasi a vederla. | suoi
occhi hanno dato inizio a quest’orgia di co-
lore, ma lui non riesce piu a controllare le
sue creazioni. Sono cose selvagge, come

lo era il loro genitore durante la 264
sua giovinezza fauvista.

Le ore trascorrono. Poi non sono pil ore,
sono millenni. | continenti si spostano e gli
oceani si innalzano; I'acqua del mare pene-
tra nella stanza e l'aria calda si condensa
in un liquido languido, gli alberi lasciano
spazio alla lenta danza delle alghe e i pesci
sfiorano con i loro corpi i lunghi steli mor-
bidi di queste ultime. Altre creature, i cui
nomi sono solo scherzi dei subacquei a cui
& stata data una coloritura latina, si insinua-
no con i loro corpi frondosi, simili a mani
dalle lunghe dita che attraversano I'oceano
succhiando e sputando acqua. Le ancelle si
trasformano in sirene, non meno pericolose
con le loro pinne. L'uomo diventa una cre-
atura ultramarina e con un lungo e mera-
viglioso movimento degli arti, improvvisa-
mente slegato dal tempo, si avventa come
un ciclone sul margine della stanza e poi se
ne va nuotando in un’esplosione di blu.

* %%

I colori brillanti occupano un posto impor-
tante tra i materiali che utilizzo. In qualsiasi
opera d’arte la mia prima risposta é al mate-
riale. Sono una grande ammiratrice di Ma-
tisse; per un’‘artista della mia eta é difficile
non essere influenzata da lui. Per anni mi
sono tenuta lontana dal suo lavoro, perché
era troppo attraente. Ora sono abbastanza
matura da potermi dedicare a esso.

Betty Woodman, intervistata da Vi-

bhuti Patel, Wall Street Journal, 7 mag-

gio 2013

Betty & rilassata, impavida e programma-
ticamente stravagante. Prende una forma
e la piega finché diventa una donna, un
uomo, un cuscino, una finestra, una stanza,
un teatro. E una maga che pub trasformare
quell’ammasso di argilla in qualsiasi cosa.
Dal momento in cui ha iniziato a creare
semplici vasi di terracotta fino all’attuale
viaggio attraverso la frontiera selvaggia di
un vorticoso caleidoscopio, il movimento &
sempre stato in avanti, verso |'estremo piu
lontano di cid che i suoi semplici vasi pote-
vano diventare.

L'oceano si ritira, ritorna la stanza, ma que-
sto confortevole salotto dell’Ottocento &
stato modificato dalle sue metamorfosi.
Ora & uno studio ricoperto di polvere d'ar-
gilla, con una fornace e mezzo secolo di arte
spumeggiante. La regina c’é ancora, intatta
nella sua forza, ma & diventata pitt madre
che assassina. Con lo scorrere del tempo, le
sue conquiste sono state affidate alle cure
del vetro e dell’argilla, al fluire del colore
puro che qualche volta possiamo ritrovare
nella pittura, lucida e screpolata, astratta e
figurata, carica di risate e di lunghe pause.
E tuttavia ribelli come le sue guerriere, che
si rifiutano di limitarsi a portare acqua o a
cullare i morti, e che si arrampicano sulle
pareti e formano piramidi, abbandonandosi
a una gioia simile a quella di un pittore. Con
le braccia e le gambe divaricate, esibiscono
la loro liberta sessuale con grazia squisita. |
colori inondano corpi armoniosi, saltano e
fanno capriole, lasciandosi andare a gesti
teatrali e a una gioia sfrenata.

Reggendo il pennello e con la fornace a por-
tata di mano, la nostra regina costruisce un
esercito di vasi inarrestabili, che sarebbero
sculture, che sarebbero figure, che sarebbe-
ro stanze, proprio come questa.

Non c’é una poltrona da vedere, solo Betty
Woodman.
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COMIC STRIP GAZE

265 A. BERARDINI

Shell and Garden 10, 2013. Courtesy: the artist and Galerie Isabella Bortolozzi, Berlin
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Betty Woodman’s ceramic sculpture On the Way to Mexico, 2012, presides over the entrance
“Vessels” as both gatekeeper to this group exhibition and harbinger for the display beyond. The
fiery glazed red-and-orange front of the piece feels a world away from its back, a unified, muted
surface where a thick cream-colored line meanders its way slowly around a black background
shot through with fleshy pink. Moving around the work is akin to crossing a border, leaving one
aesthetic realm for another.

This transmogrification is, on a base level, a metonym for the process of creating a vessel from
clay, as well as an archetype for the kind of ceramic pieces on display. These are vessels from
the hands of artists who long ago abandoned functionality for form: A flurry of extra handles
sprout all over Beverly Semmes’s fire engine—red Smoke, 2012, and wings of Matisse-like color
and clay are sutured to Woodman’s Vase Upon Vase: Bella and Vase Upon Vase: Joy (both
2011). Francesca DiMattio’s pieces are perhaps the most formally driven, as functional vases are
broken and fused to other vessels with riotously textured materials to create new, almost impos-
sible forms. Putti Vase, 2013, for instance, is a discordance of premade ceramic pieces, lumped
and burned together in a clamor of colorful protrusions, while the vase in question in Staffordshire
Vase, 2013, is fused to another piece of porcelain among a litany of baby-blue forms, writhing
from the ether into life.

Perhaps the most extreme cycle of transformation occurs in the juxtaposition of Brie Ruais’s

two works. Her video, Nobody Puts Baby in the Corner (Big Push in a New Space). March 26,
2012. 10:15 PM—-10:58 PM, 2012, shows the artist slamming her body into hundreds of pounds
of clay as she slowly pushes it up the crease of a wall. An earlier product of this process, Unfold-
ing (Liquid Color), 2011, is hung nearby—a starburst of the artist’'s body weight in clay, spread
out, flecked with blue, yellow, and green, and cut into sections hung infinitely close together. One
might imagine the universe beginning, and maybe ending, in such a way.
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An Art Traveler Lets Go of the Vessel

By VIBHUTI PATEL
May 7, 2013

Betty Woodman at Salon 94 Freemans gallery, where her exhibition, ‘Windows, Carpets
and Other Paintings,’ opened this week. Noah Rabinowitz for The Wall Street Journal

Half the year, artists Betty Woodman and her husband, George Woodman, live in a Chelsea loft
that houses their offices, studios, a kiln and living space. Summers are spent in their Tuscan
farmhouse where the kiln is outdoors, the studios underground. There, they raised their children,
the late photographer Francesca Woodman and electronic artist Charles Woodman.

In her six-decade career, Ms. Woodman has exhibited work in revered museums like the Met-
ropolitan and Florence’s Pitti Palace. Twenty years ago, France’s Ministry of Culture invited her
to create limited-edition vessels from the historic porcelain at the Sévres factory in Paris. “I'm no
longer a potter but I'm still seduced by objects of use and [Sévres’s] unbelievable glazes,” she
said of her ongoing work there.

Now, through June 15, Salon 94’s downtown Freemans gallery is presenting “Windows, Carpets
and Other Paintings,” a site-specific installation for which Ms. Woodman has re-created both the
interior and exterior of an Italian palazzo using her hybrid painting-sculpture ceramic pieces. The
artist, who turns 83 next week and still jogs along the Hudson, spoke with The Wall Street Journal
over tea served in her quirky Sévres crockery.
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This new installation is described as a “theatrical vision of home, courtyard and garden.”
Was it inspired by your life in Italy?

In Roman wall painting there’s often an image of an exterior. There are many examples of this in
Pompeii. Modernists like Bonnard and Matisse paint a window with a view. In ltaly, a palazzo’s
outside is a facade, a mystery, but the inside opens up, one courtyard leads into another—there’s
no front yard with flowers, as in America. Here, I'm bringing my life together.

What initially drew you to ceramics?

| was interested in craft, in making things that can be used. At 16, | took a ceramic class and
loved the clay—it’s plastic, it moves, it’s responsive to your hands, then it dries and stiffens. Firing
and glazing totally transforms it, it'’s like magic. From nothing you make something, things you
could use—pitchers, bowls. Glaze is beautiful color; as glass, it’s different from paint. Years later,
ceramics still fascinates me; it’s what | know how to do.

It seems the vase, in particular,
has been your muse.

I’'m attached to the vase. It’s
existed as long as man has made
art. Everywhere—in painting,
sculpture, wall paintings, Roman
mosaics, fountains—there’s usu-
ally some vessel. It holds some-
thing, it’s a universal symbol for
woman. In each piece here, there’s
a vase, its fragment or handle,
it’s a wall image, it tops a column
or a person. The flat two-sided
“Venus vases” are new—I'm letting
Betty Woodman overseeing the install of her show at Salon 94. Noah go of the vessel. They don’t hold
Rabinowitz for The Wall Street Journal anything, but they’re shaped like
vases. One side is painted as a
ceramic vase, the other became a female figure so | drew breasts, a navel and pubic hair on it.
They’re like drawings, amusing surprises.

The addition of paint and other elements is an interesting evolution.

I’m not doing what | was doing at 16, 30, or 50, when | was focused on the history and function
of ceramics. Now I'm considering painting, sculpture and art history. Ceramics are an important
part of these pieces but they aren’t the only part—my work uses painting with ceramics, | make
sculpture and combine that with painting, as in these Aztec vases. Presented on “rugs” of painted
canvas, they’re a collage.

Your signature use of vivid colors recalls Henri Matisse.



Patel, Vibhuti, “An Art Traveler Lets Go of the Vessel,” WSJ.com, May 7, 2013

Brilliant colors are important as part of my material. My first response in any artwork is to material.
I’'m a great admirer of Matisse; for an artist my age, it’s hard not to have been influenced by him.
For years, | stayed away from his work because it was too attractive. Now I’'m mature enough to
commit myself to it.

Describe your process.

These vases are elaborate still-lifes, a series of vase-forms, a vehicle to paint. First | work with
the ceramic form, then wait a month before painting on it, as on canvas. | stretch my imagina-
tion because when you paint with ceramic colors they don’t look like they will when they’ve been
fired. The blue looks pink, the colors change in the kiln. It’s a complicated game, there are always
surprises. If | don't like it, | can change it with paint.

How did you apply the process here?

For this installation, | made a small drawing, then a full-scale painting on the floor to see how it'll
look. The wall pieces are made in sections. | don’t want to repeat myself so | keep challenging
myself with other materials, combining them in a collage, using clay in non-ceramic ways. With
clay, when you think everything’s under control, something goes wrong. Once made, it’s static.
The material is unpredictable. | don’t always know where I’'m going.

You’ve also acknowledge eclectic influences—Japanese prints, Hindu temples, Fra An-
gelico...

We've traveled, visited museums, so the influences are diverse. | don’t travel to be influenced.
Influences often come from book illustrations. Indian temples have striking colors, as do Fra
Angelico’s paintings. Some viewers are spiritually moved by them. I’'m moved by their form and
color.

Has George, also an artist, been a collaborator in your work?

I've made 10,000 pieces of pottery which he painted. He’s a painter but never thought decorat-
ing my ceramics was part of his artistic life. | resented his not taking it as a serious activity. We've
been together for 60 years, and decided we’d be more happily married not collaborating as art-
ists.
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Courtesy of the artist and Salon 94, New York Betty Woodman'’s “Window Vase
#1 and Carpet,” 2012.

The sculptor Betty Woodman is known for her exuberant riffs on the vase — boldly colored and
patterned ceramic pieces which she has said “could be functional, but I really want them to be
considered works of art.” Woodman’s new exhibition, “Windows, Carpets and Other Paintings,”
which opens May 7 at Salon 94 Freemans in New York City, includes more remixes of the vessel
form, but also works that examine the relationship between indoors and outdoors. In “Of Bot-
ticelli,” a site-specific mural that fills an entire wall of the gallery, ceramic fragments represent
columns wrapped in vines and crowned by vases, hinting at an unseen garden view. Other pieces,
which combine ceramics with painting on canvas, hang on the walls and are framed to look like
windows. Still others sit on the floor like carpets. And in “Wallpaper,” Woodman recycles 90
cast-off bits of clay — pieces cut away during the making of her ceramics — by glazing them and
arranging them on a wall, where they will be free to visitors for the taking.

Courtesy of the artist and Salon 94, New York Betty Woodman'’s “Of Botticelli,” 2013, 126 by 384
inches.



“Front/Back,” ArtBeat, October 1, 2011



Panicelli, Ida, “Betty Woodman, Salon 94,” Artforum, Summer 2011, p. 406



Yablonsky, Linda, “ Artifacts | Feats of Clay,” TMagazine.com, July 7, 2011

ARTIFACTS
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Courtesy of Salon 94 Gallery “Fabric Girls” by Betty Woodman.

Move over, concrete jungle! New York is suddenly a city of ceramics. By some odd coincidence,
restless aggregations of fired clay are popping up in galleries all over town. Don’t expect the stuff
of any potter’s wheel in any of them. These are unique, handworked forms that constitute some of
the most radical experiments in art today.

Modest they are not. Among the more suggestive works are Ron Nagle’s diminutive sculptures
in “Paul Clay,” the punning title of a cramped but exhilarating group show of ceramic objects at
Salon 94 Bowery. “Phil Tilt,” for example, looks like a paddle cactus with a slit along one edge
and a nubby ochre glaze powdered in pink. Another Nagle, a kind of pink bootie, has a protuber-
ant pink tongue emerging from its surface.

The variety of color, form and texture in the rest of the upstairs reception area can be mind-
expanding, while the gallery’s lower level offers a garden of molded and tortured earthenware
delights that veer between figurative and abstract, extravagant and primitive, polished and cutesy.

Betty Woodman dresses a hand-on-hip chorus line of brilliantly glazed ceramic torsos in pat-
terned fabrics from India. Arlene Shechet’s clay stands up to manipulations that create a spaghet-
ti-like black vase and a squat blue gnome of a teapot worthy of the Mad Hatter. Jonathan Meese’s
phallic terra cotta missiles tower over Hope Atherton’s fallen hawks and Francesca DiMattio’s
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cracked porcelain jugs. Julia Kunin’s gnarly “Janus of Flowers” has an amazing pink, purple,
gold and turquoise glaze. And Jessica Jackson Hutchins throws all caution to the wind by setting
three irregularly shaped pots amid the black, bulbous papier-maché forms enveloping an old blue
couch like some latter-day “Rape of the Sabine Women.”

More theatrics are on display at Hauser & Wirth on the Upper East Side, where the Peruvian-Ger-
man-Chinese artist David Zink Yi is making his New York debut with a giant ceramic squid that
lies on the floor in an inky pool of corn syrup, as if it had just emerged from the deep and expired
on the spot. To make it, Zink Yi threw an armful of soft clay to the floor and fired it three times
through a Belgian kiln large enough to cope with it. The process produced a fleshy glaze with
streaks of rich color, and an object as astonishing as it is bizarre.

At the other end of the scale, two impish little vessels by the ceramic artist Kathy Butterly stand
out in “Contemporary Clay,” a back-room show at TriBeCa’s RH Gallery that also includes an
inchoate porcelain Buddha by Shinique Smith that is glazed in 14-karat gold.

Another show at the same gallery features work by the Korean-born artists Lee Ufan and Young
Sook Park. A pair of wall-mounted terra cotta squares by Lee have deep, apostrophe-like depres-
sions that reminded me of Lucio Fontana’s slashed canvases, though Lee seems to have put his
thumbs to work rather than a knife. And Young’s two, huge and gleaming white Moon Jars in the
gallery’s windows take a traditional practice to its ultimate limit.

More muted and thrown ceramic pots and odd, birdhouse-like constructions that float in a spec-
tacular reflecting pond of black honey at Gavin Brown’s South Village gallery represent Peter
Nadin’s return to the New York exhibition scene after a 20-year hiatus. In a separate room, Nadin
has erected a veritable forest of terra cotta noses and dark, abstract figures that bedeck soaring
hemlock plinths.

In Chelsea, Casey Kaplan Gallery has become a supermarket of ceramics with “Everything Must
Go!” — an amusing show of more than 80 artist-designed domestic objects. They include not
just coffee cups and collectibles but skateboards, lamps, games, footstools and a toilet, all com-
missioned by Ceramica Suro, a small factory in Tiaquepaque, Mexico, that normally does custom
work for hotels and casinos.

Nowhere in any of these shows is there a “readymade” found object or an industrial-strength
fabrication where the seams don’t show. Clay is a sensitive, visceral medium that betrays every
pinch, twist and wink of its artists’ process, and it says “touch me” like nothing else.
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Is ceramics the new video? The most ancient, widespread and versatile of all art mediums has
become increasingly fashionable over the past few years. While artists committed fully to its
traditions, rigors and potential are enjoying increasing visibility, scores more seem to be either
converting to it or dipping in and out as the mood strikes.

This cacophonous exhibition of ceramic vessels, sculptures and objects by some 45 artists span-
ning several generations makes no distinctions, although it concentrates fairly firmly on what I
would call art world, as opposed to ceramics world, ceramics. Its almost absurdly crowded instal-
lation ricochets from good-sized sculptures — the largest is Jessica Jackson Hutchins’s “Sympo-
sion,” a triple-tiered orgy on a couch — to small, thick dishes that suggest gaudy bent bricks by
Matthias Merkel Hess, who recently earned an M.F.A. from the University of California, Los
Angeles. Mr. Hess is also represented by a full-scale stoneware cast of a large trash can, an im-
movable object if ever there was one.

The show includes numerous artists who work almost exclusively in fired clay, including emi-
nences grises like Ken Price, Ron Nagle and Betty Woodman, and younger colleagues like
Andrew Lord, Arlene Shechet and Shio Kusaka. Others, like Rosemarie Trockel, Jonathan Meese,
Liz Larner and Daniel Buren, are well-established visitors from other mediums. And still others,
among them Steve Keister, Hope Atherton and Tam Van Tran, may be switching allegiances to
ceramics.

In contrast, Sterling Ruby, Anna Sew Hoy and Ms. Hutchins combine fired ceramics with other
sculptural mediums, while Huma Bhabha, for one, simply employs clay as one material among
several in her particular brand of sculptural assemblage.

Ceramics deserve more orderly and respectful attention than this jam-packed show and its pun-
ning title provide. (Paul Clay? All Klee?) Still, it restlessly roots around in too many different
areas not to expand your horizons.

Brie Ruais, a recent graduate of Columbia’s M.F.A. program in sculpture, uses thin, irregular,
hand-built vessels as occasions for writing and also contributes a muscular Process-Art work that
literally climbs the wall. Takuro Kuwata, already considered something of a ceramics master in
Japan, despite being barely 30, makes his New York gallery debut here, alternating between spare
white porcelain plates, bowls and teacups, ringed in bands of saturated color, a la Kenneth No-
land, and tea bowls, jars and spheres whose aggressive craquelure suggests more glaze than clay.

Also not to be missed are the fanciful ceramic vessels made by Zulu artists of Ardmore, a South
African collective established in 1985. Mixing animals, plant forms and vivid patterns into pro-
foundly hybrid objects that seem both Neo-African and Neo-Victorian, they go a long way toward
explaining the enduring, alluring, polymorphous vitality of ceramics.
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The view through Betty Woodman’s window
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Matisse could be in the room with them.

In the soaring, top-floor exhibition space at Toronto’s Gardiner Museum, above the permanent
collection of delicate ceramics, Betty Woodman'’s huge, robust creations twist and curl. The co-
lours leap out. Contrary to the very idea of fastidious ceramics, Woodman’s works are effusive, a
late-career hurrah by one of the most important ceramic artists working today.

The exhibit has the same effect as stepping into the Museum of Modern Art’s groundbreaking
1992-1993 New York retrospective of Henri Matisse, which opened up into a huge space showing
the large, exuberant cutouts he made at the end of his life.

“I'm a great admirer of Matisse,” says Woodman. “Usually my work has some historic connection.
And I've done many pieces which look at modernist painting, looking at Matisse, looking at Bon-
nard, looking at Gauguin. You should be able to think of Matisse — but hopefully you don’t stop
there, you realize that it makes a reference, but it goes beyond.”

Dressed in a red-checked, floor-length dress, the American artist, who was born in 1930 and has
for years split her time between New York and Italy, is compact and unassuming. Her greeting is
a gentle, if hesitant, smile. She’s also, even after decades as a master of ceramic art, still some-
times at pains to find the right words to describe her work.

“I’'m not looking at it in an ironic way, which is often how art is looked at by other artists,” she says
of her work. “l would say I'm not capable of that kind of irony. | don’t aspire to it. | think there’s
admiration [in the work of Matisse and other modernists].”

For example, in the work of Matisse and his contemporaries “there’s always a view through a win-
dow,” she notes, so she’s done many pieces based on the idea of the light and scenery beyond
the window.

But as its name suggests, the most monumental work on show at the Gardiner, Ceramic Pictures
of Korean Paintings, also takes inspiration from that country. The piece was originally installed at
Missouri’'s Daum Museum of Contemporary Art in 2002 to fill an 18-metre-long wall. Its ceramic
pieces are applied to huge painted canvases.
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Since then, Woodman has continued doing large-scale work. Two years ago, she hung a nine-
metre-tall permanent installation at the U.S. embassy in Beijing. And last summer, she created a
six-metre-high piece for the American Academy in Rome, which protrudes from the wall another
four metres or so.

When she started in the 1950s, Connecticut-born Woodman worked on a much smaller scale as
a traditional potter, making ordinary cookware and dishes. But by the early 1980s, she had moved
to New York with her husband, the painter George Woodman, and rose to prominence primarily
through New York’s Max Protetch Gallery by completely re-imagining pottery’s uses and motifs.

Now, she is known not only for deconstructing traditional ceramics — “Instead of putting the
handle on the cup, I'll put the handle on the wall,” she says — but for her versatility in colour.

She’s even played with form and colour as an artist-in-residence at the historic Sévres porcelain
factory near Paris, where she reinterpreted the techniques of French ceramics.

Woodman jokes that ceramics certainly isn’t “video art” — its link to the past can hinder its larger
recognition in the contemporary art world. But she insists that her reinterpretation of ceramics
isn’t about rejecting tradition, it’s about building on it.

“It was not, ‘One day I’'m a potter, and the next day I'm an artist.’ It was a gradual expansion. | re-
alized that | didn’t want to throw away all of that experience. So | looked for ways that | could still
use my skills, my experience and my pleasure in pottery and yet move away from strict function
[and traditional pottery]. And | did that by changing scale, and by going to museums and thinking
about the kinds of things clay had been used for.”

Central to this process was rethinking the vessel. Woodman’s deconstructed vases and huge
wall hangings became metaphors for that core form of pottery, which in turn has always been a
metaphor for the human figure — and a recurring symbol in the works of the modernists she has
drawn from.

“It’s there throughout the history of art, there’s always a vessel. No matter where you look, there’s
a pitcher pouring water, there’s a vase sitting there. Whether you are looking at Greek tomb-
stones or looking at Roman painting, or looking at Matisse or looking at Bonnard, there’s vases

— vases of flowers,” she says.

And with her Toronto exhibition, as Matisse did with his cutouts, she takes that essential form
which has guided her career and renders it huge in celebration.

Betty Woodman: Places, Spaces & Things continues at Toronto’s Gardiner Museum until June 5.
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Betty Woodman

Metropolitan Museum of Art
New York, New York

In her retrospective, Betty Woodman has
brought forth a generous sampling of her
ground breaking oeuvre. Her choices were,
however, not always choice. The space itself
was far too small and tall, leading to a lot of
skying of pieces that would have looked better
at eye-level. All of us who have followed
Woodman’s genius through the years rejoiced
at this precedent-breaking exhibit and I am
sure that the museum’s stamp of approval has
gained her new fans. A solo exhibition of
contemporary ceramics in the Met, at last!

But if you missed this important
exhibition, do not lament. The book is in many
ways better. Arthur Danto’s essay is brilliant
and philosophical. It is not just that the vessel
is central to Woodman’s art — which of course
it is — but that after a certain point she tends
to present paired forms that interrelate. Danto
ruminates, analyzes, and philosophizes to
illuminating effect. As in his now classic
cogitations on Warhol’s Brillo boxes, one is left
surprised and wondering why no one had
thought of his thesis before: Woodman’s vessel
couples “talk” to each other.

On the other hand, Barry Schwabsky in his
essay posits her work as a union of ceramics
and painting. More recently, I have twice linked
‘Woodman to Picasso. Schwabsky does so too
and goes on to ask why Woodman’s Picasso-
ness seems pertinent in ceramics but not in
contemporary painting and sculpture. I don’t
think it is because ceramics is behind the times
but because contemporary painting and
sculpture is in denial. Woodman coming at the
cubist problematic from another tradition, that
of ceramics, has unveiled the repressed. This
late flowering of trans-cultural appropriation,
multiple-points of view, and the collage
aesthetic is just about as anti-minimalist and
anti-Dada as one can get.

John Perreault

Japanese Lady (2005), 33" x 35"« 17'/.”,
glazed earthenware.
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"The Bathers Revisited Triptych," 2004
Betty Woodman

The Al Interview: Betty Woodman
by Robert Ayers

NEW YORK, MAY 3, 2006 —No one else works like Betty Woodman. She makes exuberant ce-
ramic sculptures that are often discreet jugs, pots or urns. But equally often, her ceramics gather
in groups, clamber up walls or describe spaces that can be entered.

Woodman’s achievement has been recognized by the Metropolitan Museum of Art, which is
presenting her first U.S. retrospective (and the first retrospective that august institution has ever
granted a living ceramics artist). “The Art of Betty Woodman” is on view through July 30.

Woodman has shown with the Max Protetch Gallery since 1983, and to coincide with the Met ret-
rospective, the gallery is presenting her “New Works” at its Chelsea space until May 27. In addi-
tion, The Monacelli Press has published a gorgeous monograph—largely designed by Woodman
herself—with essays by Janet Koplos, Arthur Danto and Barry Schwabsky.

Woodman spoke with Artinfo in her Chelsea studio, just as she was opening her kiln to reveal two
large figure pieces.

“This is an exciting moment,” Woodman says, as she opens the kiln. “It doesn’t matter how much
experience you have, you just don’t know what you’ll find. When | paint these pieces, the col-
ors, the surface, everything is very different. [She points to the blue robes worn by some figures
emerging from the kiln.] This is cobalt sulfate; it’s like a palepink wash when | put it on. I'm never
sure quite how strong a blue it’s going to be. You think you know what you’re doing—and at the
moment usually | do—but really you don’t!”

Standing here in front of your kiln prompts my first question. Your show at the Met has
raised all those problems again about where your work sits between craft and art. That
must be something you’re very conscious of, isn’t it?

When critics write about my work for the first time, they make this ridiculous disclaimer, “| don't
know anything about clay, but...” If you’re writing about painting you don’t say, “| know nothing
about paint.”
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But before you came to work in New York City in 1980, you made work that was far nearer
to the crafts tradition, didn’t you?

Yes. Most artists don’t admit this. A lot of artists begin by doing something else, but then they
drop it when they have their new persona. But my husband George and | both taught in Colorado,
where | was a production potter. | made dishes and casseroles and all kinds of things to make an
income. That was our bread and butter.

But at the same time, | also had a studio in ltaly, so | didn’t try to duplicate what | did in Colorado
in ltaly. Why bother? In Italy | wasn’t involved in functional work, so | was involved in things that
were more experimental in the use of color.

So would you say that the beginnings of the work you’re making now were discovered in
Italy?

Yes. | went to Italy when | was very young, so | think that | have a way of looking that is colored
by that. But there were also technical things that | discovered in Italy—an awareness of the low-
fired tradition and an understanding of the kinds of things that you can get away with when you
fire clay at a low temperature that you can’t at a high temperature. Particularly in the use of color.
When | was in college, everybody wanted to do higher-temperature stoneware which was much
more limited in its color. | went off to Italy after | graduated and | saw all this stuff like Etruscan
pottery that was very important to me.

But then as soon as you got to New York, you were accepted by a gallery.

Yes. | walked straight into the arms of a gallery. And after a few years, Max invited me to join his
gallery. People in galleries are always looking for what might be the next thing, and the buzz was
that it might be ceramics, but Max was interested conceptually. He was taking my work as art,
and presenting it as art.

But it still belongs to a tradition of vessel making, it seems to me.

Yes. That’s a given. When | stopped making those pots in Colorado—and | made tens of thou-
sands of pots—I didn’t want to let go of that huge experience. Why not figure out how to keep
that experience in my work? The first pieces where function was essentially their subject matter,
rather than how they were used, they really came out of that.

But then you bring that tradition into the realms of sculpture and picture-making. In fact, it
seems to me that your work sits midway between sculptures and pictures. Doing a picture
of a sculpture is one thing, but making a sculpture of a picture ...

... Is what | do! Yes, you've got it. That’s exactly what I’'m doing.

And that’s echoed in the way that you’ll bring different media together in the same piece.

All of us make art in such different ways, but some things happen subconsciously and some
things happen consciously. Everybody has certain things that are ‘given.” The way | feel about
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working with clay is that it’'s something that | know how to do. It’s a given. But you can’t just do
what you know how to do. You have to have different challenges. If it gets too easy, it’s no fun
when you open the kiln. You have to be on the edge; you have to be unsure of yourself.

And is that surprise factor why you sometimes paint your pieces completely differently on
each side?

Well, some pieces are physically very different from one side to the other. But when | started do-
ing that, | think what | said—and it clarified it for me when | said it—was that it’s very much about
the history of ceramics, which is the history of painted form, and the fact that you can change
your perception of the form by how you paint it.

But at this point | think that the truth of the matter is that | really love the painting and I'm very
interested in it. It’s a lot of work making these pieces and it’s like | have two different canvases, to
be honest. I'm not sure they have to be seen all the way around, or that there’s a relationship. |
think really it’s just simply that | can make two different paintings on this one object.
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ART
Yes, They’re Clay, but Don’t Dare Call Them Ceramics

“The Ming Sisters” is among her works being shown at the Met.

By TED LOOS
April 23, 2006

IN 1988, the artist Betty Woodman had an idea: wouldn’t it be wonderful to replace the traditional
urns in the Great Hall of the Metropolitan Museum of Art, the ones that hold enormous flower ar-
rangements, with vases of her own design?

Ms. Woodman, now 75, makes exuberantly painted clay vessels, often referring to art of the
past, from ancient Roman pottery to paintings by Bonnard. Working with the Public Art Fund, Ms.
Woodman came up with a proposal to transform the museum’s lobby. The Met’s answer was firm.

“They said, ‘Don’t be silly,” “ she recalled the other day, seated in her light-filled studio, part of the
large Chelsea loft she shares with her husband, George. Ms. Woodman, who is five feet tall, was
wearing hip Camper shoes and a bright yellow corduroy dress that telegraphed her passion for
color.

As for the rejection, she’s over it. First of all, the vases ended up in the Museum of Modern Art’s
lobby a year later, primarily because of the art world powerhouse Agnes Gund, a collector of Ms.
Woodman’s work.

More important, the Metropolitan has come around, in spades. It has given Ms. Woodman its
highest compliment: a full retrospective, something it doesn’t often do for living artists.

“The Art of Betty Woodman,” featuring about 70 examples of her work from the 1950’s until this
year, will be on view from Tuesday through July 30. As part of the show, Ms. Woodman also got
what she wanted originally: the Great Hall flowers, endowed by Lila Acheson Wallace, will be
placed inside five of her one-of-a-kind creations for the run. The blossoms will have to get used to
being upstaged.
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“I am coming out of left field,” Ms. Woodman said with a laugh as she discussed her relatively
late-blooming career and her dynamic presence in the museum. “They don’t know what they’ve
got hold of.” Framed by the neon-yellow trim of the studio’s large north-facing windows, she sat
in a well-worn gray office chair, the same height-adjustable model she uses when working at her
potter’s wheel nearby.

This may finally be the moment when Ms. Woodman’s work enters the public’s art consciousness.
Though she has been known in the art world for years — she joined the influential Max Protetch
Gallery in 1983 — she has never achieved the fame of many of her peers.

No doubt that is partly because what she does crosses artistic boundaries. “She’s in her own
category,” said Jane Adlin, the curator who organized the exhibition. “I can’t find anyone compa-
rable.”

Ms. Woodman’s work frequently incorporates some kind of vessel, but it is not usually intended
to be used as a vase or cup. (Even the Met’s flower vases must have liners placed inside so that
they don't leak.) Outsized and exaggerated, the pieces are part conceptual artwork and part well-
wrought sculpture.

“Her work is easy to look at, but there are layers of information,” Ms. Adlin said.

Ms. Woodman has scoured many sources, including Islamic and Asian art, for her works. “I've
been interested for a long time in Roman and Egyptian wall paintings,” she said. “Always, in these
paintings, are images of pots. The vessel is always there, throughout the history of man. It’s a
very universal image.”

Triptychs are a favorite approach. In “The Ming Sisters” (2003), featured at the Met, three white
vases stand side by side. They are painted all over with bright motifs from old Chinese vases, as
well as more abstract markings. Where handles would be on a conventional vase, Ms. Woodman,
riffing on that shape, added flat, winglike pieces that gave her space to extend the decorative pat-
tern.

Some of her hanging works have shapes and colors that may remind viewers of Matisse’s cut-
outs. In “Roman Panel” (2006), an 18-foot-high work designed specifically for the high-ceilinged
Kimmelman Gallery at the Met, Ms. Woodman attached curving pottery shards directly to a
painted canvas.

These works are far removed from the dinner sets and decorative bowls she started making in
the 1940’s. At some point along the way — when exactly, she isn’'t sure — Ms. Woodman made a
leap into a new realm. As she put it, “I’'m not making pots anymore, even if | use that language.”

Ms. Woodman has spent decades trying to avoid being placed in a ceramics and craft ghetto,
while at the same time defending her chosen medium as worthy. It’s definitely a case of wanting it
both ways, partly because she has heard every confused or dismissive reaction to her work, start-
ing with, Ms. Woodman said, “ ‘My wife has a hobby, too.” “

She said that a woman recently told her, upon hearing of her Metropolitan exhibition, “ ‘Oh, |
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didn’t know they were interested in showing ceramics.

Because of this history, she can be touchy on the topic of labels. “I think I'm sort of happy to call
myself a potter,” Ms. Woodman said, “but it'’s a different thing if you call me a potter.”

“In my most recent work, I'm much more interested in the history of painting than in the history of
ceramics,” she added. “I think what | am is a sculptor. It's awkward for me, but that’s how | would
refer to myself. | have to learn to say, ‘| make sculpture.’“

Even so-called experts haven't always known what to make of her work. “I've gotten negative re-
actions for 25 years,” said Mr. Protetch, Ms. Woodman'’s dealer and friend, from “narrow, unthink-
ing art world people who are more impressed by superficial things than they are by substance.”

With his artist ensconced at the Met, Mr. Protetch can feel that his perseverance was justified.
“I’'m exonerated, and Betty is recognized for the really important figure that she is,” he said. (His
gallery in Chelsea has a concurrent exhibition, “Betty Woodman: New Works,” through May 27.)

In her private life, part of her charm is her renowned cooking ability, which didn’t hurt in securing
the retrospective.

“Betty seduces people with food,” Ms. Adlin said. A few years ago, she was having breakfast at
Ms. Woodman'’s studio with a museum colleague. “In her wonderful, inimitable style, she asked
us when we were going to give her a retrospective,” Ms. Adlin recalled, adding, “She was doing
these incredible blueberry pancakes.”

They talked briefly, but nothing was definite. “The next thing | know, she’s calling to follow up,”
Ms. Adlin said. “It’'s within Betty’s nature to push for what she wants.”

Ms. Adlin expected resistance from the museum’s higher-ups. But her boss — Gary Tinterow,
who directs the department of 19th-century, modern and contemporary art — knew Ms. Wood-
man’s work and loved it. Even the Met’s director, Philippe de Montebello, signed on right away. “|
was pleasantly shocked that the director wanted to do this show,” Ms. Adlin said.

Ms. Woodman was not surprised. “Probably more square footage there is covered by ceramics
than at most other institutions,” she said. “It shouldn’t be that big a step to accepting my work,
and | don’t think it was.” She pointed out that the museum owned several of her pieces.

“Obviously, I'm thrilled,” she added. “I just wish my parents were alive to see it.”

She was born Betty Abrahams and grew up in Newton, Mass. Her father, an amateur cabinet-
maker, worked for a supermarket, and her mother was a fund-raiser for a Jewish philanthropy. By
high school, she had enrolled in her first pottery class. “I'll never forget it,” she said. “We painted
this glaze, and it was a rust color. And then it went into the kiln, and it came out green and black.
It was magic!”

Part of the appeal was finding something to do with her restless hands. To this day, as Ms. Wood-
man talks, she repeatedly smoothes the available surface in front of her, as if she were shaping it
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out of clay.

In 1948, Ms. Woodman entered the School for American Craftsmen, then in Alfred, N.Y., making
a custard cup as her first object. When she moved to Boston two years later, she began teaching
a pottery class at night. It had four members: Ms. Woodman’s mother, a young couple, and her
future husband, a Harvard student named George Woodman.

The teacher and student soon began dating. (“You’re not allowed to do that,” Ms. Woodman
admitted.) But Mr. Woodman was two years younger, and his parents didn’t want the couple to
marry yet. So Ms. Woodman went to Florence for nine months, and ltaly was a revelation.

What impressed her? “The possibilities of color,” she said. “It was certainly Etruscan forms and
Classical forms, the whole Mediterranean tradition. | saw the possibilities of what one can do with
clay.”

The Florence stay also introduced her to what she called “the nonpurity of the thrown object.”
There was an offhandedness to the way that clay objects were made and used in eras past.

Today Ms. Woodman’s work, with its brio and rough textures, has a dashed-off look, even though
it is anything but. “I'm not an artist who wants the viewer to wonder, ‘How did they ever do that?’
she said. “It may be a huge amount of work to do, but | don’t want it to look like a lot of work.”

From the beginning, the unusual process of making ceramics appealed to her, with its combina-
tion of spontaneity and planning.

“Clay is interesting because you have two separate periods of working at it,” Ms. Woodman said.
“One is where you’re working with wet clay, and it’s plastic and it’s all about form. It's a moment
when clay is at its most seductive and most beautiful.”

Ms. Woodman’s homage to this moment, “Joined Vases” (1972), featured in the retrospective,
is composed of four shiny white porcelain pots squashed together. The lips of each are joined
together with extra material in a kind of kiss.

The second phase comes a month or so later, after the clay has dried, when the piece is glazed
and placed in the kiln. There are plenty of ways to go wrong in each. “After 50 years you know
what you're doing, but clay can always put you down,” Ms. Woodman said. “Things can break.
They fall apart, they blow up in the kiln. There’s an element of not being in control.”

Until the early 1970’s, her husband decorated all of her pottery, but that ended in an argument
when she felt he wasn’t taking it seriously enough. “We decided we’ll stay married, but he’ll stop
doing it,” Ms. Woodman said.

Mr. Woodman, a painter and photographer, began teaching at the University of Colorado in Boul-
der in the late 1950’s, and the couple settled there. Ms. Woodman also taught there for 20 years,
until 1998. Since the late 1960’s the couple have spent part of the year at a home in Antella, Italy.
They have a son, Charlie, but their daughter, Francesca, committed suicide in 1981.
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“It changed us totally,” Ms. Woodman said, “but | don’t think it has really worked its way into my
pieces. It got more into George’s work than mine.”

Perhaps their most definitive action as a couple came in 1980, when they decided to buy their
current Chelsea loft and enter the shifting currents of the New York art world. “We said, ‘We’re 50
years old, and we’re middle-aged,’ “ Ms. Woodman recalled. “ ‘We can live a comfortable life in
Colorado or we can figure out a way to do something that would certainly be more interesting.” So
we opted for that.”

Lately, she has been working nonstop to prepare the Met exhibition, where her work will be given
a whole new audience. “The remark that | perhaps hear most from the viewer about my work is,
‘It makes me feel good,” “ Ms. Woodman said. “Often, | think that’s what’s in the way of me being
taken as a serious artist.”

She has been around a long time, however, so she takes the long view. “I'm not offended when
someone has that response,” Ms. Woodman said. “If something makes you feel good, you might
look at it again and realize there’s more to it than just that.”
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Frank Lloyd Gallery, Santa Monica, CA
Il Giardino Dipinto, Rhode Island School of Design Museum, Providence, Rl
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2003

2002

2001

2000

1999

1998

1997

1996

1995

1994

1993

Max Protetch Gallery, New York, NY

Recent Work, Frank Lloyd Gallery, Santa Monica, CA
Souvenirs, Max Protetch Gallery, New York, NY

*Daum Museum of Contemporary Art, Sedalia, MO
Two Bronze Benches and Four Ceramic Pictures of Korean Paintings, Montclair
Art Museum, Montclair, NJ

Betty Woodman, Max Protetch Gallery, New York, NY

Betty Woodman & Robert Barni: due e vasi, Centro D’Arte La Loggia,
Monterfiridolfi, ltaly

Pots Paper Prints, Mizel Arts Center at the JCC, Denver, CO

Clay, Bronze, Paper, Max Protetch Gallery, New York, NY

A Conversation with Pat Steir, Art Resources Transfer, New York, NY
Works from the 1980s, Franklin Parrasch Gallery, New York, NY

*Blanden Memorial Art Museum, Fort Dodge, IA
Recent Work of Prints and Vases, Bethel College, St. Paul, MN
*Betty Woodman: Glass, CIRVA, Marseille, France

Max Protetch Gallery, New York, NY
*Betty Woodman, Provincial Museum voor Museum Kunst, Oostende, Belgium

Max Protetch Gallery, New York, NY
*Betty Woodman, Fundacgao Calouste Gulbenkian, Lisbon, Portugal; Musée d’Art
Contemporain, Dunkerque, France

Max Protetch Gallery, New York, NY
*Betty Woodman, Stedelijk Museum, Amsterdam, The Netherlands

International Museum of Ceramics, Faenza, Italy

Carin Delvourt van Krimpen Gallery, Amsterdam, The Netherlands
Max Protetch Galllery, New York, NY

Gallery Camino Real, Boca Raton, FL

Il Giardino Dipinto, Musée des Arts Decoratifs, Paris, France

Max Protetch Gallery, New York, NY
Il Giardino Dipinto, Het Kruithuis Museum, ‘s-Hertogenbosch, The Netherlands
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1992

1991

1990

1989

1988

1987

1986

1985

1984

Matrix 119, Wadsworth Atheneum Museum of Art, Hartford, CT
*Somewhere Between Naples and Denver, Institute of Contemporary Art,
Philadelphia, PA

Betty Woodman: Works in Clay, Johnson County Community College, Gallery of
Art, Overland Park, KS

*Opera Selecta: The Work of Betty Woodman, 1975-1990, Musée des Arts
Modernes, Aix-le-Bain, France

Francesca Pia Gallery, Bern, Switzerland

Recent Work, Max Protetch Gallery, New York, NY

*Opera Selecta: The Work of Betty Woodman, 1975-1990, Het Kruithuis Museum,
‘s-Hertogenbosch, The Netherlands

Rena Bransten Gallery, San Francisco, CA
Unique Porcelains, Max Protetch Gallery, New York, NY

*Somewhere Between Naples and Denver, Denver Art Museum, Denver, CO
Recent Work, Max Protetch Gallery, New York, NY
Rena Bransten Gallery, San Francisco, CA

Boulder Center for the Visual Arts, Boulder, CO
Carlton College, Northfield, MN
*Greenberg Gallery, St. Louis, MO

Max Protetch Gallery, New York, NY
Rena Bransten Gallery, San Francisco, CA
Susan Hilberry Gallery, Birmingham, Ml

*The Ceramics of Betty Woodman, Freedman Gallery, Albright College, Reading,
PA

Giloria Luria Gallery, Bay Harbor Islands, FL

Presenting Food, FabricWorkshop, Philadelphia, PA

Italian Vases, Max Protetch Gallery, New York, NY

The Aspen Garden Room, Aspen Art Museum, Aspen, CO
Garth Clark Gallery, Los Angeles, CA

*Douglas Drake Gallery, Kansas City, MO

Max Protetch Gallery, New York, NY
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1983  Garth Clark Gallery, Los Angeles, CA
The Houston Room, Hadler/Rodriguez Gallery, Houston, TX
Max Protetch Gallery, New York, NY

1982  Garth Clark Gallery, Los Angeles, CA
An Interior Exchanged, Fashion Institute of Technology, New York, NY

1981 A Cloistered Arbor Room Bennington College, Bennington, VT
Tibor de Nagy Gallery, New York, NY
Okun-Thomas Gallery, St. Louis, MO
Helen Drutt Gallery, Philadelphia, PA

1980 Amalgam Art Limited, London, England
*Galleria Pirra, Torino, ltaly
Canvas Constructions and Painted Pots, Hadler/Rodriguez Gallery, New York, NY
Mostly Italian Pots, Hadler/Rodriguez Gallery, New York, NY
*Rochester Art Center, Rochester, MN

1979 Art Latitude, New York, NY
Hills Gallery, Santa Fe, NM

1978  Casper College, Casper, WY
Greenwich House Pottery, New York, NY
Lyda Levi Gallery, Milan, ltaly
1977 Honor Exhibit, Colorado Women’s College, Denver, CO
Kansas State College, Emporia, KS
*United States Information Service Gallery, Milan, ltaly
1976  Clay and Fiber Gallery, Taos, NM

1975 Nelson-Fosdick Gallery, Alfred University, Alfred, NY
Contemporary Crafts Gallery, Portland, OR

1974 One Hundred ltalian Pots, Boulder, CO
1972 Raku, Kunsthandel Ina Broerse, Amsterdam, The Netherlands
1970 Salt Glaze, Joslyn Art Museum, Omaha, NE

1969 Salt Glaze, Archie Bray Foundation for the Ceramic Arts, Helena, MT
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SELECTED GROUP EXHIBITIONS
(* indicates a publication)

2021

2020

2019

2018

*The Flames, The living art of ceramics, Musée d’Art moderne, Paris, France

*With Pleasure: Pattern and Decoration in American Art 1972-1985, curated by
Anna Katz, CCS Bard Hessel Museum of Art, Annandale-on-Hudson, NY
For a Dreamer of Houses, Dallas Museum of Art, Dallas, TX

*In Quest of Beauty: Assemblage, Assemblage in the Ahmanson Collection,
Ahmanson Gallery, Irvine, CA

Making Knowing: Craft in Art, 1950 - 3019, Whitney Museum of American Art, New
York, NY

Abstract, Representational, and so forth, Gladstone Gallery, New York, NY

She Persists: A Century of Women Artists in New York, 1919-2019, Gracie
Mansion, New York, NY

*Pattern, Crime & Decoration, curated by Franck Gautherot et Seungduk Kim, Le
Consortium, Dijon, France

*Less Is a Bore: Maximalist Art & Design, Institute of Contemporary Art, Boston, MA
Les chemins du Sud, Musée régional d’art contemporain, Sérignan, France
Christian Holstad, Grayson Perry, Tal R, Betty Woodman, Victoria Miro, Venice,
Italy

*With Pleasure: Pattern and Decoration in American Art 1972-1985, curated by
Anna Katz, Museum of Contemporary Art, Los Angeles, CA

By Fire, Ceramic Works, Almine Rech Gallery, New York, NY

Taurus and the Awakener, David Kordansky Gallery, Los Angeles, CA

Fire and Clay, Gagosian, Geneva, Switzerland

Pattern, Decoration and Crime, curated by Lionel Bovier, Franck Gautherot, and
Seungduk Kim in collaboration with Le Consortium, Dijon, France, Musée d'art
moderne et contemporain (MAMCO), Geneva, Switzerland

In the Company of Women: Women Artists from the Collection, Phoenix Art
Museum, Phoenix, AZ

VASA VASORUM | The Vase in Contemporary Art and Design, Peters Projects,
Santa Fe, NM

Studio Eine Phantastik, Shedhalle, Zurich, Switzerland

In My Room: Artists Paint the Interior 1950-Now, The Fralin Museum of Art at the
University of Virginia, Charlottesville, VA
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Molding / Mark-Making: Ceramic Artists and Their Drawings, curated by Margaret
Mathews-Berenson and Allison Peller, Dorsky Gallery Curatorial Programs, New
York, NY

2017 Personalities in Clay: American Studio Ceramics from the E. John Bullard
Collection, New Orleans Museum of Art, New Orleans, LA
The Ehrlich Collection of American and British Ceramics, San Angelo Museum of
Fine Arts, San Angelo, TX
Home: Homage to Colin de Land, Massimo De Carlo, Milan, Italy
Regarding George Ohr: Contemporary Ceramics in the Spirit of the Mad Potter,
curated by Garth Clark, Boca Raton Museum of Art, Boca Raton, FL
*Pompei @Madre. Materia Archeologica, curated by Massimo Osanna and Andrea
Viliani, Museo Madre, Naples, Italy
Une maison de verre, organized by CIVRA, Centre International de Recherche sur
le Verre et les Arts plastiques, Musée Cantini, Marseille, France
I Go, You Go, Good To Go, Unclebrother, Hancock, NY
Midtown, organized by Maccarone, Salon 94, Salon 94 Design, and Ali Subotnick,
Lever House, New York, NY
Please fasten your seat belt as we are experiencing some turbulence, Leo Xu
Projects, Shanghai, China
Les Unes Avec Les Autres, Galerie Du 5E, Marseille, France
Ref-er-enced, Danese Corey, New York, NY
DOMESTIC - like a preraphaelite brotherhood, Truth and Consequences, Geneva,
Switzerland
Victors for the Arts, Part 2: Abstraction, University of Michigan Museum of Art, Ann
Arbor, Ml
Betty Woodman: Recent Works, Galleria Lorcan O’Neill, Rome, Italy

2016 A Century of Collecting: 100 Years of Ceramics at the Everson, Everson Museum of
Art, Syracuse, NY
A Round About, Present Company, Brooklyn, New York
Clay Reuvisited: Traditions in Shards, University of lowa Museum of Art, lowa City,
IA
HOVAB®@Macky: Shark’s Ink, BMoCA at Macky, Boulder Museum of Contemporary
Art, Boulder, CO
The Natural Flow of Events, La Casa Encendida, Madrid, Spain
*Liverpool Biennial 2016, Liverpool, England

2015 Vessels, Blackston Gallery, New York, NY
A Peg to Hang It On, White Flag Projects, St. Louis, MO
*CERAMIX: Art and Ceramics from Rodin to Schiitte, Bonnefantenmuseum,

press@davidkordanskygallery.com
www.davidkordanskygallery.com
T: 323.935.3030 F: 323.935.3031



DAVID

KORDANSKY

GALLERY

2014

2013

2012

2011

2010

2009

Maastricht, Netherlands
Honoring the Past, Ebracing the Future: AMOCA’s 10t Anniversary, American
Musseum of Ceramic Art, Pamona, CA

Tangents 2 Body/Colour, Stedilijk Museum, s-Hertogenbosch, The Netherlands
What Would Mrs. Webb Do?, Museum of Arts and Design, New York, NY

Craft Matters, Schick Art Gallery, Skidmore College, Saratoga Springs, NY

The Annual 2014: Redefining Tradition, National Academy Museum, New York, NY
BIACI - 1st Bienial Internavional de Arte Contemporaneo Cartagena de indias,
Colombia, Cartagena, Colombia

Speaking Through Paint: Hans Hofmann’s Legacy Today, Lori Bookstein Fine Art,
New York, NY

Spectrum Suite, Nicelle Beauchene Gallery, New York, NY
Vessels, The Horticultural Society of New York, New York, NY
The Four Woodmans, Nina Freudenheim Gallery, Buffalo, NY

La Demuere Joyeuse, Galerie Francesca Pia, Zurich, Switzerland
Playing House, Brooklyn Museum, Brooklyn, NY
The Woodmans, Gallery Diet, Miami, FL

Postmodernism: Style and Subversion, 1970-1990, Victoria and Albert Museum,
London, England

*Carolina Collects: 150 Years of Modern and Contemporary Art from Alumni
Collections, Auckland Art Museum, The University of North Carolina at Chapel Hill,
Chapel Hill, NC

Betty, Charlie, Francesca & George, Samson Projects, Boston, MA

Sévres, Porcelaines Contemporaines, The Menshikov Palace, The Hermitage
Museum, St. Petersburg, Russia

Interactions, organized by The Clay Studio, Philadelphia Museum of Art,
Philadelphia, PA

Connecticut, D’Amelio Terras, New York, NY

Compass in Hand: Selections from The Judith Rothschild Foundation
Contemporary Drawings Collection, Museum of Modern Art, New York, NY

Carla Acardi, Sol LeWitt, Betty Woodman, Galleria Massimo Minini, Brescia, Italy
The Legend of Bud Shark and his Inedible Ink, Museum of Contemporary Art
Denver, Denver, CO

*The 184t Annual: An Invitational Exhibition of Contemporary American Art, The
National Academy Museum, New York, NY
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Hot Stuff from the Hothouse: Floral Images from RAM’s Collections, Racine Art
Museum, Racine, WI

*Dirt on Delight: Impulses that Form Clay, Institute of Contemporary Art,
Philadelphia, PA; Walker Art Center, MN

2008 Shark’s Ink, Revisited, Foster Gallery, Eau Clair, WI
*Conversations in Clay, Katonah Museum of Art, Katonah, NY
*The 183 Annual: An Invitational Exhibition of Contemporary American Art, The
National Academy Museum, New York, NY
Outsider, Galleria Alessandro Bagnai, Florence ltaly
Contemporary Ceramic Art: A Survey, Harvey/Meadows Gallery, Aspen, CO
*Concreta, Palazo Pretorio, Certaldo, Italy
Multi Part Art: Contemporary Art in the Collection, The RISD Museum, Providence,
RI
New, Novel and Never Shown Before 2008: Recent Gifts to the Collection (Part 1),
Racine Art Museum, Racine, WI

2007 *Marseille Artistes Associés 1977-2007, La Vieille Charité, Marseille, France
*The Woodman Family, Biagiotti Progetto Arte, Florence, ltaly
Shy Boy, She Devil, and Isis: The Art of Conceptual Craft, Selections from the
Wornick Collection, Museum of Fine Arts, Boston, MA
An Art of Our Own: Women Ceramicists from the Permanent Collection, Brooklyn
Museum, Brooklyn, NY

2006 Hot Off the Press Prints of 2006 From New York Printshops, The Grolier Club, New
York, NY
The Bong Show or This is Not a Pipe, Leslie Tonkonow Gallery, New York, NY
*Couples Discourse, Palmer Museum of Art, University Park, PA
International Architectural Ceramics, Gimhae Culture Foundation Clayarch,
Gimhae, Korea
Great Pots: The Vessel as Art, 1900-2000; 20t Century Ceramics from The Newark
Museum, The USB Art Gallery, New York, NY

2004 Picasso to Thiebaud: Modern and Contemporary Art from the Collections of
Stanford University Alumni and Friends, Iris and B. Gerald Cantor Center for the
Visual Arts, Stanford University, Stanford, CA
Art for a Landmine Free World, Vietnam Veteran’s of America Foundation,
PaceWildenstein, New York, NY

2003 Skowhegan: Faculty Exhibition, Institute of Contemporary Art at Maine, College of
Art, Portland, Maine
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Retrospectacle: 25 Years of Collecting Modern and Contemporary Art , Denver Art
Museum, Denver,

Floating Time 2003-Lethe, River of Forgetfulness, Stedelijk Museum voor
Hedendaages Kunst, ‘s-Hertogenbosch, The Netherlands

*The Legacy of Modern Ceramic Art, Part Il: Modern Ceramic Art from an
International Perspective, Museum of Modern Ceramic Art, Gifu, Japan

*Shared Passion: Sara and David Lieberman Collection of Contemporary Ceramics
and Art, Arizona State University Art Museum, Tempe, Arizona

Clay Works: American Ceramics from the Everson Museum of Art, Everson
Museum of Art, Syracuse, New York

2002 *Contemporary American Ceramics, 1950-1990: A Survey of American Objects and
Vessels, Aichi Preferctural Ceramic Museum, Aichi, Japan. Travels to National
Museum of Modern Art, Kyoto; Iberaki Prefectural Ceramic Museum; Nilgata
Prefectural Museum of Art; Setagaya Art Musem, Tokyo; Fukuoka Prefectural
Museum of Art
*Gifts in Honor of the 125th Anniversary, Philadelphia Museum of Art, Philadelphia

2001 *Ceramic Continuum: 50 Years of the Archie Bray Influence, Holter Museum of Art,
Helena, Montana
A Snake in the Garden: Contemporary Approaches to Slipware, Aberystwyth Arts
Centre, University of Wales, Wales, England
*World Ceramic Exposition, World Ceramic Centre, Ichon, Korea
USA Clay, Smithsonian American Art Museum, Renwick Gallery, Washington, D.C.
*Le Cirva a 15 ans, Galerie d’art Conseil Générale des Bouches-du-Rhone, Aix-en-
Provence, France

2000 *Color and Fire: Defining Moments in Studio Ceramics, 1950-2000, Los Angeles
County Museum of Art, Los Angeles, CA
*Elbows and Tea Leaves: Front Range Women in the Visual Arts (1974-2000),
Boulder Museum of Contemporary Art, Boulder, CO; travels to Durango Arts
Center, Durango, CO
*Allan Chasanoff Ceramic Collection, Mint Museum of Craft and Design, Charlotte,
NC
Gallerie Beaubourg, Chateau Notre-Dame des Fleurs, Vence, France

1999 Glass on Site, Urban Glass, New York, New York
*Choice from America, Modern American Ceramics, Het Kruithuis Museum, ‘s-
Hertogenbosch, The Netherlands
Contemporary Art From the Daniel Jacobs and Derek Mason Collection, Hand
Workshop Art Center, Richmond, VA
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1997

1996

1995

1994

1993

1992

1991

1990

Dish, Franklin Parrasch Gallery, New York, NY

*The Art of Craft: Contemporary Works from the Saxe Collection, M. H. de Young
Memorial Museum, San Francisco

Clay into Art: Selections from the Contemporary Ceramics Collection in The
Metropolitan Museum of Art, The Metropolitan Museum of Art, New York, NY

La Geste et la Couleur, Une Poetique Ceramique, Biennale Internationale de
Ceramique Contemporaine, Musée Magnelli, Vallauris, France

Vaselle d’Autore per il Vino Novello, Torgiano, ltaly

What'’s Hot at Shark’s, Foster Gallery at University of Wisconsin, Eau Claire, WI

Image, Plate, Vessel, Andrew Lord, Ken Price, Betty Woodman, Franklin Parrasch
Gallery, New York, NY
*The View From Denver, Museum Moderne Kunst Stiftung Ludwig, Vienna, Austria

Tuscia Electa, Comune di Greve in Chianti, ltaly
Working Proof: 20 Years of Prints from Shark’s Inc., University of Colorado Art
Galleries, University of Colorado, Boulder, CO

Wadsworth Atheneum Museum of Art, Hartford, CT

Stedelijk Museum, Amsterdam, The Netherlands

Staten Island Cultural Center, Staten Island, New York, NY

*Working in Other Dimensions: Objects & Drawings I, The Arkansas Art
Center, Little Rock, AR

In Touch, Olympic Winter Games, Lillehammer, Norway

DeVore, Turner, Woodman & Volkos, Greenberg Gallery, St. Louis, MO
Investigations 1992, Institute of Contemporary Art, University of Pennsylvania,
Philadelphia, PA

*6x7, New York State College of Ceramics at Alfred University, Alfred, NY

*The Shigaraki Ceramic Cultural Park, Shigaraki-yaki, Japan
The Painted Vessel, Oriel Gallery, Cardiff, Wales, England

Vessels from Use to Symbol, American Craft Museum, New York, NY

Featured Artists from the Max Protetch Gallery, Weatherspoon Art Gallery,
University of North Carolina, Greensboro, NC

Par Hazard: A Changing Installation of Recent Acquisitions, Douglas Drake Gallery,
New York, NY
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1989 Max Protetch Gallery: 20 Years, Max Protetch Gallery, New York, NY
Craft Today USA, Musée des Arts Decoratifs, Paris, France
Six Master Craftsmen, Nina Freudenheim Gallery, Buffalo, NY
Pots: Focus on Function, University of Minnesota, Minneapolis, MN
Fragile Blossoms, Enduring Earth: The Japanese Influence On American Ceramics,
Everson Museum of Art, Syracuse, NY

1988 A Fine Place to Work: The Legacy of the Archie Bray Foundation, The Arkansas
Decorative Arts Museum, Little Rock, AR
Power Over the Clay: American Studio Potters, Detroit Art Institute, Detroit, Ml
*A Decade of Pattern, Institute of Contemporary Art, University of Pennsylvania,
Philadelphia, PA
Olympic Arts Festival, Seoul, Korea

1987 *American Ceramics Now: The 27th Annual Ceramic National, Everson Museum of
Art, Syracuse, NY
Feats of Clay, Newhouse Gallery, Snug Harbor Cultural Center, Staten Island, NY
*A Decade od Pattern, The Graduate School of Fine Arts, University of
Pennsylvania, Philadelphia, PA
*Four Americans at Sévres, American Center, Paris, France
*Contemporary American Ceramics, The National Museum of Modern Art, Seoul,
Korea
A Group Exhibition: Andrew Lord, Ron Nagle, Ken Price, Peter Voulkos, Betty
Woodman, Charles Cowles Gallery, New York, NY
*Clay Revisions, Seattle Art Museum, Seattle, WA
Homage: 1986 NEA Artist Fellowship Recipients, Garth Clark Gallery, Los Angeles,
CA

1986 *Architecture of the Vessel, Bevier Art Gallery, Rochester Institute of Technology,
Rochester, NY
*American Potters Today, Victoria and Albert Museum, London, England
Painted Volumes: Ceramics by Twelve Contemporary Artists, The Chrysler
Museum, Norfolk, VA
*The Fabric Workshop: A Tradition Continued, Goldie Paley Gallery, Moore College
of Art, Philadelphia, PA
Mclintosh-Drysdale Gallery, Washington, D.C.
*The Poetry of the Physical, American Crafts Museum, New York, NY

1985 High Styles: Twentieth-Century American Design, Whitney Museum of American
Art, New York, NY
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*Tradition + Innovation: Decorative Art by Castle, Chihuly, Paley, Woodman,
Laguna Giloria Art Museum, Austin, TX

Mary Heilmann/Janice Tchalenko/Betty Woodman, Blum Helman Gallery, New
York, NY

Architectural Ceramics: Eight Concepts, American Crafts Museum I, New York, NY
Clay, Dayton Art Institute, Dayton, OH

Dillingham, Turner, Wood, Woodman, New Mexico State University, Las Cruces,
NM

*Architectural Ceramics, Gallery of Art, Washington University, St. Louis, MO
Gloria Luria Gallery, Bay Harbor Islands, Florida

Adornments, Bernice Steinbaum Gallery, New York, NY

1984 *Contemporary American Clay, Boston Museum of Fine Arts, Boston, MA
Masters in American Clay, Gallery One, Toronto, Canada
Rituals of Tea, Garth Clark Gallery, Los Angeles, CA
Thomas Segal Gallery, Boston, MA
*1 + 1 =2, Bernice Steinbaum Gallery, New York, NY
Forms that Function, Katonah Gallery, Kotonah, NY
Image/Vessel/lmage, Garth Clark Gallery, New York, NY
Then and Now, Garth Clark Gallery, Los Angeles, CA

1983  *Who'’s Afraid of American Clay, Het Kruithuis Museum, ‘s-Hertogenbosch, The
Netherlands
*Ornamentalism, Hudson River Museum, Yonkers, NY
*Ceramic Echos, Nelson-Atkins Museum of Art, Kansas City, MO
Wellesley College of Art Museum, Wellesley, MA
Clay Invitational 1983, DBR Gallery, Cleveland, OH

1981 Maya Behn Gallery, Zurich, Switzerland
*The Vessel, Delahunty Gallery, Dallas, TX
For Tea, Detroit Gallery of Contemporary Crafts, Detroit, Ml
*The New Fauves, Hadler/Rodriguez Gallery, Houston, TX
Hadler/Rodriguez Gallery, New York, NY
*Ritual and Function, Rhode Island School of Design Museum of Art, Providence,
RI
*Usable Art, Myers Fine Arts Gallery, State University College of New York,
Plattsburgh, NY

1980 Exhibition of Ceramic Arts, Ceramics at the Eighth Annual Chunichi International,
Nagoya and Tokyo, Japan
*For the Tabletop, American Craft Museum, New York, NY
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Crafts/Sculptures, Carnegie-Mellon University, Pittsburgh, PA

*Robert L. Pfannebecker Collection, Moore College of Art, Philadelphia, PA
Contemporary Ceramics: A Response to Wedgewood, Museum of the Philadelphia
Civic Center, Philadelphia, PA

*American Porcelain, Renwick Sculpture Gallery of the Smithsonian Institution,
Washington, D.C.

*Contemporary American Potters/New Vessels, lowa State University, Ames, 1A

1979 Thrown Pottery, Amalgam Art Limited, London, England
*Colorado Women in the Arts, Arvada Center for the Arts, Arvada, CO
Clayworks Studio International, with Cynthia Carlson, Clayworks Studio, New York,
NY
*A Century of Ceramics in the United States, Everson Museum of Art, Syracuse, NY
Colorado Crafts/Seventeen Views, Denver Art Museum, Denver, CO
Landscapes, Hills Gallery, Santa Fe, NM
International Ceramic Exhibit, Faenza, ltaly

1978 Faculty Show, University of Georgia, Cortona, ltaly

1977  American Crafts ‘77, Philadelphia Museum of Art, Philadelphia, PA
Fiber, Metal, Clay: A Contemporary View, University of Michigan at Ann Arbor, Ann
Arbor, Ml
National Ceramic Educators Conference Invitational, University of Northern
Colorado, Greeley, CO
Functional Ceramics, Yaw Gallery, Birmingham, Mi

1976 Eight Professional Potters, Kansas City Art Institute, Kansas City, MO

1974 Christmas 1974 Exhibition, American Crafts Council, New York, NY

1973 Objects for Preparing Food, The American Craft Museum, New York, NY; Renwick
Gallery, National Museum of American Art, Washington, D.C.

1972 Salt Glaze International, The American Craft Museum, New York, NY

1968  Ceramic Annual, Scripps College, Claremont, CA

GRANTS AND AWARDS
2014 Gold Medal for Consummate Craftsmanship, The American Craft Council,

press@davidkordanskygallery.com
www.davidkordanskygallery.com
T: 323.935.3030 F: 323.935.3031



DAVID

KORDANSKY

GALLERY

2010

2009

2008

2007

2006

2004

2000

1998

1995

1993

1987

1986

1980

1966

Minneapolis, MN
Etti Prize for Sculpture, National Academy Museum and School of Fine Arts, New
York, NY

National Artist Award, Anderson Ranch, Snowmass Village, CO
Honorary Doctorate of Fine Arts, Rhode Island School of Design, Providence, Rl

Lifetime Achievement Award, Brooklyn Museum/Modernism Design Award,
Brooklyn, NY

National Academician, National Academy Museum and School of Fine Arts, New
York, NY

Dunwiddle Prize, National Academy Museum and School of Fine Arts, New York,
NY

Doctor of Humane Letters Honoris Causa, University of Colorado, Boulder, CO

Doctor of Fine Arts Honoris Causa, Nova Scotia College of Art and Design, Halifax,
Nova Scotia, Canada

Premio Internazionale Vietri sul Mare, Fondazione Museo Artistico Industriale,
Salerno, Italy

Honorary Fellow, National Council of Educators in Ceramic Arts
The Visionary Award of The American Craft Museum, New York, NY
Rockefeller Foundation Fellowship, Bellagio Study Center, Bellagio, ltaly

Distinguished Research & Creative Lectureship, University of Colorado, Boulder,
CcoO

Governor’s Award in the Arts, CO
National Endowment for the Arts Fellowship
National Endowment for the Arts Fellowship

Fulbright-Hays Scholarship to Florence, Italy
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SELECTED BIBLIOGRAPHY
(* indicates non-periodical book, catalog, or other publication)

2020 Halle, Howard, “The Whitney Museum is offering a free online pottery course that
anyone can take from home,” TimeQOut.com, April 28, 2020
Lesser, Casey, “This Collecting Couple Lives with a Rotating Cast of Craft
Masterpieces,” Artsy.net, April 24, 2020
Medford, Sarah, “Double Vision,” WSJ., March 2020, pp. 79-80
Adamson, Glenn, “Crafting art at the Whitney,” TheMagazineAntiques.com, January
27, 2020

2019 *With Pleasure: Pattern and Decoration in American Art, 1972-1985, edited by Anna
Katz, essays by Elissa Auther, Anna Katz, Alex Kitnick, Rebecca Skafsgkaard
Lowery, Kayleigh Perkov, Sarah-Neel Smith, and Hamza Walker, Los Angeles and
New Haven: The Museum of Contemporary Art and Yale University Press, 2019
*Great Woemen Artists, edited by Rebecca Morrill, London and New York: Phaidon,
2019
Budick, Ariella, “Spinning craft into art at the Whitney Museum,” FT.com, December
22,2019
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