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“It is this beauty with inner implications that
is referred to as shibui. It is not a beauty
displayed before the viewer by its creator;
creation here means, rather, making a piece
that will lead the viewer to draw beauty out
of it for himself. In this sense, shibui
beauty, the beauty of the Tea ceremony, is
beauty that makes an artist of the viewer.”

Soetsu Yanagi






Beauty is a Relationship

“Beauty is in the eye of the beholder.” This statement is not
completely true. Beauty exists somewhere between the viewer
and the object. As in any relationship, both parties are
necessary for its very creation. Without the viewer, there is no
response. Without the object, there is no provocation. In their
union, the situation that is created could be beauty.

Obviously, beauty is not the result of every interaction.
However, these are the means by which beauty is made possible.
Many other conditions, beyond that of a simple encounter, are
necessary as well. The numerous factors must combine in very
particular ways to produce this experience. Fundamentally, the
participant must be receptive and the situation must be
conducive.

Beauty is much like a theatrical performance. A play is not the
actors, props, scenery, or audience; it is what is created during
the time of all these components interacting. Beauty is not the
object, the context, the environment, or the viewer. Itis the
synthesis of all.



“only by affirming the animateness of perceived things
do we allow our words to emerge directly from the
depths of our ongoing reciprocity with the world.”

David Abrams






The Inadequacy of Language

Beautiful objects play a role that nothing else can. Their
experience is a truly personal one. The more effort that is made
to convey the nuances of the event to others, the more language
becomes insufficient.

Beauty is felt. Beauty is seen. Beauty is heard. Beauty is
known.

The interplay is private. The maker has provided an object.
People come to the object on their own terms. The maker feels
their work is beautiful and presents it as such to others. Does
this process result in genuine empathy?

A conscious choice has been made to manifest spec1f|c things.
These objects communicate in a way unique to themselves. Objects
speak. Are we always willing to listen?



“The beauty of the object derives
from the quality of the work: not
only workmanship but also playful
vision. Outer beauty reflects inner
beauty, and rediscovering aesthetic
ond intellectual pleasure is part of
the design and craft process.”

Malcolm McCullough






Beauty Begets Beauty

The process of creation demands constant decisions. What
success criteria are these decisions based on? Every practitioner
has known epiphany. When and how does that realization occur?

This is the primary and unique attribute of creative processes.
The paradox of work, experimentation, and play often produce
unpredictable and deeply satisfying results. In that space
between conception and fruition exists the critical
improvisational input.

The joy of making can manifest itself through material. How does
this occur? Is this not a reason for making, in and of itself? The
translation of experience through the objects is a unique dialect
created by each viewer.

The constant striving for the sublime manifests itself as the
tangible imbued with excellence, quality, and beauty. The
journey creates milestones. Others can navigate the route by
means of these signs.
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The Moment

Refinement is a prerequisite of beauty. Clear vision creates clear
results. All ensuing objects are born from the point of contact of
the tool. This is the distillation of all that has come before:

all work

all experience

all thought

All of these memories, both tacit and mental, exist within that
moment. As soon as that moment emerges into existence, it
instantly moves to join all that had come before it, thus
influencing the moment immediately following.

To maintain presence in the moment is to have unity with the
work. Objects that are born from this focus exist as a physical
embodiment of it. This fossil may then speak of that specific
experience for the future.

This is the genealogy of experience. Without diligent practice,
discipline, and firm belief, the evolution of the next generation
of explorations will never occur. Without focus and conviction,
that intent will never resonate within the object.




“We live in a world
where there is
more and more
information,

and less and less
meaning.”’

Jean Baudrillard






The Effect of Beauty

As the rate of information increases and the amount of meaning
decreases, the need to break that cycle becomes paramount.
Beauty is a means to escape that viscous cycle. It exists outside
the standard modes of information exchange. By not being wholly
defined within language, it is exempt from those means of
classification.

Beauty is its own reason. Beauty is its own meaning. The
creation of beautiful objects is a positive and transforming
force. Participation in that beauty is a strong and enriching
experience. Joy, respect, and appreciation enter into the world
because of it.

This basic personal experience exists, not just as relief from
growing social pressures, but as a subtle yet powerful means of
enrichment. The unique ability of beauty to affect existence is
undeniable, but often overlooked. In the cacophony of daily
trivialities, that which is loudest is usually heard. The quiet but
persistent voice of beauty has the power to silence the noise.
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“People bring machines into
existence and it is they, not the
machines, who negate or enhance
the conditions of existence.”

Paul Greenhalgh






Moral Priorities

The long, out-dated, moralistic discussion of the idea of the
hand-made versus machine-made has even managed to permeate
fundamental ideas of beauty. Upon deeper investigation, it is
clear that the belief that the hand-made is more beautiful than
machine-made lacks any grounding.

Machines are tools. Tools produce objects. Only the most basic
of items would satisfy the strictest interpretation of “hand-
made.” Often, without conscious decision, most viewers will
accept certain machine processes as “*hand-made” and exclude
others. This only serves as an interference to experiencing
beauty in all its manifestations.

Both makers and benefactors have the responsibility to promote
a broader understanding of the objects that are presented to
the public. For example, a more in-depth explanation of work
processes may foster a better comprehension of the role of the
creator in relation to the objects.

As the concept of “hand-made” becomes irrelevant, the
experience of beauty can become more direct and unencumbered
by mediating baggage. Faith in the creator of the object will be
restored to its appropriate place, regardless of material or
rocess. Attainment of beauty will always demand the highest
evel of refinement.




«There are also moments that the
circle gives one deep satisfaction,
because one is able to break through
the seeming limitation and
unassailability; the circle reveals
itself by repeatedly new
transformations.”

Maria van Kesteren






The Center

Rotational processes and its resultant forms are hypnotic in their
movement and symmetry. There exists something fundamentally

enticing and beautiful in them. Much as the experience of beauty
defies linguistic explanation, so does the attraction to rotation.

There is a wonderful relationship between the process and the
result. When using a rotational approach, whether it be a
potter’s wheel or a lathe, the process itself becomes meditative.
That same seduction carries into the relationship of the viewer
with the object.

The clear indication of process and material gives an entry point
into the object. This initial rapport is conducive to further
investigation and, possibly, transcendence to a level of rapture
andlc%ontemplation. Only then, can beauty accurately evidence
itself.
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Responsibilities

As beauty exists to enrich and inspire, so should the end
products of object makers. In a world saturated with things,
should not those objects that surround us have a positive effect
on our daily lives? Beyond a well-defined utility, their function
should encompass the betterment of our existence.

It is the responsibility of the people who generate objects to
imbue them with this potential. The cumuliative result of beauty
as a critical priority would be extraordinary.

The generation of beautiful objects is like any manufacturing
Erocess; the product can be no better than the quality of its

asic ingredients and procedures. If the maker has no love or joy
during the development and realization of the product, how can
any love or joy be derived from interacting with the object?
Creating beauty requires this dedication.




“The crafts in
their future role
may yet fill the
vacuum

but only if
craftsmen
achieve some
consciousness of
what they are
for, only if
they will set
themselves the
very highest
standards in
workmanship,
and only then if
they attract the
voluntary
services of the
best designers.
Workmanship and
design are
extensions

of each other.”

David Pye






Future

As the virtual and mediated experience becomes more accepted as
a substitute for the material world, it is increasingly critical that
makers define their role within society. It must be clear that this
role is a vital and irreplaceable one. This necessitates active
participation in the evolution of cultural priorities.

Properly positioned, the more fundamental experiences
associated with traditional means of production could gain
emphasis in a more technologically dominated society. For
example, the increasing scarcity of objects made of natural
materials could elevate their status to consumers. The seductive
nature of rapidly advancing technologies demands the active
involvement of those from traditionally based practices.

There is no other way to communicate the subtieties of unique
experiences, like beauty, without a tacit and deep
understanding of material relationships. Without this
understanding, what is accepted as beauty may radically shift
based on the new material cultures of the exponentially evolving
technological societies.

Will beauty always be beautiful?
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