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ABOUT AXA ART

With a presence in 26 countries across the Americas,
Asia and Europe, Axa Art offers clients expertise gained
from over 50 years of experience in the international art
market. Being specialists gives us a unique perspective
as we combine a professional business outlook with a
fierce passion for art and its enjoyment, protection and
conservation.

Our mission is to protect the collecting and art
community against financial loss resulting from physical
loss or damage to the insured objects and to help
preserve cultural objects for future generations.

Due to our global presence and network of art experts
deeply embedded into the global arts community, we
maintain in-depth knowledge of the values and trends

of the international art market. We not only help our
clients protect their assets but also provide expert advice
on all aspects of managing a collection including loss
prevention, mitigation and conservation.

Axa Art, as a leading global specialist for the conservation
and protection of Fine Art, Design and Collectibles, has

a passion for the arts and their endurance. Art is much
more than just what we do. As experts, art lovers and
involved members of the art community, it is a defining
part of who we are. While we can offer full financial peace
of mind, we know very well that the value of emotional
attachment to fine art is often impossible to quantify.

We are honored to support 1971 - Design Space after
having been part of Maraya Art Centre's exhibition
programme and excited to begin this new partnership.
We very much look forward to having further involvement
in the exceptional Middle-Eastern contemporary art and
design scene.

After having supported the solo exhibition of Dana
Awartani at the Maraya Art Centre in 2018/2019, it is
with great pleasure to shift the focus from contemporary
art in the Middle East to contemporary design, thereby
supporting yet again the work of an internationally
working, U.A.E.-based designer, Michael Rice at 1971

- Design Space in Sharjah. The 1971 - Design Space
has focused in its past exhibition on various materials
and genres — from fashion to glass and most recently
typography, this exhibition now turns the spotlight on the
role of ceramics in contemporary design.

Visitors to the show will be struck by the intricate
interplay of various materials and firing techniques that
the designer has worked with, and the deep connection
he displays in his pieces when it comes to subjects

like beauty, nature and the balance between them. The
pieces, albeit often fulfilling functions like plates and
vases, effortlessly evolve into artworks in their own right,
specifically the large wall installations created from
porcelain that showcase a mesmerizing interplay between
light and shadow.

Art and Design are nurtured by creativity that manifests
itself in the most varied of forms. Axa Art is a proud
supporter and protector of these creative endeavors and
seeks to uphold this engagement for future generations of
artists and designers.

FOREWORD

BY AXA ART
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Dr. Nina Heydemann
Director of

Maraya Art Centre

and 1971-Design Space

The exhibition “Geo- Earth and its Materiality in the
Ceramics of Michael Rice” is in many ways an exhibition
of firsts. Not only is this show Michael Rice's first
institutional solo exhibition in the U.A.E., but it is also
the first exhibition at 1971 - Design Space dedicated

to a single designer. Similarly, it is the first time that
Michael Rice has experimented with porcelain and light
as key materials in his works. Finally, he has created his
first commissioned artwork entering the 1971 - Design
Collection that was inspired by a place he visited for the
first time in August 2018 — the Archaeological Centre

in Mleiha, Sharjah.

After having accompanied Michael on his trip to Mleiha
and being able to witness his deep interest in the
materiality, history, tradition and significance of clay
when viewing the exhibits on display that range from

the Paleolithic to the Modern Ages, it was striking to

see how much this humble material means in the hands
of a contemporary designer like Michael Rice. The
relationship he has developed with this material is that of
constant exchange — in moments of creation, destruction,
moulding, kneading, re-building and re-fining, it seems
that an endless, silent conversation is taking place
between the designer and the earth — and it is, if nothing
else, a very human way of communicating and dealing
with a material to which we are all inherently tied to.

Bearing in mind these thoughts on our shared existence
and the collectivity of the human race, it is helpful to
remind oneself that an exhibition like this is always a
group effort. This particular solo presentation would have
not been possible without the contribution and support
of important individuals and institutions: firstly, | would
like to thank Axa Art for their continuous support and Mr
Jacques Kauffmann, former President of the International
Academy of Ceramics, Geneva, who has contributed to
the catalogue with an essay about Michael Rice’s work.

Furthermore, | would like to thank Mrs. Anita Kelly, Deputy
Head of Mission at the Embassy of Ireland and the
Embassy for showing support to the exhibition, Michael
and the public programme.

Last, but by no means least, | am grateful to Fatma Al
Mahmoud, Head of 1971 - Design Space and her team, for
their hard work and dedication as well as Michael Rice
himself, with whom | have had the pleasure to work with in
the past and who continues to inspire us all with his ever
evolving creations.
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UCTION

Fatma Al Mahmoud
Head of 1971-Design Space

Working with Michael Rice on his first solo institutional
exhibition “GEO- Earth and its Materiality” was with all
means a pleasure. This is considered my first time to

work with a designer who can label himself as a designer,

maker and an artist. Michael started the research and
experimentation for the works exhibited starting from
August 2018. With every studio visit | have made from
the start of his research to installation, | have observed
his experimentation and exploration with surfaces, glazes
and more. Michael tends to produce works in batches
whether through the use molds or thrown forms. This
allows him to explore the different techniques he uses
for the end results. It was striking to witness him use
porcelain and light for the first time as key materials in
his works. Mleiha is considered to be one of Sharjah’s
significant sites nestled in its deserts. The commissioned
piece displayed on the sands of Mleiha, was thriving to
get to its final stage given that Michael has used new
surfaces for the first time which made it thrilling. With
the commissioned piece and most of the works inspired
from a Sharjah geographic treasure, it was with no doubt
a fulfilling experience to oversee this exhibition from its
early stages to the end. My interview with Michael gives
an insight to how the pieces have been created and
developed. This solo presentation and the exhibition’s
public program would have not been possible without
the dedication and contribution from Michael, the 1971 -
Design Space Team, the Meliha team and Axa Art.
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AS AN IRISHMAN
IN THE U.A.E.

From today,
and from all eternity,
become.

Ceramics, since its distant origins, stacks know-how,

at the service of the needs of humanity. First in the
historical sense of the term, the Venus of Vestonice,

who has survived to this day, dates back to 29,000 years
and with her the need, spiritual among all, that humanity
has to be granted the favors of the Gods, through the
fertility of women. Following her is the whole story of

clay sculpture. We must go back to 13,000 years to

find traces of functional objects related to the needs of
everyday life of humans. Following that the whole history
of the craft industry, and then that of Design, and soon
after the notion of mass production is born. Last arrival

in the ceramic field, the brick, with its 11,000 years of
history, and with it, that of architecture, covering the need
for protection of life, the separation between an interior
space, seen as private, and an outdoor area, dedicated to
public.

Since then, unique in human practices, ceramics has
only piled knowledge, without eradicating previous
knowledge. This is how Neolithic techniques are always
implemented in our time, and coexist with Contemporary

AN

Tools: 3D printer and laser cutting, within all means of
generating forms that allow digital tools, and this without
ever of course the hand disappearing. It can also be said
that ceramic techniques, materials and their use have
been the subject of exchanges throughout history and
geography, and it can be said that ceramics is probably
one of the first “globalized” materials of humanity. To

take only two examples: luster glazes and their Chinese
origin passing through the Middle East in the 9th century,
before reaching Europe; porcelain, the “white gold”, also
of Chinese origin, being the subject of an important trade,
before the West finds the recipe. This is the very global
context of the ceramists of today, heirs and creators at the
same time, and the fact that there can exist an Irishman,
trained in schools in the West, who finds himself teaching
and practicing his material in Dubai.

“The truth of intent is the act,” the German philosopher
Hegel tells us, and this is what Michael Rice is telling us
when he says he is captivated, child-like, facing a leaf
of paper to draw, or later, facing a piece of clay, which
allows him to draw in volume. This attraction, we can
say that it ‘produces a joy’, which is manifested when
the energy of an intention is inscribed in the real. The
pleasure comes from this transformation, when a path

is created between imagination and matter, thanks to a

material whose vocation is to accompany the dreams
of humans. Because of clay and its specificities, its
plasticity first, during the making processes, then its
irreversible transformation, through the firing, is this
unique material, which accepts the energy and the
dream of humans, allows him to incarnate them, to take
an eternal form, if it is related to a human scale of time.
It is these characteristics, in their transformations and
mutations, that are at the center of Michael Rice's interest
for this medium, the shaping stages and the fire, which
are part of the language of the medium itself.

For Michael Rice, as a teacher and as an artist, the
acquisition of skills, technical mastery are a must, at first.
It is said of a musician that he makes ranges to better
free himself, in the music he serves. The same goes for
ceramics, an art with a strong technical component.
Because if the technique is already language, it is not
expression, virtuosity has never been a sufficient goal

in itself. It is thus, for Michael Rice, through mastery, to
re-find the game, and its pleasure, when exceeding the
difficulties encountered during the making. The mastery
becomes the way to forget it, to ensure that the energy



of the gesture does not run out. This is what the visitor

is invited to feel, when he is confronted with a form of
evidence, of no effort or the right effort, when pleasure
transpires from the object, without knowing its exact
source: its shape, its surface, its formal references?

WEe live, notwithstanding some, a time of mixing, cultural
miscegenation. Interculturality has become a norm, and if
the transformation of the world does not date from today,
the acceleration of the movement generates encounters
and contradictions, fusion and tensions. The resulting
sources of inspiration are also multiple: the history of
humans, their culture and that of others, techniques,
nature and its forms. They thus form, for the creative
individual, a multitude of possibilities, and it is the choices
made, the freely accepted constraints, which define their

author. If the artist is the one who makes choices, his
identity is built and develops at the same time around
these choices. Creation is ‘to become who we are’, often
within a context that itself evolves. In the case of Michael
Rice, one can easily imagine that his travels and stays
mark him: from Ireland to Pakistan, from Hong Kong to
Dubai, he can not be the same man today as the one
who would have remained in his native Ireland. Passing
from Northern Ireland to the desert surrounding Dubai,
Michael Rice recognized himself, in his words, more
himself, freeing himself from unnecessary constraints,
impacting the breadth and typology of his work. If the
identity of being evolves, constants, however, may exist:
a permanent interest in formal worlds, curiously found
from Ireland to Dubai, despite the apparent differences
between these two contexts, but where water, sand, and
the resulting forms, meet each other, correspond. If every
being has a culture of origin, the interest of the world
today, for some of us who can claim the chance of a
traveling way of life, is to be able to claim the world as its
own, to appropriate aspects, whatever the place and its
particularities. In order not to get lost, it is a question of
trusting oneself in one's inner world, in one’s movements,
in the emotions that emerge from it, and which are,
finally, the raw material, the true source of an identity and
expression for an artist.

But what is the territory of the activity of Michael Rice,
between art, design, object of art? While he says he
is interested in the containers, which he describes as
being for him beautiful solutions to a problem that may
or may not exist, he aims for his work an object of art
status, the function of which exceeds the strict use, to
reach both a symbolic level, and a timeless dimension.

Many institutions need to form categories, to oppose
them. This is how the boundaries between genres have
been historically constructed: craftsmanship, design,

art, architecture, etc. As an author, Michael Rice knows
that these borders are artificial, that what counts is the
sharpness of the act of creation, which crosses genres.
To abolish borders does not mean to lose oneself. It is
working at the margins of domains, in these open spaces
that creation is fond of.

To touch beauty, Michael Rice set himself the goal of
creating objects that would be organically perfect,
objects that would be related to both natural phenomena
and the sensory qualities that ceramic processes allow.
Thus the geometry of its wall panels, made with molds,

is it softened by the use of enamels that vibrate between
them and with the ambient light. The combination of
these simple means allows tiny, sensitive, and infinite
variations. So also for the wheel thrown forms, which,
thanks to the Raku firing technique, give to its containers,
their uniqueness, their identity. And finally, for the platters,
whose pattern, obtained initially by a process of digital
cutting, evokes the rhythms, taken again and again, of
the forms of the sand when it is subjected to the forces
of the water. Michael Rice’s objects, whether they are
murals, for the table, or even installations, make the world
feel shapes that are connected with the forces of nature.
Forms, forces, are thus gathered together, acting like
microcosms, real in the place of the real, at the same time
of today, and of all eternity.

Jacques Kaufmann
IAC, President Emeritus
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It was never the accumulation of knowledge about art in
itself or an interest in artists that drove me, but it was the
act of creating that was my passion, part of my mind was
focused in pure excitement of the moment of creation and
then coupled with the feeling of satisfaction when the
work was completed to the finest degree | could make it.
Clay really is a wondrous substance. Antoni Gaudi
realized this and the window and door handles in his
famous Casa Batllo in Barcelona took their design from
clay gently squeezed in the hand to create perfectly
ergonomic, intuitive and beautify distinct design
elements. When | first used clay, | inmediately realized
that this material was something | had to master, | was
still drawing, but now in 3D. | realized that | needed to
understand the processes, skills and techniques that
would transform this soft malleable and forgiving material
to the hard and fixed ceramic that it could become. All
the time | was learning, but it felt like | was simply playing.
Not that there weren't frustrations: making successful
ceramics is mastering a series of sequential processes
each one of which can spell catastrophe, if not correctly
executed. Life lessons are truly experienced in getting to
know clay: patience, acceptance, failure, accuracy, and
repetition making small gains as you go.

Materials have always been important to me, and

I'm always drawn to works that display a mastery

over material. Knowing the difficulty in process, the
commitment required and the failures that success
necessitates, | have a great respect when | see skill and
obsession evidenced. An expert really is someone who

has made all the mistakes it is possible to make. | always
MAKING tell students: You can read a book about riding a horse
As a child, | was always engrossed in, and obsessed THE but it won't help you that much when on the back of one.
with, imagery. When | would look at books or magazines DESIGNER Practical knowledge is a very different understanding to
the pictures were far more important to me than the text; theoretical understanding, this takes dedication to your
only after the desire for the visual was sated would | even practice and there are no short cuts.

consider reading and, in fact, | would often stare at the
words looking for images and patterns to appear from the
jumble of letters and paragraphs, which they often did.
Reading was third on the list of priorities when digesting
any form of printed media. Drawing was the same, it was
my language, and writing always seemed like such a
waste of good drawing time. Of course, the irony of now
writing this essay is not lost on me, but | would find so
much pleasure in drawing throughout my childhood that it
was obvious to both me to and my parents that this would
be the direction my life would go in, there was never any
doubt.

As a designer and maker, | have always wanted to

create objects that looked organically perfect, objects
that could easily mimic natural phenomena: nature is
always the inspiration and getting close to it nourishes
me not only as a designer or maker, but as a person.
When you occasionally manage to create something that
works particularly well, there is a moment where all the
struggles and problems in the process of creating the
final artworks collapse into an epiphanous joy that is quite
simply sublime, calming and exciting at the same time, it's
magical. It is the reason | continue.

_
ple



The advantage of being a designer and a maker is that
you have a deep understanding of the materials you are
working with. Knowing the material, the process, the
limitations, the costs and time involved in creation and
how it reacts or will react given a set of circumstances
allows an understanding of what can and is possible,
not to mention saving time and money on ideas that may
prove costly and difficult. That is not to say that anything
is easy, on the contrary, the work is extremely technical,
and working with temperatures alone of up to 1300 C is
a challenge in itself. But many times | have had to explain
to clients why their ideas would not be best created

in ceramic, within their budget and timescale, this is
something that only comes with experience.

Design is also but one side of the dialectic, it is order, really interested in, is elevating the vessel to the status
but there must also be some chaos, if you want to create of art object, in some ways similar to an ‘Objet d'art’ (‘art
something really special and transform design into art, object’) or ‘Objet de vertu' (‘object of virtue'). Creating
because the optimal solution is right on the line that joins objects that resonate with a timeless quality with a feeling
both. beyond the genesis of the manufactured and constructed.

As much as it is extremely important to stay as faithful

to the design, especially when working with a client, for
my own work, | am very much open to the possibility of
even radical change during the process of making. This
has always been an area where | have learned to see
everything as an opportunity, and even blunders at this
point have ended up being future design features. The
key is not to see mistakes as mistakes and not to have
too fixed an idea, the design can always be continued
faithfully but to ignore what happens in this process is to
miss many new inspirations and the muse in the making.
This is where great design comes from: playing, being
open to what may happen, being free to discover and
noting the outcomes. I've come to see this part of the
process as fundamental and to understand it as praxis.
Praxis is learning by doing, by first taking action and then
reflecting and re-reflecting upon the action. Seeing all
of the outcomes, wanted or unwanted, as pure potential.
The journey really is just as important as the destination.
Design, for me, therefore is more than just design; it

is seeing a project through all of the stages and being
the decision maker and actual maker in all. Creating

a beautiful solution to a problem that may or may not
exist: its function may be its actual form, to function as
an artwork. In my own work, which is specifically based
on the vessel, what | am seeking to achieve, what it is

| enjoy that the works are difficult to date to a specific
culture or place exhibiting an aesthetic that is visually
striking yet with a familiarity of form and application that
makes the most of the least materials. The finishes are
straightforward yet complex creating a dialectic that
transcends simple visual appearance, redefining iconic or
ceremonial territory. This complemented with the shape
and form of the works creates a synthesis, gracing them
with an archetypal presence.

Michael Rice

Ceramics, Art and Perception
2018, 108th Edition, pages 112-117
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SILICA

| grew up at home living beside the sea. Many of my
childhood memories have the beach as a background

and | used to love playing in the sand dunes at Murlogh
nature reserve in Co Down, Northern Ireland. Walking

on the shore, | could easily get lost in the linear patterns
on the tide, coupled with those on the beach, the almost
tessellated rhythmic memories of the water left on the sand
after the waves receded and how the patterns seemed

to become part of a bigger pattern when looking from a

distance, always fascinated me.

Looking at sand has become somewhat of an obsession
since to moving to the U.A.E., in configurations that

are almost too innumerable to describe, on all sides

an arid landscape surrounds and captivates me. Here,
there are so many beautiful beaches and | visit several

of them regularly, but when | want to see and feel real
astonishment, | go to the desert. The arresting landscape
of incredible sheer rises and extreme drops, creating
unimaginably beautiful shadows of the majestic and
impeccably sculpted sand dunes awe with their imposing
yet mesmerizing meditative calm. They always appear so
perfect, not a single grain out of place.

The intricacy of the random yet recurrent linear pattern on
the surface of the dunes has a strangely familiar quality
that is a synthesis of complexity and simplicity indivisible.
Like a frozen wave the rippled surface echoes timelessly.
Staring at these patterns, | can often see relationships
between then, like murmurating birds they move and
merge with each singular cell vital to the whole.

‘Reaction diffusion’ is a scientific theory explaining this
and many similar phenomena, it is the way energy is
diffused in systems in nature and it is the reason this type
of texture appears in various ways over and over in our
human experience. Once you recognize it you begin to
see it everywhere: the landscape, in the oceans, plants
and animals, on our skin and in our bodies. The tip of the
human finger is where this is most clear; it bears an almost
exact similar textural surface to that of the dunes.

Similarly looking out the window of a plane and realizing
the specific and distinct patterns that are seen on the
landscape below are the same type of pattern that can

be seen on the ground at your feet near or around water
on ariver's edge at the beach. These patterns appear

at different scales, seemingly fractal in their nature. |

often think about why these organic patterns are so
mesmerizing; one of the reasons is their unrestricted flow
and whether I'm looking at an aerial photo of a huge river
delta or a close up of a human eye, it's clear there is some
perfect chaos at work. Another is the conspicuous lack

of any truly straight lines or angles, yet the overwhelming
feeling of some sublimely unfathomable infinite design, and
the instant recognition, literally, that its all so familiar.

| can't help but think that these thoughts focusing on the
substance of the essential material of the world is perhaps
some type of benign infection specifically to do with
being a ceramicist: the result of clay permeating my skin
for years on end, subtly working its way through my cuts
and scrapes into my very tissues rendering me somewhat
obsessed with the ground in its various manifestations
and my eventual return to it. One of the things that |
enjoy most about being a ceramicist is the fact that my
work is truly composed of the earth, from its constituent
components, from materials presumed to be of little value,
inert, materials that are found everywhere. | love the idea
that I'm literally creating solid beauty from the dirt, dirt in
all its mundane glory. And just as ceramics are inexorably
connected to the earth and all its various terrains, clay has
played an unrivaled role in the history of human cultures,
the very word culture is a synonym derived from the tiling
of the soil. Even in their syntax, words like agriculture,
horticulture, or cultivating speak to the fact that earth is
literally the stuff that we metaphorically and literally base
ourselves on.



As a visual artist, | have always attempted to engage

the audience in a very specific way: by trying to create

a synthesis of new, yet archetypal forms that possess a
familiar but original form. The real intention is to hack the
brain of the viewer: so there is a sense of instantaneous
excitement and interest with the work well before a
conscious evaluation, to like it even before you know it. It is
not a process of doing some mental mathematic whereby
a calculation based on the visual is cross-referenced with
the concept and a decision is made,

its prior to all of that. It's precognitive.

The one thing being raised a catholic that always made
immediate sense to me, when little else on first sight did,
was the epistemological, existential poetry of the phase
‘ashes to ashes, dust to dust'.

Michael Rice

Ceramics, Art and Perception,
2018, 108th Edition,
pages 118-119
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FATMA AL MAHMOOD
AND MICHAEL RICE
IN CONVERSATION

GEO - is your first institutional solo exhibition, the works
showcased are mostly of your recent designs. Tell me
how the idea came to you having your pieces linked to

earth and materiality?

When did you start your practice in ceramics?

Materiality and ceramics go hand-in-hand together and
ceramicists are always looking for new textures, new
surfaces and new means of expression to work with the
material of clay. Recently | was talking about the history
of the word culture and how it comes from cultivating
the soil: soil and Clay are both types of earth, so in some
ways culture is both literally and metaphorically created
by the earth. | also feel that there is no better master artist
or designer than nature itself and I'm always inspired and
awed by the patterns and surfaces of the natural world.
The title ‘Geo’ is informed by Geo being a prefix to many
common words, including geography and geomorphic.
Geo is the Greek for earth and so it seemed like an
excellent title for someone creating geometry from

geology.

| first came to know clay in 1993, whilst studying in Belfast
and since then it's become somewhat of an obsession.
The most exciting thing about working in ceramics is

that the next work is always automatically inspired by

the current because during the making process so many
things happen, unexpected things at times or happy
accidents that inevitably create so many new possibilities,
the only problem is picking what to do next finding the
time to do it.

Ceramic practice in the U.A.E. and the region as a whole
played a major role in the past, is this still the case today

and what has affected it?
The U.A.E. had many strong craft traditions which

seemingly quietly faded sometime around the mid 1960’s.
But now with the emerging and robust design culture in
the country there is a fresh interest in these traditional
crafts and they appear to be firmly in the ascendance. |
also feel with the large percentage of ceramics present
in the Louvre in Abu Dhabi, people are again looking and
rediscovering the beauty and elegance of clay culture.

The show and research has been inspired by your visit

to Mleiha, one of Sharjah’s archeological sites within its

deserts back in August 2018. How can we see this in the

pieces on display in the space?
The visit to Mleiha was extremely inspiring to me and
| visited various sites, many of them with evidence of
ceramics present at them in the form of pottery shards
that had been carefully collected by the archaeologists
working there. | also had a full tour of the exhibited works
at the on-site museum, also visiting a rock site where
a human presence has been evidenced for more than
40,000 years. | used this rock formation to inform one of
the light installations in the exhibition taking the surface
as a starting point and sculpting with its texture in mind.




Walk us through the techniques and materials used along
with the process of each. Why don't we start with the
thrown forms?

The thrown forms are created on the wheel and then
‘Raku’ fired, which is a process whereby after this initial
firing the works are fired again in a gas kiln and removed
at the top temperature of 1000 degrees C. This process
is not for the faint of heart, as it requires the pieces to

be taken from the hot kiln when they are glowing magma
red and placed into a metal container full of combustible
materials which immediately ignite. This is how the cracks
on the surface are achieved and is literally the memory of
the firing.

Some of the other thrown forms are finished in ‘Terra
Sigillata’ which is ltalian for ‘earth seal’. This is a very fine
clay finish that was made by the Greeks and Romans,
painted on the top of vessels to make them suitable for
domestic use: to hold water or to contain olive oil and

it has a very subtle sheen to its finish. | have ‘Saggar’
fire these pieces, which means | have created aluminum
foil bags which | place the pieces into and cover with
sawdust, | then carefully seal the aluminum bag so it is
airtight. The bag is placed in the kiln and is then fired

to 650 degrees Celsius. The aluminum bag creates

a reduced oxygen environment around the piece and
carbon from the sawdust is trapped in the ceramic
surface to create the final unpredictable finish.

The wall works have been created with the technique
known as slip casting. This involves creating a model and
then creating a plaster molds of this model. The molds are
then used to create multiples and these pieces are glazed
in various different ways. For some | have used reticulated
glazes which have been made by adding magnesium in
specific quantities to colored glazes. These pieces have
a fractal like finish that complements their strict geometric
structure.

What about Coriolis forms and Diffusion forms (the

platters)?

The Coriolis forms are something | have been developing
for some time. These are standing disc forms that
reference ‘the Coriolis effect’, named after the French
scientist Gaspard-Gustave de Coriolis. The Diffusion
forms are made by evolving patterns in Photoshop until a
desired affect is achieved. This design is then laser cut
and a plaster mold is made. Clay is pressed into this mold
and then moved to a different mold to generate its final
form.

| believe that earthenware has been used for the “Dual”
forms which are the S looking wall pieces. What does the
shape represent and the texture of each in terms of the

finishes?

The ‘Dual’ forms are in idea that | have been working with
for several years. Previously | had created works in glass
along a similar theme and the form is actually created by
cutting up and reassembling a circle. For the ones in

the exhibition | added another layer to the circle before
rearranging it. These pieces are inspired in some ways
by Celtic labyrinths or mazes. Broadly speaking they
represent the symmetry of logic and intuition and how
both are important in any decision-making process to get
a balanced outcome.

It's only recently that you have started using light and
porcelain within your pieces, how are you finding the

exploration by far?

Porcelain can be very difficult substance to work with but
so far I'm really enjoying it and | am really satisfied with
the results for this exhibition. | like all people who have
come to work with porcelain have been slowly seduced
by its translucency and seeing it with the addition of light |
now know that | will definitely work with it again.

Lotus and Source are the names of the light installations.
Does the form and display play a role in naming the

pieces?

When [ first design pieces | don't really have any names
in mind in particular and usually it's not until the end that
either | or someone else will perhaps suggest the title,
this is important because sometimes designs mutate

in the process of making and so | like to wait until the

very end so as to not be influenced by titles during the
production stages. ‘Lotus’ and ‘Source’ we're both named
and once completed and both titles seemed to be a good
fit. 1 usually enjoy titles that are single word and that
compliment the self-evident expression of the work itself.



You have mentioned the use of ‘Bone China’; can you tell
us more about this type of Porcelain and why has it been

named Bone China? L N
Porcelain originates from China, in a place called

Jingdezhen. Marco Polo is credited with first bringing
porcelain out of China and in around the year 1600 it
arrives in Europe. European aristocracy are fascinated
and porcelain becomes a richly prized commodity.
European potters are desperate to discover the secret of
making porcelain and this sparks several hundred years
of innovation trying to discover what makes porcelain
translucent. Eventually they realize by burning bones a
substance called ‘bone ash’ can be created. Bone ash is
extremely high in silica and once they mix this substance
with china clay - Bone China is born, which is a highly
superior type of porcelain, very clear and extremely
translucent. All the hard work creating it was worth it
and it is to this day considered to be the finest porcelain
available.

For the commission piece you have created 3 vessel-
looking sculptures, one with a new surface.

What do they represent? For this commission | wanted to speak of cultural history

and its importance to society. | also wanted to visually
represent the arrangement of pottery shards lying on the
sandy ground. The new surface created was based on
experiments trying to get a feel of antiquities and referring
to the color of the sand in Mleiha. Being a vessel maker

| also wanted to speak of the vessel and its history or
linage and so | created forms with the profile of a vessel
with an opening to suggest containment, tapering to have
vanishing point speaking of origins or things beginning
from a point and growing overtime. The overall work
speaks of cultural flux and the importance of the past.

For this exhibition you have developed certain new
techniques and surfaces. How do you see yourself
moving forward with these? Would this be something you
would want to explore for what you will be displaying in
the Korean Ceramic Biennale 20197

| hope the new surfaces will play a part in all my
forthcoming works and | am really excited by the new
possibilities they will facilitate. I'm also exhibiting in
London in September and I'm sure that these new
surfaces will also play a role in my work for that exhibition
as well.
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Coriolis Form IV
Terra Sigilatta Saggar Fired
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Dual Forms
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Wall Works
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Extrusion | Extrusion Il
Slip Cast, White Earthenware Crawl Glaze Slip Cast, Earthenware Crawl Glaze
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Extrusion Il
Slip Cast, Terra Sigillata and Earthenware Glaze
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Triarch
Slip Cast Earthenware
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Light
Installations






(JunQj) janoll

Source (Detail)
Porcelain with Matt
Transparent Glaze
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Lotus
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Geomorphic Form
Blue Earthenware




| A I i

Shard | o Shard II
Earthenware L X Earthenware




Al Go
Q150 Jocr-

Grounded
-Commissioned Work




114






8 "9 ydpeo aliial JU all alee e Gisaly guly JSile
2019 . poliaill Spo - 1971

Michael Rice talking about his work during GEO- exhibition opening
in 1971-Design Space, 2019
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‘The praxis of my discipline has always been to create an
epistemological awareness within myself. To establish a
profound understanding of what | am doing by first taking
action, reflecting and re-reflecting upon the action then
repeating this sequence until the idea is understood.

Clay, with its legacy of endless transformation, is the
perfect substance of metaphor: its limitless possibilities,
always willing the maturity and fruition of ideas.

In my work, I'm creating sculptures, surfaces and textures
that are difficult to date to a specific culture or place: my
aim is that the aesthetic is visually striking but also has a
familiarity because of the form and application that make
the most of the least materials.

The finishes are straightforward yet complex and
this creates a dialectic that transcends simple visual
appearance, redefining iconic or ceremonial territory.
This, complemented with the shape and form of the
pieces, creates a synthesis.

The nuanced subtlety of optimized simplicity and
materiality leads to a contemplative understanding,
acceptance and precognitive agreement with the finished
works: they literally speak with you.’

Michael Rice is an Irish Artist, Designer and Maker who
specializes in ceramics and more recently glass. He is
particularly interested in firing procedures such as Raku,
Smoke and Saggar firing; his work is also concerned with
surface, texture, natural geometry, gestalt principals and
archetypal forms.

Michael has a Degree in Fine Craft Design, a
Postgraduate Certificate in Education (Art and Design),
and a Masters Degree in Multi Disciplinary Design,

all from the University of Ulster. His work is exhibited
internationally. As an educator he has taught in schools,
colleges, universities and art centres worldwide and has
undertaken artist residencies in the UK, Pakistan, Sri
Lanka Dubai and Bali.

Whilst living in Ireland Michael was a recipient of the
Arts Council of N. Ireland Individual Artist Award in 2005,
2006, 2008 and 2009. He relocated to Dubai in 2010.

Michael is a member of the International Academy of
Ceramics based in Geneva and as a writer has published
articles in the UK-based international magazine of Art and
Craft ‘Ceramic Review’, and the Australian publication
‘Ceramics Art and Perception’.

He is the International Academy of Ceramics UNESCO
representative for the U.A.E. and exhibited his work as

a finalist in the Taiwan Ceramic Biennale at the Yingge
Ceramics Museum in Taipei, World Design Capital

2016. His work is now part of the museums permanent
collection. He was recently announced as a finalist for the
Korean Ceramic Biennale 2019.

Michael is an Associate Professor of Studio Art at the
American University in Dubai.

ABOUT
MICHAEL RICE
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