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Explorations and Transformations
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media: ceramic objects, painted details from
ald  masters, hiblical

ohject itself, which is usually a lifelike replica of
an everyday thing — a well-used baseball glove, a
tricycle, @ champagne bottle, a lunch box, a cherry

pie. a rose petal

allusions and a narrabive AT ff{:ff’ hy BE f't];i" SH e FI[:]'WE FS  These objects elicit an

based on the adventures
of a fictional character called ‘Chiora”, Geyer’s art
questions received wisdom at the same time that
they uncovered clues to the transcendent.

The complexity of this exploration arses from
the interplay of five elements that are present in
almost all of Geyer's work. The first s the ceramic

initial sensation of the
uncanny — the cherry pie looks delicious and we
respand as we would to a ‘real” cherry pie before we
abruptly ‘reali=e” that we must change categories. We
internalise the softness of the old baseball glove and
must perform a litthe bridge manoewayre into a world
whene the baseball glove is hard and would shatter if
it |.:'.|1,:|g_|'|| a ball {_;r_'!.'l.‘r joins tHha T T tradition of
broompe avil {which more accurately refers o 2D, not
3D art), in which the world is not as it appears. But
unlike most realistic sculptune, her work does not
stop with the delight of the fooled eve.

On many of these everydav objects, Gever has
painted a detail from a familiar painting, often with
a religious subject — Fra Angelice’s [resco The Sermon
et Hhe Mozt onca bazeball glove; Botticelli’s drawing
of Satan on the license plate of a tricycle; Tiepolo’s
Cail of Isafal on an ice cream churn.

In addition to the ceramic object 1tself and the
historical paintings on evervday objects, a third
clement features peferences o Biblical stores and
verses, sometimes through the art depicted (Andrea
Della Robbia's Annnciation ) and sometimes through
a combination of the art and the object (a detail from
Max Liebermann’s Samson and Dwlileh on a home
permanent box ). Oocasionally, the title of the work
adds vet another dimension. One of Gever's objects

is a porcelain champagne bottle in an ioe bucket.
O the bottle is a detail from a mosaic depicting the
wedding at Cana while adaptations of Dubuffet's
Keveler and Frederick’s Church’s frebergs appear on
the ice bucket. The entire piece is titled Miracle o Ice,
an allusion to the mirache at Cana where water was
turned into wine.

The fourth element of a Gever work is a backgeound
narrative that is not present in the piece itself but is
to bie found on her wehsite or available on printed
material that sometimes accompanies  ndividial
objects in exhibitions. In prose poems, Geyer tells the
ongoing story of Chlora, a mischievous girl whose
journey to wisdom through irreverent curiosity
and observation is ‘illustrated’ by the art objects.
Sometimes Chlora comments on the ebjects in stories
that feature them. On the website these stories are
richly illustrated with photographs of details from
the artworks, which offers an approach to one
art (ceramics) through the medium of two others
{Geyer's own prose poetry, plus photographs made
by her friends}

Any of Geyer's works stands on s own, but
to experience the pleces together as skations on a
journey of discovery adds a dimension of cohesion
to years of artistic work. This spiritual probe, the fifth
element of Geyer's body of work, is often couched
in humour or found through the intentional use of
cliché. Repeated themes emerge in many forms - for
example, the paradox of everyday objects, which
are seen in a spiritual light while at the same time,
spintual truisms are ‘brought down to carth’,

Perhaps the most significant theme to emerge from
these explorations is the possibility of transformation
in response ko the inevitable fragility of human life. Ome
piece by Geyer is particularly moving in this respect -
a padr of cantors modelbed after two fgumes taken from
the French Gothic alabaster tomb sculptures called Tiwe
Muourners, As with so much of her art, these figures are
incorporated into household objects; in this cse into
andirons, designed to be exhibited in a real fireplace,
which serves as a kind of progcenium for the porcelain
cinders and logs, one of which depicts an adaptation of
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Ealoge Botticelli's Sadan (Detard )

Therer Hebrews i fhe Fiery Furnace frorm the calacombs
of Prsalla. The Chlora story attached to this work
deals with the death of a grandmother in a house fire
at Christmas. Looking at the andirons!mourners in
the fireplace almost inevitably leads to the realisation
that this artwork, so near a potential fire, could be
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observation, “It already has been through the fire, And
here it stands."

The theme of vulnerability and transformation
is powerful in the context of porcelain as & medium
because porcelain itself offers so many inherent
challenges. As any ceramics artist knows, many
things can go wrong in the process of shaping and
drying and firing. The medium is fragile and, as with
life itself, =0 much 1= out of human control, When
something cracks in the firing process, the artist
cannot paint over it or change a phrase on the word
processor, [t 1= as if the material atself has ks own will,

What do we do in everyday life in response to
these ‘cracks’, these perhaps internal flaws that we
mever noticed before? That is the deeper spiritual
guestion that Geyer’s arl leads us o ponder.

It is a question that leads to explorations in Geyer's
artwork as well. One of Geyer's pieces, Chionr's
Wieellarrowy was badly broken when someone fell
om it a few years after it was made. Geyer put away
the pieces but, in 2015, took them out to contemplate
what might be done with a broken piece in which
she played with the idea of brokenness even before
it was Hiterally broken. As she explains: “Epoxy, fills

and in-painting would be requined, but ||.'|'|.'in|-_-; ST
traiming in art conservation, 1 saw it as an experiment.
The accompanying story had expanded in my mind
and it allowed some refiguring of the sculpture, It
needed some strengthening from below, =0 | invented
corncobs and strategically placed them for support
[he handles of the wheelbarrow had broken and
gardening gloves were added. In the story [ delved
into a compost pike, soa small shovel ciome into being,
The corn and shovel allowed opportunities for more
art |'|;|'-:I:|.rr:|.' adaptations, which weas fun, The un wieldy
whenlbarrow had beenabused by Chlora's carelessniess
and greediness, and the new version seems to beg the
question of generosity: what happens when greed and
abundance coincide? The wheelbarrow is bewildering
and busy, but it seems to bear its load with an awkward
grace-that has presence.”

In Asian traditions, such as kintsugi, the crack in
a vase is aometimes enamelled in gold, highlighting
rather than hiding the flaw. Or sometimes the
‘accidents’ become part of the meaning, as in W B
Yeats" poem, “Lapis Lazuli® wheris

Every descolovraiion of Hre stone,

Ewry necideribal crack or dent,

Seems w wrder-course or an oelanche,

e bofty sloge okiere i still snows,

Because the speaker in the poem is engaged with
the stone as an art object, even the accidents have
become meaningful and are incorporated into the
design. He does not claim that the crack was intended
or was there from the beginning. But because of his
aesthetic connection to the vhject, thi=e accidents
seem (are experienced as) part of the design.

The experience of the meaningful accident, or the
golden fAaw, has its theological counterpart in the

Christian notion of the i Ciilpx I:'|'|..'||:':-p_l.: Aawe" O
‘fortunate fall’). Like Adam, whose fall from God's
grace was fortunate in that it led to the incarnation
of Christ (a doctrine that Gever admittedly gprapples
with) the accidental crack in Geyer's work gives
feae b0 |:|"|-|_- |.:'!~,E:l|;"|_'it:'r'!.|.'1.ﬂ of transformabion ol F!l-l_l.‘h.‘\'-ihlt_"
without it. By dealing with the flaw;, something
new is ceeated. That transformation is at the heart
of all artwork, for in wresting with the médium,
something unintended and uncontrolled emerges.

ransformation  in  the medium  leads (o
transformation in the eye of the beholder, After
the bisque firing of Chainsme Catechizim, Geyer had
pairbed two images of Jesus on the plece: & detail
from Durer's Last Supper on the blade of the saw and
a detail from a Ravenna mosaic of Chirisl Seperating
the Sheep from fie Goats on a bag of sheep and goat
feed, alluding to the separation of the sheep from
the goaks, the gvl,u,hd froam the evil. at the end of Hme,
When the piece was taken out of the kiln, there was
a crack down the middle of the figure of Jesus on the
feed bag, Geyver calls this another “wise crack”, for
during the biblical last supper, Jesus breaks bread
with hiz disciples and says, "This is my body, which is
broken for you." The crack in the figure was so large
that Ciever, rather than attempting to repair it, left it
as a tear in the material of the bag and created pellets
of feed that now spill out of the "torn’ material. The
piece, which began with the broken body of Jesus
near the allusion to the last supper, now alludes to
a second biblical storv in which Jesus tells Peter to
“feed my ".II{'I:'F:I".

Ihis discovery and transformation points to
another spiritual theme found in much of Geyer’s
work; the abundance that is evidence of divine grace,
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We see this generous overflow in the chainsaw, the Abvve: Recycled Tricyele (shoten with Peter's Exster Basket anid
wheelbarrow, a cornucopia of pomegranates, a pike : : The Divine Economy Book ). 2012,
of books, a box of art supplies, a fruited wreath, the '
bounty of a busted pifata, the large F:-l_'lﬂ.ltl._‘]'l ladle
attending the homemade ice cream and in the myriad
embers of the fireplace. Each of these is compoesed
of dozens of handbullt parts, some of which can
be freely arranged. This plenitude is also found in
under-glazed, free-hand (and thus interpretive)
adaptations of masterpieces that proliferate on an
upright vacuum cleaner called Horror Vitcwed, on a
folded quilt, around an oversized barrel of Tinker
Toys, all over a tricvcle and around a full sized
porcelain scarecrow. Add to this a profusion of
double entendres, puns and other wordplay, and
there is a lot there alongside the recreated object.

Wake iF et I,hu'- |,'r-::1|,*|: Ezra Pound insists.
Through her multimedia exploration of the old and
the mew, the sacred and the profane, the carefully
wrought and the accidental, Ginger Geyer's art
does just that.
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