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Adrian Saxe

My cevamic work exploves the possibilities of a meaningful
and significant traditional art, open to all of its manifestations
and implications in a vapidly changing postmodern global
cultural arena. I make work that aggressively projects my
sensibilities and formal interests while extending and
critiquing the intellectual and formal traditions of art.

I ame the “village potter —/for the global village.

€. Untitled Ewer (Aubergine), 1952
Porcelain, gold Justers; 10 x B ¥ 5 in.
Collection of Gea TEE and D:lrnth}' Saxe, Paloe Alto, Calif,

1. Untitled Thélére (PAA), 2000

Porcelain, stoneware, rhinestones;

12% x A% x 4% in

Collection of Jerry and Lynn Howe Myers,
South Pasadena, Calif.
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4. Untitled Gold Bowl (Big Red], 15987
Porcelainous stoneware with raku
baze: 17 x 10% x 12 in.

Callection of Mr. and Mrs. Larry
Zellner, Franklin Lakes, N.J

4. Untitled Ewer (5t Vincent), 1095
Porcelain and stoneware;

6% x 114 x 8l dn.

Caollection of Jerry and Lynn Howe
]\-[:.'Qrs, South Pasadena, Califl



Adrian Saxe

NORIKO GAMBLIN

Over the
foremost artists working in ceramics in the United States, has
created 2 body of work so unique that it is often considered
to be in a categary of its own. His training was not unusual;
he studied art at the University of Hawaii in the early 19605
and attended Chouinard Art School in Los Angeles from 1965
to 1969, But his interests in the medium ran counter to dom-
inant trends in American ceramics of the
19505 and 1960s, which merged as-
pects of Japanese folk pottery with the
rabust physicality associated with Ab-
stract Expressionist painting. Saxe, by
contrast, was fascinated by traditiona
European amd Chinese vessels (con-
structed thraugh additive methods) and
lacquerwork and, simultaneously, by Los
Angeles's contemporary  “finish  fetish”
maovement, characterized by seamless,
high-gloss surfaces thal recall those of
cars and surfboards.

In 1969, when financial difficul-
ties forced him to leave schaal, Saxe sup-
ported himself by producing porcelain
mugs as well as pottery that explored
varnous historical genres and matenals.
The following vear, he received a com-
mission to make a group of jardinieres for
the Henry E. Huntington Library and Art
Gallery in San Marino, California, whose
ceramic collections, both Asian and
European, had been a source of inspiration since he first saw
them as a teenager. The commission provided him with an
opportunity to pursue his particular interest in Barogue and
Rococo European ceramics, which included genres that were
categorically dismissed by his contemporaries as moribund
and irrelevant. The result of this engagement was a more fully
articulated direction in his studio practice, toward more com-
plex vesssls that incorporated his reinterpretations of diverse
ceramic traditions.

In 1973 Saxe began teaching full-time at UCLA,
where he is now the head of the ceramics program. Having
been captivated by animal motifs (such as rams and stags)
found on European ceramics and silver, he began to produce
vessels with lids topped by antelopes and other animal fig-
ures. Rendering the amimals prominently, and in all their
majestic angularity, he played off the incongruity between

S. Untitled Coversd Jas with Antelope
Fimlal, 1872
Porcelain and stoneware;
18% x 6% in.
Collection of Ken Deavers,
Washingten, DO
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past three decades Adrian Saxe, one of the

the elegant, unwieldy "lifting devices" and the utilitarian
conceit of the jar form. These “antelope jars” of the 1970s
and early 1980s (see fig. 5) form the basis of Saxe's ongoing
exploration of functionality in ceramics as an expression of
aesthetic ritval—one with conceptual, rather than literal, ties
to utilitarian concerns. It was in this body of work that he
also determined a personal approach to
constructing meaning through sets of for-
mal and thematic oppositions: natural
versus cultural, geometric versus arganic,
static versus dynamic, traditional versus
contemparary, East versus West, re-
fined wversus crude, high wersus low,
serious wversus fanciful, precious versus
cheap, These dualities appear as witty,
often burlesque juxtapositions of con-
trasting elements, as exemplified by a
ewer in the form of an eggplant with
elaborate gold fittings (fig. 2). Yet they
are integrated into works of remarkable
presence, which, in their dialectical play,
provoke reflection upon a broad range of
cultural issues.

The sense of surprise and won-
dermment that precedes—and occasions—
such reflection is due in large measure to
the immense technical virtucsity evident
in all of Saxe’s wark. |t is 8 mastery that
he has developed throughout his career
but that he pursued with particular rigor during the 1970s
and 1980s, when he experimented with maolds, glazes, and
various firing techniques. His research took him to France in
1983 an a six-month fellowship to work as a visiting artist at
the Manufacture nationale de Sévres, whose technical attain-
ments he had long admired. The residency resulted in his
expansion and clarification of issues that lie at the core of his
practice, including ceremanial function, luxury, presentation,
and display. The work he has produced since that time
reveals a staggering variety of new and hybrid forms—more
organic and complex (see fig. 4), often featuring bases in
dramatically contrastive styles and textures (see fig. 3). Rich
in meaning and material, Saxe’'s creations continue to push
his medium in new directions—formally, techmically, and
conceptually—challenging the viewer to think in new ways
about the ceramic arts,
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