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"The way I treat forms reminds me of
caring for people. Lifting and holding,
using a firm but gentle grip. Getting

to know the formns and learning about
their fragility. Keeping them close to
myself, experiencing happiness and

tiredness. I compare my work with the
forms with close relationsizips."
From Eva Hild's graduation report.

Eva Hild in the studio.
Photo Lars-Ake Green.
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WH WHITEWASHED, CONVOLUTED FORMS, OPENINGS
that seem somehow intangible yet they

V v lead into highly palpable interior spaces,
Eva Hild's ceramic objects are unbelievably thin-
walled. Visually they appear to hover in the air in
spite of their considerable size. Hild works in a world
of forms beyond that of mathematics and engin-
eering as though nature itself were the artist. It was
with such forms that Eva Hild met the public at her
graduation exhibition in 1998. She was immediately
invited to show her work at an international ceramics
conference held at the University College of Arts,
Crafts and Design in Stockholm. One of her pieces
was reproduced on the cover of the printed report
from the congress.

Critics and the general public were entranced at her
first solo exhibition at the Inger Molin Gallery in
Stockholm in 2000. Sweden's National Museum pur-
chased one of the pieces while another piece was
acquired by the new international ceramics museum
which opened at Gifu in Japan in October 2002.
Though her work has been a long time in gestation,
success has come to her almost overnight.

What is it about her work that fascinates us? Her
ceramic objects have a magical quality. They sug-
gest membranes, details of skeletons, caves or a
world beneath the sea. As our gaze follows the
winding cavities, the shadows and surfaces seem
gradually to change form.
, The sculptures seem to be constantly on the move

in slow motion. There is a timeless quality about
them as though they had come about through natu-
ral processes. Their large volumes strengthen the
sense of corporality. They have a spatial and phys-
ical presence.

People have always been fascinated by the rela-
tionship between the interior and exterior worlds:
the dualism between inside and outside, content
and form, feeling and shape, impression and ex-
pression, explanations and religious concepts.

Eva Hild achieves a unity of inside and outside,
starting from the inside and employing not the basic
geometric forms exploited by so many pioneers of
modernism but organic forms from the natural
world. Most important of all is the air that fills the
cavities - the emptiness.

Ceramic fonn. White stoneware, 2000. 70 x 80 x 90 cm. The Swedish National Museum Collection. Photo: Rickard Karlsson.
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Ceramiicfonrm. White stoneware, 2001. 80 x 90 x 90 c111.
Phioto: Andrea Bjdrsell.

Ceramticforms, double-walled (detail). 2000. Each about
40 x 50 x 30 cm. Plioto: Eva Hild.

What she is trying to do is to visualise something
that cannot actually be seen but that is powerfully
experienced; how pressure from outside influences
our interior. She gives expression to things that ob-
struct her work as an artist - such as feelings of dis-
comfort, pain and insecurity. The large size of her
sculptures means that she can relate them to her own
body. While she is working on them they act as spiri-
tual looking-glasses, reflecting her interior state. She
starts from the inside and lets what she finds there
determine the outward form.

Given the complexity of Hild's forms one might
imagine that she would need a computer to calculate
them. This is far from being the case. Sometimes she
makes a few sketches in advance but the details can-
not really be foreseen. Eva Hild's way of working

Ceramnic fonr. White stoneware, 2002. 80 x 90 x 90 cn.
Phzoto: Andrea Bjorsell.
involves endless patience and all the skills of her craft.
Her complex forms cannot be cast or rolled out. Some-
how she manages to make clay, such a sticky and
physical material, seem immaterial. Yet she could
never produce her forms in any other material. Clay is
plastic and allows itself to be constantly reworked. It
is no accident that God chose clay when making
Adam. Humanity must have discovered the life-
giving qualities of clay at an early date. True, the
cradle of Western civilisation, classical Greece and es-
pecially Aristotle, expressed contempt for this 'low'
material. But what would ancient Greece have been
without its clay vessels? The urns and vases embod-
ied the symbols, ideas and concepts of the culture.

By building her pieces using coils of clay, Hild is
able to change the direction she wants to go at any
point. She can work using bold gestures, making the
forms veer off and billow in one direction or another.
She smoothes out the seams and rounds off the forms
using a metal scraper. Her material is a white porce-
lain clay that includes graded molochite grogs to
ensure low shrinkage during firing. The clay is
smooth, malleable and leathery which enables her to
produce complex forms. As this grade of clay does not
readily collapse it can be used to make large forms.

Hild's sculptures grow slowly, contemplatively,
and the work cannot be hurried along. It takes weeks
for her to coil and scrape forth her sculptures. When
the clay is quite dry she spends hours in a fume-cup-
board, sanding away at the surfaces, wearing a mask
and protective clothing. When she is happy with the
form of the sculpture she sprays it with a slurry of
kaolin which forms a white coating. The sculpture is
then allowed to dry slowly and is finally fired to a
temperature of 12302 -12502C for up to 48 hours. Her
kiln sets a limit to the size of her work. Each piece
takes from two to three months of work.
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When they are finished, the sculptures
seem almost to hover above the surface on
which they are placed whether it be a
floor, a shelf or a podium. They dominate
the room and their integrity shines
through. Even if, as spectators, we have
not participated in their protracted birth,
we can sense the silent stillness that char-
acterises them. The finished pieces have a
matt, dry and 'raw' texture, their white-
ness emphasising their non-physical char-
acter. Hild seeks to produce a surface
without structure, an abstract expression.
The smoothness clarifies the shadows.
The shell seems homogeneous and its
thickness is a constant 3-4 mm. But the
edges are pared down and this helps to
strengthen the lines and shadows and the
play of light. The spiral cavities and the
bulging spaces are clearly apparent. Is
there any other ceramist who could emu-
late this vigour and nobility? The potter's
physical nearness to the form and her in-
stinct for the inner cavities of the vessel
are an essential experience.

Though Hild showed an early interest in
art, her initial training was as a physio-
therapist. She learnt to observe and to
understand people's bodies and this would
seem to have influenced her art. She took a
course in ceramics and this convinced her
that clay suited her temperament. "It is
concrete, physical and accessible," she ex-
plains, "not expensive or exclusive".

In 1991 she gained admission to HDK
(The School of Design and Crafts at
Gothenburg University). This was a time
of transition in the school with hard-
working students and an energetic atmo-
sphere. The ceramics department was
housed in old shipbuilding premises and
there was plenty of physical space in
which to experiment. Hild made the
wildest experiments. "I wanted to do
something different with the clay and I
was not conscious of any restrictions at
that time." She took a year off to attend a
school of fine arts and this enabled her to
develop her artistic ambitions. When she
returned to HDK in 1996 there was a new
professor of ceramics, Torbjorn Kvasbo.
He taught the students the importance of
focus and of developing a critical attitude
towards their own work. For her gradua-
tion show she concentrated on a specific
problem and she investigated in five large,
white billowing sculptures.

Ceramic fonts. White stoneware, 2002. Each about 30 x 30 x 25cm.
Plhoto: Ola Kjelbye.
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Ceramic fonrs. Wiite stonieware, 2002. Each aboutt 30 x 30 x 25 cm.
Photo: Ola Kjel bye.

The circumstances of life change. Today she is married and
has two children. The family lives in a former post office in a tiny
village outside of Boras in the west of Sweden. Here she has her
studio which is large and airy. Light floods in through the win-
dows with a glittering lake beyond. Life with children brings
many new experiences and these find expression in her work.

Gradually she has found new means of expression. The emo-
tions that the inner cavities of the sculptures communicate are
more fleeting and joyful than in the early days. In her early
works there is a sense of brooding, of tension. This has become
less dramatic with the years. Now it is the outer shell that is her
focus and the outside surface of her sculpture has become more
physical. What formerly appeared introverted has now been
turned into a flowing sense of freedom. Her sculptures open
themselves to the world. They are still abstract, still pared
down but the cavities are more playful, more rhythmical. She
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Ceramic forms. Gotlands Museum of Art, 2001. Photo: Eva Hild.

can perforate them, cut into them, let the forms
branch out or combine with each other.

Despite the high degree of abstraction in Hild's
sculptures they have a narrative quality that reflects
the various phases of her life. Though her technique
is virtuosic, her work never seems determined by
technical considerations. In spite of the calm silence
that her works convey, movement flows through
them. And despite the fact that she reduces the mate-
rial to a minimum, the sculptures have a physical
force and presence. They are real entities, 15 to 25
kilos in weight and no mere will-o'-the-wisp. Work-
ing with clay is hard physical labour.

Vessel, body, memory and experience are fused
together in Eva Hild's sculptures and are free of their
material ballast. The viewer senses this both on an
abstract and a sensual level. Hild has found a per-
sonal, wordless language in which to express feelings,
whether she is communicating a whisper, pain or joy.
And those of us who behold her work are reminded of
how our own inner emptiness feels.

Kerstin Wickman is Professor of Design and the History of Crafts,
University College of Arts, Crafts and Design, Stockholm.
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