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CERAMIC SERIES

ANTONIA SALMON
by David Whiting

Mhat is immediately apparent in the ceramics of Antonia Salmon is a strong sense of
istory, and a major source has been the story of mankind in the landscape; cultures
where man, even in isolated places, has drawn out a kind of order on the natural world
around him. It would be simplistic to read any direct references here — her work,
burnished and ranging from simpler vessel forms to more sculptural pieces, is the result
of a thought process by which ideas are taken, combined and reassembled into a very
personal response to the continuity and common experience of disparate cultures and
their place in the natural order. These are pots to quietly contemplate — vessels which
we can enjoy for their formal balance and sensual lines, but also for their rich language
of association.

Antonia made her first pots at the age of four in her grandparents’ back-garden. She
grew up in a visually inclined household and her grandmother was an amateur potter of
some flair. Her early experience must have, as she said, left her with “burning hands” for
while at Sheffield University (reading Geography) she attended pottery classes, making
coil pots and throwing. During the summer she worked with a potter in Dorset, throwing
more and gaining general workshop experience. At the end of university, she knew she
had to take up pottery — she was intuitively drawn to it.

So she went to Harrow, attending the two year pottery course between 1981 and
1983. It opened doors, providing not only the technical skills, but giving Antonia an
appetite for new creative ideas. Mo Jupp encouraged her to explore without insisting that
there should be an obvious conclusion, and Wally Keeler’s quiet and assured approach
made an impression.



Siddig EI' Nigoumi was making his dignified burnished work, encouraging to
Antonia, who was beginning to experiment with the method at this time, finding it had an
attractive immediacy. She also realised that she was becoming more interested in the
form rather than the decoration of a piece, and that the leather-hard stage of clay was the
texture she liked to work with, controlled but offering up all manner of possibilities with
carving (a process she liked because it reminded her of working with wood or stone).

She become increasingly drawn to the architecture and arts of Islam, a culture where
forms are based on geometric structures and patterns. This intrigued Antonia because
of the close relationship to similar patterns in nature, for instance cell growth or canopies
of tree foliage — organic development and energy as well as disciplined form. She began
to look at objects that are made from the natural world: practical tools, artifacts and
prehistoric sculpture in the landscape. She was much taken with the lone megalithic
stones in the low rolling scenery of Dartmoor, ancient self-contained forms piercing the
horizon, man marking out the wildest areas. Meanwhile, her weekends during the Harrow
course were spent at the British Museum, filling sketchbooks with drawings of stone or
wooden tools, ironwork, celtic jewellery, precolumbian pots, cycladic heads, Egyptian
and Assyrian sculpture — notably where much of the decoration of an object is in the
form itself. She was to integrate some of her ideas about technique and form into a series
of burnished sculptural screens made in red clay.

A journey to the Middle East and India rekindled Antonia’s deeper interests. While
she went with the intention of seeing first hand the Islamic forms that had so intrigued her,
what touched her most were the different ways in which man, in different landscapes,
had tried to make an impression, however small, on the country in which he lived and
worked.

Such unconscious statements lead to an affirming sense of integration, a kind of
wholeness achieved through a meeting of natural and man-made forms. She recently
wrote: “the impressions, such as small but haunting primitive shrines in the mountains,
the view of a thousand rice terraces climbing the hillslopes or the cow-pats hand slapped
onto the tree trunks to dry, cut across any particular cultural interest that | had”.

Antonia returned to England fired with ideas, and her forms have since developed
some of the themes she began to think about at this time. The domestic ware that she



had produced before her trip abroad was relinquished, and she began to work as she
does now, with slab built or thrown white stoneware which is then altered and carved.
These pieces are then burnished, an ideal method for achieving clean tactile surfaces
with a soft sheen, a quality which relates to many of the man-made objects she has
particularly admired. After burnishing, the pots are biscuit fired and then saw-dust fired
before being finally wax polished. This is a long and time consuming method, but is a
satisfying process for Antonia, who also relishes the smoked quality left from the saw-
dust firing — an unpredictable and spontaneous effect after the rigorous control of
carving and burnishing.

Such control and order, combined with the more accidential, seems central to
Antonia’s aesthetic, fascinated in the organic as well as the consciously ordered. Much
of the strength of her best work lies in the directness of the shapes, whether we are
looking at the contained quality of the vessels, or the more open movement of the
balancing pieces (examine for instance her boat forms) which explore relationships of
volume, surface contour, and space. She likes “lines that run in tangent to a sphere”, and
this counterpoint of shapes can produce the most engaging and resolved objects. Titles
are deliberately left open so that we can approach the work in any way we want.

What comes across to me is an archaic and almost ritualistic quality, a sense of
ancient ceremony in the forms, and the patterns she applies (engraving that “focusses
the eye” and “centres a piece”). For Antonia, the special quality of Hans Coper’s work is
that it is obviously personal, but also contains so much of the universal. This is what we
look for in the best art, but of course we find it too in the beauty of the most direct carving,
modelling or constructing of the simplest objects from history. Because Antonia’s
sources are more intuitive than intellectual, she achieves a quietly assured vocabulary of
form that is all the more impressive; her best work has an almost timeless classical
quality, modern pots but drawing on the mysteries of the ancient past.
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GYFRES CERAMEG

ANTONIA SALMON
gan David Whiting

r hyn sy’n ei amlygu ei hun yn syth yng ngwaith ceramig Antonia Salmon yw
ymdeimlad cryf o hanes, ac un o’r prif ffynonellau fu hanes dynoliaeth yn vy tirlun:
diwylliannau lle mae dyn, hyd yn oed mewn mannau diarffordd, wedi llunio math o drefn
ar y byd naturiol o’i gwmpas. Gor-symleiddio fyddai gweld unrhyw gyfeiriadaeth
uniongyrchol yma - canlyniad proses o feddwl, lle mae syniadau yn cael eu cymryd a’u
cyfuno a’u hailymgynnull yn ymateb cwbl bersonol i barhad a phrofiad cyffredin
diwylliannau amrywiol a’u lle yn y drefn naturiol, yw ei gwaith sydd wedi ei fwrneisio ac
sy’n amrywio o ffurfiau llestri syml i eitemau mwy cerfluniol. Potiau i’'w hystyried yn dawel
yw’r rhain - llestri y gallwn eu mwynhau oherwydd eu cydbwysedd ffurfiol a’u llinellau
synhwyrus, a hefyd oherwydd eu hiaith gysylltiadol gyfoethog.



Lluniodd Antonia ei photiau cyntaf yng ngardd g=*~ = ©~22-2. 2" mam-gu pan oedd
hi’n bedair oed. Fe’i magwyd mewn cartref gwelecc = =_=2Z 22 -oedd ei mam-gu yn
grochenydd amatur pur ddawnus. Mae’nrhaidbod e c~-z*zzz. 2. ~nar.fely dywedodd
hi eu hun, wedi ei gadael gyda “dwylo llosg” oherw . c =z¢ hi ym Mhrifysgol
Sheffield (yn astudio Daearyddiaeth) mynychodd cczscz=- zcau crochenwaith a
chynhyrchu potiau torch a rhai wedi eu llunio ar droe . ~~ 3222 .- naf gweithiai gyda
chrochenydd yn Dorset gan ennill rhagor o brofiad o c-~ . z-2= z onrofiad cyffredinol
gweithdy. Ar derfyn ei chyfnod yn y brifysgol gwyccz czz .~ rnad iddi droi at
grochenwaith - roedd hi’n cael ei thynnu’n reddfol i'r c,fs -

Felly aeth i Harrow a mynychu’r cwrs crochenwaith cv., ., ~=cc ~mwng 1981a 1983.
Agorodd hynny ddrysau, gan ddarparu nid yn unig sgiliau tecn~sgc orc ganrol i Antonia
archwaeth am syniadau creadigol newydd. Anogwyd hi gar % Jupp archwilio heb
fynnu y dylai fod yna gasgliad amlwg, a gwnaed argraff arni gar acu tawel. hyderus
Wally Keeler.

Roedd Siddig EI’ Nigoumi yn llunio ei waith llathredig, urddasol. ac roedd hynny’'n
anogaeth i Antonia, a oedd yn dechrau arbrofi &'r dull ar y pryd ac yn cael bod rhyw
ddigyfryngedd deniadol yn perthyn iddo. Sylweddolodd hefyd el bod yn dod i
ymddiddori mwy yn ffurf yn hytrach nag yn addurn llestr, ac mai’r cam lle mae ansawdd
y clai fel lledr o ran caledwch pan mae dan reolaeth ond yn cynnig cyfleon ar gyfer cerfio
(proses roedd hi’n ei hoffi am ei bod yn ei hatgoffa o weithio gyda phren neu garreg), oedd
yr hyn yr hoffai hi weithio arno.

Dechreuodd gael ei denu’n fwyfwy at bensaerniaeth a chelfyddyd Islam, diwylliant
lle mae ffurfiau’n seiliedig ar adeiladwaith a phatrymau geometrig. Roedd hyn yn deffro
cywreinrwydd Antonia oherwydd y berthynas agos & phatrymau cyffelyb ym myd natur,
tyfiant celloedd neu ganopiau dail coed, er enghraifft - datblygiad ac ynni organig yn
ogystal 4 ffurf ddisgybledig. Dechreuodd edrych ar wrthrychau a wnaed o’r byd naturiol:
celfi ymarferol, arteffactau a cherfluniaeth gynhanesiol yn y tirlun. Roedd ganddi gryn
ddiddordeb yn y meini megalithig unig yn nhirlun isel, tonnog, Dartmoor, ffurfiau hynafol
annibynnol yn trywanu’r gorwel, dyn yn gadael ei nod ar yr ardaloedd gwylitaf. Yn y
cyfamser, treuliai ei phenwythnosau yn ystod y cwrs yn Harrow yn yr Amgueddfa
Brydeinig, yn llenwi llyfrau braslunio & lluniau o gelfi carreg neu bren, gwaith haearn,
gemwaith Geltaidd, potiau cyn-Golumbaidd, pennau seicladig, cerfluniaeth Eifftaidd ac
Asyraidd - yn arbennig rhai lle’r oedd llawer o addurn gwrthrych yn y ffurf ei hun. Aeth ati
i gymhathu rhai o’i syniadau am dechneg a ffurf yn nes ymlaen mewn cyfres o sgriniau
cerfluniol o glai coch wedi eu bwrneisio.

W ()

Aildaniwyd diddordebau dyfnaf Antonia gan daith i’r Dwyrain Canol ac India. Er iddi
fynd yno gyda’r bwriad o weld dros ei hun y ffurfiau Islamaidd a oedd wedi bod o gymaint
diddordeb iddi, yr hyn a wnaeth yr argraff fwyaf arni oedd yr amryfal ffyrdd yr oedd dyn,
mewn tirluniau gwahanol, wedi ceisio creu argraff, pa mor fychan bynnag, ar y wilad lle
roedd yn byw ac yn gweithio. Mae datganiadau diarwybod o’r fath yn arwain at
ymdeimlad cadarnhaol o integreiddiad, math o gyfanrwydd a gaiff ei gyflawni drwy
gyfarfyddiad ffurfiau naturiol a rhai o waith dyn. Ysgrifennodd yn ddiweddar; “Mae’r
argraffiadau, megis y cysegrfeydd cyntefig bychain ond hudolus yn y mynyddoedd, yr
olygfa o fil o derasau reis ar lechweddau bryniau neu’r tail gwartheg wedi ei daro a llaw
ar foncyffion coed i sychu, yn torri ar draws unrhyw ddiddordeb diwylliannol neilltuol a
oedd gennyf.”



Dychwelodd Antonia i Loegr wedi ei thanio gan syniadau, ac ers hynny mae ei
ffurfiau wedi datblygu rhai o’r themau y dechreuodd feddwl amdanynt yn ystod yr amser
hwn. Rhoddodd y gorau i’r llestri domestig yr oedd wedi bod yn eu cynhyrchu cyn iddi
fynd ar ei thaith dramor, a dechreuodd ar y gwaith y mae’n ei wneud ar hyn o bryd, gyda
chrochenwaith caled gwyn wedi ei dafellu neu ei lunio ar droell ac yna ei newid a’i gerfio.
Yna caiff yr eitemau hyn eu bwrneisio, dull delfrydol er mwyn cael arwynebau glan eu
cyffyrddiad gyda llewyrch meddal arnynt, ansawdd sy’n perthyn i lawer o'r gwrthrychau
o waith dyn y mae hi wedi eu hedmygu’n arbennig. Yn dilyn y bwrneisio daw’r tanio
cychwynnol ac yna’r tanio blawd llif cyn iddynt gael eu cwyro’n derfynol. Mae hyn yn
ddull araf sy’n cymryd llawer o amser i'w gwblhau, ond mae’n broses sy'n rhoi
bodlonrwydd i Antonia, sydd hefyd yn cael cryn bleser o olion y mwg sy’n aros ar 0l y
tanio blawd llif - canlyniad digymell ac un na ellir ei ragweld yn dilyn rheolaeth lem y cerfio
a’r bwrneisio.

Mae trefn a rheolaeth o'r fath, wedi eu cyfuno & phethau mwy damweiniol, yn
ymddangos yn ganolog i estheteg Antonia sydd wedi cael ei swyno gan yr organig yn
ogystal a'r hyn sydd wedi ei drefnu’n ymwybodol. Mae llawer o gryfder ei gwaith gorau
i'w ganfod yn uniongyrchedd y ffurfiau, boed ni'n edrych ar ansawdd gynhwysol y llestr
neu ar symudiad mwy agored yr eitemau cydbwysol (archwiliwch ei ffurfiau cychod, er
enghraifft) sy’n archwilio perthynas cyfaint, amlinell arwyneb a gofod. Mae hi'n hoff o
“linellau sy’n rhedeg mewn tangiad i sffér”, a gall y gwrthbwynt hwn o ffurfiau gynhyrchu’r
gwrthrychau mwyaf deniadol a phendant eu ffurf. Caiff y teitlau eu gadael yn fwriadol
benagored fel y gallwn ddod at y gwaith ymha ffordd bynnag rydym yn dewis.

Yr hyn sy’n fy nharo i yw ansawdd hynafol, ddefodol bron; ymdeimlad o seremoni
hynafol yn y ffurfiau a’r patrymau a gymhwysir ganddi (cerfiadau sy’n “canolbwyntio’r
llygaid” ac yn “canoli eitem”). | Antonia, ansawdd arbennig gwaith Hans Coper yw ei fod
yn amlwg bersonol, ond ei fod hefyd yn cynnwys cymaint o’r hyn sy’n gyffredinol. Dyna’r
hyn rydym ni’n chwilio amdano yn y gelfyddyd orau, ond wrth gwrs rydyn ni’n ei ganfod
yn ogystal yn harwddwch cerfio, modelu a llunio’r gwrthrychau symlaf o fyd hanes.
Oherwydd bod ffynonellau Antonia’n fwy greddfol na meddyliol, mae hi'n cael gafael ar
eirfa dawel hyderus ffurfiau sy’n creu mwy o argraff oherwydd hynny; mae rhyw ansawdd
glasurol ddiamser bron yn perthyn i'w gwaith gorau, potiau modern ond rhai sy’n tynnu
ar ddirgelion y gorffennol pell.

© Canolfan y Celfyddydau Aberystwyth. Ffon: 0970 622887.




	CS59SalmonAno1
	CS59SalmonAno2
	CS59SalmonAno3
	CS59SalmonAno4
	CS59SalmonAno5
	CS59SalmonAno6

