Grayson Perry
Source 1: Grayson Perry (winner-Turner Prize 2003) was born in Chelmsford in 1960. He studied at Braintree College of Further Education and at Portsmouth Polytechnic. Perry is best known for his ceramic works: classically shaped vases covered with figures, patterns and text. The revealing and often dark subject matter depicted on these pots is at first disguised by their colourful, decorative appearance. His chosen topics include autobiographical images of himself, his transvestite alter ego Claire, and his family, as well as references to political events and an investigation of cultural stereotypes.
   
Perry's subject matter sometimes comes from his upbringing in the Essex countryside, as depicted on the vase, I was an Angry Working Class Man 2001. This presents the recognisable iconography of motorbikes, pub signs and other images of manhood, topped off with the golden figure of an emasculated Pit Bull Terrier, mascot of the stereotypical Essex Man. He also engages directly with contemporary issues, for example in the vase We’ve Found the Body of your Child 2000, which deals with child abuse within the home. Perry simultaneously employs and subverts the craft form of ceramics. He revels in its second-class status within world of fine arts, in order to explore challenging, yet witty and thought provoking themes. As he says ‘A lot of my work has always had a guerrilla tactic, a stealth tactic. I want to make something that lives with the eye as a beautiful piece of art, but on closer inspection, a polemic or an ideology will come out of it’ .In awarding the prize to Grayson Perry, the judging panel admired his use of the traditions of ceramics and drawing in his uncompromising engagement with personal and social concerns. 

Source 2: Perry’s pots are rendered with a master-craft: their surfaces richly textured from designs marked into the clay, followed by  complicated glazing, gold leaf, and photo-transfer techniques. Perry makes ceramic pots, hand-stitched quilts, and outrageous dress designs, creating a cosmopolitan folk-art.

His form and content is always incongruous: classic Greecian-like pots bearing images of car-wrecks, cell-phones, supermodels, as well as more dark and literary scenes often incorporating auto-biographical references.

Unhappy expressions on the little girls’ faces in ‘Golden Ghosts’ contrast sharply with the idyllic country cottages stenciled in the background. Perry often uses found images to create a mood or a tension – the exceptionally sad image of the seated girl is that of a child affected by the Chernobyl Nuclear Power Station disaster. The children of "Golden Ghosts," mostly little girls, hold their dolls with a kind of distractedness against a backdrop pattern comprising hundreds of tiny coffins. The mother-of-pearl-like surface sheen of "A Pattern of Bruises and Cigarette Burns" is marred with glowing scars, bringing to mind the association between the vessel shape and the body that has been recognized through time. This evocative work hints at a familiarity with psychotherapy, made at a time when Perry was coming to terms with his own unhappy past. Perry’s transvestite alter ego, Claire, appears outlined in gold as the ghost in the title, dressed in the elaborate embroidered Coming Out Dress, made for a performance in 2000.

Perry reveals ‘One of the reasons I dress up as a woman is my low self-esteem, to go with the image of women being seen as second class…It is like pottery: that’s seen as a second-class thing too’.

People say, ‘why do you need to put sex, violence or politics or some kind of social commentary into my work?’ Without it, it would be pottery. I think that crude melding of those two parts is what makes my work.”

Perry creates seductively beautiful pots that convey challenging themes; at the heart of his practice is a passionate desire to comment on deep flaws within society. 

Source 3: Does a pot count as high art? The decorated pot brings the domestic, the banal everyday, into the gallery. It blurs the boundary between familiar homely clutter and the way a gallery space strives to keep us aware of the representational strangeness of what we are looking at – the need to scrutinise it closely if we are to understand it. 

By selecting ceramics and embroidery as his preferred media Perry has chosen to inhabit that ‘second place’ – the space of inferiority – traditionally allocated to craft-based art works produced by women over the centuries, during which they were excluded from the public sphere. The repetitive painstaking nature of such ‘women’s work’ has been designated second-rate, circumscribed and limited in its ambition from the outset – or so connoisseurs and critics have maintained. 

His pots are products of painstaking work, each one coiled from snakes of clay, worked gradually into a smooth, familiar shape, with a great deal of attention, time and effort. ‘There’s a kind of elegant gesture in throwing [pots] which is like ballet, kind of a graceful arc – and then there’s what I do which is kind of a war of attrition.’ 

Perry chooses a different set of tactics to catch and hold the viewer’s attention. From a distance, the seductive shimmering beauty of the work is immediate, with its evocations of precious oriental art-objects. That beauty seems to give the work an aura of authenticity. When the viewer does get up close, Perry rewards them with a breathtakingly rich level of detail. With Perry’s embroidery the sensation of discovery as you move towards the work is alarming, as the apparently innocent repetitions of decorative pattern break down under scrutiny into more sinisterly meaningful components: ejaculating penises, foetuses, jet planes, hypodermic needles, swastikas. Perry’s pots turn out to be scary. Pots are not supposed to be extreme, they are not supposed to disturb, nor to convey thought-provoking political messages. Close-up, the viewer encounters a compilation of lurid headlines, photographic images (some family snaps, some familiar clichés), sentimental off-the-peg transfers, kitsch ornament and an obsessive vocabulary of powerful images drawn from Perry’s private fantasy. 

Source 4:, Grayson Perry is best known for his beautifully crafted pots decorated with often uncomfortable scenes of modern life.

But now he has turned his hand to textiles, and has produced a vast tapestry decorated with hundreds of brand names .The work, which measures fifteen metres by three metres, was inspired by Perry's enthusiasm for the elaborate imagery of early 20th-century Sumatran batik fabrics. The Walthamstow Tapestry, as he has named it, can be read from left to right. It starts with a graphically bloody scene of childbirth and then continues with depictions of the seven ages of man, through childhood, adulthood and eventually to death.

But the devil is in the detail. Around these large human figures teem hundreds of smaller images and words. The words are brand names, detached from their products but leaving behind them, Perry says, the aroma of the particular values they convey.

"When you divorce the names from their products and logos you are left with a kind of emotional residue," he says.

Often, he says, the brand names are scattered more or less at random, but this is not always the case. In one section of the tapestry, a ship – "a ship of fools", according to Perry – is surrounded by the names of troubled financial institutions such as RBS, HSBC, Northern Rock and Enron..
The small images clustering among the brand names are of other matters relating to modern life. Mothers push prams, children talk on their mobile phones, soldiers aim rifles, a suicide bomber prepares to detonate himself. Even smaller motifs turn out to be litter, the detritus of modern urban existence – discarded detergent bottles, carrier bags caught in the branches of trees, beer cans, McDonald's wrappers and even, for some reason, a stray pair of underpants apparently wafting through the air.

But it is clear that the tapestry conveys a comment on the particular significance of brands in modern life, and the almost religious weight they carry. "It's almost like a religious fresco celebrating obscure gods and beliefs," he says.

To create the tapestry Perry made drawing which was then sized up on a vast computer file and woven by a specialist firm in Belgium.
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