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New Spectrum Stamps and Rollers
Relyef stamps are made with 3D printers and leave a clearer and cleaner impression 
because they are made with a graduated angle to smoothly cut into clay. The angle 
allows you to make your impressions as deep as you like without leaving behind 
borders or messy lines. All stamps and rollers are made with biodegradable bioplastic 
material. Ask for these stamps at your local clay and glaze supplier.

www.spectrumglazes.com   •   (800) 970-1970 
For a free catalogue, please email: sales@spectrumglazes.com

All samples were glazed with 
Spectrum’s Cone 5 Semi-Transparent glazes.
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1 Lisa Orr ’s pitcher and mug, to 7 in. (18 cm) in height, handbuilt 

stoneware, sprigging, underglaze, glaze, fired to cone 6. “Lisa Orr,” 

at In Tandem Gallery (www.intandemgallery.com) in Bakersville, North 

Carolina, April 15–May 15. 2 Andy Palmer’s bird vase, 22 in. (56 cm) 

in height, wheel-thrown and altered earthenware, terra sigillata, 

stain, glaze, fired to cone 1 in an electric kiln. “Andy Palmer,” at 

In Tandem Gallery (www.intandemgallery.com) in Bakersville, North 

Carolina, April 15–May 15. 3 Holly Walker’s Railroad Jar, 7½ in. 

(19 cm) in height, pinched red earthenware, slips, glazes, fired 

to cone 04, 2020. Photo: Michael Sacca. “echo,” at TRAX Gallery 

(https://traxgallery.com) in Berkeley, California, through April 11. 

42 march 2021      www.ceramicsmonthly.org www.ceramicsmonthly.org      march 2021 43

Seth Charles wants you to look closer. At first glance, his wood-fired 
sculptures might remind you of an eroded rock formation or the 

carved arch of a cliff. With his largest works ranging from 
just 18 inches to his smallest at 4 inches, Charles hopes 

the intimate scale of his work will invite a closer view. 
He believes that the more we observe nature, the 

more we’re reminded that we’re connected to—not 
separate from—the natural world. Though it’s easy 

to identify with the obvious beauty of a majestic 
landscape, Charles is more interested in finding 

beauty in things that are a little more elusive, 
more subdued, things you have to reflect on 

and spend time with to appreciate. Imagine 
the first bud of a plant emerging from the 

snow. For Charles, “that subtleness, that 
quietness, is arguably more beautiful 

than the most scenic landscape.” It’s 
this same subtle quietness that he 

hopes to convey in his work.

1 Creamer, 6 in. (15 cm) in height, wheel-thrown, iron-rich stoneware, 
kaolin slip, gas reduction fired to cone 7, 2020. 2 Bowl, 5 in. (13 cm) in 
width, wheel-thrown, iron-rich stoneware, kaolin slip, gas reduction fired 
to cone 7, 2020. 3 Flask, 5 in. (13 cm) in height, wheel-thrown, iron-rich 
stoneware, kaolin slip, gas reduction fired to cone 7, 2020.

Untitled III, 14 in. (36 cm) in height, handbuilt, 
iron-rich stoneware, wood fired to cone 8, 
reduction cooled, 2018. 

Unearthing a Sense of Place

When he applied to graduate school, Charles had participated in 
just one wood firing. As an undergraduate at the University of 
North Florida, he was invited to take part in an anagama firing. 
Intrigued by the surfaces, Charles got the bug for wood firing 
after that. He loved everything about the process—the hard work, 
wood preparation, wadding pots, and careful loading. In applying 
to graduate school, finding a program that offered wood firing felt 
essential. When he was accepted at Central Washington University 
in Ellensburg, Washington, students were told they would be firing 
an iron-bearing clay to cone 8 with a reduction cooling. Firing this 
way in a train-style wood kiln was so different from his anagama 
experience where the pots were fired to cone 10–11 and tended to 
have shinier surfaces. Though Charles was initially hesitant, after 
researching train kilns and reduction cooling, he grew excited by 
the possibilities.

In reduction cooling, once the kiln is at peak temperature (in 
this case, cone 8), it gets sealed up, with the exception of a few 
2-inch square openings where small pieces of wood and lump 
charcoal can be stoked. The main damper is sealed off, while a 
passive damper in the chimney is opened. The goal is to starve the 
kiln of oxygen. Small, infrequent stokes to add charcoal or wood 
allow carbon to be introduced into the kiln. With very little ox-
ygen left in the kiln, it then gets pulled from the iron in the clay. 
As the fuel burns, the temperature in the kiln decreases. Stoking 
continues at spaced-out intervals until the kiln reaches the desired 
temperature (the sweet spot for Charles is 1550°F (843°C)). The 
lower the cooling temperature is prior to completing reduction, 
the darker the colors of the pots. The process of cooling in this 
way produces a wide spectrum of iron colors that can’t be achieved 
in other atmospheres. 

Unloading that kiln for the first time, Charles immediately 
saw a connection between the surfaces of his work and the larger 
landscape around him. The earthy red flashing from the path of 
the flame and weathered appearance from ash deposits mirrored 
Central Washington’s terrain with fewer trees, more rocks, and rich 
earth tones. This awareness led Charles to want to create work that 
spoke to a sense of place, work that felt specific for that particular 
wood kiln and way of firing. Here began his gradual move from 
functional to sculptural work. 

The Beauty of Imperfection

Technical proficiency and uniformity initially felt satisfying when 
Charles began working with clay. Yet once he began researching 
historical ceramics, he felt drawn to 15th- and 16th-century Korean 
and Japanese pots that were more irregularly formed, revealing 
a sense of vitality and gesture. Wabi-sabi, a traditional Japanese 
worldview that suggests that beauty exists because of—not in spite 
of—imperfection, began to influence his work. The wabi-sabi 
aesthetic celebrates asymmetry, roughness, and a reverence for 
natural materials and processes. Subscribing to the concept as a 
way of life, Charles believes that human beings are innately drawn 
to objects that aren’t refined. Yet in Western cultures, we interact 
with so much refinement in our daily lives. Take the smartphone, 
for example. It’s the epitome of slickness, yet the object is essentially 
lifeless. While beauty could be found in this object if considered a 
sculpture of sorts, its perfection doesn’t speak to Charles.

Inner and Outer
Seth Charles

by Susan McHenryLandscapes
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RECIPES

soda-fired surfaces
Stuart Gair and Justin Rothshank share slip, glaze, and wadding recipes that perform well when fired in a 

soda kiln. 

48
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1 Justin Rothshank’s bottle, 5 in. (13 cm) 

in height, Highwater Clays’ Earthen Red 

clay, wheel thrown, porcelain slip, decal 

applied to leather-hard clay, lined with 

Bray Copper Green, soda fired to cone 3 

in a neutral atmosphere, various decals 

fired to cone 015, 2018.

1 Stuart Gair’s Rhombus Cup, 3 in. (8 cm) in height, stoneware, Johnston Slip, fired to cone 8–9 in a soda 

kiln. 2 Stuart Gair’s teabowl, 3 in. (8 cm), stoneware, Stu’s Flashing Slip, fired to cone 8–9 in a soda kiln. 

1, 2 Photos: Amy Miller. 3 Justin Rothshank’s bottle, 5 in. (13 cm) in height, Highwater Clays’ Earthen Red 

clay, wheel thrown, porcelain slip, decal applied to leather-hard clay, lined with Nathan Bray’s Copper 

Green glaze, soda fired to cone 3 in a neutral atmosphere, various decals fired to cone 015, 2018.
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2Nathan Bray’s RecipeNATHAN BRAY’S COPPER GREEN  GLAZE (3)Cone 04–6 Neutral/Soda
Gillespie Borate  . . . . . . . . . . . . . . . .  30 %

Ferro Frit 3195 . . . . . . . . . . . . . . . . .  30

Nepheline Syenite  . . . . . . . . . . . . . .  20

EPK Kaolin . . . . . . . . . . . . . . . . . . . .  10

Silica (325 mesh)  . . . . . . . . . . . . . . .  10

 

100 %

Add: Copper Carbonate . . . . . . . . .  5 %

Test with 5–8% copper carbonate.This green glaze is used on the interior and top 

portion of the vase shown here.  This recipe was 

shared by Nathan Bray in Low-Fire Soda by Justin 

Rothshank, published by The American Ceramic 

Society and available through the Ceramic Arts 

Network shop: https://ceramicartsnetwork.org/

shop/low-fire-soda.

Stuart Gair’s Recipes
WADDING RECIPE 

Cone 04-10 Oxidation/Reduction
Barnard Clay  . . . . . . . . . . . . . . . . . .  24 %

EPK Kaolin . . . . . . . . . . . . . . . . . . . .  24

Hawthorne Clay . . . . . . . . . . . . . . . .  24

Newman Red Clay . . . . . . . . . . . . . .  24

Alumina Hydrate  . . . . . . . . . . . . . . .  4

 

100 %

Add: Coarse Sand . . . . . . . . . . . . . .  5 %

 Sawdust . . . . . . . . . . . . . . . . .  5 %

Mix to a clay-like consistency and use to separate 

pots from shelf. May also be molded into disks or 

other shapes and placed in between pots.
WADDING RECIPE 2

Cone 5–10 Oxidation/Reduction
Helmar Kaolin  . . . . . . . . . . . . . . . . .  15 %

Hawthorne Clay . . . . . . . . . . . . . . . .  40

Newman Red Clay . . . . . . . . . . . . . .  40

Alumina Hydrate  . . . . . . . . . . . . . . .  5

 

100 %

Add: Coarse Sand . . . . . . . . . . . . . .  5 %

 Sawdust . . . . . . . . . . . . . . . . .  5 %

Mix to a clay-like consistency and use to separate 

pots from shelf. May also be molded into disks or 

other shapes and placed in between pots.

STU’S FLASHING SLIP (2)
Cone 5–10 Oxidation/Reduction

Nepheline Syenite  . . . . . . . . . . . . . .  20 %

Grolleg Kaolin  . . . . . . . . . . . . . . . . .  20

Helmar Kaolin  . . . . . . . . . . . . . . . . .  20

OM 4 Ball Clay . . . . . . . . . . . . . . . . .  20

Tile 6 Kaolin  . . . . . . . . . . . . . . . . . .  20

 

100 %

Apply thin layer over buff stoneware by spraying. 

Results range from orange to gray to brown.JOHNSTON SLIP (1) 
Cone 5–10 Oxidation/Reduction

Nepheline Syenite  . . . . . . . . . . . . . .  30 %

EPK Kaolin . . . . . . . . . . . . . . . . . . . .  10

Grolleg Kaolin  . . . . . . . . . . . . . . . . .  50

Newman Red Clay  . . . . . . . . . . . . . .  10

 

100 %

Apply thin over buff stoneware by spraying. Results 

vary depending on the kiln firing. Potential colors 

include gray, red, orange, navy blue, and maroon.
SHELF AND STILT WADDING RECIPE

All Temps Oxidation/Reduction
EPK Kaolin . . . . . . . . . . . . . . . . . . . .  50 %

Alumina Hydrate  . . . . . . . . . . . . . . .  50

 

100 %

Mix to clay-like consistency and use in between 

shelves and stilts.

Passion for Pagodas | Arlynn Nobel Pottery Making Illustrated | Tear Out and Try 

7 8

5 6

1 2 3

Keeping the rib flat on the bat and the 
left hand lubricated, pull the clay toward 
you to form a ring. 

Go over each individual ridge with a  
sponge to smooth and round the ridges 
between the indents.

Throw the body as you did the foot. Stop 
the stretching about ½ inch (1.5 cm) from 
the top, so you can create a flat rim. 

Using a flexible stainless-steel rib, scrape 
the surface until there is very little slurry 
left on the rib. This strengthens the wall.

For the feet, use an index finger to 
stretch the clay on a diagonal from the 
bottom to the top of the next marker. 

After the collar is thrown, set a gallery for 
the lid. When measuring for the lid, leave 
just a bit of wiggle room.

As the wheel rotates, place a hard stain-
less-steel rib on the clay. Place your other 
hand inside, opposite the rib, for support. 

After the piece firms up enough to 
support a controlled collapse, apply a 
downward pressure between the feet.

Throw an upside-down bowl for a lid. Lay 
it down with the flat side of a fettling knife, 
while the other hand supports the clay.

16 17 18

14 15

10 11

13

The finial begins as a solid cone shape. 
Start at the bottom and indent with a 
variety of ribs. Smooth after each indent.

View of the upside-down foot section 
after attaching the drop-in floor slab and 
smoothing the interior join using a rib.

Score, slip, and place the collar on the 
body. Secure and smooth the join with a 
sponge, then compress with a rib.

Use a compass to draw a circle below the 
rim of the foot section; repeat on paper to 
make a template for cutting a slab to fit.

Score and slip the top of the foot section 
and the bottom of the body. Place the 
body on the feet and secure the join. 

A profile view of the attached feet, body, 
and collar. The form is finished when it is 
hard to tell where the joins are.

Use the template to cut a slab circle with 
a beveled edge. Place the slab inside the 
foot section and smooth the join.

Smooth the join with a sponge, then use a 
rib and press hard to compress the seam 
to prevent cracking as the form dries.

Hollow out the finial, then score, slip, and 
attach it to the lid. Trim the join until it 
looks like one piece. Refine the lid curve.
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When I was an undergraduate ceramics student, I learned to 

throw something called a yo-yo pot. It’s a straight-walled cylin-

der, that is collared in at the top until completely closed. After 

leveling the top of the enclosed form, an indent is made around 

the side wall. Once the clay becomes leather hard, a needle tool is 

used to cut through the clay wall at the bottom of the indent. The 

top section is now a lid, and the indent becomes the lid seating or 

flange that fits into the bottom cylinder, making it a jar. Right after 

throwing it, the indent causes the cylinder to look like a lopsided 

yo-yo. This simple pot is one I’ve consistently made throughout 

my years in clay. Not only is it fun to throw, but it’s also a great 

teaching form as it contains several different pottery techniques. 

This past year I’ve been inspired by several artists making 

flower bricks and found this yo-yo pot design easily trans-

formed from a lidded jar to a flower brick with a removable 

top. The flat, smooth surface is a perfect canvas for a colored 

slip and sgraffito carving. 

Throwing the Enclosed Form

Begin by throwing a straight, even-walled cylinder on a bat using 

1–11/2 pounds of clay. Collar in the cylinder by gently constrict-

ing the clay starting about one-third of the way down from the 

top (1). Alternate collaring and pulling to form a small chim-

ney (2) that is then narrowed (3) and pinched off, closing the 

cylinder. Once the top is sealed, use a stiff rib to straighten the 

FLOWER POTS by Dodie Campbell Yo-Yo

22 May/June 2021  |  www.potterymaking.org

Like yoga and meditation, clay has always been a part 

of my spiritual practice. Creating ceramic vessels al-

lows me to explore my personal striving for emotion-

al and spiritual equilibrium. I explore the balance of 

freedom and fluidity with symmetry and structure.

My passion for pagodas started with a school 

assignment for lidded pots. The moment I laid 

eyes on them, I was drawn to their structure. 

Upon deeper study, I learned they were spiri-

tual temples where monks go for prayer and 

meditation. Thus began my 20-year love 

affair with pagodas. On a 2019 trip to 

Borobudur, Indonesia, I was able to sit 

and meditate with the beloved pagodas 

for 3 days. It felt like coming home to a place I once lived 

centuries ago. Everything felt familiar and intimate. 

The Zen tea masters of feudal Japan were charged 

with decorating and furnishing the tearooms in the 

homes of their powerful patrons. Each object and 

element was carefully chosen and arranged to cre-

ate a sense of calm and serenity, which worked 

to transform a small, confined space within 

a high-pressure urban environment into an 

oasis of peace. This, then, is one of my pri-

mary goals: for my work to function in a 

similar way, to serve as a serene resting 
place for the eyes and mind in its own 

small corner of the universe.

PASSION FORPagodasby Arlynn Nobel

SUBSCRIBE TODAY!

2022
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Welcome to your workshop! Whether you enjoy throwing, handbuilding, 
surface design, glaze testing, or all of the above, we’ve pulled together several 
things for you to try out once you get back to your studio. 

If you’re familiar with Pottery Making Illustrated and Ceramics Monthly, 
then you already know they’re packed with practical information, projects, 
and techniques. The articles shared here provide a sampling of some of the 
great content in each issue. 

You’ll also find a wealth of information on the magazines’ websites: 
www.ceramicsmonthly.org and www.potterymaking.org. Guests can access 
their choice of articles for free on a limited monthly basis. For more tips and 
techniques, check out hundreds of free posts and scores of how-to videos on the 
Ceramic Arts Network (https://ceramicartsnetwork.org). Enjoy your workshop!

Holly Goring 
Editor, Pottery Making Illustrated

Jessica Knapp 
Editor, Ceramics Monthly

 4 Make Play, Not Work
by Adrienne Eliades 
The planter is a functional form with lots of potential for 
experimentation. Adrienne Eliades packs the process full 
of play from handbuilding numerous parts to layering 
surface decoration.

 8 HoMe FiltratioN SySteM
by Nathan Portnoy 
Saving your plumbing from clay buildup doesn’t have 
to cost a lot of money. Nathan Portnoy shares a simple 
system that’s easy to construct and even easier to install.

 10 a level oF alcHeMy
by Michelle Im
Michelle Im’s earthenware vessels grew from a cause-
and-effect relationship between clay body and building 
process. Imagery from the natural world and Korean 
Buncheong ware inspire the sgraffito-decorated surfaces 
she creates.

 12 traNSFer + StaMP + color
by Amy Brummond 
Amy Brummond pushes ideas in the studio by 
combining multiple surface treatments to create visual 
interest and texture. 

 16 creatiNg colorFul WraP vaSeS
by Ruby Pilven 
Adding color into a clay body allows Ruby Pilven to 
create slab-built vases with integrated patterns.
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 20 WedgiNg
illustrated by Robin Ouellette
Wedging can literally make or break a final piece. Have 
questions? These clearly illustrated steps will help.

 22 air BuBBle MytH
by Sue McLeod
Ceramics studios are full of warnings about trapped 
air pockets in joins or improperly wedged clay, but the 
factor that causes blow ups isn’t the air. Read more from 
Sue McLeod on the real culprit: trapped moisture.

 24 a tHougHtFul Soda aPProacH
by Stuart Gair 
Stuart Gair shares the details of form, materials, 
placement, and firing that allow him to achieve the 
results he wants when soda firing his work.

 30 Wood-Fired SurFaceS
by Seth Green  
Firing these slip and glaze recipes in long wood firings 
yields deep, metallic surfaces.

 31 eaSy kilN loadiNg
by Mitch Pilkington 
Loading wide, round pieces into a top-loading electric 
kiln can be hard on the knuckles. Learn how a silk scarf 
can come to the rescue.

 32 advertiSer iNdex

164 24

Cover (clockwise from top left): Mitch Pilkington loading a large pot into a kiln using a silk scarf; Amy Brummond removing excess underglaze from 
stamped decoration on a mug; Stuart Gair placing wads on the bottom of pots in preparation for a soda firing; Adrienne Eliades trailing glaze on a mug; 
Ruby Pilven placing a vase template onto a colored-clay slab (Photo: Tara Moore Photography).



Exploration through play is fundamental to a vibrant 
studio practice. We learn through doing, discovering 
new directions, informed by action and reaction. 
Engaging with processes and materials without 
concern for a successful outcome promotes true 
creative development. 

In order to adapt my thinking from the repeti-
tion of daily studio work to exploration mode, 

I need a shift of experience. A change of 
place, season, or making cycle can initiate 
such a shift. Summer seems to be a particu-
larly experimental time of year for me. The 
days are long and lazy, giving permission 
to slow down. Inspired by plants and flow-
ers dotting the landscape in bright colors 
of the season, planters come to mind as 
a form to make in an effort to bring that 
outside beauty indoors.

Form First
To make a planter, first wedge 2 pounds 
of porcelain (I use Laguna #16 porcelain) 
and pat into a ball. Center the clay onto 
a bat secured on the wheel. Finding the 
center of the clay, open the ball with 
two fingers pressing down into the clay, 
leaving a ¼-inch-thick floor. Pull the wall 
toward you to define the beginnings of a 
cylinder that is wider than it is tall. Using a 
wooden rib, compress and flatten the floor 
by holding the rib’s short flat side against 
the clay with light pressure. Next, focus on 
pulling up the walls consistently until they 
are ¼ inch thick. No need to make precise 
measurements for height and width, simply 

let the clay flow. Smooth the interior and ex-
terior with a soft, flexible plastic rib to remove 

by Adrienne Eliades
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Measure 3 teaspoons of Mason stain and place 
in a 1-pound pinched bowl.

Throw a cylinder wider than it is tall. Leave 
resting on bat and set aside.

1 2

Cut identical half-moon-shaped handles from a 
¼-inch-thick slab.

Throw a short dish with the pigmented clay to 
the same diameter as the cylinder.

3 4

Affix each half moon to the rim and press firmly, 
working the edges together. 

Slip and score the rim and bottom edge of the 
half-moon-shaped slabs. 

5 6

MASON-STAINED PORCELAIN 
Cone 7 Oxidation

Laguna WC-617, #16  .  .  .  .  .  .  .  .  .  .  1 lb
Mason Stain  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  3–5 tsp

Wearing gloves, form the ball of clay into a small 
pinch pot. Add the powdered stain inside the pot. 
Then knead or wedge until mixture is completely 
homogenized. Vary the amount of the Mason 
stain used based on the desired saturation.

throwing lines and excess slip. Compress 
and smooth the rim with a synthetic cham-
ois cloth or piece of plastic. Use a cut-off 
wire to immediately release the form from 
the bat to ensure an even cut while wet. 
With the form resting on the bat, remove 
the bat from the wheel and set it aside (1).

Meanwhile, make pigmented porcelain.  
Measure out 1 pound of clay. Holding the 
ball in one hand, impress the thumb from 
your other hand into the ball, forming a 
small pinch pot. Measure out 3 teaspoons 
of stain and place it in the pinched wet-
clay bowl (2). Wearing gloves, wedge the 
ball until all the stain is incorporated and 
homogenized; this will take 5–6 minutes of 
wedging. Work the materials together until 
there are no speckles of stain and the ball 
is pigmented a solid color. Using the steps 
from above, throw the pigmented porce-
lain into a wide, short dish that measures 
the same diameter as the larger cylinder’s 
exterior base (3). 

Add and Subtract
Once the two cylinders are leather hard, 
roll out a slab ¼ inch thick to match the 
wall thickness of the thrown forms and al-
low it to set up on a piece of drywall until 
firm but still flexible. This may take 1–2 
hours depending on studio conditions and 
weather. In the meantime, trim the bottom 
and sides of each cylinder to match the 
thrown wall thickness (¼ inch). Smooth 
with a sponge and a plastic rib. Cover the 
thrown pieces in plastic or place in a damp 
box until the slab is set up. 

Experiment with adding slab shapes to 
the rim of the large cylinder to enhance 
the form. Let play lead the way: cut shapes 
freehand and hold them up to the form 
to see different configurations. Here, two 
half-moon shapes are cut from the slab (4) 
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Sketch and cut out a band of evenly spaced rectangles on the  
pigmented cylinder.

Sketch and cut out drainage holes on the bottom of the larger cylinder.

7 8

Use a hake brush to apply two coats of Amaco Jet Black underglaze to the 
entire exterior of the piece.

Wet and apply the paper stencils to the leather-hard form. Use a flexible 
plastic rib to smooth any air bubbles.

9 10

Fill in the negative-space shapes with glaze using an 18-gauge slip trailer.After bisque firing, apply painter ’s tape to the exterior of the drainage 
holes to block off, then glaze the interior of the piece.

11 12

process | Make play not Work | Adrienne Eliades
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mimicking handles. Slip and score the rim and bottom edge of 
the half-moon slabs (5) and affix each to the larger cylinder, firmly 
pressing the two edges together (6). Cover and let the moisture 
content homogenize overnight. 

The next day, refine the half-moon slabs and cut out an interior 
shape to make them functional handles if desired. Additionally, 
sketch and cut out drainage holes on the bottom of the larger 
cylinder (7). To relate the top form to the bottom form, sketch 
and cut a band of rectangles in the pigmented cylinder (8), leaving 
the bottom third solid to capture excess water. The holes allow the 
water to evaporate more quickly.

Black and White
Once forming is complete, it’s time for surface decoration. In 
keeping with the theme of play and experimentation, sketch and 
cut out paper stencils. Free drawing these shapes gives the motif a 
sense of spontaneity. Tip: I make my paper stencils from tree-free 
sugar-cane paper. This material is less likely to tear when saturated 
with water and underglaze. Apply the paper stencils to the leather-
hard form by dipping each piece in a clean bowl with fresh water 
then sticking it to the surface of the pot. Using a flexible plastic rib, 
lightly press each stencil to adhere it completely and remove any 
air bubbles (9). Once all the stencils are applied, let them dry until 
the paper is no longer reflective when exposed to a light source. 
This will take at least 10 minutes, but possibly longer. 

Next, coat the entire outside of the piece with two layers of 
Amaco Jet Black underglaze (10), allowing a few minutes of drying 
time in between coats. Let the whole piece dry until the surface is 
no longer reflective in the light. Carefully remove each stencil using 
the tip of an X-Acto knife or tweezers to lift an edge, then pull up 
the stencil. Leave both pieces uncovered and assembled until bone 
dry, then bisque fire to cone 06.

In Full Color
After the pieces are bisque fired, sand any imperfections with 220-
grit fine sandpaper. Wipe the entire surface with a damp sponge 
to remove dirt, dust, and finger oils. Glazing the interior of a pot 
with drainage holes can be tricky. Apply painter’s tape on the 
exterior of the drainage holes to block them off (11). Firmly press 
the tape edges again to the bisque ware to ensure there are no air 
gaps. Pour a liner glaze into the interior, tilting and rotating the 
piece to pour the glaze out while coating the inside. Let it dry for 
a few hours to overnight.

Next, fill in the shapes with glaze. Use an 18-gauge slip-trailing 
bottle loaded with glaze to gain greater control of flow and ar-
ticulation within the lines (12). This also builds up a thicker layer 
of glaze and eliminates the need for multiple layers. If you color 
outside the lines, remove the glaze and sharpen edges with a clean, 
damp paintbrush. Color in each shape, alternating colors to cre-
ate a dynamic palette. Do not apply any glaze on the Jet Black 
Amaco underglaze or to the pigmented porcelain base. Firing the 
piece to cone 6–7 slightly fluxes the underglaze and vitrifies the 
surface. Caution: Underglaze that is not covered by a glaze is not 
a food-safe surface. 

Turning work into play isn’t hard. It’s simply having fun and 
being joyful and energized. A good start is to schedule play into 
your studio time, once a week, a month, or a season. Just like 
work, play takes practice to achieve a happy, flowing state of mind. 
Repeat a play practice regularly with pure abandon for a successful 
outcome. What will you do to play a little more in the studio?

Adrienne Eliades lives and maintains a studio practice in Vancouver, 
Washington. In addition, Adrienne is the HOT CLAY Program Coordi-
nator for Idyllwild Arts Summer Program in Idyllwild, California, and 
has presented over 20 workshops nationwide. See more of her work at  
www.adrienneeliades.com.

Firing Schedules
Cone 06 Bisque Firing Schedule
Ramp 1 . . . 50°F (10°C)/hour to 150°F (66°C), 
5-hour hold
Ramp 2 . . . 150°F (66°C)/hour to 1100°F (593°C)
Ramp 3 . . . 208°F (98°C)/hour to 1830°F (999°C)

Cone 6 Glaze Firing Schedule
Ramp 1 . . . 50°F (10°C)/hour to 180°F (82°C)
Ramp 2 . . . 350°F (177°C)/hour to 2000°F (1093°C)
Ramp 3 . . . 150°F (66°C)/hour to 2210°F (1209°C), 
10-minute hold
Ramp 4 . . . 500°F (260°C)/hour to 1910°F (1043°C), 
10-minute hold
Ramp 5 . . . 90°F (32°C) to 1400°F (760°C), 
10-minute hold
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Have you started working with clay at home and away from community or shared studio facilities? Save your 
plumbing with an inexpensive, do-it-yourself water-filtration system.

COVID-19 has changed the way many of us are working. As rules 
changed and our ability to gather decreased, I had many students 
asking me about setting up makeshift studios at home. In these 
times, any activity we can find solace in is well worth the effort you 
have to put in upfront to get lots of joy from in return. One of the 
initial challenges to overcome in setting up a home studio area is 
the potential strain on your home’s plumbing. 

Gathering Materials
Sediment from clay will accumulate in pipes and drains and grow 
mold, while glazes will settle in them to build a hard mass. The 
result is dreadfully blocked pipes requiring a plumber (not to 
mention the environmental impact of dumping clay and glaze 
materials down the drain). An investment of around $40 in ma-
terials for this project could save hundreds of dollars later. One of 
the most inexpensive things you can do to save your pipes is make 
this simple and effective filtration system (1). You will need the 
following components in 1-inch diameters:

• PVC threaded female adapter 
• PVC male adapter
• Slip-elbow PVC fitting 
• 2-foot length of PVC pipe 

Additionally, you’ll need a 5-gallon bucket with a gasket lid and 
a roll of aluminum window screen. You’ll also need a 1-inch hole 
saw, a utility knife, and a heat gun (optional). 

Assembly and Use
First, test fit the pipe with the elbow attached. When placed inside 
the bucket, your goal is to have the top of the pipe sit an inch below 
the rim (2). Mark and cut the pipe. Next, using a hole saw, cut a 
hole in the bucket 1/4 inch above the inner floor. For a watertight 
fit, use your heat gun or torch to heat up the hole and press fit the 
male adapter. Attach the female fitting to the outside to hold it 
all together (3). Gluing is not necessary for any of the fittings. If 
you do not have a torch or heat gun, just dry fit them. Now, it is 
time for the lid. Cut the inside ring of the lid using a utility knife 
and remove (4). Using the outer diameter of the lid as a template, 
cut your screen to fit. Lastly, remove the gasket from the lid, place 
the screen in the channel of the lid, set the gasket back into the 
channel, and press firmly for a tight fit. You are all set!

Using your new, inexpensive filtration system is easy. Place the 
bucket in your sink and dump your dirty water from throwing and 
cleaning into the filtration bucket. The large chunks will stay on 
top of the screen, making them easy to gather and discard. Over 
time, the heavy particles will sink to the bottom of the bucket as 
it fills with water. When the bucket is full of water, the top inch of 

Home Filtration SyStem by Nathan Portnoy

1 The assembled DIY water-filtration bucket system. 2 Interior view of pipe 
assembly. Install the pipe component in the bucket so that the top of the 
pipe is an inch from the top of the bucket. 

1

2

2
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3 On the exterior of the bucket, the threaded female PVC fitting secures the interior piping and acts as a drain for the top inch of clear water when in 
use. 4 Use a utility knife to remove the center of the bucket lid, cover the bottom with a piece of aluminum window screening cut to size, and replace the 
gasket to keep it in place.

3 4

cleaner water will flow out of the bucket through the pipe, allow-
ing the clay to settle out of the rest of the water. It is important to 
clean out the bucket about once a month, or more often depending 
on use. To clean, scoop solids out with a large serving spoon or a 
measuring cup. If no glaze material is present, this clay sediment 

makes a wonderful new clay starter. If glazes are present, make sure 
you dispose of sediment properly. Once the bucket is light enough 
to lift, you can empty the water outside and start all over again!

Nathan Portnoy is a ceramic artist and educator based in Dallas, Texas.
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a level oF alcHemy by Michelle Im

Ceramics Monthly: How did your work in earthenware develop? 
Michelle Im: When I first started out in ceramics, I was immedi-
ately attracted to porcelain and the results you can get in cone-10 
gas firings. As I experimented with different clay bodies, I learned 
more about where ceramic traditions come from. It was a gradual 
process, starting with high-fired clay and glaze, then moving to mid 
range, and then eventually to low-fire materials.

When I got into Delftware and Italian majolica work, I fell in love 
with earthenware. It surprised me that you could get such stunning 
results with a clay body I typically looked upon as a material for 
beginners. Earthenware is primitive, ubiquitous, and the high-iron 
content makes for a strong color that stains everything. But, when it 
is dressed and manipulated (as in the Delft and majolica traditions), 
it possesses a hidden power of elegance and maturity, like porcelain. 
These traditions aimed to elevate the material by emulating highly 
valued porcelain-ware aesthetics. There is a little bit of a game in-
volved when you work with earthenware. If the inherent color and 
surface are not what you’d like to showcase, the question becomes 
how to transform it into something different that doesn’t bear the 
typical associations.

As I switched to an earthenware clay body, my process naturally 
became more handbuilding focused. The two felt like they were 
interconnected. While there is an impressive quality about wheel 
throwing, for me, handbuilding relates to the idea of using a perceiv-
ably low-skilled forming method to make something refined. It’s a 

relatively intuitive process, and it lets clay do what it does best—be 
molded by hand. With pinching or slab building, you can choose 
to allow forms to be as lumpy as you want. I use handbuilding to 
get close to a uniform shape for a classic form and then finesse the 
irregularities. The imprints left behind give a subtle texture that adds 
to the liveliness of my decorations. Finding the balance between 
intention and spontaneity is a constant part of the process.

Ceramics makes you aware of how ideas travel and evolve over 
time. I am always inspired by how new ideas can form out of a lack 
of resources or technology. There is a level of alchemy, which is part 
of the decorative stage. 

Korean Buncheong ware was one of my first sources of inspiration 
to start using slip decoration. Although my work does not directly 
reference the aesthetics of this traditional stoneware, I identify with 
the whimsy, immediacy, and humor contained in its slip gestures. I 
cover my earthenware with white slip that I carve through, making 
repetitive marks that create movement within the surface decoration. 
I strive to emanate this energy through colorful patterns and imagery. 

I often look to various forms of Latin American folk art to 
display a sense of spirituality in my color choices. Living in New 
York City, I started depicting rats and pigeons in my work. But in 
general, I find a wealth of inspiration in the natural world. My goal 
is to create ceramic objects that add warmth and playfulness to acts 
of everyday rituals. 
Photo: Alexandra Genova. www.alexandragenova.com.
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Lauren Szczerski does 
demonstrations in 
North America

Vijay Panker does 
local workshops and 

demonstrations

Karen Wise does workshops and demonstrations 
in North America and Europe

NIDEC participates in workshops all over the world

SHIMPO VL-WHISPER

SHIMPO RK-WHISPER

SHIMPO ASPIRE

SHIMPO VL-LITE
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As a potter, I have found that my artistic voice has evolved through 
the use of ceramic transfers, specifically the newsprint transfers 
from Isla Transfers (www.islatransfers.com). When I first started 
using transfers, I was creating all my pieces on the wheel and then 
putting the transfers on each piece at the leather-hard stage. This 
method worked for a couple of years but the timing had to be just 
right, and I didn’t feel in control of the pace of my making. A few 
years ago, I decided to shift my making from wheel throwing to 
handbuilding and that’s when my personal surface design aesthetic 
emerged. I now handbuild all of my pieces and use damp boxes 
to control the pace of my making cycle. As both a mother and an 
artist, I find the use of damp boxes in the studio to be essential. 

Forming the Blank Canvas
For me, making mugs is like eating comfort food. When the pan-
demic first hit, I found myself returning again and again to the mug 
form. When making a mug, there is a familiarity between maker 
and clay—like an easy conversation with an old friend. 

Each mug starts as a flat, ¼-inch-thick slab from a mid-range,  
red-stoneware clay body. I use a Slab Mat, instead of canvas, to 
roll the clay because it has some heft to it that holds its shape and 
supports the clay while rolling it through a slab roller. Let the slab 
set up for a bit—I do this on a piece of drywall. It is important to 
keep a close eye on the slab at this stage so that it doesn’t dry out 

past the point of workability. When the slab has firmed up a bit, 
use a yellow Mudtools rib to smooth and compress the surface of 
the clay on both sides. 

Bringing the Design to Life
Now you have a blank canvas. It is a moment that is full of potential 
and possibility. I approach the slab canvas as though it is a textile 
or piece of fabric. I consider both pattern and texture, while also 
imagining a color palette that will bring the entire design to life. 
The first consideration, pattern, is addressed through the use of 
newsprint transfers in different prints and colors. After choosing a 
transfer print, apply it to the flat slab. Using both yellow and red 
ribs, make sure the entire print is transferred to the slab (1). Next, 
remove the transfer paper and let the freshly printed slab dry for 
a few minutes before moving on to the next consideration in the 
design process, texture. 

The use of stamps in my work has evolved alongside the use of 
newsprint transfers. The first design that used both stamping and 
transfers was in my Bloom series. This surface-design method used 
the hexagon print as a template, with texture provided from a daisy 
stamp from MKM Pottery Tools. I love this design and continue 
to explore different color combinations, with my all-time favorite 
being the Double Rainbow Bloom colorway. You cannot go wrong 
with rainbows, right? 

Transfer + sTamp + Color by Amy Brummond

Once formed, allow the finished mug to dry 
slowly, then bisque fire.

Using an applicator, inlay underglaze into the 
stamped areas. 

Use a damp sponge to wipe away any  
excess underglaze. 

Stamp the mugs within the transferred patterns 
while still flat.

Apply the newsprint transfer to the slab. 
Compress with ribs to transfer fully.

Prepare the color palette. These applicators 
have 20- and 18-gauge tips. 

31 2

64 5
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I have since used my favorite Isla Transfer prints as templates 
to create my own stamps that will fit within the cells of the prints. 
The most common prints I use from Isla are Panal (the hexagon), 
Cuadriculado (the grid), and Triangulos (the triangles). 

Before stamping begins, cut out mug blanks from the printed 
slabs that are approximately 10¾ inches long by 2¾ inches high. I 
can usually get five mugs from one printed slab. Stamp each slab (2) 
before forming the mug shapes. This is a stage when I rely heavily 
on my damp boxes to control the drying process. I usually roll, 
print, and stamp the slabs one day, and then come back to make 
the mugs the following day (3). I have gone away for a week or 
longer during different stages of the process and returned to a 
piece that can still be finished. 

Dry the mugs upside down on a piece of up-
holstery foam covered with dry-cleaning plastic. 
Flip them during the drying process to ensure 
even drying, then bisque fire.

Awakening the Senses
For me, this is the stage when the 
piece really comes to life. Work-
ing in batches, I add color to the 
stamped area of each mug using 
Fineline precision applicators (4). 
I prefer the 20-gauge applicators (5), 
but also have an 18-gauge tip for thicker 
underglazes. I love playing around with 

different color combinations, and have a deep fondness for using 
all the colors of the rainbow at once. After the color has been inlaid 
into the stamped area of the mug, let it dry to the point where the 
underglaze is no longer glossy. Then, wipe away the excess under-
glaze (6) before moving on to the final step—glazing. 

I love the look of a matching interior liner glaze and handle 
glaze color. I use commercial glazes and brush them on using two 
sizes of fan brushes. The smaller brush allows me to get into the 
curve of the handle without slopping glaze all over the rest of the 
mug surface. I leave the rest of the exterior unglazed. Once the 
glaze has dried, fire the mugs to cone 5 in an electric kiln. 

Combining pattern, texture, and color has been an explora-
tion in answering the question, “What happens 

when I do more and push an idea further?” 
Challenging myself to keep chasing differ-
ent ideas down the rabbit holes that creativ-
ity provides has yielded the greatest artistic 
dividends. I invite you to do the same. 

Amy Brummond is the clay/color enthusiast 
behind Pine Zen Pottery. She lives in Ramsey, 
Minnesota, with her husband and two 
sons. You can learn more about Amy at 
www.pinezenpottery.com. She can also be 

found @pinezenpottery on both Instagram 
and Facebook. 
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Are you tired 
of making 

handles the 
hard way?

We’re here 
to help

www.scottcreekpottery.net

2636 Pioneer Way E
Tacoma, WA 98404

With the Super Duper Clay Gun 
making handles in batches is a 
breeze. Simply load the gun, 
select your die and start extruding! 

And it doesn’t end with handles; 
Scott Creek offers die kits for tile 
trim and shapes and coils as well. 
Blank dies are available so you 
can create your own shapes too.

We’ve been the most trusted 
brand of clay extruders for nearly 
40 years. Come see what the fuss 
is all about!
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800-750-8350
sales@hotkilns.com

Ceramic Element Holders 
protect your kiln from brick 
and element damage

• Ceramic
Element
Holders

• Protected
Controls	and
Thermocouples

• Free	Zone	Control

• In	Stock	at	Leading
Distributors
(hotkilns.com/buy)

Easy-Fire
(hotkilns.com/easy-fire)

ENGINEERED FOR YOU
Performance, Durability, Accuracy

To learn more or purchase, visit CERAMICARTSNETWORK.ORG/SHOP

Pencil & Processfrom sketch to finished form

Written by Jared Zehmer, Illustrated by Robin Ouellette

Often, potters start with a drawing to conceptualize a new 

form, but it can be challenging to create a 3-dimensional 

version of a 2-dimensional drawing. In Pencil & Process, Jared 

Zehmer presents ways to help potters go from a sketch to a 

finished form. In each chapter, Jared begins with a drawing 

(by illustrator Robin Ouellette) and covers every step needed 

to create the 3-dimensional form. These 26 detailed, step-

by-step projects cover a variety of bowls, feet, handles, 

mugs, lids, knobs, and more! In addition, there is an entire 

chapter of Robin’s illustrations, featuring 148 drawings on 13 

reference sheets. Pencil & Process offers a wealth of valuable 

throwing instruction for artists wanting to develop their 

skills. Once the techniques are mastered, artists can continue 

experimenting to put their own spin on the forms covered. 

So peruse these pages, practice the techniques provided, get 

some ideas from each individual process, then sketch out 

ideas of your own forms and see where it leads you. We hope 

that it helps you discover your own voice in clay.

The American Ceramic Society  |  www.CeramicArtsNetwork.org  |  Printed in the USA

Jared Zehmer, authorJared Zehmer’s ceramics education began at Virginia 

Commonwealth University in Richmond, Virginia, where he 

earned a bachelor of fine arts in ceramics. After graduation, 

seeking to continue his education in clay, he moved to 

the traditional pottery town of Seagrove, North Carolina, 

where he works as a journeyman potter, turning wares on 

a production level for several local pottery shops, while 

developing his own work in his home studio. He also teaches 

classes and workshops, and enjoys kiln repurposing. Jared’s 

writings can be found in Pottery Making Illustrated and 

Ceramics Monthly.

Robin Ouellette, illustratorRobin Ouellette studied fine arts at the University of 

Massachusetts, Amherst, and turned to freelancing in the 

Boston area early in her career. She has worked as a food 

illustrator for several supermarket chains, as a graphic 

designer for various small companies, and as an illustrator 

for small design firms, print companies, and book publishers. 

She moved Ohio in early 2000 and continued to freelance 

while working part-time for The American Ceramic Society. 

In 2010, the editor of Pottery Making Illustrated offered 

her the task of illustrating the back page of the magazine. 

Using an “old school” method of technical pen and ink, she 

uses fine-lines and limited crosshatching to render various 

pottery pieces, forms, tools, and processes. She finds that 

this method is not only aesthetically pleasing, but it can also 

serve to simplify and isolate forms, explain a process, and 

offer a new way for the potter to visualize art pieces.

Go from sketch to finished form!

Pottery illustrations come to life!

  

Covering a variety of bowls, feet, handles, mugs, lids, knobs, 
and more, this book is perfect for the potter who is ready to 
expand their skill set beyond basic beginner forms.

Learn how to make a variety of traditional pottery forms 
originating from a simple sketch in this how-to video.

Pottery illustrations come to life in this book & video set!

Pencil & Process

In this video companion to the book 

Pencil & Process: From Sketch to Finished 

Form, Jared Zehmer demonstrates how 

to make a variety of traditional pottery 

forms originating from a simple sketch.

Here’s a sampling of what you’ll learn:

• Jars and Lids: Learn how to make 

several different jars, lids, and lid 

seats so you can find the right one for 

whatever project you decide to make.

• Pitchers and Spouts: Pick up three 

different techniques for throwing 

pitchers and making pitcher spouts. 

Plus, learn to throw a teapot spout!

• Handles and Knobs: Discover the 

varied ways handles and knobs can 

be made for a variety of forms, from 

pulling handles off the pot to throwing 

hollow knobs.

Mastering a viariety of techniques 

through repetition and practice is the 

best way to develop your voice as an 

artist. This video provides the exercis-

es you need to sharpen your skills and 

then move on to put your personal 

touch into your work!

Copyright 2019 The American Ceramic Society

Total Running Time:  

Approximately 2 hours

Jared Zehmer’s ceramics education 

began at Virginia Commonwealth 

University in Richmond, Virginia, where 

he earned a bachelor of fine arts in 

ceramics. After graduation, seeking 

to continue his education in clay, he 

moved to the traditional pottery town 

of Seagrove, North Carolina, where he 

works as a journeyman potter, turning 

wares on a production level for several 

local pottery shops, while developing 

his own work in his home studio. He 

also teaches classes and workshops, 

and enjoys kiln repurposing. Jared’s 

writings can be found in Pottery Making 

Illustrated and Ceramics Monthly.
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EXPERIENCE SOMETHING
EXTRAORDINARY IN 2022

EXPERIENCE

WEEKEND, ONE-WEEK & 
TWO-WEEK WORKSHOPS

JENNIFER ALLEN AND OSA ATOE
ELIZA AU • JUAN BARROSO
PAUL BRIGGS • BILL CAPSHAW
AUDREY DEAL-MCEVER
DAVID EICHELBERGER • DIANA FARFÁN
STUART GAIR • MAGDA GLUSZEK
ARTHUR GONZALEZ • SETH GREEN
LYNN HOBAICA • RICHARD W. JAMES
DOUG JEPPESEN • SHIKHA JOSHI
WANSOO KIM • STEPHANIE LANTER
THOMAS LUCAS AND DAVID TODD TROST
ANDREA MOON • JOSEPH PINTZ
JAMIE BATES SLONE 
KOWK-PONG “BOBBY” TSO
BILL WILKEY • ADERO WILLARD
XIA ZHANG REGISTER AT 

ARROWMONT.ORG
OR CALL 865-436-5860

ENRICHING LIVES THROUGH ART AND CRAFT

CLAY ARTISTS CREATE ART
A R T  C R E A T E S  B E A U T Y
BEAUTY CAN BE DANGEROUS
CREATE BEAUTY RESPONSIBLY

CONTINENTAL CREATES CLAY

Denver:
5303 East 47th Avenue, Unit N 

Denver, CO 80216 
Minneapolis:

1101 Stinson Blvd NE
Minneapolis, MN  55413

800.432.2529   www.continentalclay.com

Lots of Inventory. Lowest Prices.

Unparalleled Service & Refractory Design Assistance for over
46 years by the folks who truly care about your business.

Firebrick — straights, arches, wedges & tiles
Insulating Firebrick — straights, arches & wedges
Ceramic fiber blankets, boards, papers & textiles
Castables in several insulating & dense compositions
Mortars, patches & inexpensive coatings

Custom Manabigama Kiln Refractory Packages

P.O. Box 716, Lithonia, GA 30058
Phone: 678.336.7090

Email: LRS@LarkinRefractory.com

www.LarkinRefractory.com
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My wrap vessels were inspired by my love of color and nerikomi, 
the Japanese technique of building forms with colored clay. My 
wrap vessel stemmed from my exploration with creating wrap-
around rings and has evolved into an extensive range of con-
temporary and decorative forms. Having studied printmaking at 
university and learned ceramics from my parents, I married these 
passions to create bright and intricately layered porcelain artworks 
that are both beautiful and functional. 

My aesthetic is unabashed neo-chintz that references contem-
porary style and culture. The vibrant color is accentuated with 
12-karat-gold-luster highlights. My works reference the landscape 
in which I live and work. The forms I create are based on historical 

pottery forms and imagined structures and act as storytellers and 
props from domestic and natural spaces, in order to inject joy and 
happiness into everyday life. 

Mixing the Colors
The first step in creating a colorful wrap vessel is mixing the stain 
into the porcelain to color the clay. I like to use porcelain as it is 
luminous and the colors really pop when fired to 2372°F (1300°C) 
(cone 10). For this wrap vessel, I have used a range of stain colors in-
cluding blue-black, brown, black, light orange, pink, royal blue, and 
turquoise (refer to the chart on page 18 for stain measurements). 
You can use any stain colors, but these are what I have used to 

Creating Colorful

by Ruby Pilven
WRAP VASES
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Cut strips of chocolate-brown porcelain and lay 
them across the colored slab.

Use a template to determine what size to cut 
your slab sections into. 

Push pink dots into the slab, roll, then push 
small black dot into pink dots. 

7 8 9

Roll out your base clay, tear colored-clay slabs, 
and place them onto the base slab. 

Roll the slab between each color layer addition 
to ensure even lamination. 

Rub slip-coated fingers over a colored slab to 
make crumbs, then roll to embed. 

4 5 6

Twist two pieces of colored clay together with 
white clay to create a marbled effect.

Roll colored-clay slabs. Rotate and flip the 
slabs to ensure they stretch evenly.

Combine porcelain with water, mix into a paste 
with your finger, then wedge. 

1 2 3
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13

10 11 12

Apply gold-luster dots to the exterior and rim 
using different brush sizes. 

Line the edges up as you roll tightly and evenly. 
Pull the PVC pipe and tissue out.

Attach the wrap vessel to the bottom slab. Cut 
around the base and blend together.

Cut around the template, bevel the ends, score 
the rounded side, then apply slip. 

create this piece. Before making a final artwork, it is good practice 
to test out a range of different clay-to-stain ratios to see the varia-
tion in hue and what will work at your chosen firing temperature. 

Make a small well in a 2-pound (1 kg) ball of porcelain and 
then put the stain into the well and add half the amount (see chart 
above) of water (1). Make sure you are wearing a properly fitted 
respirator and protective gloves. Stir the water and stain mixture 
to a thick paste, then wedge the color into the clay on a wedging 
board or table. If you have excess colorant on your gloved hands, 
dip them in water and continue to wedge, transferring the colorant 
back into the clay. Use these same steps to prepare separate balls 
of clay with each color you want to use. To create the marbled 
blue-black effect, twist two 500-gram balls of blue-black-stained 
clay into white clay until the color striations reach the desired 
marbling (2). 

Rolling Out the Colors
Once the clay colors are mixed, roll them out into very thin slabs. 
I roll my clay out on an MDF board, but if you do not have one, 

you can roll them between two thin sheets of calico material. Roll 
out the colored clay with a rolling pin, rotating it in different 
directions until it is approximately 2 mm thick. Do this for all of 
the mixed colored clays except the pink and black (3). You will use 
these colors later when creating the layered slab.

The black-flecked clay slab is something I created by acci-
dent many years ago. Frustrated in the studio one day, I franti-
cally rubbed my black-clay-covered hands together until the clay 
crumbled over the porcelain slab (4). I rolled it, then . . . presto! 
Follow this same process to create this type of effect. A small, 2-cm 
(or 200 grams or less) ball of black clay will work. 

Creating the Colored Slab 
Roll out stoneware clay (any type of clay with the same shrinkage 
rate as the porcelain you are using) to around 1 cm thick. Start 
applying your colors, layer by layer. I like to tear small sections and 
arrange them into a spaced, yet interconnected pattern (5). Make 
sure you allow for a pass of the slab roller or rolling pin to flatten 
the surface between each color layer, otherwise you may find the 

STAIN TO CLAY RATIOS
Color Stain Colorant Clay Quantity Stain Quantity

Blue-Black English Blue and 
Black 2.2 lbs (1 kg) 5 level tsp of Blue,  

2 tsp of Black

Chocolate 
Brown

Black (cobalt free) or  
Chocolate Brown 2.2 lbs (1 kg) 4 tsp of Black (cobalt free) 

or Chocolate Brown

Black Black 2.2 lbs (1 kg) 8 tsp of Black

Light  
Orange Orange 2.2 lbs (1 kg) 5 tsp of Orange

Pink Red 2.2 lbs (1 kg) 2 tsp of Red

Royal Blue English Blue 2.2 lbs (1 kg) 2 tsp of English Blue

Turquoise Turquoise 2.2 lbs (1 kg) 5 tsp of Turquoise

process | Creating Colorful Wrap Vases | Ruby Pilven
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surface gets too thick and the design smears. In other designs, you 
can cut the clay using cookie cutters or a knife. This provides more 
precise design patterns. 

In this wrap vessel, I have applied torn pieces of colored clay 
to the slab in multiple layers. From first to last, the layers were: 
speckled black/white, royal blue, marbled blue-black, light orange, 
and lastly turquoise (6). Next, create small (1 cm) round pink 
porcelain dots and squash them down onto the surface (7). Roll 
a rolling pin over it top to bottom to ensure the round dots do 
not smear or distort. Then, roll the slab completely. Apply smaller 
(2mm) round, black porcelain dots into the middle of the pink 
dots, then flatten the surface by rolling it again. Once this is done, 
cut strips of chocolate-brown porcelain (8) and lay them across 
the colored slab in a considered and balanced way (see 9). Flatten 
the slab with the rolling pin one last time.

Creating the Wrap Vessel Form
Cut your slab into sections, approximately 20×20 cm in size (9). 
I cut my clay a bit smaller than my template because I roll my 
clay out further with the rolling pin when creating a form. I do 
this because if I made the slab very thin when making the colored 
layers, then the colors would distort and potentially become too 
dry and fragile to handle. 

On a non-stick MDF board, roll out the slab a little thinner 
using a rolling pin. Roll it until it is approximately 8 mm thick or 
to your desired thickness. Rotate the slab when rolling to ensure 
consistent spreading of the added colored-clay bits. Place a pre-
made wrap-vessel template (26 cm in length × 22 cm in height) 
onto the slab and cut around it using a knife. Bevel the end edges 
with a Xiem X-bevel tool or a knife on an angle. Scratch the 
rounded side using a serrated kidney tool and apply vinegar or 
slip (10). Wrap tissue paper around a 5.5-cm-diameter PVC pipe 
or cardboard tube and roll the slab up until the seam is sealed (11). 
Pull the PVC pipe out and then the tissue paper, and place the 
wrap vessel on the MDF board to stiffen up. 

Roll out a thin slab to the same thickness of your wrap ves-
sel to form the base. Score the bottom of the wrap vessel, apply 

vinegar, and place it on the bottom piece of clay. Cut around the 
vessel and blend the seam between the base and the vessel with a 
wooden sculpting tool (12). Tap the top with a wooden paddle or 
flat piece of wood. Compress any joins with a wooden sculpting 
tool and smooth areas with a wet sponge. 

Cleaning, Glazing, and Applying Luster
Once finished, I put my pots under plastic for about two weeks in a 
moderate-temperature room, drying them very slowly and changing 
the plastic each day to prevent condensation and cracking. Once 
bone-dry, I clean my pots with a wet sponge. Some people prefer 
to clean their pots by sanding them after the bisque firing, but I 
prefer to do it this way as its less dusty and strenuous. Caution: 
Do not make your bone-dry pots too wet as they may crack. Once 
they have dried, bisque fire them to 1796°F (980°C), apply paraffin 
wax to the bottoms, then dip them into a bucket of clear stoneware 
glaze. The final firing is to cone 10 (2372°F (1300°C)). 

After the glaze firing, apply gold-luster accents. It is very 
important to be in a ventilated room, preferably with an exhaust 
fan or near an open window and wear gloves and a properly fitted 
safety respirator when working with lusters. For this wrap vessel, I 
applied small dots with a very fine 1-mm brush and gold banding 
around the rim with a thick 12-mm brush (13). Make sure when 
you apply your luster that it is not too thick, thin, or runny. Make 
sure you do not apply the luster repeatedly or you will make the 
luster go matte and it may burn off or flake off. Use a clean brush 
and make sure your pot is dry and free from dust and anything 
oily, especially hand moisturizer (as this repels the luster). When 
you have finished, fire your pot for a third time to 1436°F (780°C).

All photos: Tara Moore Photography.

Ruby Pilven is a ceramic artist based in Ballarat, Wadawurrung Coun-
try, Australia. She creates highly colorful and decorative porcelain and 
stoneware functional ceramics and jewelery, which are inspired by her 
natural surroundings in the bush. The gold in her work is inspired by 
her hometown of Ballarat, a major Victorian gold rush town. 
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Wedging is the process of mixing clay by rotating and compressing it in a continuous rocking motion. The purpose 
is to homogenize the clay and to remove all air bubbles.

Wedging

1 Form a rectangular clay block.

2 Compress the block.

4 Put one half on top of the other, 
then push it down to compress it.

3 Separate the block 
into two halves.

5 Turn the block 90°, 
then push down to 
compress it again.

One hand lifts and turns 
the clay while the other 
hand presses down.

Lift the clay, rotate 1/4 turn, 
and press down on the 
opposite side.

SPIRAL METHOD

Position hands by cupping 
both ends of the block.

Push the clay away while 
turning it inward.

Turn the top of the form while 
rocking it toward you.

RAM’S HEAD METHOD

PREPARATION
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While pockets of air in clay can exacerbate problems during a firing, the air itself is not the culprit, despite some 
commonly held and shared beliefs.

Air BuBBle Myth by Sue McLeod

The Myth
There’s a common belief in ceramics that leaving pockets of air in your clay, either due to 
insufficient wedging or by creating an enclosed form, leads to explosions in the kiln. The 
belief is often communicated in these ways: “Poorly wedged clay containing air bubbles 
will explode,” or, “If you create an enclosed form, you need to poke a hole for the air to 
escape or it will explode.”

While it’s true that enclosed pockets of air in your clay can lead to explosions, the 
explosions don’t have anything to do with air being trapped and unable to escape. The 
explosions have everything to do with trapped water. If your pieces aren’t 100% dry inside 
and out, problems can arise during the firing. 

What Happens When Water is Heated?
At room temperature, water naturally evaporates. Natural evaporation happens relatively 
slowly and is dependent on the humidity of the surrounding atmosphere. If the relative 
humidity of the surrounding air reaches 100%, evaporation stops until the moist air is 
replaced with drier air, and evaporation can continue.

As water is heated, the molecules start to move faster and evaporation speeds up. If we 
continue to heat to boiling temperature, water (a liquid) converts to steam (a gas). At sea 
level, this occurs at 212°F (100°C). 

Three important facts about water turning to steam:
1. It expands greatly in size—over 1500 times
2. It can produce a high amount of pressure
3. This all happens at a very high speed

Consider boiling a kettle of water. As the water begins to boil, you hear a faint whis-
tling sound. As more water converts to steam, it expands, increasing the pressure in the 
kettle, which increases the speed at which the steam passes through the tone hole and the 
whistling sound gets louder.

Defining the Terms
Bone Dry: The state of dryness of clay  
at which the maximum amount of 
moisture has evaporated from the clay, 
given the relative humidity of the air 
around the clay.

Dehydration: The driving off of water, 
chemically bound as hydroxyl or 
OH- ions, from the clay lattice. This is  
an irreversible process. It typically occurs 
when the clay is heated to between 1112°F 
(600°C) and 1292·F (700°C), according 
to Robert Fournier in his Illustrated 
Dictionary of Practical Pottery. 

Water Smoking: When the temperature 
in the kiln reaches the boiling point of 
water (212°F (100°C) at sea level) and 
moisture in bone-dry ware begins to turn 
to steam. This is a fully reversible process 
as long as it is complete before the clay is 
heated above 482°F (250°C).

A The aftermath of a clay explosion in a bisque firing due to firing wet pots. B Check for moisture 
during candling. When my safety glasses fog up it means there is still moisture escaping and candling 
the kiln should continue.

A

B
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When the kiln temperature starts to climb, any moisture left in 
the clay starts to evaporate faster. If that moisture reaches boiling 
temperature before it has a chance to evaporate, it will convert to 
steam. The expansion, pressure, and high speed of water converting 
to steam within a clay body will cause the clay to explode, unlike 
the kettle that allows the steam to escape. This is why it’s so im-
portant for clay to be completely dry before it is fired.

Do Air Bubbles Cause Explosions?
When clay is wet, all the spaces in between the clay particles are 
filled with water. As the water evaporates, the clay becomes porous, 
meaning there are tiny pathways of void space (air) in between the 
solid clay particles. Essentially, bone-dry clay is full of teeny tiny 
pockets of air. Air within the clay is not a problem. If we make a 
piece and we leave an air bubble in the clay, that air pocket does 
not directly pose a risk of explosion. Air is free to move through 
those tiny porous pathways in the dry clay.

Only water leads to explosions. It’s a causation/correlation 
misconception to say that air causes explosions. While enclosed 
air doesn’t cause explosions, it can prevent thorough drying and 
trap moisture, which does cause explosions. When we enclose 
air bubbles within a clay form, that pocket of air provides water 
molecules with a nice humid place to hang out.

A thin piece of clay with an air bubble will dry and fire without 
issue. When the clay is thicker, it can feel very dry on the outside 
while the inside still contains moisture. When the kiln temperature 
rises, the air pockets fill with water vapor, which builds pressure 
as water turns to steam. The pressure of the steam causes the clay 
to explode from the inside (A). 

Say you throw an enclosed form or you join two pinch pots 
together. Poking a hole will promote more thorough drying be-
fore the firing by allowing dry air to circulate so evaporation can 
occur from the inside as well as the outside. The bigger the hole, 
the faster the piece will dry. During the firing, the hole gives the 
steam a pathway to exit, preventing pressure from building up and 
hopefully, preventing an explosion.

But, is it possible to leave air bubbles in your clay and make 
enclosed forms without holes in them that don’t explode in the 
kiln? The answer is yes! If the clay is 100% dry inside and out at the 
time it reaches boiling temperature, there is zero risk of explosion. 
But on the flip side, explosions can occur even when air bubbles 
are not present if your clay isn’t thoroughly dry.

How to Ensure Pieces Are Dry
Two factors contribute to quicker evaporation: one is heat and the 
other is air circulation.

The most common advice is to candle your kiln, which means 
you turn the kiln on low and hold it just below boiling temperature 
until all the moisture has escaped. While this is good advice, it 
isn’t fail-safe, especially with thicker clay. Candling doesn’t always 
complete the drying process in a reasonable amount of time. While 
I do recommend candling your kiln as a final measure, I would 
suggest using air circulation initially so your pieces are as dry as 
possible before they enter the kiln.

Air circulation is effective because evaporation speeds up as the 
humidity of the surrounding air decreases. If the air is completely 
still, evaporation will cause a cloud of moisture to form around 
the piece, slowing down further evaporation. If that moist air is 
replaced with drier air, evaporation continues. The easiest way to 
accomplish this is by using a fan to circulate the air around your 
drying wares.

Make sure your pieces are already fairly dry before putting a 
fan on them or they may dry unevenly and crack. While the fan is 
on, periodically turn your pieces over to allow the air to reach all 
sides. If you can add heat to the circulating air, this will further 
speed up drying. If your kiln is vented, be sure to turn the vent 
fan on while candling to help remove the humid air in the kiln.

Moisture Test
Damp clay is cool to the touch, whereas dry clay is room tem-
perature. If your pots feel cool, they’re probably not ready for the 
bisque firing. Be sure to check the bottoms and insides. Once 
you’re sure your pots are thoroughly dry, you can load them into 
the kiln and start the candling process for good measure. Keep 
the kiln temperature low until all residual moisture has escaped.

A simple way of checking for moisture escaping the kiln is to 
hold a piece of glass or plastic (I use my safety glasses) near one 
of the open peepholes during candling. If it fogs up, this is a sign 
that there’s still moisture escaping the kiln (B). Continue candling 
until there is no longer any sign of moisture and then proceed with 
the firing as usual.

Sue McLeod is a potter and studio technician in Victoria, British 
Columbia, Canada. She teaches online glaze classes and writes articles 
about glazes and studio tips on her blog at www.suemcleodceramics.com.

If you love learning about and discussing firing and glazes, check out 
McLeod’s free social learning Facebook group, Understanding Glazes 
with Sue. The group is full of videos and discussions about firing, 
mixing glazes, and fixing various glaze issues. McLeod also teaches an 
online class, Mastering Glaze Consistency. To learn more about it, visit 
https://suemcleodceramics.com/masteringglazeconsistency.
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by Stuart Gair

1

A Thoughtful
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An ongoing investigation of the soda-firing process continues to 
provide new surprises and facilitate new avenues of exploration. A 
common misunderstanding of the process is that it is random and put-
ting a piece into an atmospheric kiln is the equivalent of passing that 
piece “on to the kiln gods.” One of the most important things I have 
learned about this particular process is that most of the work goes into 
preparedness before lighting the burners and being able to anticipate 
the final outcome as much as possible. Particular attention is given 
to form, materials, placement, and the way in which the kiln is fired. 

Form and Interaction
The form of each piece plays a crucial role in how the soda and 
flame interact with it. Spherical shapes encourage the flame to wrap 
around them and oftentimes accentuate their form, depending on 
where they are placed in the kiln. Surface results tend to be subtle 
on a spherical shape and show gradation in tone, hue, and sheen 

because of both the way they record the flame path from all direc-
tions and the angle at which the form meets the shelf. Angular or 
rigid forms respond very differently to the flame and soda. The 
edge of a square pot can create a natural barrier to the flame, both 
accepting and deflecting it to create a protected area and point of 
contrast. The flame may also move over an edge, creating a much 
different mark than that of a round form. 

Plates sit flat on the shelf and are often bypassed by direct flame. 
Stacking plates on wads or shells may create higher flame velocity 
between them, which can result in interesting marks such as dots 
or flame trails. The height at which a shelf sits above a plate also 
plays a role in the velocity of flame reaching that plate as well as 
the amount of soda affecting its surface. In an effort to create a 
form with the ample flat surface area of a plate but capture more of 
the flame directly, I began to construct envelope vases, which are 
essentially two plates, stacked on end and attached on three sides.  

3

2

4

1 Globe, 15 in. (38 cm) in height, soda-fired stoneware. 2 Gravy boat, 7 in. (18 cm) in length, soda-fired stoneware. 3 Vase, 10 in. (25 cm) in height, 
stoneware. 4 Cream and sugar, 7 in. (18 cm) in length, soda-fired stoneware.
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These particular vases record the path of the flame on two different 
sides that are typically contrasting because the flame is not able to 
wrap around the piece.

Planning and Placement
The placement of each piece in the kiln has a dramatic impact on the 
overall surface. Prior to making a body of work, I’ll draw each piece 
that will be in the firing. Forms will also be drawn next to one another 
as well as all of the possible configurations of pots on each shelf. The 
idea is to anticipate the marks that will be left on each piece and how 
the flame will be directed through the kiln. Proximity of pieces to one 
another, to the shelves, and to the walls will have an impact on their 
surfaces. A pot that is close to (or touching) a shelf, wall, or other 
pot will have a more pronounced and protected mark. The further 
pieces are spaced out, the softer and more subtle the variation of color 
and marks will become. The difference in results caused by leaving 
between 1 and 4 mm of space between pieces may be substantial.

Placing two round pots next to each other on a kiln shelf will 
create a much different flame path (and different mark) than placing 

two angular pots near each other; the same goes for pairing a round 
and angular pot. Two envelope vases placed next to each other face 
to face will create a highly protected area between them. Wads or 
shells can also be placed between pots to create marks and points 
of flame constriction. I use a wadding recipe that is meant to be 
porous and create darker marks on the piece. The shape of the wad 
also plays a role. Think about round and angular wads and what 
marks they might leave.

Flow of the Flames
It’s also important to understand how the flame moves through the 
specific kiln being fired. This can be done by pulling peep bricks 
and watching the flame throughout the firing. It has helped me 
to draw diagrams of the kiln with winding arrows pointing in 
the different directions that the flame is moving. This is easily ac-
complished and really helps when loading the kiln and trying to 
anticipate the way that the flame is flowing. Pots and bricks can 
be used to direct the flame to different areas of the kiln or toward 
other pots. The envelope vases work great for this.

10

11 12 13

6 7

8 9

5
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5 Bisque-fired work is laid out and decisions are made on which pieces will make it into the firing and how they will be paired with one another. 
6 Wadding materials prior to being mixed by hand. 7 Iron-rich wadding mixed to a clay-like consistency. 8 Pre-made wadding discs that are positioned in 
between pots. 9 Wadding disks of various shapes and sizes. 10 Coils of high-alumina wadding cut and ready to be positioned between posts and shelves. 
In a soda kiln, posts and shelves must be separated with wadding or the added flux from the soda could cause them to fuse together. 11, 12 Pots are 
pre-wadded and then covered with plastic to keep the wads from drying out before placing the pieces on a shelf. 13 Bisque-fired pots ready for the kiln. 
14 Stuart Gair loading the kiln. 15–19 The back stack is loaded first. Pots are positioned to create good airflow and an opportunity for the soda and flame 
to reach each piece. Iron-rich wads are also placed in between pieces in anticipation of the path of the flame in order to create particular protected marks. 
High-alumina wadding is placed between posts and shelves.

15 16

17 18 19

14
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Typically, I place pots in such a way that the flame and soda 
can reach all of the pots. On each shelf, taller pots are positioned 
in the middle and they taper in size toward the shelf ’s edge where 
the smallest pots are placed, allowing the flame to reach pots that 
are normally hidden or blocked. I’ve also found that this approach 
to stacking helps the flame move more freely through the chamber, 
making it easier to make adjustments in order to fire the kiln more 
evenly top to bottom, particularly earlier in the firing.

I like comparing the flow of the flame to that of a river. The 
main flame flows from the burners, through the chamber, and 
eventually out the flue. In addition to that primary flame, there 
are also a number of smaller paths, like tributaries, that flow to 
different parts of the kiln and may create hot and cold pockets, 
which are helpful to identify. Like a river, constricted areas create 
a higher flow velocity and more dramatic marks on the wares than 
areas where the flow is open and slow. 

Materials and Firing the Kiln
Materials are important to consider before firing a soda kiln. Using 
clays or slips that will accept more soda than others results in shiny 
surfaces. Conversely, a matte surface comes from the use of materials 
that are more refractory. Some materials encourage flashing while 
others are more uniform, subdued, and muted. Lighter clays and 
slips tend to yield a spectrum of lighter and brighter colors such 

20

22

21

23

20 Vase, 7 in. (18 cm) in length, soda-fired stoneware. 21 Teapot, 9 in. (23 cm) in length, soda-fired stoneware. 22 Lidded pitcher, 8 in. (20 cm) in length, 
soda-fired stoneware. 23 Oval dish, 6 in. (15 cm) in length, soda-fired stoneware. 24 Box, 3 in. (8 cm) in height, soda-fired stoneware. 25 Teapot, 7 in. 
(18 cm) in length, soda-fired stoneware.

as pinks, yellows, oranges, and grays. Clays with more iron may 
produce darker hues of brown, navy, orange, maroon, or gray. The 
key here is testing and always having tests in each firing. Currently, 
I’m exploring applying light slips over dark clays and dark slips over 
light clays to achieve more depth in the surface. Once you become 
more familiar with the kiln you’re firing, you may begin to under-
stand what slips and glazes work best in particular areas of the kiln. 
I typically have around five different slips, glazes, and clays placed 
in different zones of the kiln where they are most suitable. 

Finally, the firing of the kiln is an important factor that can 
dramatically alter the outcome of the surface and color of the wares 
inside. Firing in a reduced atmosphere (more fuel than air) versus 
an oxidized atmosphere may be the difference between a clay com-
ing out orange or gray. It may also be the difference between a glaze 
turning out red or blue. I typically fire the kiln in both oxidation 
and reduction cycles throughout the firing. Reducing the kiln early 
affects the color of the clays I use, and reducing the kiln late in the 
firing affects the color of my glazes. 

The forefront of my research has been the importance of reduction 
and oxidation cycles at the end of the firing, as well as oxidation cool-
ing. While spraying a combination of dissolved soda ash and water at 
the end of the firing, I simultaneously experiment with oxidation and 
reduction cycles, almost like the kiln is inhaling and exhaling. After 
the soda mixture is sprayed into the kiln as quickly as possible and 
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the oxidation/reduction cycles are complete, the kiln is turned 
off and quickly cooled in a process I call oxidation cooling, an 
idea that originated from pulling draw rings from the kiln. In 
order to introduce as much oxygen as quickly as possible into 
the kiln, all of the peep bricks are opened, fans are left on, and 
the door is cracked opened, if possible, and an additional fan 
is directed toward the stack. This fast re-oxidation brings out a 
much greater range of color and subtleties that would otherwise 
be lost. Please don’t try this method unless you have taken all of 
the safety precautions and are using a kiln in a fireproof setting. 

Soda firing continues to keep my full attention and is really 
exciting to me because it’s a relatively new approach (originating 
in the 1970s) to firing ceramics and it seems like artists who 
soda fire are discovering new techniques and experiments to 
try every day.

the author Stuart Gair has a BA in history from Ohio University, 
and completed the M.Ed. program at John Carroll University in 
Ohio, along with the post-baccalaureate programs at Ohio University 
and the University of Nebraska-Lincoln. He earned an MFA in 
ceramics from the University of Nebraska-Lincoln. He was a resident 
artist at the Archie Bray Foundation for the Ceramic Arts in Helena, 
Montana, and Watershed Center for the Ceramic Arts in Newcastle, 
Maine. To learn more, visit http://stuartgair.com.
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STUART GAIR’S KILN LOG
Cones used in cone packs (and placed in this order):
  012,  011,  010,  09, 

 1,  5,  7,  9,  10,  11
Soda mix:  Combine 3/4 pounds soda ash and 4 gallons of water. 

Spray mixture into the kiln at the end of the firing using 
a garden sprayer that has a metal wand (the heat would 
melt a plastic wand). 

Day 1:
 12:00 pm start pilots, damper at 4 inches

 1:00 pm turn burner 1 on as low as possible

 2:00 pm turn burner 2 on as low as possible

 5:00 pm turn burner 1 up to 0.25 psi, open air until flame turns blue

 6:00 pm turn burner 2 up to 0.25 psi, open air until flame turns blue

 9:00 pm turn burner 1 up to 1 psi, open air until flame turns blue

 10:00 pm turn burner 2 up to 1 psi, open air until flame turns blue,  
  maintain these settings overnight

Day 2:
 7:00 am  kiln at dull red heat, turn both burners up to 2 psi

 8:30 am  kiln at red heat, cone 012 is starting to bend

 9:00 am  cone 010 almost flat, put the kiln into body reduction: 
  close damper until there is light back pressure coming out 
  of ports; there should be a faint smell of gas, and a slower, 
  quieter, orange flame

 9:45 am  take kiln out of body reduction, pull damper back out  
  to 4 inches

 10:30 am  both burners up to 3 psi, adjust air until flame turns blue  
  (may need to pull damper a bit here to achieve blue  
  flame), there’s very light back pressure out of ports  
  (climbing in reduction), leave the settings as is

 2:00 pm  cone 5 is down top and bottom

 3:00 pm  cone 7 is down top and bottom

 5:00 pm  cone 9 is soft top and bottom

 5:30 pm  turn both burners up to 3.5 psi, no adjustment with air, 
  cone 9 is moving

 6:00 pm  cone 9 is down, 10 is soft

 7:00 pm  cone 10 is halfway down, put kiln into reduction, push  
  damper in to 3 inches (or until you see back pressure  
  coming out of the ports), there’s a faint smell of gas, and  
  a slower, quieter, orange flame

 7:15 pm  spray soda and water solution into the kiln: spray a 
   third of the solution into ports, then pull damper out to 
  5 inches to reoxidize the kiln

 7:30 pm  push damper in to 3 inches, then spray another third of  
  soda solution in through ports, then pull damper back out 
  to 5 inches to reoxidize the kiln

 7:45 pm  push damper in to 3 inches, spray the rest of the soda 
  solution, then pull damper out to 5 inch to reoxidize

 8:00 pm  damper back in to 3 inches so it is reducing again

 8:15 pm  pull damper out to 31/2 inches

 8:30 pm  pull damper out to 4 inches

 8:45 pm  pull damper out to 41/2 inches

 9:00 pm  oxidation cooling: pull the damper out all the way, turn off  
  gas, leave fans on, pull out all peep bricks, crack door  
  open if possible

 9:30 pm  close damper, fans off, put the peep bricks back in, 
  close the door, and go home
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Seth Green shares recipes for slips and glazes he uses to create the metallic and variable surfaces on his wood-
fired vessels.

Wood-Fired SurFaceS by Seth Green

DEVER’S SHINO (1)
Cone 10–11 Reduction/Wood

Soda Ash  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  4 .21 %
Spodumene  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  15 .79
Nepheline Syenite   .  .  .  .  .  .  .  .  .  .  .  52 .63
Soda Feldspar  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  6 .32
Cedar Heights Redart  .  .  .  .  .  .  .  .  .  7 .37 
EPK Kaolin  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  9 .47
OM 4 Ball Clay   .  .  .  .  .  .  .  .  .  .  .  .  .  4 .21
 100 .00 %

For the soda feldspar, I suggest using Minspar 200 
feldspar. Mix to a slightly thick consistency (like 
heavy cream) and apply to bisqueware via dipping, 
pouring, or spraying. 

These glazes and slips are fired in a train-style 
wood kiln using mixed hardwoods. Firing duration 
and temperature: 27-hour firing to cone 10–11, 
cooled in reduction for roughly 6 hours (stoking 
4 small to medium sticks of side-stoke wood in 
the primary air and side-stoke ports about every 
15 minutes until the temperature reached 1500°F 
(816°C) in the front of the kiln and 1600°F 
(871°C) in the back of the kiln).

1 Bottle with Rattling Stopper, 14 in. (36 cm) in height, stoneware Laterite Slip, Dever’s Shino on vessel 
interior and bottom of stopper, wood fired to cone 10, reduction cooled, 2019. 2 Teapot, 8 in. (20 cm) in 
length, stoneware, Redart Slip, PV Liner Glaze on interior (see lid interior), wood fired, reduction cooled. 
3 Domical Jar with Buttress Handles, 12 in. (30 cm) in height, stoneware, Laterite Slip, wood fired to 
cone 11, reduction cooled, 2019. 4 Lidded pitcher, 10 in. (25 cm) in height, stoneware, Redart Slip, wood 
fired to cone 11, reduction cooled, 2020.

1

2 3

4

REDART SLIP (2, 4)
Cone 10–11 Wood

Cedar Heights Redart  .  .  .  .  .  .  .  .  .  .  .  . 100 %

To create this slip, add as much Cedar Heights 
Redart as needed to make an appropriate-sized 
batch and add enough water to create a thin slip. 
Apply this to bisqueware via dipping, pouring, 
spraying, or brushing. Works best in wood firings. PV LINER GLAZE (2)

Cone 10–11 Reduction/Wood/Soda

Gerstley Borate   .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  50 %
Plastic Vitrox Clay  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  50
 100 %

Mix to a slightly thick consistency (like heavy 
cream) and apply to bisqueware via dipping, pour-
ing, or spraying.

LATERITE SLIP (1, 3) 
Cone 10–11 Wood

Laterite   .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  .  . 100 %

To create this slip, use as much laterite as needed 
to make an appropriate-sized batch and add 
enough water to create a thin slip. Apply this to 
bisqueware via dipping, pouring, spraying, or brush-
ing. Works best in wood firings. 
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I love creating round, full-bellied vessels and try to make them 
as big as possible. These large forms can be difficult to lower into 
the kiln when they are dry, fragile greenware. This challenge is 
compounded by the fact that my old top-loader kiln isn’t very 
big, so there is often no room for my hands between the vessel 
and kiln wall. 

My solution to this problem is to lower the vessel into the 
kiln using a silk scarf. Place the vessel in the middle of a large 
silk square (1) and gather up each corner and grip tightly. Lower 
the vessel gently into the kiln (2), then let go of one side of the 
scarf and let it slip down the side of the vessel. Very carefully, 
pull on the silk scarf while gently easing the pot off of it (3). Try 
to capture as much of the silk scarf as possible by wiggling the 
scarf and vessel. Do not rush this process, you will get there (4)! 

I have been using the same scarf to load large pots into my 
kiln for five years now, and although it is easier with someone 
else’s help, I have managed this process by myself quite success-
fully. I use silk as it is not bulky, easily slips out and, if it doesn’t 
work out and it can’t be retrieved, then it can be abandoned to 
the kiln gods as it is a natural fiber and won’t damage the kiln 
when it burns out during the firing. 

eaSy Kiln loading by Mitch Pilkington
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guide:

Click here!

Watch our  
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with Paul Linhares
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clayflicks.org
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or get CLAYflicks 
included with 
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Membership!

CLAYflicks is included with your membership to: Brought to you by the same team that produces:
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interviews on contemporary ceramics!

CLAYflicks has a large collection of 
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Sights & Ceramics: Exhibitions

of Ceramics Videos
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New Spectrum Stamps and Rollers
Relyef stamps are made with 3D printers and leave a clearer and cleaner impression 
because they are made with a graduated angle to smoothly cut into clay. The angle 
allows you to make your impressions as deep as you like without leaving behind 
borders or messy lines. All stamps and rollers are made with biodegradable bioplastic 
material. Ask for these stamps at your local clay and glaze supplier.

www.spectrumglazes.com   •   (800) 970-1970 
For a free catalogue, please email: sales@spectrumglazes.com

All samples were glazed with 
Spectrum’s Cone 5 Semi-Transparent glazes.



Here are 
the keys...

Want to test drive the KMT Kiln Controller? 

Scan this QR code with your smartphone or simply go to: 

skutt.com/kmttestdrive
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