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Complex 1 – Your ceramic career:
What was your motivation to study ceramics at Berlin Weißensee School of Art?
Were your expectations fulfilled? What
was more important for your career – the
study of art under Bontjes van Beek or
the technical studies at the Bergakademie Freiberg (University of Mining and
Technology)? How did you come to go
to Burg Giebichenstein in Halle and what
did you experience there as a teacher?
How did your prolific career in publishing
about ceramics begin in the West? What
aims and intentions did you pursue as the
founder of the Keramikmagazin?
In my home town of Pressburg, which
is now called Bratislava, the Bauhaus had
a subsidiary. The luminaries from Dessau
lectured there. My mother taught weaving at the school. And she was so inspired
by it that she wanted me to become a
weaver. When I was still a child, she took
me along, but I was much more interested
by a dog that was lying under the modelling block of a girl student. The lecturer
gave me a lump of clay. I made animals.
And I was allowed to paint white dots on

a blue glaze. Then at the Hochschule für
Bodenkunde (University of Natural Resources and Life Sciences) in Vienna, I
experienced something overwhelming. I
was filled with this knowledge as if by a
religion. I became acquainted with whole
worlds that one does not normally learn
about and that opened up to me through
science. When I was released from captivity after the war, with only one leg, I was
a refugee. A family in Berlin took me in.
I applied to study art and was one of the
first students at Weissensee under Bontjes
van Beek. He was a commanding personality and universally respected, not least
because his daughter Cato had been executed by the Nazis. He hated Jugendstil
and became angry if anyone came along
with a nativity scene. Otherwise he was
very liberal and organised a festivity that
he called Imago, centring around dancing, alcohol and love. Such permissiveness was unacceptable to the state authorities. Bontjes was sacked. Through
my previous training in science, I had the
opportunity to purchase a kiln, although
there was normally a waiting list of sev-

eral years in the GDR, and so that I could
feed my family I took a post as editor in
chief of a magazine called Silikattechnik at the Chamber of Technology. This
was a scientific journal for glass, ceramics, enamels, cement and lime. I started a
distance learning course at the Bergakademie in Freiberg to gain the necessary
qualifications in these areas. Parallel to
this, I was made head of ceramics in Halle.
After eleven years, I obtained permission
to spend a holiday with my in-laws on
the North Sea island of Sylt in West Germany. The Berlin Wall was built right at
that time and we stayed in the West. But
I couldn't find a way to work in ceramics.
Being responsible for feeding my family,
I took up a position as an editor for the
publisher, Ullstein in Darmstadt.
Complex 2 – Your work in ceramics: Leafing through your very fine book
Kunst im Digitalen Zeitalter (“Art in the
Digital Age”), I recalled you saying that
all the work depicted there had been
made in recent years. When did you begin to paint with glaze? What technical
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challenges occurred in this? How did
you come to work in three dimensions?
Which artists do you feel close to? How
do you organise the work process: do
you make preparatory pieces, preliminary
sketches, etc.?
When I was an editor in Darmstadt, I
wrote books for collectors of porcelain,
faience and glass as a sideline, and the
paperbacks, Freude and Keramik (“Enjoying Ceramics”) and Alte Keramik neu
entdeckt (“Rediscovering Old Ceramics”).
When I returned to Berlin after the Blockade, I had a studio with its shop front
overlooking Kantstraße. I took over publishing the Keramikmagazin, which was
being published in Liechtenstein. Besides
this I gave courses and did a lot of experiments with vegetable ash and rocks. The
reconstruction of the glazes for the Ishtar
Gate and the Processional Way in Babylon in the 6th century was a key experience for me. My experiments were based
on cuneiform texts on clay tablets. It
turned out that in the first phase of construction, the reliefs were not yet glazed
and that during building work, glass was
applied to the ceramic as a new invention.
A two-stage firing process was used for
this that was known from glass making.
In the first stage, at a lower temperature,
the mix was freed of chlorine and sulphur, and in the second, the glass, which
was ground down to a powder, was fired
to form a glaze, like a frit glaze. It was
a glaze that was rich in magnesium and
sodium, low in alumina, using the halophytic soda plant, salicornia, which grows
on the coasts of the Mediterranean and
later formed the basis for the supremacy of Venetian glass. The raw materials
for the glazes used in the Processional
Way came from far away because the
Babylonians followed the lead from glass
making. The glazes had high thermal expansion and only fitted without crazing
because the clay in Mesopotamia is lime
rich. I had ascertained a firing temperature of 1100°C in a gradient kiln, which is
the melting point of copper, so I assume
that a copper rod served as a thermal element. At the same time as my study of
the glazes, I discovered that Nebuchadnezzar II, who had the complex built, also
conquered Jerusalem and led the Jewish upper classes away into captivity in

Babylon. The liked living in the beautiful
city of Babylon so much that they did not
want to return to Jerusalem when Kyros,
the king of Persia, liberated them. In trying to understand this period, I began to
become interested in human thought and
skills, how they developed and what they
had developed into. It was only then that
a ceramic consciousness overwhelmed me
like an epiphany, like in Vienna years before with the experience of knowledge. I
sensed the superiority of ceramics above
other art forms. May it enter into a new
future. As the queen of the arts from a
long noble line of ancestors.
When I encountered comparative behavioural science, cultural ethology, I
discovered that my career corresponded
to a law that ethological research had
discovered in comparisons between cultures. When the original traditional purpose loses its function, it shifts to the area
of symbol, decoration and prestige. Otto
König, the founder, said self determination , which we claim for ourselves, is
over and we become subject to the dictates of laws, whether we want to or not.
Things become symbolic and more variable in terms of material, form and colour. With new impetus for material, form
and colour. For me, this was painting in
coloured glazes, the assemblages and the
figurations with coloured glazes.
Complex 3 – the intellectual superstructure: You have very clear ideas on
the semantic content of your works.
What comes first when you make something? Do you have a fully formulated
concept or is it the idea of form for a
ceramic object? With loose reference to
Kandinsky, you work on the premise that
the spiritual element in art has been increasing since the beginning of the modern era. What is meant by this and how
do you define the “spiritual”? Skill-based
art belongs to the past for you. What are
the premises for this statement? Can this
statement be applied to a discipline like
ceramics, which is firmly based on craftsmanship? And conversely, what conditions must ceramics fulfil today to be
considered as art?
What science achieves is reflected in
culture as a collective knowledge. Life
becomes more intellectual. Thus this ap-

plies to ceramics too. The UN speaks of
knowledge society. It becomes more intellectual through curiosity, the hunger
for discovery, lively interest and a search
for truth. From all of these things, stimuli derive – there is not enough within
ourselves, we are too restricted. Through
the stimulus, an idea ignites, then comes
a concept. And the imagination leads to
consummation. This shows that art comes
from ideas and concepts. Skill is not the
motive force. The power of imagination is
the ability to create something new. And
that has its infinity and its uncertainty.
Inexplicability, mysteriousness and ambiguity are good arguments for a work of
art. Art speaks wordlessly in metaphors.
They are imprecise in comparison with
the spoken word, stimulate the imagination and bring distant things together.
They ay more than they show.
If you ask me what conditions ceramics must fulfil as art, I can only refer to
life itself. How must a person be constituted so that they can be loved. That
they have to be someone to whom one
looks up. It is said that beauty lies beyond
the beautiful. But you can define neither
beauty nor the truly beautiful. You can
only say he or she is likeable. I painted a
tile picture entitled Born to be Beautiful.
This applies to the animal and plant kingdoms. For humans, the beautiful and true
beauty are valid, but so is what we create
in the world.
The digital world is technically so
overwhelming that humankind gets the
feeling of having lost something if craft
does not satisfy the soul and art the spirit.
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