
    In no other creative area does 
one find such a close national 

and worldwide bond among its partici-
pants as in ceramics, or such a progres-
sive motion from experience to curiosity 
and cognition, from received wisdom to 
innovation.  

Pottery has always been anxious to be 
good and beautiful. Even after it had be-
come handicraft and applied art had be-
come “ceramics”, this remained true. But 
where curiosity and knowledge are on 
the increase, the question of meaning and 
purpose arises. That which pleases and de-
lights us breaks away from passive indiffer-
ence by going in search of possibilities: the 
world consists of possibilities. 

The fact that people either have a ra-
tional or sensual disposition makes an early 
appearance in mythology, where the gods 
embody such differences. Apollo, the god of 
moderation and purity, Dionysos, the god 
of untamed nature. From Greek mythology, 
they found their way into Ovid’s Metamor-
phoses, and finally as an apollonian/diony-

sian couple with its opposed character traits 
to Schelling and Nietzsche. Even today, 
there are painters governed by their intel-
lect or by their gut instinct in the art world. 
These differences have been analysed in 
sculptors and other artists and it was dis-
covered that in apollonian artists order and 
clarity are greater and in dionysian artists 
it is colourfulness and complexity that pre-
dominate. 

Art history has paid little attention to 
this theme – on the one hand, this is about 
people's personal disposition, but on the 
other hand it is about their development 
and thirdly about an influence from the 
environment. The vases of the Greek ce-
ramic painters were in line with an apol-
lonian character profile and were created 
in an intellectual environment in which the 
foundations of philosophy were being laid. 
The brushwork on European and Middle 
Eastern faience were dionysian in their col-
ourfulness and complexity. And the works 
of modern artists who want to widen their 
perceptions through drugs certainly are. But 
someone to whom we ascribe an intoxicat-
ed creative drive that explodes all form may 
produce work with a severe sense of order 
and great clarity in another phase of their 
lives. And vice versa. Thus apollonian/dio-
nysiac cannot be generalised. This is why it 
was not art history that paid any attention 
to it but art psychology. This field studies 
what needs art satisfies and which needs 
are worth satisfying. We are free to satisfy 
our personal preferences. As an artist or as 
a consumer of art. For artists is satisfying to 
see that what they do has an effect. Art does 
not only ask itself, however, if it is satisfy-
ing needs, but it serves the dialogue with 
other people and subjects, too. Works of 
art may be useless for the purposes of con-
sumption but they may also move people to 
become involved with other people's real-
ity. Art psychologist Rudolf Arnheim says 
“reality is the deeper meaning of life and 
nature”. In psychological terms, art is the 

transformation and shaping of infinitely 
diverse reality in aesthetically perceptible 
and tangible environments. 

It was Sigmund Freud who was the first 
to find a method of scientifically analys-
ing the unconscious in the process of artis-
tic creation. He worked on the premise that 
drives in the psyche set a dynamic in mo-
tion from earliest childhood, which is deci-
sive for the rest of one’s life. In alchemy, C. 
G. Jung discovered early material transmu-
tation and described it as a “treasure house 
of symbolism” that leads to a renewal of 
cultural consciousness. The psychology of 
the unconscious was important for all ar-
eas of intellectual history in which symbol-
ism is involved. His archetypes with their 
primeval features manifest themselves in a 
visual language with no intellectual effort. 
It is possible to see art created from a gut 
instinct in this way, which does not take an 
idea as its starting point. 

The credo of potters and industrial de-
signers, who create objects for a practical 
purpose, is “form follows function”. This 
does not mean that they cannot be artis-
tically significant. In nature, beauty came 
about through mere expediency too. How-
ever, according to Kandinsky, artistic ex-
pression, which plays no part in nature, is 
not a function in it but a property of col-
our and form. In art, which is dominated 
by seeing as cognition, the credo is “form 
follows content”.  

To the question of how he could make 
an impressive sculpture like his David from 
a block of marble, Michelangelo answered 
that David had always been in the marble 
block, he had only liberated him from it by 
removing all the stone that did not belong 
to David. Five hundred years later it is still 
the same. Liberating the essential from the 
inessential through simplification and re-
duction serves concision and supports the 
absorption of information – art is commu-
nication. 
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Intellect or gut feeling            

Evolution II. A hundred years of peace and free-
dom are a hundred years of spreading knowl-
edge and skill but also a hundred years of self-
ishness and crime. The expression of duality in 
black and white corresponds to the apollonian 
character. 2017, h 35 cm

Liberation from indifference

Promise. Sculpture with a dionysiac character, 
complex in the unusual colours of a promise. 
2013, h 69cm    
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