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From Song Dynasty Shards into Modern Swedish Art

—— the Sculptures of Ulla and Gustav Kraitz
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Address

Sweden and China enjoy excellent relations and it is well known that Sweden was
the first Western country - already in May of 1950 - to establish diplomatic relations
with the Peoples’ Republic of China. In December of 1978 we were the first Western
country to support China’s Reform and Opening Up Policy through a government
agreement on scientific, technological and industrial cooperation. Today the
cooperation is very lively and spans many different areas.

In the realm of culture our relations go far back. Sweden has, just as China,
a long cultural history, having for many centuries seen cultural expression as
an indispensable parts of our society. In a variety of sectors — such as music,
architecture, art and crafts, literature, film — we have produced outstanding works.
China at one point played an important role in our cultural evolution. Through much
of the 18th century a lively sea borne trade with China meant that Chinese visions of
beauty — in form and color — influenced our own sense of aesthetics. The porcelain
and silk fabrics that we bought from China became a reference and inspiration
to our domestic art scene. When a full-scale replica model of the old sailing ship
“Gotheborg” visited China in 2006 it reminded us of this important phase in our
bilateral relations.

The exhibition of works by Ulla and Gustav Kraitz relates to these old traditions. Just
as 250 years ago, their art is all about making something beautiful out of clay. In
addition, an ancient Chinese blasting technique from the Song Dynasty has played
a key and very beneficial role in their work.

However, it would be a mistake to see the works of Ulla and Gustav Kraitz as being
mainly of historical interest. The clean lines and exciting forms seen in their work
represent, to the contrary, Swedish art as has gained international acclaim. Ulla and
Gustav Kraitz are well known names on the Swedish art scene and it is with great
pride and pleasure that so much of their work — actually more than 20 tons! — can
be shown in China in cooperation with Capital Museum of Beijing. This beautiful
museum is the perfect place to exhibit these works.

Ambassador of Sweden to China Mikael Lindstrom
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Address

Gustav & Ulla Kraitz are one of the bonds of friendship between China and Sweden.
Europe learned their first knowledge of pottery and porcelain art from China. Back
in the 18th century, Swedish gentlemen ordered their pottery and porcelain wares
from Chinese craftsmen. Now, the Kraitzs have brought pottery and porcelain works
of their own style from Sweden back to China.

There is romatic charm in the art of Ulla and Gustav; that is, works of different
shapes acquire their significance from the physical force needed in their production.
Ulla and Gustav have learned valuable techniques from the works of 10th century
China and are particularly inspired by porcelain pieces of the Song Dynastic. In
1974, they built a kiln at the Stockholm Far East Museum and from there they
became known to people.

It is right when the Kraitzs saw the porcelain pieces of the Song Dynastic that their
keen senses helped them develop basic ideas, which grew mature later: large
porcelain works with thick enamel. Their works are original instead of repetitions
and constantly innovated.

Very few artists in the world are as devoted to skills as they do. Maybe, it is because
doing so requires the willingness to take risks, physical strength and perseverance.
Their techniques are based on experiments and full of innovations. Out of the fire of
kilns come not only art but also failures and fragmented products.

This is the first exhibition of Mr. and Mrs. Kraitzs’ works in China. They are widely
and welcomely received in Sweden. The Botanical Garden of New York once put
up an exhibition of their works. During another exhibition in the Botanical Garden of
Chicago, their works stood silently in snow, representing a kind of hope, a hope for
the coming of spring. On another occasion, these works had a sunbath in California.
From a embryo in the mother to a giant wrapped fruit, hope and respect for live are
the eternal themes of the Kraitzs’ works. Their works always give people the feeling
that something is breaking through to live.

However, in this expectation of life, there is also a fight against death and sorrow. At
the end of the Second World War, Russians exiled thousands of Hungarians who
strived for democracy no matter how young they were. Gustav, who had just entered
the Budapest’'s Academy of Fine Arts, was forced to work in a coal mine. After 5
years of hard work in the coal mine, Gustav, the only survivor among 10 exiles

went back to the Academy of Find Arts and finished his study. In 1956, Gustav
fled to Sweden from Hungary. We need to understand his works against this dark
background.

Gustav first met Ulla in Sweden 50 years ago, when Ulla had recently graduated
from the Konstfack, University College of Arts, Crafts and Design and put together
her first solo art show. There is a kind of integrity in their art in spite of the
differences in form between their respective works: Gustav more inclined to use
geometric and architectural shapes while Ulla more in the school of sculpture in
organically swelling shapes.

Both artists have their root of creation in the natural scene in South Sweden as
presented on the walls of the exhibition hall. Here in the Capital Museum of China,
the quite countryside in Sweden meets the clamorous city of Beijing. We will meet
again in Malmo in South Sweden this autumn, where the works of “The Art of
Chinese Porcelain”, a group of Chinese artists in the 19th century will be exhibited
for the first time outside China.

Chairman of Swedish Institute  Olle Wastberg
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Address

Malmo Art Museum and The Capital Museum in Peking are collaborating on two
exhibitions aimed at strengthening knowledge about Sweden and China and
increasing cultural exchange between the two countries. The Capital Museum
in Peking will host an exhibition featuring Swedish artists Ulla and Gustav Kraitz
in spring 2009, while Malmé Art Museum will present an exhibition of Chinese
porcelain entitled “The Art of Chinese Porcelain” in autumn 2009.

The Art Museum’s experience from previous international collaboration with
museums in countries which include Malaysia, Italy and France will be invaluable
in the planning and staging of the exhibition of sculptures by Ulla and Gustav
Kraitz. The Art Museum’s staff have a unique opportunity to work on site with their
counterparts at one of China's largest museums in terms of size and collections.
The collaboration with the Malmé Art Museum will hopefully give Capital Museum
staff a valuable insight into Sweden’s culture and the modus operandi of an art
museum in Sweden.

At the beginning of the twentieth century, Chinese porcelain played a leading role
in efforts to raise the quality of Swedish ceramics. Large collections of Chinese
porcelain were obtained for a large number of Swedish museums for the purpose
of stimulating artists and acting as inspiration for Swedish porcelain design. At
that time, Malmd Art Museum also began to collect Chinese porcelain, amassing
a considerable collection, which was used in a number of exhibitions during the
twentieth century. One of these exhibitions, “Much more than Ming — Porcelain
from China”, was presented in 1995 and displayed a representative selection of the
collection.

It is therefore unbelievably exciting to join artists Ulla and Gustav Kraitz in compiling
an exhibition of Swedish ceramic art and presenting it at a museum in Peking. One
special feature of the exhibition is the fact that objects have been produced using a
firing technology inspired by a firing technique used in China a thousand years ago
during the Song period. Giving back some of the knowledge and artistic expression
which once upon a time raised the status of Swedish ceramic art feels extremely
exhilarating.

Ulla and Gustav Kraitz have been working together for over four decades. Two
strong and individualistic artistic talents have merged into one, and with a unique

strength achieved a marriage of technical and aesthetic design. As we have already
said, a thousand-year-old Chinese firing technique has been revived in the wood
and coal-fired kiln. The same beauty of glazing as achieved during the Song period
gives the objects a special lustre. The objects are characterised by their deep lustre,
while the three classical glazes (temmoku, celadon and ox blood) and the pure,
clear blue glazing together represent the main colours for the Kraitz couple.

For Ulla and Gustav Kraitz, colour and shape are two equal components. The
shape must set off and carry the power of the colour and thick glaze. The Kraitz
couple are able to draw an endless supply of inspiration from nature with its animal
and plant forms, the human body and geometrical shapes. The shapes reflect the
couple’s insight into, and passion for, the stages of life and the course of nature.
Universality of colour and shape, and the objects’ strong sense of timelessness give
their ceramics universal validity. Stockholm, New York, Los Angeles and Peking etc.
— their art is available to each and every human being, wherever they happen to be.
The Malmo Art Museum would like to thank Agneta Engqvist for her involvement
in staging the exhibition and Ambassador Mikael Lindstrom and the staff of the
Swedish Embassy in Peking. Finally, Malmé Art Museum would like to extend very
special thanks to Museum Director Guo Xiaoling, Planning Department Curator Sun
WuYi and other staff at The Capital Museum in Peking for making the exhibition
possible.

Director, Malmé Art Museum GOran Christenson
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Address

Humans are culture creating creatures. Generally speaking, a specific kind of valuable
culture is originally created by some individual somewhere, gradually spreads across
all regions of human residence all around the world, and finally becomes part of local
culture. Inventors and artists will further develop this culture and in turn various branches
of this culture come into being. It takes insightful and attentive scholars to discover the
inheritance and variance relations between different cultures. Pottery and porcelain craft is
a vivid portrayal of the complexity in the popularization and development of culture.

The origin of pottery craft could be dated back to pre-historic period, the details of which
remain unclear. However, porcelain craft, invented based on pottery craft, was undoubtedly
a creation of ancient China and spread across the world later from China. Different regions
have developed their distinct pottery and porcelain culture, with each being part of the
mosaic of world porcelain culture. The Capital Museum of China now formally announces
the opening of the exhibition of Ulla Kraitz and Gustav Kraitz’s pottery and porcelain
works. This exhibition will show our audience how part of the ancient Chinese culture is
remolded with modern artistic concepts and techniques and becomes a distinctive type of
Swedish art. The diversity of cultural developments is prominent.

However, artists are never isolated from the rest of the world. Although every piece of art in
this exhibition may seem to be exclusively the fruit of individual artist’s creation and efforts,
this is just what it seems to be. While it is true that the personality of the artist is embedded
in the choices of themes, materials, design and artistic language and the final work, every
piece of art also reflects the needs, expectations and limits of their own times and thus
marked with their respective historic stigma. For example, according to Mr. Olle Wastberg’s
introduction, most of Mr. and Mrs. Kraitz’s works are about life and hope and this is closely
related to Mr. Gustav Kraitz’'s personal life experience. Their works are charged with the
winds of modern art and thus become a symbol of times. Their works open a window for
Chinese audience through which we can acquaint ourselves with modern Swedish art. I'd
like to take this chance to show my respect to the outstanding artistic achievements of Mr.
and Mrs, Karitz and thank the Swedish Embassy in China and the Malmo Museum for their
support and assistance to this exhibition.

Director of the Capital Museum of China (GUO Xiaoling
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RIPENESS IS ALL

Suzanne Ramljak

“We wish you not to consider the technical aspects—instead look upon our sculptures as

forms coming from nature, intended for contemplation by human beings™

THE WORKS OF GUSTAV AND ULLA KRAITZ are distinguished foremost by a
sense of fullness and vitality. With rich, thick glazes and taut, swelling forms, they
are succulent sculptures with great sensual appeal. These ripe forms be speak the
Kraitzes’ creative maturity and a life fully lived. Their sculptures are imbued with
wisdom of the body, and the generative forces of nature and art. The potency of
their work results from their combined creative forces; it is doubly invested with the
insight and passion of two strong individuals. The Kraitzes’ past experience comes
to fruition in their works, which are fertilized by decades of experimentation and
labor.

Although not readily apparent, the personal biographies of Gustav and Ulla Kraitz
have significantly shaped their artistic direction. Born in 1926, in Miskolc,Hungary,
Gustav Kraitz was the son of a metal worker.2 He entered Budapest’'s Academy of
Fine Arts in 1944, at the age of eighteen, intent on becoming a painter. With World
War |l raging and the Russian army advancing, the school was soon closed and
many students formed resistance brigades to counter the invading troops. Upon the
arrival of the Russians, Gustav was forced on a train with several of his countrymen
and transported to a work camp in a wasteland between Moscow and the Black
Sea. The laborers were recruited to help fulfill Stalin’s Five-Year Plan by reviving
the abandoned coalfields to produce energy for the country. During his five years
as a slave laborer, Gustav endured unbearable abuse and such severe beatings
that, according to one biographer, he "could have been killed several times over."
In spite of his misery, Gustav was fortunate to be among the mere ten percent of
detainees who survived. And the relentless shoveling of coal—up to seven tons a
day—that defined Gustav’s existence at the camp would later find redemption in the
act of feeding the kiln to fire his ceramic art. “Now when | shovel coal, it is for my
own pleasure,” he declares.*
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Released from the camps at the age of twenty-three, Gustav reentered the
Academy, this time with a concentration in sculpture. He also studied conservation
as a means of gaining employment, and upon his graduation in 1952 he worked
as a restorer of the country’s old churches. Although conditions in Hungary had
eased after the war, Gustav still sought to escape, and seized the chance during the
Hungarian Rebellion of 1956, when he fled to Austria. He headed next to Stockholm
with a letter of introduction to a Swedish painter from his former professor. It was in
Sweden that he first encountered Western and modern art—a profound revelation
for an artist who had been entrenched in social realism. This confrontation with
abstraction and other contemporary styles threw Gustav’s own artistic practice into
question. Seeking a viable means of creative expression, he turned his attention to
ceramics, a pursuit that would gain momentum after he met Ulla in 1960.

While Ulla’s life prior to meeting Gustav did not entail the same hardship and
suffering, it was nonetheless essential in shaping her later aesthetic. Born in
1936, Ulla was raised in Stockholm. She attended that city’s Konstfack, University
College of Arts, Crafts and Design, from 1954 to 1958, and continued her painting
studies in Malaga, Spain, where she created stylized landscapes and portraiture. It
was upon her return from Spain in 1960 that Ulla and Gustav met, while both were
exhibiting in a Stockholm gallery. Over the next four decades they would merge their
considerable talents as a painter and sculptor to produce unprecedented ceramic
works with the compact richness of gemstones.

Gustav and Ulla married that same year and began collaborating on small,
functional ceramic ware. The endless potential of the glazes appealed to Ulla’
s painterly sensibility, and Gustav continued to refine his skills on the wheel. He
also gained valuable expertise with large-scale ceramics by working for porcelain
factories that produced industrial components. This latter experience provided
Gustav the means of realizing large, durable ceramic forms that transcend the
medium’s traditional limits of size and endurance. Gustav has enlisted this facility
to create numerous commissioned works for public spaces, including children’
s playground sculpture, fountains, and walkways. When the couple moved from
Stockholm to the verdant countryside of southern Sweden in 1968, this setting
would provide a laboratory for their large-scale outdoor ceramic installations.

THE KRAITZES CREDIT ONE BOOK WITH HAVING CEMENTED THEIR
ARTISTIC PATH in the early 1960s. It was Nils Palmgren’s Sung Sherds, a
catalogue of ancient ceramics that had been unearthed by a Swedish expedition.
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One fragment in particular—a small medallion of a fish—enthralled the two artists.
The shard’s pale green celadon glaze ignited their quest for the same limpid and
deep effects, and set them on a lifelong course of experimentation and innovation
with ancient Chinese firing techniques. In order to achieve the glazes they emulated
in Sung ceramics, the Kraitzes needed to replicate their methods of firing with wood
and coal in large kilns. With no available manual or blueprint other than depictions
in Chinese paintings, they had to surmise the scale and properties of these large
flame-fired kilns. While it would have been easier to employ kilns fueled with gas,
oil, or electricity, they would not be able to produce the same scale or richly glazed
surfaces. “We have chosen perhaps the most difficult [method]—but the one which
gives the best results,” Gustav asserts.®

Although the Kraitzes wish to downplay the technical aspect of their work, it
performs a crucial creative role and adds to an appreciation of their artistic
achievement. Through years of trial and error, they have gradually mastered the
dynamics of a kiln measuring over 250 cubic feet and with temperatures exceeding
2000° Fahrenheit. They have come to understand the inherent qualities of burning
different woods—apple and pear for celadon shades, alder for creamy yellow—
and the luster effects resulting from multiple firings. They have also become
connoisseurs of coal, choosing to acquire this fuel from Poland for its high caloric
content. Once the cause of great suffering in Gustav’s life, coal is now the means
for achieving sublime surfaces in art. He paid sculptural homage to this source of
creative energy in a 1996 installation consisting of kiln-shaped armatures filled with
neatly arranged coal and wood. Here the raw materials are allowed to remain in
their latent state, a hymn to the unspent potential of the kiln.

It is telling that the Kraitzes are the only contemporary artists who have successfully
revived this ancient Chinese firing practice, even though they have not kept
their methods a secret. The couple openly exhibited their procedures in 1974 at
Stockholm’s Museum of Far Eastern Antiquities, where they constructed a flame-
fired kiln to demonstrate their technique. This exposure notwithstanding, other
artists have not been able to build an effective kiln with the proper proportions and
physical conditions. It may also be that they lack the sheer determination required to
master this arduous form of firing, which necessitates the almost constant feeding
of wood and coal. “You must be a fanatic if you want to work this way,” Ulla explains.
“It is so hard that you have to struggle and fight, and most people aren’t willing to
do this.”® The Kraitzes’ collaborative approach is in part dictated by the rigorous
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demands of their firing technique, which was originally practiced in China by as
many as forty people. In an ironic twist of fate, Gustav’s background of suffering
successfully prepared him for such a grueling form of art. While others might
consider the kiln work excruciatingly hard, he finds it manageable after the torturous
labors of his youth.

The boon of the Kraitzes’ devotion to flame firing, the reward that makes the
extreme effort worthwhile, is the unrivaled union of color and form they achieve in
their work. Their sculptures have such integrity that they appear to be carved from
richly hued stone. Surface and form become one, as the fullness of the mass rises
up to meet the depth of the glaze. The artists continually experiment with different
glaze treatments on the same sculptural form to find a color that resonates best with
the shape. Although their palette is limited to four basic glazes—oxblood red, cobalt
blue, celadon greens and grays, and a dark brown tenmoku—the range of effects is
unlimited. Rightfully determined to have their works viewed as sculpture, rather than
just ceramics, they produce admirable sculptural volumes, albeit with the added
luster and color only glazes can allow. Not exclusively wed to the medium of clay,
the couple also enlists other materials, including stone and bronze, to realize their
vision in three dimensions.

While the Kraitzes’ collaboration is born, in part, from the physical demands of flame
firing, they also complement each other aesthetically. Working together, side by side
and individually, they have achieved a symbiotic exchange. They share the same
glazes and rich surface effects, but each has a vocabulary of forms in keeping
with their own personal predilections. Gustav leans towards greater geometry and
clarity of form—producing variations on cubes, spheres,cylinders, and wedges.
One could interpret Gustav’s quest for order and classical form as an attempt to
counter the horrors of the Gulag. Driven by a will to beauty, he seeks to restore the
world around him. “The dark memories of my life haunt me,” he states. “Through my
counteracting of these destructive experiences | create my art.”

GUSTAV KRAITZ'S MOST POWERFUL ESSAY ON ART'S GENERATIVE
POWER is found in his 1998 monument Hope, set across from the United
Nations Headquarters in New York City. Dedicated to the Swedish diplomat Raoul
Wallenberg, this work served a vital role in Gustav’s own biography, providing
a form of artistic catharsis. Wallenberg was stationed in Budapest in 1944-45,
pursuing his heroic mission to save Hungarian Jews, while Gustav was also residing
in the city. Although their paths did not cross, Wallenberg’s impact was inescapable.
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In Hope, Gustav sought to evoke the devastated cityscape of Budapest during this
period, conjuring burnt-out chimneys and the worn streets of the Jewish ghetto.
His composition concisely unites abstract and representational elements—textured
columns of black Swedish diabase suggest chimneys; a cobalt blue sphere signals
hope; a bronze briefcase with the initials RW conveys the indelible presence and
bravery of Wallenberg himself; while the cobblestones, actual transplants from the
Budapest ghetto, inject a tangible reality from that historical time and place. This
work functions successfully on many expressive levels: as an eloquent monument to
Wallenberg’s unflinching courage and humanity, as a symbol of hope in the face of
human struggle, and as a tribute to Gustav’s own ability to overcome great hardship
through art’s redemptive force. It is also a testament to the artist’s inexhaustible
commitment and creative strength, as this project took more than four years to
be realized, requiring eighteen trips to New York, and the navigation of countless
bureaucratic obstacles.

In a similar way, Ulla Kraitz’s preferred forms—biomorphic, organic, and often
redolent of the human body—are rooted in her past experience and perform a
restorative role. Having given birth to three children, one of whom died suddenly at
the age of nine, she carries her own scars and sense of loss. Her work is also an
affirmation of human nature and existence. “My experience of life-and-death and
women is a crucial theme in my artistic work,” she explains. “My organic shapes
carry therefore traces of life.”

The two artists’ proclivities balance each other beautifully. Gustav acknowledges
that he is harder and more technical, and benefits from Ulla’s softer approach. Ulla,
in turn, values Gustav’s technical prowess and derives from him a greater sense of
control.® The interchange between their creative sensibilities results in sculptures
that are fuller and finer. Ulla’s animal and vegetable forms come to assume the
generalized contours of geometry, while Gustav’s cubes and circles settle into
more gentle shapes. Together they exhibit strength tempered by sensuality, muscle
tempered by soft flesh. Their complementary natures are aptly embodied in works
like Red Apple on Table (2000); composed of a juicy red stoneware fruit on a dark
diabase platform, it is a fusion of hard and soft,restraint and luxury.

It is fitting that the first sculpture, as opposed to functional pottery, that the Kraitzes
collaborated on was titled Kernel (1971). In this basic form, which the couple would
explore in later sculptures, life literally erupts from a crack in the round body. It is
the birth of their career as sculptors. Like a seed, this piece contains within it the
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elements that would distinguish their later work—strong sculptural volumes, rich
surface treatment, potency and compactness of form. This kernel or pit also points
to the thematic direction that Ulla would explore in depth within her individual work.
The sculptural subjects that Ulla has chosen—beans, embryos, seeds, torsos, and
infants—all swell with latent life. Like the kernel, they harbor vital energy within.
She has created endless variations on the gently contoured bean, ranging in size
from 1/2 inch to over two feet, each lovingly modeled and glazed. Likewise, she
has rendered the embryo form in numerous compositions: singly, doubled as twins,
and as a long row of small bodies in her aptly titled installation Life (2000). These
embryos are like human beans, concentrated life forms with the potential for growth.
Ulla’s cultivation of such compact rounded forms speaks to what visual theorists
call “subjective contour completion,” our instinctual tendency to seek continuous
contours and closed shapes. James Elkins, in The Object Stares Back, speculates
that our quest for whole forms is rooted in a “desire to reject the imperfect
machinery of the body in favor of the pre-human egg, or zoocyte.”° Indeed, the
artist’s organic sculptures return us to essentials and the most basic forms of life.
Ulla’s treatment of the human figure spans the entire stylistic continuum, ranging
from realism to abstraction; from a strikingly accurate portrayal of her eight-month-
old daughter to slab-like bodies. She has condensed the female form to its structural
essence as the trunk of the body from which the limbs extend, and, with a profusion
of glazes, has generated torsos on multiple scales, sometimes grouped together
like a forest, or set in quiet solitude.

Together, the Kraitzes have sculpted numerous other natural structures and animal
forms, including a stylized menagerie of bulls, horses, cats, snails, and beetles. The
contours of these creatures are so smooth and flowing they almost seem as if they
were poured into shape. Even inanimate forms, such as rocks or shells, are imbued
with a sense of life and movement. This is most evident in a series of Secret or
Magic Stones, or in their Sea Stones (1978), which assume the rippling dynamism
of the water they inhabit. Practicing a form of secular animism, the Kraitzes confer a
spirit on their sculptures that resonates beyond the form.

THE GEOMETRIC AND ARCHITECTURAL STRUCTURES that Gustav creates are
also marked by an animate presence. They are not lifeless and sterile, but instilled
with implied energy conveyed through carefully modulated contours. Gustav has
refined a type of imperfect geometry; his spheres are slightly irregular and his cubes
are often rounded, as if worn by age. He applies this same sensitive handling to his
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public projects, like a stone slab bench that is gently curved to nestle the buttocks.
Drawing on the example of nature, where there are no right angles, he specializes
in a form of understated convexity.

Indeed, nature provides the couple’s main source of creative inspiration. Their
concentrated sculptural treatment of nature captures its underlying structure rather
than its outer surface effects, its essence not appearance. On a philosophical plane,
their works seem to unite the Platonic and Aristotelian traditions of thought: Plato’s
ideal forms—the absolute, unchanging archetypes behind all natural phenomena—
are modified by the empiricism of direct observation. The Kraitzes produce a type
of ideal materialism, or sensual idealism; it is as if they brought Platonic forms down
to earth and materialized them in their work. This merger of the ideal and real lends
their art its composure and timeless classical strength. The Kraitzes’ sculptures
are still yet expectant, calm but not lax. Like the finest art, their works look easy,
effortless, “natural,” yet they are the product of intense labor and conceptual rigor.
The Kraitzes’ involvement with nature entails more than just distilling organic forms,
as they are directly engaged with the land at their rural home and with their works
designed for outdoor spaces. They acknowledge that the countryside of southern
Sweden, where they have lived and worked for over three decades, has had a
decisive impact on their art.

Set on a bluff overlooking rolling planes and with views extending out to the sea,
this fertile landscape includes orchards, beech forests, and diverse gardens. It is
from this vital setting that their work emerges, and to which it returns when it is sited
back in the land. The relationship is reciprocal, as the environment has shaped the
Kraitzes’ work, so they in turn have shaped the land. Nature and culture carry on
a knowing dialogue: oxblood red spheres intermingle with coiffed circular shrubs;
large ceramic shells provide a surface for creeping snails; clay vessels and pillows
lounge under fruit trees; sculpted torsos and infants stretch in the grass; a bronze
cat prowls lithely across a stone table. It is a comfortable cohabitation of nature
and art, with each complementing the other. The varied grounds surrounding the
Kraitzes’ home provide an ideal stage for experimenting with site-specific sculpture.
Their placements are never forced; the sculptures seem to have settled there over
time. This sensitivity to the land’s contours and textures has translated into many
successful outdoor installations, including at the Botanical Gardens of Chicago and
New York, as well as Washington, D.C.’s Smithsonian Institution.

Beyond just embracing nature’s aesthetic, the Kraitzes also welcome nature as
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a creative accomplice, especially in their outdoor works. Nature helps to
complete their art as the changing weather and seasons bring new colors and
textures to enhance their compositions. In works like Rain Stone (1978) or Eye
Stone (1987), which feature carved out hollows to collect precipitation, nature
is directly contained in the sculpture’s concave “pupil.” The water serves to
activate the form—as it quivers in the breeze, gathers falling leaves, or reflects
the sky above. Nature is literally captured in these works in the same way that
the Kraitzes are captivated by the bounty and beauty of natural structures.
Providing a definition of his ultimate joy, Gustav describes firing the kiln at dawn
with springtime bursting all around him. It is for him a “liturgical happening,”
a communion where nature, art, and life are all in harmony. “I meet with a
feeling of joy that not too many people are privileged to experience,” he affirms.
“Working in this way you experience creativity totally.”"" The Kraitzes’ nature-
fed forms impart to the viewer a similar sense of happiness. Aesthetician
Herbert Read described such organic sculpture as the “art of joy in living,
of confidence in the world.” '? Read saw this art as an antidote to increasing
mechanization and an attempt to satisfy our craving for organic presence. A
similar assessment of nature-based art was rendered by art historian Jack
Burnham, who maintained, “There is a morality implicit in natural forms [....
through them] man seeks and finds a positive moral position in the earthborn
phenomenon about him...a kind of stabilizing factor for his powers of cognition
and creativity.”3

IN BOTH THEIR ART AND WORLD VIEW, the Kraitzes testify to the value of
nature as a source of personal sustenance. “When you have had hard things
behind you, you love the beautiful things even more,” Ulla remarks. “You also
need nature, for a sense of well being.”"* Motivated by their own quest for
wholeness, they create art that speaks to larger, broader humanist impulses. In
humanism, where “man is the measure,” the ease of the human being becomes
the ultimate criterion. Responsive to our physical needs and pleasures, their
work appeals to our sense of order and well-being.

Unlike so much contemporary art born of anger and critique, the Kraitzes’ work
is serene and knowing, free of irony or spite. Although they are conversant in
contemporary art issues and have gained the respect of their peers, their art
transcends their immediate historical context. While their work is rooted in their

individual lives, it is not personal; it is relevant, but not topical. The Kraitzes’
scope is more vast and timeless. An affirmation of the human spirit, their art
bestows upon its beholders an arousing sense of life.

Suzanne Ramljak, a writer, art historian, and curator is currently editor of
Metalsmith magazine. Prior to this Ramljak served as curator of exhibitions at the
American Federation of Arts, editor of Sculpture and Glass magazines, as well as
associate editor of American Ceramics magazine.

1 Ulla and Gustav Kraitz, "Artists’ Statement," Sculpture from the Flames (Washington, D.C.: Smithsonian
Institution, 1994.)

2 The biographical information that follows relies heavily on David Finn’s detailed account in Hope, A
Monument to Raoul Wallenberg (New York: The Overlook Press, 2000.)

3 Ibid., p. 13.

4 Quoted in John Beardsley, "Sculpture from the Flames," Sculpture from the Flames.

5 Quoted in Sculpture from the Flames

6 Interview with the author, May 22, 2001.

7 Unpublished artist’s statement, 2001.

8 Ibid.

9 Interview with the author, May 22, 2001.

10 James Elkins, The Object Stares Back, On the Nature of Seeing (New York: Harcourt, Brace & Company,
1996), p.128.

11 Quoted in Sculpture from the Flames.

12 Herbert Read, Origins of Form in Art (New York: Horizon Press,1965.)

13 Jack Burnham, Beyond Modern Sculpture (New York: George Braziller, 1968), p. 100. Burnham made
this observation in relation to the views of biologist and classicist D’Arcy Wentworth Thompson as expressed
in his book On Growth and Form (Cambridge, England: Cambridge University Press, 1959.)

14 Interview with the author, May 22, 2001.
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FER wE/EB0RK /19145

Plate ceramic / Diameter:60cm / 1974

—ABEMT R BZRAAE20ML60FREHNZ
RIERE, B ZRRET « HREHEMRE (RRER) (Sung
Sherds) , RABUBFAFXRILH T HBAAE KRR F X
BHTEXY, IBF—ATE2RERNER LEESI TR
RMEARRER. IREEHA DAREHNTE, RETRE
RRABVEFERAMEE BRI RNRE, Blt, XA
AET— 05N, XM E SRR R ARETIRE
FEH.

The Kraitzes credit one book with having cemented their
artistic path in the early 1960s. It was Nils Palmgren’s
Sung Sherds, a catalogue of ancient ceramics that had
been unearthed by a Swedish expedition. One fragment in
particular—a small medallion of a fish—enthralled the two
artists. The shard’ s pale green celadon glaze ignited their
quest for the same limpid and deep effects, and set them
on a lifelong course of experimentation and innovation with
ancient Chinese firing techniques.
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R ®% /K60 , BT02 %K /20005

Fragments ceramic / Lergth:60cm, He 70cm / 2000
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FantL %
HEMMEGFHRTE, RREXRRAERNKEETRZ—

Psalm of life

Hope and respect for live are the eternal themes of the Kraitzs” works.
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SRR TREEE T FRAA. T SBTREIL, XEMEBEE G AU, fhi]E8Z2

BEEGHRER,

The sculptural subjects that Ulla has chosen—beans, embryos, seeds, torsos, and infants—all swell
with latent life. Like the kernel, they harbor vital energy within.

By OBE/ PN R—

Puppa ceramic/ Different Sizes
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L Mk /R60RE /19735

Newly born baby ceramic / Length:60cm / 1973
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SHEMOTEF ME/Ke0BX /19745

Lying child ceramic/Length:60cm /1974
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T AMEE, 253 ME/ksxsBk,H1202K /19935

Woman’s room, 25 poles ceramic / Length:8x8cm, Height:120cm / 1993
A THLR AR ERT RSN TE, " — 0 « HER L 1 11dll

"My experience of life—and-death and women is a crucial theme in my
artistic work." — ULLA KRAITZ

I
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Hfy mE /20005

Life ceramic /2000 :
‘- -~ ; ‘;—‘ .
— - {’ o
iy ! - .
(»:.‘ 4 ,:..',.‘:-:? Ed s - ‘ - = -
- -

"y

AENTEERANIERMEER LHRE—FELE S AR TENEMIE R A XA Z R F 2
BIRFASHARE,
Our quest for whole forms is rooted in a desire to reject the imperfect machinery of the body in
favor of the pre—human egg, or zoocyte.
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B ME/S1002% /20065

Pregnant woman ceramic / Height:100cm / 2006




BF &/ &53RK /20045

Body trunk ceramic / Height:53cm / 2004
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g BE/ IS —, 1BE~3B X /1975~19785F

=z

Bean ceramic / Different Sizes lcm - 3 ¢cm / 1975 - 1978
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BEARE BmE/K10EX, £2602%/2000~20025F

Wrapped fruit ceramic / Length:110cm, Diameter:60cm / 2000 - 2002
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RBZE
RERW T B2 5 ER R B

Sound of Nature

Nature provides the couple’ s main source of creative inspiration.
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W8 TR ME/XIR—, 30BA~1102 K /1978~1985%

Conch and Stone of the Ocean ceramic / Different Sizes, 30cm - 110cm / 1978 - 1985

72
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AZER & /FIT—/1978~1985%

Eye Stone ceramic / Different Sizes / 1978 - 1985




B ME/ T —, B2308K~60R2 K /19785 ~19855F

Globe ceramic / Different Sizes, Diameter:30cm - 60cm / 1978 - 1985

HHERMAEN VAR EREF RS EES (ERIFETES. XM, BR, HD
AR REFALERTH T HHERREE R —MAEROVES; ERTPOREE—RTAR
W, ZHEXFEFERE, WFRETT5BNEDR.

The geometric and architectural structures that gustav creates are also marked by an animate
presence. They are not lifeless and sterile, but instilled with implied energy conveyed through
carefully modulated contours. Gustav has refined a type of imperfect geometry; his spheres are
slightly irregular and his cubes are often rounded, as if worn by age.

EZNHEYENAS T, ME—MFHE, PHEEERNEIK.

In the Botanical Garden of Chicago, their works stood silently in snow, representing a kind of hope, a hope for the coming of spring.

”
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EEFEMIR @E/120RK X2402 X /19985F

Globe on a base ceramic / 120x240cm / 1998
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B ME/ k0B, H402K /20045

Pillow ceramic / Length:40cm, Heig

40cm / 2004

WA e A, 88 e g

B
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MEE BE/ K TR—, 15K ~T5R K /20085

Cube ceramic / Different Sizes, 45cm - 75¢cm / 2008

HHT I R ESRIE R M LA TR TN & 0BT, R TT . 3k
. EAE B EIER R AR T 0T DU o B 55 K 3 B A0 82
BB ANEREEXY SRR P EL LA R, & TXEME
R, HH BRI REZGHAHR. “EFPHERRCIZ—ERRE
I, UM, BN ZARBTHXER KMEE BRI, ”

Gustav leans towards greater geometry and clarity of form—
producing variations on cubes, spheres,cylinders, and wedges.
One could interpret Gustav’ s quest for order and classical form
as an attempt to counter the horrors of the Gulag. Driven by a
will to beauty, he seeks to restore the world around him. “The
dark memories of my life haunt me,” he states. “Through my

counteracting of these destructive experiences | create my art.”
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Z Mt/ kA, BB A, S45BK /20085

Stool ceramic / Length:45cm, Width:45c¢m, Height:45¢m / 2008

RIBE LR ORLNERE, NABT—MEENREN. BRPHAFEER, THEXRMN
HFEIFRLEER T E THNOERR.
A stone slab bench that is gently curved to nestle the buttocks. Drawing on the example of nature,
where there are no right angles, he specializes in a form of understated convexity.
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PR

O3 mE/&H0RK /20065

Horse head ceramic / Height: 70cm / 2006

RER. EHMMFMIH, SERBENEM—E, 887
SRR KARENEIIERE,
The objects are characterised by their deep lustre, while
the three classical glazes (temmoku, celadon and ox
blood) and the pure, clear blue glazing together represent
the main colours for the Kraitz couple.




FER BE/BTRA~65RK /2000~20085F

Apple ceramic/Height:47cm - 65cm /2000 - 2008

KINFER—EER R SEMNTEES
Red Apple on Table — it is a fusion of hard and soft,
restraint and luxury.
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HHEX -mE R (1926~1960)

1926 4+ FQFFIILEPRIKIELES.

19321944 5# )\ KL Fm 4 REH,

1944 T RAS¥RARMALELLLEIFEE—B2E, EASRERATAMYTERS
RS, THAE, SERMRAREM, ERSREF+—BWET, HETERRER S X
BER, ERSRALME—LEEEE,

1945 i, FEHMA—REFETEHEE, HE B EH RS E > BHNIREE, ERE
EEWEE AR IRET, SRR, MO FHAZTEROERZM “SHBFEER",
MR BURSEESRA ., WIS “BR” REE AT ARSRFAESNERLYS, &
BE R TET HE, = XRERE, B NEEBDRTBR, SRWIMMETEEEEE
5, &% T RERES,

1949 7SR T H AMIHZET R E— N REHRIZ G, WEREE.

1950 REIEARS2RR, B HR AR,

1953 & R¥ W, WEEGFFILRS T, 5 —EEF+=tHEnHE,

1955 S5HA—RHIET—NRBFFIET R, Hikit R EFE SIS — AR hEi—
NEBEMRAEKE, REESTIRAE TR ST, REBEEAFEEA, EMET
RISSHERF AR, BT S ESTARIEE FEIESF, tBUY T -k,

1956 FFIL £ X, HEERITRISF@FF, TEREDFAEK LR T — A%
1%, BEAMST—HEEE, KEARERISERRNPRRS - FER, IR
NE SRR — ANE RS R, MIBE XK BIHTE S /REE, 155 — T E S REEH T EYIE
B THE,

19561960 XBRZ KWL HERRABC—EFH “RENE" .

SR - B =Y (1936~1960)
1936 = TH s SR,

1943~1954 B N—T&TFRFES, REEXENERT, EAREFHFERE,
SERMLILFEIZ R,

19541958 i THESRETZEAREN, TREEMEZ . FNE—RASMFEL,
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19581960 58 A T EAFMEEFNAL—E, AR FFEIZT AR, EDHIMNAY
N#ErE R FRF % E, THBAEDRIINACaja Ahorros de RondaZé M ER PABR, &
F9TE, BT &£ %N, 10520 R B # =S /REE,

HETEE ARG - e ER K (1960~-2008)

1960 & HiE RSP AS AT R REN—XEARR EHEIRN WA—EFIELHEE
BRI ER AT, RRTHE TR SPh A SR E

1961 T4R4B%4%E, MREIEESFRENSIMIATER, EMEMNIE T —HEEZESRN
¥

1962 E— "% T NEWMBT2A7EE 4, P B THREE, ARK—RMNEERETE,
X T TEFTRMNE T

1964 —%JLAFEFATT3R4RH 4,

19651967 LT HERNE—ERER, EANESTRE-—RERITHN LHMHNSE
BN ARE, XM ERERERMBE—R I HlEMmM. ATH-TTERZ, HHE
RERE, I, EEMRMANHN—RIKREBETL TEFZ,

1967 SPfUAEHTESRERENE R NPABR . HHTE RSB ASR MBI ZEARLE,
MHPERRHNEMETRRR & HTHREREREMNXAFHLREENE, TEX—K
WEBEAEFLTENER. EHABEPEEIELENUE L, HET-MHRIANZARE
Fo AR BT T IRE. BEERH 7 IRMENE TH.

1969 EHERIT T, HHERS TRHLRAIE, FisT—REET IR A0SR BB
THERE

19691970 AFERERANEIMT, THERELEE.

1971 IR ARMZT FETHRE ThH MR AEF . SPh AL ARERLE . IR Z5RR
BB

1972 IR ET FININER . BEDRARE(103LT7K), BEARLMIE,

1973 HESRERIEMIEIERS - TRETL/RERS, AT ERRENEETEEIE
RRWS], BIEMEEYERNRE. BE=PETFRBEE,

1974 AR T EYERENDREHE, A ETRENRS LRET-EFERER LXK
W T—MEITR, M & TS EACHERLER, FEESURNETEZ,

1975 =44 - BETHIRBMIARR - RILMTERRBARBXN R, FIEFKI0D YR
WNEBLFF (GUKPREREZ)

1978 ZIHATEE—FRIE AR, SIFREEREH (RNERNRF)  LIEMT1979F
SERo

1980 X IR DR —ERHNENEIE, EIE400ETKTF IR BF ANEMAI R
TRz HE—1EZEWNTE.

1982 T THERME “G LiEES” , ERERG MM/ VR ERRSTERNILY. +R, =4
¥ S EREHEE LI A (BREETE ENTED) . AR T +AhARAERBMN
[=Xi:9: 88

1983 A TAFALNES, FRERRIAZB] R AFRLBHIN, I—EZE R
TR R,

19901991 &M= E TN E~PIBET— 1 E R,

1993 A ILREZABEYIENRIERK NI EFTREEERTHNEBERCHEDERR
B, THRE R —RIEXERNR L.

19941995 HL TR RIEERITTLSEYTE.

1995 LHERSHES REAGARAEE KL /Re - Hrem WHl. W7 EREN
Ko HiEmMAANRLREL SHNTEIRFENEA,

1997 R ELSHEE, FRERANATZARZRRM A,
1998 LA ELTH (FE) TRIBEELANER.

1999 S TAATHL LT /R -BARETI0H258 2T “CoIES. YR SmE”
REA S

2000 ZINAATHITH “AXRE L. REME” s,
2002 T S/RAE W X AR BB (F7) M. BET—EMNARER,

2008 HFEEHMBFTFMAR “lllis Quorum Meruere Labores” &% E, BINREM(1=E
BRI EAR %,
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Gustav Kraitz (1926 - 1960)

1926 Born in Miskolc, northern Hungary.

1932 - 1944 Attends school in Miskolc. s S S

R

1944 Admitted as a special student to the Academy of Fine Arts, Budapest, after
winning first prize in a school-sponsored painting competition. Studies painting. In

November the Academy is closed due to the impact of World War Il. Flees to hometown,
Miskolc, where the Academy maintains a number of summer studios.

1945 Seized and taken with others in freight cars to the Soviet Union. Sent to Donbas, ™= : S il L . — - - s T
halfway between Moscow and the Black Sea, to restore the coal mines destroyed by ; [Tk 1
the Germans. Learns later that the reason he was handed over by the Hungarians was 1
his “connection to the previous régime,” a German ally. The presumed “connection” was : ‘ : ]
his state grant to the Academy. Works five years in the mine. Attempts to escape three S22 . i = o = ;
times but never gets farther than the Rumanian border. Each time after being captured ] o : - : — —

and brought back is severely punished. AR i R ; > ’ <

e A T s

0

‘Il“"'l

1949 Released and sent home, having completed Stalin’s first fiveyear plan for that
mining district.

1950 Returns to the Academy of Fine Arts, with a new concentration on sculpture and
building conservation.

1953 Ends studies. Sent to the countryside in northern Hungary to work on the
restoration of a thirteenth-century church.

1955 Devises a plan with a friend to flee Hungary. The plot involves a submarine made
from four oil drums and a periscope that was to float down the Danube to Croatia, and

then to Italy and the West. Two days before the scheduled launch, learns that armed
soldiers and marksmen are guarding the border across the Danube. They cancel the
escape plans.

1956 The Hungarian uprising. Gustav plans to leave Hungary. On the way to the
border, meets one of his old professors who gives him a letter of recommendation to his

friend Arne Cassel in Sweden. Ends up in a refugee camp in southern Sweden. From
there goes to Stockholm, where he is given a job for the City Museum.

1956 - 1960 Undergoes a self-described “dark period* in his life.
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Ulla Stenkvist (1936 - 1960)
1936 Born in Stockholm, Sweden.

1943 - 1954 Attends an all-girls school, then secondary business school at the
insistence of her father, who opposed her studying art.

1954 - 1958 Studies at Konstfack (College of Art, Crafts and Design) in Stockholm,
concentrating in painting and ceramics. Works part-time in an office.

1958 - 1960 Leaves for Spain to study art with her closest friend from Konstfack.
Studies painting at the Academia de Bellas Artes in Malaga. Has first solo painting show

at the Caja Ahorros de Ronda in Malaga in May. The reviews are favorable. Runs out of
money and returns to Stockholm on October 2.

Gustav & Ulla Kraitz (1960 - 2008)

1960 Gustav and Ulla meet while participating in a group show in Stockholm. Begin
working together to produce functional clay objects, mainly as a source of income. Start

experimenting with glazes. Ulla continues to paint.

1961 Married on April 4 and move to Huddinge, Sweden, where they rent a house with
a ceramic workshop.

1962 Katarina, their first child, is born on February 7. Ulla has an embolism and is
seriously ill for a long time. They buy the house in Huddinge.

1964 Second daughter, Cecilia, is born on March 4.

1965 - 1967 Gustav’s first large-scale work for a hospital in Stockholm involves
airshafts in glazed stoneware, manufactured in a factory in southern Sweden. To further

his skill, he works on a freelance basis in several large ceramic industries in Sweden,
Denmark, Germany, and Austria.

1967 Ulla’s second solo painting show, in Stockholm. Gustav and Ulla are
experimenting more and more, deriving inspiration from the Chinese celadon glazes of

the Sung dynasty. Forced to leave house in Huddinge, due to neighbors complaining
about smoke from their homemade experimental kiln. Find an old, run-down artist’s
house on the slope of the Halland Ridge, in the southern part of Sweden (Skane). There
they construct a new wood-burning kiln. Several difficult years follow.

1969 Gustav creates a play sculpture, Blue Train, for the city of Sédertélje, in
collaboration with industry.

1969 - 1970 Start to build kilns inspired by Chinese firing techniques.

1971 Sudden death of their eldest child, Katarina, from a cerebral hemorrhage. Ulla
enters a deep depression. Their finances hit rock bottom.

1972 They build four more kilns; the fourth one is large (10 cubic meters) and fired by
wood and coal.

1973 Visit from Bo Gyllensvard, director of the Museum of Far Eastern Antiquities
in Stockholm, who is overwhelmed by the kiln and ceramic work, and offers them an
exhibition at the museum. Third child, Anna, is born.

1974 A Chinese kiln is constructed on Skeppsholmen in Stockholm, in conjunction with
the exhibition at the Museum of Far Eastern Antiquities. The exhibition proves to be a

turning point, and they are finally able to support themselves by their work and indulge in
experimentation.

1975 Are the subject of a 40-minute television documentary, “Stoneware out of
Flames,” by Lennart Rudstrém and Inger Aby.

1978 Commissioned by an insurance company in Gothenburg, Sweden, for a large
lobby wall commission, Wingbeats Over the Shore, which is completed in 1979.

1980 Receive a commission for a 400-square-meter hand-made floor for a new church
in Malmd, Sweden. Embark on a controversial project for the newly constructed nuclear

plant at Ringhals.

1982 The sculpture fountain, Seagulls over Stones, is dedicated in their little village of
Forslév. “The Chinese Horse on the Halland Ridge,” a second documentary by Lennart

Rudstrom, is filmed in October and aired on Swedish television in December.

1983 Pressured by financial realities, complete two sculptures for a nuclear power
plant against the protests of family and friends who are staunchly opposed to nuclear

power.

1990 - 1991 Add a gallery onto the Halland Ridge property.
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1993 Exhibition at Malmé Art Museum proves a huge success. Receive visit from
representatives of the Smithsonian Institution in Washington, D.C., and begin plans for a
series of exhibitions in the United States.

1994 - 1995 Early outline for a monument to honor Raoul Wallenberg.
1995 Gustav meets Marcus Storch, president of the AGA Group in Stockholm. A close

friendship develops, and Storch becomes a major supporter and the exclusive sponsor
of the Wallenberg monument in New York.

1997 The Wallenberg monument takes shape and is approved by the New York City
Art Commission.

1998 The Wallenberg monument, Hope, is dedicated in New York on November 9.

1999 Participates in symposium “Monumental Visions: Contemporary Commemorative
Sculpture” on October 25 in New York City celebrating the Raoul Wallenberg Memorial.

2000 Symposium “On Fertile Ground: Sculpture in the Landscape,” held in New York
City.

2002 Dedication of Cataract, a major outdoor project, in downtown Malmé. Build a
new, larger kiln.

2008 Awarded the gold medal “lilis Quorum Meruere Labores” for artistic excellence
by the Swedish Government.
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