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Gleanings: A Potter in China Along with 
19 other artists, Pennsylvania potter Jack 
Troy (shown above with a Jingdezhen wheel- 
thrown porcelain vase) visited China for six 
weeks last summer, staying for a month in 
Jingdezhen (the “Porcelain Capital of the 
World”). “The trip proved an opportunity 
for growth through adaptation of one sort 
or another,” Troy says. “I can honestly say 
that not a single day passed when I wished 
to be elsewhere”; turn to page 46.

11th Annual San Angelo National Juror 
Michael Monroe selected 124 works by 
114 artists for this major ceramics exhibi
tion, on view recently at the San Angelo 
(Texas) Museum of Fine Arts; page 35.

Don Davis Using glazes and oxides to 
enhance rather than cover the surfaces, 
North Carolina potter Don Davis does not 
want decoration to overshadow the forms. 
“It is important for me to allow the clay to 
speak,” he explains; see page 68.

The cover Illinois artist Marlene Miller 
defining facial features on a large head 
formed from a solid mass of clay; built 
without an armature, her figures are hol
lowed out when leather hard, starting from 
the top. Turn to page 61 for more on her 
work. Photo: Clarence Lynxwiler.

Feature Articles
11th Annual San Angelo National ......................................................................  35
Porcelain Slip Glaze by Joseph Godwin .............................................................................  41
Gleanings: A Potter in China by Jack Troy ...................................................................  46
Martina Zwolfer by Monika Lehner ................................................................................... 52
A Million Pounds of Clay

30 Years at Pottery Northwest by Matthew Kangas .......................................................  54
A Ceramic Mural for Santa Catarina by Gene Anderson .............................................  57
Marlene Miller by Barbara Melcher Brethorst ...................................................................... 61

with Psychological Undercurrents of Marlene Miller’s Figures 
a review by Bill Butler ...........................................................................................................  63

Beyond Graduate School by Elaine Olafson Henry......................................................... 65
Don Davis by Alice Daniel ..................................................................................................  68
New York Influences by Tobias Weissman.......................................................................  70
Ceramic Folklore by Ivor Lewis........................................................................................... 98

Mitch Yung ............................................ 10
MardiWood ...........................................  10
Peter Krijnen ......................................... 10
The Artful Cup .....................................  10
Ceramic Art and Archaeology

Project in Belize
by Ellen Bedell and Ceil Leeper ........... 12

Warren Mather.......................................  14
Sherry Karver ........................................ 16
Kit Davenport ......................................  16

Departments
Letters ...................................................... 8
New Books .............................................  26
Video ........................................................ 30
Call for Entries

International Exhibitions ..................... 72
United States Exhibitions ..................... 72
Regional Exhibitions ............................  74
Fairs, Festivals and Sales ...................... 74

Suggestions .............................................  78
Calendar

Conferences ...........................................  82

November 1996 5

Up Front

Netting Clay
by Graham M. McLaren ....................  16

William Wilhelmi ..................................  20
Kevin D. Mullavey ...............................  20
Miranda Thomas ..................................  22
Ceramics in Northern California ... 22
Mass and Meaning ...............................  22
Delia Robinson ..................................... 24
Leah Hardy ............................................ 24
Surface + Form ....................................  24

Solo Exhibitions ................................... 82
Group Ceramics Exhibitions .............  83
Ceramics in Multimedia Exhibitions . 86
Fairs, Festivals and Sales .....................  88
Workshops ............................................  90
International Events ............................  94

Questions ...............................................  96
Classified Advertising ......................... 100
Comment:

The Journey by Hollis L. Engley ... 102 
Index to Advertisers ........................... 104







Letters

MacDonald Kudos
What a treat it was to open the mailbox 

and find David MacDonald there, in the 
October issue of CM. Brantley Carroll’s 
photographs of David’s work captured the 
warmth, energy and narrative qualities of the 
pieces. Richard Zakin’s text, describing 
technique, makes readers want to see more of 
David’s reduction-fired stoneware.

CM is testimony to the fact that every 
honest pot reflects a personality. As chairman 
of the ceramics department at Syracuse Uni
versity, David has done more than any other 
university professor I know to share his 
passion for ceramics with young people; 
generously giving his time and talent to 
promote ceramics education in the public 
schools. As Syracuse University cochairman 
of “Feats of Clay” since 1988, he has helped 
bring together over 1400 students represent
ing 22 high schools in an annual celebration 
of ceramics in secondary education.

Through visits to Syracuse-area schools 
where he regularly gives throwing demonstra
tions and conducts discussions with students, 
we have learned about the African influences 
on his work, and the significance of the 
scarification treatment of the clay. As an 
artistlteacher, David has shared with us his 
depth of insight and understanding of what it 
means to be black and a potter.

Robert vonHunke 
Fayetteville-Manlius Central Schools 

Jamesville, N.Y.

Art of Critique
I was warmly struck by Rick Malmgren’s 

Comment (“The Art of Critique,” September 
1996), and felt that he did an excellent job of 
conveying many of the key points in the 
critiquing process.

I earned an associate's degree in studio 
arts and a B.F.A. in ceramics. In those years, I 
had my share of outstanding, good, marginal, 
and...well, bad professors. However, there 
were those couple of stellar professors; and 
Mr. Malmgren has identified so well those 
qualities that made them so invaluable to me.

They didn’t try to reinvent themselves in 
me. They listened to my thoughts, intents 
and frustrations, and observed the work 
before offering comments—speaking to my 
sense of direction and aesthetic.

They also didn’t “squash my spirit” or 
talk down to me. (I had one prof who

Share your thoughts with other readers. All letters 
must be signed\ but names will be withheld on 
request. Mail to The Editor, Ceramics Monthly; 
Post Office Box 6102, Westerville, Ohio 43086- 
6102; fax to (614) 891-8960; or e-mail 
editorial@ceramicsmonthly. org

seemed to ignore my feelings about my 
work—implying that I was too green for it 
to actually have intent and meaning—and 
continually gave me advice that had little to 
do with me or my pots.)

Superior professors sometimes take cri
tiquing one step further than necessary. One 
prof whisked me away from my space one 
afternoon and drove me to his studio to show 
me what he was working on, illustrating that 
he too was dealing with a suggestion he had 
made to me. Another prof lent me some of 
her own books that reminded her of subjects 
I was interested in pursuing, and even walked 
over to the library with me to search out 
other books.

These professors nurtured my nature. 
They didn’t coddle me—one of them was 
humorously and unabashedly blunt—but 
they were attentive, knowledgeable and 
helpful in ways that inspired, not conde
scended.

Again, I felt that Mr. Malmgren was on 
the mark with his observations; and I thank 
him for reminding me of those that encour
aged my muse in school, and continue to do 
so as I work toward my ceramic goals.

Kristen Kieffer, Wixom, Mich.

Get It in Writing
Last summer I answered an ad in Ceram

ics Monthly and was hired as a thrower in an 
established studio. Because it was located 
many states away from where I lived, it was 
necessary to relocate. My employer and I had 
a verbal agreement that I would be working 
for one year; after that period we would 
examine the possibility of a continuation. I 
was also promised benefits.

I then packed my belongings and moved 
3000 miles away. My job ended after roughly 
five months. I was suddenly and unexpect
edly terminated because I had more realistic 
views than my boss, not because of lack of 
productivity. I worked hard in organizing 
production, sometimes supervising, glazing 
and firing to meet with the needs of the 
studio. I was never given any benefits.

What happened to me, I discovered later, 
has happened to many other artists who 
worked there before me. Besides ending up 
unemployed, I was denied any refund for my 
relocation expenses.

It is with experienced conviction that I 
advise anyone who is searching for a job to 
sign a contract that protects in case of early 
termination.

M. Luisa Zecchinato, Phoenix

Addendum
Thanks very much for printing the article 

on the Minoan goddess figure “Reproduction 
of a Goddess: A Study in Late Bronze Age 
Ceramics” in the September issue. I would 
like to add an important piece of informa
tion. I actually cowrote the article with

Geraldine Gesell from the University of 
Tennessee, after conducting research with her 
on Crete. I could not have done this repro
duction without her expertise and guidance.

Students interested in working on this 
excavation on Crete should contact Dr.
Gesell at the University of Tennessee, Clas
sics Department, Knoxville 37996. Each 
summer several students are invited to assist 
in this research.

Ted Saupe, Athens, Georgia

Copper Matt Conundrum
Regarding the recipe for Mark’s Copper 

Matt found on page 66 of the JunelJulyl 
August issue: it should be noted that the 
percentages for Ferro frit 3110 and copper 
carbonate are reversed. We damaged a lot of 
work and got a lot of headaches. It works 
well if used in the right proportion: 90% frit 
and 10% copper.

Viveiros Black, Salem, Ore.

Actually, the recipe is correct as published: 
10% Ferro frit 3110, 90% copper carbonate, 
plus 5% iron oxide. Perhaps the trouble you 
encountered was in achieving the copper matt 
effect. As Steve Branfman notes in his book 
Raku: A Practical Approach (from which this 
recipe was obtained), “It is in fact as much a 
postfiring technique as a glazing or decorating 
technique. Begin by applying a thin layer of 
copper matt for the most consistent results; the 
layer will seem almost too thin. The most effec
tive means of application is spraying...Place 
some reduction material in your container and 
place your piece on a brick. The brick will 
isolate the piece from prolonged, direct contact 
with the material. Place some reduction mate
rial over the piece and close the container 
quickly. My former assistant, Mark DelloRusso, 
achieves consistent results using this technique 
with dry leaves as his reduction material. —Ed.

Commentary Appreciated
It’s funny to feel my rubber-band brain 

bounce around the views and ideas Ceramics 
Monthly presents. My own spikes of social 
commentary slowly round their points as I 
age, but I appreciate the intensity and convic
tion of most who care to comment.

Balance is usually hard to achieve, but 
CM does a pretty fair job with these letters.

Michael Quinn, Beechgrove, Tenn.

Whoops!
A typesetting error resulted in the loss of a 

line from Martin Astor’s Comment article in 
the October issue. The text from the end of 
page 102 to the beginning of page 104 
should have read as follows:

“...a positive transactional relationship 
with clay from the beginning of the work 
until the end.

“Centering the clay on the wheel is the 
first step in pottery building....”
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Mitch Yung
Functional and decorative ceramics by Branson, Missouri, artist 
Mitch Yung were on view recently at Waverly House Gallery in 
Springfield, Missouri. The decorative pieces were carved then

Wood recently became interested in the horses she saw 
during a visit to Italy. “They are nervous, high-spirited crea
tures,” she remarked. “They roam free with the cows. I draw 
these horses as they move around—they are never still—only 
when eating are they still, but always this potential of move
ment, energy.

“I’ve made my constructed teapots with the idea of the horse 
in mind,” Wood continued. “I wanted to put these two shapes 
together both in a painterly way and in a clay way, using edges 
and planes and drawing to form a dynamic, a tension, that I feel 
in the horse, and to achieve a visual integration.”

Peter Krijnen
Sculpture by Dutch clay artist Peter Krijnen was on view 
recently at Galerie Amphora in Oosterbeek, Netherlands. 
Krijnens work has evolved from pottery to objects to “paint
ings,” which are produced by transferring images painted on 
paper to clay slabs; the slabs are then bent down or folded out to 
create a three-dimensional form.

Mitch Yung platter, approximately 16 inches in length, 
majolica-glazed earthenware; at Waverly House Gallery, 
Springfield, Missouri.

brushed with terra sigillata, while the functional serving pieces 
were embellished with majolica glazes. Yung “began working in 
majolica because of my admiration for the richly detailed ware 
of the Italian Renaissance.”

MardiWood
An exhibition of works by California artist Mardi Wood was 
presented recently at BonaKeane Decorative Arts in Portland, 
Oregon. After receiving a degree in art, Wood studied ceramics 
at the Kundsthaandvaerkerskolen in Copenhagen, Denmark, 
and painting in Salzburg, Germany. She now lives and worlds in 
Bolinas, while commuting to her San Rafael studio part time.

Mardi Wood’s "Teapot Horse,” 11 inches in height, 
with stains: at BonaKeane, Portland, Oregon.

You are invited to send news and photos about people, places or 
events of interest. We will be pleased to consider them for publica
tion in this column. Mail submissions to Up Front, Ceramics 
Monthly, Post Office Box 6102, Westerville, Ohio 43086-6102.

Humans, animals, still lifes and fragments of architecture are 
often subjects of Krijnens paintings. Human shortcomings, in 
particular, are addressed with a sense of humor.

The Artful Cup
A juried exhibition of functional cups was on view recently at 
Pewabic Pottery in Detroit. Along with cocurators Carolyn 
Dulin and Elizabeth Lurie, juror John Glick selected works by

Peter Krijnen’s “Pff,” approximately 12 inches in height; 
at Galerie Amphora, Oosterbeek, Netherlands.
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Susan Beiner cup and saucer, approximately 4 inches 
in height: at Pewabic Pottery in Detroit.

27 artists from Michigan, Ohio and Illinois. Each participant in 
“The Artful Cup” exhibited 12 cups of one design or compat
ible designs.

Thrown and altered porcelain teacups by David Crawford.

“The challenge to the potter is to imbue this simple, familiar 
form, which has been produced by others so many times before, 
with the vitality and freshness of his or her own creative vision,” 
commented Lurie.

Ceramic Art and Archaeology Project in Belize
by Ellen Bedell and Ceil Leeper
As staff members at a recent workshop in Belize, we had an 
opportunity to help descendants of the Maya discover their 
cultural roots. The workshop took place at the pre-classic Maya 
archaeological site of Cerros. Ceil, a ceramist, taught handbuild- 
ing techniques and firing methods to reproduce ancient Maya 
artifacts. Ellen, an anthropologist, taught about Maya culture 
through lectures and trips to archaeological sites. The workshop 
participants were Belizean teachers from the village of Copper 
Bank and craft guild members from the village of Chunox.

We stayed at a camp on Chetumal Bay in northeastern 
Belize. It was an adventure just getting there, because the road 
from the village of Copper Bank was too treacherous to negoti
ate in the rainy season, so we had to reach our destination by 
boat. The setting was extraordinarily beautiful, with clumps of 
palm trees, thatched-roof huts and waves breaking against the 
boat dock. Only a lazy crocodile slumbering in the reeds along 
the shore made us realize that this was not paradise.

The surrounding jungle was filled with sights and sounds 
that we will never forget—a scorpion and tarantula stinging 
each other to death on top of a mosquito net, a snake slithering

Ceramist Ceil Leeper and anthropologist Ellen Bedell 
applying a mixture of dried grass and kat (indigenous clay) 
over hardware cloth to form a horno or beehive kiln.

from one branch of a tree to the next, spider monkeys brachiat- 
ing through the canopy of foliage, a coati crossing the road at 
dusk, and swarms of iridescent orange and chartreuse butterflies 
covering the windshield of our jeep.

The participants told us fascinating tales about life in the 
village. Antonio, a man from Chunox who helped us build

kilns, told us about an old midwife who lived in his village 
when he was a child. She wore a live snake around her head, 
signifying that she was a powerful person, as well as a necklace 
of jade amulets, with each amulet designating a different power 
that she possessed. His story indicated to us that the villagers 
have maintained some links with their ancestors—there are

A pit kiln was built by digging a hole in the ground and 
lining it with stones.
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For the firing, the pit was filled with wood and covered 
with half an oil drum.

ancient Maya made paper from tree bark, and at some sites, 
archaeologists have found bark beaters made from clay.)

We lined the pit with large stones and, for the top half of 
the kiln, Antonio cut a 55-gallon oil drum in half with his 
machete. The villagers knew what type of local wood to use to 
fire the kiln; they chose varieties that would burn slowly and 
produce a very hot fire. After gathering a supply, they placed 
enough in the pit to burn for a whole day. In this oxidation 
firing, the slips retained their original colors.

The second type of kiln we made was a beehive or homo 
kiln, which was constructed by bending metal rods into two 
crossed arches. The arches were covered with hardware cloth, 
which was secured at the top and plastered inside and out with 
clay that was found near the site. A shelf supported by bricks 
was placed in the bottom of the kiln. A fire was built under 
the shelf, and smoke from the fire escaped through a hole in 
the side of the kiln. The colors of the slips were visible after the 
firing, but flashing occurred on works placed on the shelf’s 
perimeter. This type of kiln reminded the archaeologists of the 
pibs (earth ovens) they found at Cerros and other Maya sites. 
The pibs were made by placing one ceramic plate on top of 
another so that their rims touched. In the Maya world view, 
the pib represented a portal to another world.

The third type of kiln—a barrel kiln—was made by 
punching holes in the sides of a 55-gallon oil drum. This type

of kiln, which served as a receptacle for sawdust and ceramic 
work, produced heavily reduced blackware. The villagers 
brought bags of sawdust by boat from the sawmill at Chunox to 
fuel the lain. In the bottom of the barrel was a shelf of hardware 
cloth covered with aluminum foil over a bed of rocks. This was 
covered with 2 inches of sawdust, then the heaviest pots, fol
lowed by successive layers of sawdust and additional works. To 
fire the kiln, the top layer of sawdust was ignited, then the barrel 
was partially covered by the top of the oil drum.

The women from the village of Chunox prepared a drink of 
corn meal, water and honey, and after drinldng the mead, 
buried the residue to bless the kilns. Mead, or balcha, was also 
used in ancient Maya ceremonies. WTiile the kilns were being 
fired, we shared food, drink, stories and songs.

We got the best results from the barrel kiln, and much of the 
work looked like the ancient models. In fact, they were so 
authentic-looking that one of the masks made by a Belizean 
teacher almost caused an international incident. He had given it 
to an American student, who was then accused by a customs 
agent at the Belize airport of trying to smuggle antiquities out of 
the country. Fortunately, one of the archaeologists from Cerros 
was present and explained the circumstances.

The workshop not only increased our knowledge of Maya 
and ceramics, but also taught us to appreciate another culture 
and to admire the determination and ingenuity of the people 
living in simple villages in Belize. It helped the local teachers 
learn about their heritage and respect the cultural resource 
(Cerros) in their own backyard. And it had the added benefit of 
teaching the craftspeople from Chunox valuable skills in hand- 
building and kilnbuilding.

Warren Mather
The exhibition “Clay: Students, Faculty and Alumnae ’90s from 
the School at the Museum of Fine Arts, Boston” was featured 
recently at Clark Gallery in Lincoln, Massachusetts. Works by

Warren Mather’s “Talking Cafe Paradiso,” 13 inches 
in diameter; at Clark Gallery, Lincoln, Massachusetts.

21 artists associated with the school represented a wide range of 
styles and techniques.

Weston, Massachusetts, artist Warren Mather presented a 
series of worlds he has been developing over the last two years 
that incorporate imagery from photographs, video and com-

pictures on Maya ceramics of shamans with jade necklaces and 
snakes around their heads.

Ceil taught handbuilding techniques using indigenous and 
raku clay. The participants enthusiastically made Maya masks, 
typical Maya pottery and replicas of other artifacts, then 
decorated their work with slips of various colors, and eagerly 
awaited the completion of the kilns.

We constructed three types of primitive kilns—a pit Idln, a 
beehive and a barrel kiln. Ceil chose designs that could easily 
be reproduced by the villagers, and would enable them to use 
locally available construction materials and fuels. She also 
wanted them to understand the differences between an 
oxidation and a reduction firing.

We first built a pit kiln by digging a hole in the ground and 
covering it with a palapa, a lean-to made from broom palm 
fronds to prevent the daily rain from soaking the pit. The 
palm fronds were attached to a wooden pole frame and were 
tied with strips of palm bark, which is incredibly strong. (The
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puter drawings fired into the glaze. For instance, “Talking Cafe 
Paradiso” began as “a captured video still frame that was digi
tized and altered on my computer,” he explained. “The re
worked image from the computer was then printed on paper 
and handpainted with glaze. The paper-and-glaze decal was 
transferred to a soda-fired ceramic plate and fired to Cone 05.”

Sherry Karver
Wall sculptures by California ceramist Sherry Karver were on 
view recently at Pence Gallery in Davis, California. “In my work 
I am trying to bridge the gap between painting and sculpture, 
taking parts from each,” Karver commented. “Although I use 
the clay surface as a canvas to paint on, these are not just paint
ings, in that they also have their own volume and texture that 
create a relationship with the space that surrounds them.”

Karver uses the same technique to create both her abstract 
and figurative forms. Fired once, the work is then shattered with 
a hammer. “No two ever break in the exact same way, giving 
each piece its own individuality, like a giant fingerprint,” she 
noted. “By bringing in this random energy, something beyond 
myself is added to each work.”

The fragments are then handpainted with acrylics and 
smoked in a primitive sawdust kiln. “The shattered pieces are 
then reconstructed, like a jigsaw puzzle, and epoxied onto wood 
backings,” explained Karver.

“This process of shattering and reconstructing is based on a 
concept in Hebrew mysticism called Kabbalah. It is symbolic of 
bringing the many shattered parts of the world back together 
again. This is the underlying theme in all my work, regardless of 
the more obvious concepts that I have been working with, such 
as survival. Since I am a child of Holocaust survivors, I have 
dealt with this idea of survival for both man and animals 
(endangered species) in much of my figurative work. The image

Up Front of the open window in some of the pieces is about letting in 
new dreams, hopes and ideas.”

In her latest works, instead of epoxying all the clay pieces 
onto a wood backing, Karver has begun leaving some out and 
painting the background with oils. “By juxtaposing clay and 
painted surfaces, I am coming closer to bridging the gap be
tween painting and sculpture, and creating a bas-relief surface.”

Kit Davenport
“Branch, Bottle, Bell,” an exhibition of ceramic sculpture by 
California artist Kit Davenport, was presented recently at Joan 
Roebuck Gallery in Lafayette, California. Handbuilt and bisque

Sherry Karver’s “Window on Reality,” 48 inches in height, 
mixed media, $3000; at Pence Gallery, Davis, California.

Kit Davenport’s “She,” 13 inches in height; at Joan 
Roebuck Gallery, Lafayette, California.

fired, the forms were then refined with sandpaper and decorated 
with multiple layers of acrylic, enamel, oil paint and paste wax.

Referencing the human body, plants and their growth, as 
well as traditionally shaped vessels, Davenport explained that 
her sculptures convey “something to do with human energies or 
passions as they are expressed or frustrated.”

Netting Clay
by Graham M. McLaren
A medium that emerges from the world of the computer 
keyboard rather than the kiln, shaped by the ephemeral lan
guage of electricity and bytes rather than the sturdy, centuries- 
old traditions of clay-making would seem to have little to offer 
the potter. Some fear it, some try to ignore it, others are excited 
by it. Whatever we may feel personally, the Internet is here and 
it is growing, with an increasing effect on clayworking as on 
other areas of art, craft and design.

Since Bill Ritchie Jr. and Rick Malmgren introduced the 
readers of CM to the possibilities of electronic communication
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back in 1993, there has been an explosion of public interest in 
the possibilities of the Internet, followed closely by public and 
private concerns at the possible dangers of the “information 
superhighway.” A spate of articles in recent months has encour
aged a philosophical debate over the real value of the Net to 
those engaged in the visual arts. Nowhere is the relationship 
between the electronic world and the material one more prob
lematic, it would seem, than in the case of clayworldng; for how 
can such an obviously corporeal and three-dimensional medium 
as clay translate to the two-dimensional world of the computer 
monitor? At a time when the Internet is being used in ever more 
imaginative ways, it is worth examining its possibilities and 
pitfalls for the individual clayworker in particular.

The vast expansion in the private use of the Internet over the 
past five years or so has been largely due to the development of 
multimedia computer systems for the domestic market. Private 
users can now gain access to the Net easily and cheaply. They 
will need a reasonably powerful home computer, a modem and 
associated software. They will also link into the Net through a 
so-called “access provider.” For most, the contract with the 
access provider, together with local rate calls between the user s 
computer and the providers system, will be the main ongoing 
costs of gaining access to the Internet.

Despite its vast, sprawling diversity and anarchic lack of 
central control, the Internet is proving remarkably adaptable to 
the needs of this new band of users. The Net as a whole is made 
up of a large number of interlinked systems, but perhaps the 
largest of these (and certainly the fastest growing) is the World 
Wide Web or WWW. The brainchild of CERN, a European 
scientific research establishment based in Switzerland, the Web 
is remarkably easy to use. Once the user has called up a “site” 
using an electronic address (or URL), he or she will be presented 
with a display that can combine text, images (both still and 
moving) and high-quality sound.

All of this is just the beginning, however; the viewer also has 
the opportunity to interact with the display. At the most basic 
level, this could mean writing to the originator of the site by 
e-mail, but it can mean much more, from paying bills to 
playing interactive games with people thousands of miles away, 
to redesigning the site itself

So what will the clayworker find when he or she gets on the 
Net? The answer is a truly surprising amount of clay-related 
discussion and activity. Using the Web, it is possible to join the 
clay-related discussion group CLAYART, for instance, which 
provides a helpful forum of gossip, technical information and 
philosophical debate for hundreds of potters worldwide.

One of the most exciting aspects of the Web is the ability of 
site designers (whether they are large corporations or private 
individuals) to build in links with other sites. These links, which 
take the form of highlighted text or images, can transport us to 
other sites that can be as utterly diverse and quirky as the site 
designer wishes.

Taking advantage of these possibilities, many clay artists have 
decided to open a Web home page for themselves. Loren 
Scherbak, an American potter and printmaker, is a typical 
example of this in that she provides in her home page (“Lorens 
Clay Heaven”) images of her work, including decorative tiles, 
raku vases and sculptural wall hangings, alongside her resume 
and a helpful list of links to other clay-related sites. At the other 
end of the scale, the Dutch potter Jeroen Bechtold exhibits

Up Front examples of his “soft pots” (computer-created images of imagi
nary clay sculptures and vessels) at his “Pots Pages” home page.

Bechtold s use of the Internet is part of a vision that sees 
cyberspace as one version of the domestic environment of the 
future—to be filled with electronically created “ceramic” objects 
as well as the more mundane elements of computer life. Clearly, 
this raises fundamental questions about the nature of a potters 
relationship to his or her most basic tool, the clay itself. But the 
very fact that when I last visited, Bechtold s home page had been 
accessed by others nearly 500 times in the past 3 months 
suggests that his ideas are at least creating interest.

If all this seems extreme, a simpler way to gain access to a full 
range of clay-related activity is to go to one of the ceramics links 
pages. These include CLAYNET, a “forum for Australian and 
international ceramic art”; The Potters Page, maintained by 
Theo van Niekerk and based in South Africa; the Ceramica On 
Line site based in Faenza, Italy; and Ceramics Web from within 
the United States. Despite their international flavor, all of these 
groups are equally accessible to American potters through the 
Net, and provide a large range of services, from giving notice of 
virtual exhibitions of ceramics, to software aimed at assisting 
clayworkers with glaze calculations.

Over the past couple of years, commercial interest in the 
Internet has also boomed, with a wide range of new services 
available to the potter—for a price. “Virtual malls” and galleries 
are perhaps the most obvious examples of this development. For 
a fee, an organization such as ImagePlaza or Enterprise OnLine 
will advertise your work and provide Internet support for your 
business. The extent to which this approach results in sales is 
still unclear (surveys of other types of business suggest minimal 
sales at the moment), but with approximately a million users 
going online each month (a rate of expansion that would mean 
everybody in the Western world being online by the end of the 
century), it must be only a matter of time before this becomes a 
significant marketing method. After all, a cursory “surf” of just 
a few minutes recently revealed opportunities to buy pottery 
items from areas as geographically separated as Helena, Mon
tana, and Istanbul, Turkey.

The proliferation of the commercial aspect to the Net really 
demands that clayworkers as well as others actively engaged in 
the crafts now take some form of philosophical stance toward 
the new medium. When clay-related activity on the Net con
sisted of discussion groups and information databases operated 
by academic organizations and interested individuals, it posed 
no real threat, and ceramists could choose whether they wanted 
to indulge. Today, the Internet is regarded by many with far 
more suspicion, demanding deeper analysis. In this respect, 
some interesting work has been done by Australian potters, who 
were among the first to feel the benefits of electronic discussion 
groups that helped to break down the isolation and loneliness of 
working in that vast but sparsely populated continent. Articles 
such as Kevin Murrays “All Aboard for the Craft Diaspora!” 
(published both electronically and in paper form) thoughtfully 
question the role of the Internet in future craft activity.

The Internet has moved beyond just being a forum for clay- 
related information. It now challenges the very way clayworkers 
perceive themselves, and with this deeper level of analysis comes 
the realization that not all the news is good. Although the 
Internet can be a rich source of information for potters, it can 
also pose a threat in a number of ways.

Perhaps the most significant of these is its ability to act as a 
“leveler.” The use of “search engines,” such as Lycos™, Ya
hoo™ and Infoseek™, which provide indexes to the Net,
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involves using key words, and the results of these searches are 
long, text-based lists of individual makers, commercial organiza
tions, virtual museums, etc. The most avant-garde and the most 
professional rub shoulders with the amateur and the occasional. 
Because transmitting picture data by telephone is still relatively 
slow, a great temptation exists to turn off the facility that 
generates images and, by relying on text alone, speed up the 
whole information-gathering process.

This means that what potters say is becoming more impor
tant than what they create. Potters worldng individually can 
have as much success in luring potential customers to their 
home page as large corporations, as long as the text and the 
design of the page are right. Whether the potential customer is 
sufficiently convinced to click on their image generator and wait 
patiently while pictures of the work are downloaded will depend 
very much on the “sales patter.” As Kevin Murray points out, 
“The story of a craftsperson’s life seems more important when 
their work is reduced to images.”

A related set of issues confronts one of the most exciting 
aspects of Net activity for the individual ceramist—the juried, 
virtual exhibition. From one viewpoint, these exhibitions offer 
the opportunity to break down national and cultural barriers, 
helping to bring clay artists together in a truly democratic way. 
Some drawbacks, though, could include artists exhibiting old 
work or work that may have flaws not visible online.

All of these problems are ones that are present whenever 
ceramics are portrayed or discussed on the Internet, but do they 
collectively invalidate it as a medium for the ceramist? Un
doubtedly, there is a lot of garbage on the Internet, and some of 
it is dangerous garbage. The anarchic quality of “Net life” clearly 
lets people feel at ease about making a contribution, whether it 
is accurate as a text or of any value as a ceramic object. This has 
lately been a concern highlighted by vehemently “anti-Internet” 
authors like the radical historian Kirkpatrick Sale, and Clifford 
Stoll—a Berkeley astronomer who has attacked discussion 
groups, for instance, as “an impoverished community...without 
a church, cafe, art gallery, theater or tavern. No birds, rivers or 
sky. Plenty of human contact, but no humanity.”

Surely, the future for ceramics on the Internet need not be as 
grim as this, though. The old computing adage of “garbage in, 
garbage out” applies just as much to work on the Net. Ulti
mately, the future of clay on this new electronic medium lies 
where it always has—in the hands of the potters.

William Wilhelmi
“The Clays the Thing,” a retrospective exhibition of works by 
Texas artist William Wilhelmi, was on view recently at the Art 
Museum of South Texas in Corpus Christi. Since earning an 
M.FA. at the University of California, Los Angeles (UCLA), 
Wilhelmi has lived and worked in Corpus Christi. “When I first 
got to know Wilhelmi, he didn’t know how to throw a plate,” 
guest curator Ben Holland recalls in the accompanying catalog. 
“He had graduated from UCLA in 1969...and there had been 
the influence of Peter Voulkos and company at Otis Institute 
and Scripps College (in the ’50s). So, Wilhelmi had come to his 
new job [as designer for architect Richard Colley] in Corpus 
Christi able to make beautiful useless’ objects. They looked like 
they could be or should be functional but they weren’t.
“After he had settled into his new studio at Dos Patos, 

Wilhelmi s first assignment from his new benefactor and

“Persian Pots,” 15 inches in height, glazed stoneware, 
by William Wilhelmi, Corpus Christi, Texas.

boss...was a set of dishes,” Holland continued. “Wilhelmi was 
horrified. But he accepted the challenge and learned to make a 
plate—and a cup—and a bowl—and a goblet—but still deco
rated with those beautiful, time-consuming motifs....He would

William Wilhelmi’s “Three Beaded Lamps,” 27 inches 
in height, earthenware; at the Art Museum of South 
Texas, Corpus Christi.

bring those ordinary objects to life with his landscapes of 
eucalyptus trees, sunsets, cows and cacti, calla lilies and geomet
ric designs.

“When I curated [his first show at the Art Museum of South 
Texas in 1973], Wilhelmi had been a studio potter for three 
years,” Holland commented. “Now, for this show, he has been a 
studio potter for 27 years and has produced a prodigious 
amount of amazing work. ‘The Clay’s the Thing’ can only hint 
at what the man has been able to create in those years.”

Kevin D. Mullavey
An exhibition of functional ware and sculpture by Philadelphia 
artist Kevin D. Mullavey was featured recendy at Gallery 500 in 
Elkins Park, Pennsylvania. Inspired by several precedents— 
ancient architecture, geology, Asian art and philosophy, as well 
as first-hand encounters with a wide variety of ceramics— 
Mullavey handbuilds most of his work. He alludes to both the 
history of ceramic art and the properties of clay itself by com-
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Up Front rabbits and fished the Camel for trout and peel. I started to put
these motifs on my pots, and still do.

“Ever since those days, I have been delving and searching 
further into decoration; how it fits a particular shape, how the 
shape is divided up, the different feelings one can give through 
different materials and colors, and the journey through spaces 
negative and positive.”

Now living in Vermont, Thomas has recently begun incising 
through slip. “With this ancient method, the pots must be 
fresh; you cannot do a preliminary sketch or make a mistake,” 
she explained. “They must be totally freehand; any mistake, and 
the slip will show it. It can get very scary. When a line is drawn, 
it takes you for a walk around and through a pot. Sometimes 
while traveling within a pattern, you can get lost.”

Kevin D. Mullavey’s “Well Bottle,” 8½ inches in height, 
glazed stoneware; at Gallery 500, Elkins Park, Pennsylvania.

bining careful and precise design with a willingness to allow the 
materials to affect each piece. “I base the forms of my work on 
strong lines, simple geometry and classic proportion, while 
trying to take advantage of the organic imperfections in the clay 
and glaze, which I feel give a piece life,” he explained.

Miranda Thomas
An exhibition of functional ware by Vermont artist Miranda 
Thomas was presented recently at the North Cornwall Museum 
and Gallery in Camelford, Cornwall, England. Having trained 
with Michael Cardew, Thomas was “inspired not only by his

Ceramics in Northern California
“Ceramics in Northern California,” a juried exhibition of works 
ranging from teapots to abstract sculptures to installations, was 
presented through August 18 at Bedford Gallery in Walnut 
Creek, California. Jurors Clayton Bailey, Sandy Simon and John

Anne Peet’s “The Lighthouse (Western Super 6),”
28 inches in height, low-fire clay; at Bedford Gallery, 
Walnut Creek, California.

Miranda Thomas’ “Salmon Dish,” 24 inches long, stoneware 
slab, with carved black slip and Chun glaze; at the North 
Cornwall Museum and Gallery, Camelford, England.

forms but also his strong, vibrant decoration. The characters he 
captured in his animals, fish and birds had great verve.

“Most of my spare time then was spent with friends up on 
the moors, shepherding sheep,” she continued. “I also hunted

Toki selected woriks that demonstrated the innovative use of 
glazes, colors and textures.

Mass and Meaning
“Mass and Meaning,” an exhibition of large-scale clay sculpture 
by Wesley Anderegg, Denver; Syd Carpenter, Philadelphia; and 
Jim Ibur, Saint Louis; was featured recently at Craft Alliance in 
Saint Louis, Missouri. “The history of clay in the United States
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Jim Ibur’s “Luck,” 4 feet high, 
smoked stoneware, $1200; at 
Craft Alliance, Saint Louis.

is burdened by the 
traditions of pottery,” 
noted curator Barbara 
Jordan. “In the 1950s, 
abstract expressionist 
artists sought to 
liberate clay from the 
boundaries of func
tional ceramics.

“Since that time, 
clay has proven to be a 
viable medium for 
sculptors to explore 
formal, political and 
personal ideas,” she 
continued. “The work 
of Wesley Anderegg, 
Syd Carpenter and Jim 
Ibur illustrates the 
continuing use of clay 
as a medium for 
examining sculptural
concerns.

Delia Robinson
“Wonderful Whistles,” an exhibition of clay whistles by Ver
mont artist Delia Robinson, was presented through September 
30 at the Cathedral of Saint John the Divine in New York City. 
“Delighted though surprised” to be exhibiting her work in the 
cathedral, Robinson recognized this as “a marvelous opportu
nity but not one a whistle maker would necessarily anticipate.” 

To offset the problem of exhibiting small objects in a large

tural statements: “Each piece reveals in a personal, intense way, a 
moment, a story or a scene of importance to me,” she ex
plained. “The fact that the human breath brings each piece fully 
to life is for me the ultimate charm.”

Leah Hardy’s “Fruits of Desire: Solace,” 12 inches 
in height, earthenware; at Cecelia Coker Bell 
Gallery, Coker College, Hartsville, South Carolina.

intimate scale, I am inspired by both natural and human-made 
forms,” Hardy explained. These usually “culminate in contrast
ing biomorphic and architectural images in my work. The 
resulting shrine’ places visual importance on the enclosed object 
or centralized symbol.

“Through these personal icons,”’ Hardy continued, “my 
experiences and visions are celebrated and shared with viewers.”

Surface + Form
“Surface + Form,” an invitational exhibition of contemporary 
clay vessels, was presented through September 28 at Baltimore 
Clayworks in Baltimore, Maryland. Guest curator Peter Kaizer 
selected works by 12 artists from across the country for their

Leah Hardy
Relief sculptures by Wyoming clay artist Leah Hardy were on 
view through September 27 at Cecelia Coker Bell Gallery, 
Coker College, in Hartsville, South Carolina. “Working on an

Delia Robinson’s “The Corporate Whistle,” 7 inches in 
height, multinote whistle with eight voices; at the 
Cathedral of Saint John the Divine, New York City.

space, Robinson decided to make groups of related whistles, 
including a 76-piece circus, an unusual wedding party and 
several arks. The exhibition also included several dozen large 
whistles with multiple voices.

To learn how to make whistles, Robinson apprenticed with 
her mother, Mildred MacKenzie, who has devoted decades to 
reviving the craft. Robinson’s own whistles have become sculp

D. Hayne Bayless’ "Tea for Two,” 6 inches in 
height, porcelain with black slip pattern, with 
plywood; at Baltimore Clayworks, Maryland.

ability to “inform, enhance or otherwise create a dynamic 
tension between the form and the surface of the piece.” Among 
the works on view was this teacup and tray set by Connecticut 
artist D. Hayne Bayless.
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Repairing Pottery and Porcelain
A Practical Guide
by Lesley Acton and Paul McAuley

Written by two restorers from England, 
this “how-to” manual “aims to guide the 
student, the amateur and the professional 
restorer through each and every stage of 

restoration, taclding 
the simple, the dif
ficult and the seem
ingly impossible jobs, 
and to provide practi
cal information on 
every aspect of the ce
ramic repair process.” 
After describing ap
propriate work space, 
the storage and dis
posal of materials, as 

well as the necessary tools, the authors look at 
the first stages of repair—examination, 
identification and cleaning the object.

The use of bonding to repair a piece is 
covered next. Before bonding, the restorer 
must select the correct adhesive; criteria to 
consider include suitability, reversibility, and 
ease of handling and mixing. The two meth
ods of bonding described are the dry stick and 
the edge-to-edge stick. In the dry stick method, 
the “shards are taped together and a low 
viscosity (very liquid) adhesive is applied in 
small beads along the break lines on both 
sides of the object,” the authors explain. 
“This method is mainly suitable for high- 
fired wares.”

Filling, modeling and molding are de
tailed in the next section. A missing piece can 
be modeled freehand by using a two-part 
epoxy putty. Molding, on the other hand, 
requires the use of a detail on the work itself 
or on another similar piece. “An impression 
is taken of the extant detail and the impres
sion material is then filled with a liquid fill to 
make a cast of the required piece. WTien set, 
the cast is removed from the mold and fixed 
into position on the object.”

After bonding and filling any gaps, the 
next stage (when necessary) is color matching 
surface glaze and decoration. “The retouch
ing and color matching of a ceramic repair is 
potentially the most challenging part of the 
repair process,” the authors believe. “There 
are many types of surface to simulate and a 
wide range of materials from which to choose. ” 

In the final section are four case studies, 
which explain the restoration of an earthen
ware horse, a porcelain plate, a bone-china 
coffee cup, and a blue-and-white ginger jar.

112 pages, including appendixes on glossary 
of materials, manufacturers and suppliers in 
the U.K., manufacturers and suppliers in the 
U. S.A., conservation advice and further study, 
client-conservator agreement, and suggested 
further reading; and index. 25 color and 7 
black-and-white photographs; 55 sketches. 
$18.95, softcover. Lyons and Burford, Pub
lishers, 31 West 21st Street, New York, New 
York 10010.

Hot off the Press
Ceramics and Print
compiled by Paul Scott and Terry Bennett 

Artwork combining clay and print “is 
exciting, accessible and yet challenging,” as
serts Paul Scott in this catalog/book pub
lished in conjunction with the traveling 
exhibition of the same name. “Its accessibility 
possibly stems from the very fact that one of 
the reasons print exists is as a means of 
communication.

“It draws on avast array of influences from 
the peculiar history of industrially produced 
ceramics and studio pottery to surrealism and 
pop art,” he continues. “Until now no one 
has really asked Why? or attempted to place 
the work in any sort of critical context.”

In requesting essays for the book, the 
compilers “specifically asked for personal per
spectives, trying to establish the references 
and historically important events, makers or 
pieces which have generated what appears to 
be this unrecognized movement or grouping 
of visual arts practitioners.”

For example, in her essay on print and 
postmodern art, Moira Vincentelli, curator 
of ceramics at the University of Wales, 
Aberystwyth, discusses the use of printed 

ceramics from the 
18 th century to today. 
“In the 18 th and 19 th 
centuries print on ce
ramics was a sensitive 
barometer to popular 
tastes in visual culture 
and often paralleled 
other genres in the fine 

arts,” she comments. “In the 20th century the 
transfer print has continued to be widely 
employed in mass-produced ceramics but its 
role in the production of visual culture has 
been sidelined by other media.”

Nevertheless, “the possibilities of print 
open up a new vocabulary—after all, print is 
above everything a signifying technique. It is 
used to produce words and it can reproduce 
perfect images from other media and from 
other moments in time.”

The text concludes with statements by 
five artists in which they briefly discuss their 
reasons for worldng in ceramics and print. 72 
pages. 38 color and 21 black-and-white pho-
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tographs. £13.95 (approximately US$21). 
BellewPublishingCompany, Limited, 8Balham 
Hill, London SW12 9EA. Tullie House City 
Museum and Art Gallery, Castle Street, Carlisle 
CA3 8TP.

Saint-Porchaire Ceramics
edited by Daphne Barbour and Shelley 
Sturman

“No other Renaissance art form is beset by 
such mystery as ‘Saint-Porchaire’ ware,” state 
the editors of this collection of essays. “De
scribed as the ‘sphinx de la curiosite,’ these 
enigmatic French ceramics provoke even the 
most fundamental questions. Why were they 
produced? By whom were they fabricated? 
For whom? Where were they manufactured? 
What was their inspiration?”

In 1992, a group of specialists met at the 
N ational Gallery of Art in Washington, D. C., 
to discuss and possibly answer these ques
tions. “The course of research has been irre
versibly altered by discoveries presented 
herein,” the editors believe, “but work is yet 

to be done before the 
mystery is entirely 
unveiled.”

Essay topics in
clude the “Saint- 
Porchaire” ewer in the 
Royal Museum of 
Scotland, the origins 
and ornamentation of 
the pieces in the State 

Hermitage Museum collection, “Saint- 
Porchaire” clay bodies, a comparison of the 
production of this ware and related European 
ceramics, as well as the connection between 
“Saint-Porchaire” works and Bernard Palissy.

“A rapport between the two workshops 
has long been postulated but never verified 
owing to limited knowledge concerning both 
types of production and the lack of even a 
single object from either group traceable 
through provenance to the 16th century,” 
explains Leonard Amico, although he goes 
on in his essay to “secure a link” between the 
two. 162 pages, including an index of “Saint- 
Porchaire” ceramics in public collections and 
select bibliography. 16 color and 156 black- 
and-white photographs; 1 sketch. $25, soft- 
cover. University Press of New England, 23 S. 
Main St., Hanover, New Hampshire 03755.

Piet Stockmans
Throughout this well-illustrated bilingual 

monograph, Flemish artist Piet Stockmans 
and other artists/writers discuss his work in 
short paragraphs. Topics include imagina
tion, variations on a bulbous form, dining 
with feeling, art and design side by side, and 
physical ceremony: “The stress in my work is 
in its beginning formed by the hands: the
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dotting, making lines and brushing little 
tablets,” Stoclmians explains.

“This starts up a rhythm, a ceremony, 
which moves forward and knows heights and 

depths. It is influenced 
by the amount of mat
ter and the influences 
of my surrounding. 
My work should be 
read from left to right 
and from top to bot
tom, or any manner 
the spectator feels it 
should be read.” 96 

pages. 78 color and 29 black-and-white pho
tographs. 695 BF (approximately US$25), 
plus shipping; and handling. UitgeverijLannoo 
NV, Tielt, Belgium.

Ceramic Technology for Potters and 
Sculptors
by Yvonne Hutchinson Cuff

“Intended for college students, potters 
and sculptors worldng alone, and as an aux
iliary text for student archaeologists and those 
hoping to enter the ceramic industry,” this 

easily followed tech
nical guide to clays, 
glazes and the ceramic 
process is divided into 
three sections. The 
first covers the chem
istry of ceramics, the 
crystallization of min
erals and the forma
tion of rocks, as well as 
the evolution and 
mineralogy of clay. 

Studio practices, including safety consider
ations, wedging, making and firing, are also 
considered.

Clay bodies, slips and casting slips are 
addressed in the second section. After dis
cussing the digging, cleaning and preparation 
of raw clay, the author explains how to de
velop clay bodies from blends of natural clays 
as well as from dry raw materials. Step-by- 
step exercises throughout the text are de
signed to reveal the theory of the process as 
well as provide hands-on experience.

Although Cuff7 has put decorating slips 
and casting slips in the same chapter, they are 
“used in very different ways; a clay slip is 
applied to the clay surface, whereas a casting 
slip becomes the body of the ceramic form or 
sculpture. ” She goes on to talk about develop
ing a white clay slip, applying slip, and mea
suring and adjusting its density. She also 
discusses the various types of casting slip, as 
well as making your own.

The third section looks at glazes, with the 
three main elements (glass formers, stabiliz
ers, fluxes) discussed first. Cuff then describes 
glaze properties; e.g., transparent, opaque, 
matt, underfired, overfired. “In some cases 
overfired glazes look thin because some of the 
glaze constituents have volatilized, or because 
the glaze has become so fluid that it has 
soaked into the body,” she explains. “Some
times the glaze disappears altogether; in other 
cases, it may have a volcanic appearance.” 

The remainder of the third section is 
dedicated to methods for developing and 
testing glazes, plus adding color to glazes. 423 
pages, including appendixes on basic chem
istry of use to ceramists, test tiles and model 
making, and equipment and procedures; plus 
glossary, bibliography and index. 39 color 
and 26 black-and-white photographs; 97 
sketches. $45; softcover, $24.95. University 
ofPennsylvania Press, 1300Blockley Hall, 418 
Service Dr., Philadelphia, Pennsylvania 19104- 
6097; (800) 445-9880.

Maija Grotell
Works Which Grow From Belief
by JeffSchlanger and Toshiko Takaezu 

In 1927, ceramist Maija Grotell (1899— 
1973) emigrated from Finland to the United 
States to continue a career in ceramics. By 
1938, she was teaching at Cranbrook Acad
emy of Art outside Detroit, Michigan, where 
“she achieved her finest series of works,” 
according to Schlanger. It was at Cranbrook 
that Schlanger and Takaezu sat down with 
Grotell in 1968 to discuss her life and work. 
This well-illustrated monograph documents 
that conversation.

When asked about her work, Grotell re
plied that “most of my pieces are one layer on 
top of another layer. And how I started with 
that I remember. In Finland I had a genuine 
pearl in a ring—a pearl that I had been diving 
for myself and found. I thought that it was 
nondestructible, very strong.

“Then I cracked the enamel on that,” she 
continued. “It was brown inside and layers 

and layers, you see. 
And then I started also 
with birds—they had 
layers and layers of 
feathers.... So I felt that 
everything has to be 
layers and layers if it is 
good. If it gets depth, 
it’s because everything 

in nature is layers and layers.” 96 pages, 
including bibliography, and lists of public 
collections and awards. 24 color and 28 
black-and-white photographs. $30. Studio 
Potter, Box 70, Goffstown, New Hampshire 
03045; telephone (603) 774-3582or fax (603) 
774-6313.
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Classroom in Clay
Introduction to Wheel Throwing

In this three-part series, Dean Jensen dem
onstrates the basic steps of throwing at the 
potter’s wheel. The first video begins with an 
overview of the necessary tools and equip
ment, as well as advice on clay preparation, 
including instructions on spiral and bull
horn wedging. Throughout the remainder of 
this tape and the two companion tapes Jensen 
works at an electric potter’s wheel while 
seated on a stool that is elevated several inches 
above the wheel head. (Many potters prefer a 
seat that is at the same level or lower than the 
wheel head to alleviate back strain.)

Jensen begins with the cylinder, demon
strating each stage, from centering and open
ing to pulling the wall and finishing the rim. 
He also provides solutions to several com
mon problems, such as an out-of-control rim 
and uneven wall thicknesses.

“Once you get a cylinder form and you 
begin to think about shaping, the beauty of 
the wheel really lacks in and you can have a lot 
of fun,” Jensen remarks in the second video,

in which he shows how to throw a cup, bowl, 
bottle, vase and plate.

Always consider the form’s function when 
throwing, he advises. A bowl, for instance, 
should be thrown “from the inside view 
outward; we do not want to be looldng 
necessarily at the outside profile.”

The second tape covers trimming as well: 
“Most beginners...tend to be too tentative 
about removing excess clay,” Jensen believes. 
For those who are having trouble gauging 
thickness, he shows how to measure by pierc
ing the wall with a needle tool. He also 
suggests tapping the bottom and the wall to 
learn to judge thickness by sound.

Forming and attaching handles are ex
plained in the third tape. Various methods 
include pulling from a handheld mass of clay, 
pulling from the cup, forming from a slab or 
a flattened coil, piercing a coil with a dowel 
rod and rolling, and throwing a ring to be cut 
into handles.

Jensen also talks about proper drying and 
storage, recommending methods to achieve 
even drying, short- and long-term storage, 
and accelerated drying.

He then explains that repairing cracks is 
usually not worth the time and effort, but for 
those who want to save a piece in which they 
have already invested a significant amount of

time, he demonstrates two mending meth
ods: the first, by using a commercial repair 
material mixed with the clay body; the sec
ond, using vinegar and sodium silicate.

Following advice on health and safety 
(proper wiring, no smoking or eating in the 
studio, and wearing a respirator when mixing 
glazes), he offers beginners some words of 
encouragement. “Many times as beginners 
we tend to get frustrated when there are 
problems,” Jensen says. “Wheel throwing 
involves repetition and it also involves keep
ing a positive attitude.”

To cut down on the frustration, he sug
gests practicing throwing cylinders several 
times a day for two to three weeks, and 
cutting them in half to compare results. 
Throwing five to seven cup forms in one 
sitting will also help. “As you work with the 
clay, try to become familiar with it, try to 
become familiar with how far it will stretch.” 

Taped with cameras from two different 
angles, but few zoom-in shots when appro
priate. 47,54,49 minutes, respectively. Avail
able as VHS videocassette. $69.95 for the set, 
plus $5 shipping and handling in the United 
States, $ 13 in Canada. Video University Pro
ductions, 3501 North Happy Hollow Road, 
Independence, Missouri64058; telephone (800) 
927-8444; fax (816) 650-3347.
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“Tempting Eve Teapot,” 23 inches in height, terra cotta with majolica glaze, $800, 
by Carol and Richard Selfridge, Alberta, Canada.

“Large Triple Leapin’ Wizards Cruet,” 25 inches in length, earthenware 
with colored slips, $500, by Susie Moody, Dallas, Texas.

llth Annual 
San Angelo 
National

^ie “Eleventh Annual San Angelo Na
tional Competition,” featuring 124 
works by 114 artists from 34 states and 
Canada, was presented recently at the 
San Angelo (Texas) Museum of Fine 
Arts. WTien juror Michael Monroe, 
president of Peter Joseph Gallery in New 
York City, began examining the 1380 
slide entries by 503 artists, he “repeated 
a preliminary review process several 
times without making selections. This 
repetitive act allowed me to fix in my 
mind s eye the parameters and the con
text that would inform my final choices.

“My next step involved the painful 
process of eliminating those pieces that 
were not fully developed and confident
ly executed statements,” Monroe ex
plained. The third phase, “always the 
most pleasurable, consisted of selecting 
the works that I could not live without. 
Included in this category are those that 
take risks, are completely realized, have 
clarity, courage and carry the convic
tion of their maker.”

According to Monroe, the most dif
ficult and time-consuming task is “re
viewing the vast majority of works that 
fit into the middle ground. Those re
quire the most careful evaluation be
cause they manifest a blending of the 
qualities described above.

“Additionally, I was attracted to pieces 
that presented original emotions and 
ideas that forced me to consider fresh 
and unexpected visual experiences,” he 
noted. “These works are ultimately the 
most satisfying, because they reach far 
beyond the obvious solutions to the 
problems that artists set for themselves. 
I also focused on the intentions of the 
artist and tried to discern if he or she 
effectively articulated them using an in
novative vocabulary of images and tech
niques that distinguished the work from 
that of his or her peers.” A
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“Cleveland,” 36 inches square, press- 
molded stoneware, fired to Cone 10 in 
reduction, $3000, by Beverlee Lehr, 
Palmyra, Pennsylvania; winner of the 
Best Tile award.

“The Queen,” 18½ inches in height, 
wheel-thrown and handbuilt white 
earthenware, with tape-resisted 
underglazes and gold luster dots, 
$400, by Elaine Alt, Marblehead, 
Massachusetts.

Pinch bowl, 3½ inches in height, wood- 
fired stoneware, with kaolin slip, $75, 
by Jason Hess, Logan, Utah.

“Geo-Chevron,” 42 inches in length, stretched colored porcelain, $950 
by Carolyn Dulin, Rochester, Michigan.
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“Table Form,” 24 inches in length, wood-fired stoneware, $650, 
by Bill Griffith, Gatlinburg, Tennessee.

“Scriber,” 27 inches wide, salt glazed and sandblasted, with metal rod, 
$425, by Jim Koudelka, Portland, Oregon.
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“Copper-Carbon-Trap Sandblasted Teapot,” 14 inches high, 
stoneware, $400, by Jim Connell, Rock Hill, South Carolina.

Oval bowls, approximately 7 inches in width, wheel-thrown stoneware, 
fired to Cone 10, $90 each, by Steven Rolf, Alfred, New York.
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Wheel-thrown and handbuilt teapot, 26 inches high, salt- 
glazed stoneware, $700, by Brad Schwieger, Athens, Ohio.



Lidded jar, 13 inches in height, handbuilt from extruded coils, 
$600, by Janet Lowe, Philadelphia, Pennsylvania.

Vase, 22 inches in height, stoneware, $2100, by Chris 
Gustin, South Dartmouth, Massachusetts; Third Prize.

Bottle, 13 inches in height, wood-fired stoneware, $225, 
by Neil Patterson, Philadelphia, Pennsylvania.

“Arctic Quilt,” 24 inches wide, tile, with wood additions, 
$325, by Marilyn Klinkner, Galesville, Wisconsin.

November 1996 39



“Red Storm IV,” 12 inches in height, terra cotta 
with polychrome slips, $1200, by Susanne 
Stephenson, Ann Arbor, Michigan.

“Blossoms on Zanduween,” 18 inches in height, 
porcelain, fired to Cone 6, $2900, by Gary Molitor, 
San Leandro, California; Second Prize.

“Masque Man,” 20 inches high, clay and mixed media, $500, 
by Thomas Bartel, Bloomington, Indiana; First Prize.

Celadon-glazed porcelain plate,
14 inches in diameter, wheel-thrown 
and incised, $1000, by Elaine Coleman, 
Henderson, Nevada; from the 11th 
annual competition at the San Angelo 
(Texas) Museum of Fine Arts.
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“Narrow-Necked Vessel,” 18 inches in height, wheel-thrown 
porcelain, with brushed and trailed slip glazes.

Porcelain Slip Glaze
by Joseph Godwin

^^uring a summer spent in pictur
esque Switzerland, I dreamed of paint
ing impressionist landscapes, sunlit fields 
of golden rape-seed flowers and choco- 
late-brown wooden houses surrounded 
by bright red geranium flower boxes. 
But it rained every day, all day. Instead, 
I painted psychological portraits of a 
wet landscape and read C. G. Jung books 
on psychology. My paintings emerged 
as abstract, inner landscapes—nonobject 
and nonrepresentational.

Painting in Switzerland was a wel
come change from many years of por
celain carving (see “Polychrome Slip 
Carving” in Ceramics Monthly’s April 
1988 issue) at my studio in Massachu
setts. While in Switzerland, I also vis
ited several potteries around the country; 
at one of these, the potters were devel
oping stoneware slip glazes and I gave 
them the recipes for the porcelain slips I 
had developed for slip carving and in
lay. By the time I left Switzerland, they

had developed a series of opaque, stone
ware slip glaze colors.

On returning to the States, I decided 
to continue working with the painting 
techniques I had studied that summer, 
but using porcelain slip glazes on porce
lain vessels. I began by formulating a 
slip glaze with the same basic flux that 
the Swiss potters had used for their 
stoneware slip glazes—wollastonite. A 
natural calcium silicate, it is used to 
replace silica and whiting in clay bodies
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Porcelain vase, 18 inches in height, wheel thrown, 
brushed with porcelain slip glazes, fired to Cone 8.

and glazes. My base test consisted of a 
combination of wollastonite and bone- 
dry Grolleg porcelain, equal parts by 
weight. The original 50:50 clay and 
wollastonite recipe, which had produced 
a matt stoneware slip glaze for the Swiss 
potters, fired to a semiopaque porcelain 
slip glaze when mixed with a commer
cially available, Cone 8-10, Grolleg por
celain body consisting of approximately 
50% Grolleg kaolin, 25% G-200 feld
spar and 25% flint, plus 2% VeegumT. 
I have found that 50 parts of the Grol
leg porcelain body with 40 parts wollas
tonite fluxes as well as the 50:50 recipe.

Since so much of the slip glaze is a 
clay body, its original chemical and 
physical properties have a significant in

fluence on the maturation temperature 
and application properties. A slip glaze 
formulated with a Cone 8-10 porce
lain body will have a lower maturation 
temperature than one made with a Cone
9-11. A slip glaze with the proportions 
of 50 parts porcelain and 40 parts wol
lastonite will attain semiopacity or trans- 
lucency when fired to the same cone (or 
slightly lower) as the porcelain body. 
The addition of 8%—10% Zircopax to 
the basic slip glaze will create an opaque 
white slip glaze; 4%-5% will yield a 
semiopaque slip glaze.

Lithium compounds in the form of 
petalite or spodumene (lithium feld
spar) can be an important flux in porce
lain slip glaze formulation. Lithium

When applying slip glaze decoration, 
Joseph Godwin balances the form on 
plastic-covered foam rubber.

carbonate and lithium fluoride are also 
potential flux additives. They extend a 
slip glazes firing range and in some 
cases help to control crazing in translu
cent slip glazes. Wollastonite itself has 
the property of reducing shrinkage in 
clay bodies and glazes, thereby prevent
ing crazing problems in the opaque 
white slip glaze. When combined with 
Zircopax, it prevents crazing in the 
Opaque White Slip.

A lithium compound combines well 
with a frit of a low-fire feldspar, such as 
nepheline syenite, in a translucent slip 
glaze. Nepheline syenite contains a large 
percentage of soda and potassium in 
proportion to its alumina and silica con
tent. This composition categorizes it as 
a low-fire soda spar. It fluxes well with a 
lithium compound, such as spodumene. 
Approximately 5% frit or nepheline sy
enite, combined with 5% petalite or 
spodumene in a slip glaze, can expand 
the vitrification range of a Cone 8-10 
slip glaze to Cone 6. These fluxes also 
afford stronger color saturation of color
ant oxides and stains.

The basic purpose of a porcelain slip 
glaze is to facilitate the glazing of both 
green- and bisqueware with user-friendly 
versatility. Relatively little had been ac
complished in this vein until the arrival 
of modern deflocculants and drying 
agents, which keep the liquid slip glaze 
in suspension for application purposes
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“Little Round Vessel,” 51A inches in height, with Cerulean Blue beneath Delft Blue, 
Golden Yellow, Orange and Red Porcelain Slip Glaze.

and allow it to dry correctly on bisque, 
thus preventing crawling during the 
glaze firing.

I prefer to use Veegum T for slip 
glaze suspension. It is a processed, col
loidal magnesium alumina silicate that 
is used as a plasticizer in commercial 
porcelains. It consists of 80% Veegum, 
an inorganic bentonite, and 20% CMC 
gum, an organic binder. The colloidal 
property of 2% Veegum T significantly 
increases plasticity in porcelain clay bod
ies. The presence of 1% Veegum T cre
ates an excellent deflocculant for porce
lain slip glaze; it causes a mild thixotropic 
reaction. The addition of 1% bentonite 
increases thixotropy.

Frequent stirring during glazing with 
a porcelain slip glaze that includes 1% 
Veegum T is unnecessary. It takes sev
eral hours for a porcelain slip glaze con
taining Veegum T to complete a colloi
dal, mild thixotropic reaction, during 
which time a thin film of water forms 
on the surface as the slip glaze gels into 
a suspension rather than settles to the 
bottom of the bucket as glazes tend to 
do. When shaken or stirred, the slip 
glaze returns instantly to its former liq
uid state. It is therefore important to 
mix dry slip glaze recipes with a mea
sured quantity of water, not only to 
ensure the correct consistency for your 
particular application purpose, but also 
to guarantee the correct consistency for 
a thixotropic glaze suspension.

If the slip glaze is mixed too thin, 
excess water will cause an uneven sus
pension, rendering the mixture unsuit
able for glazing. The excess water will 
hold only the finer slip glaze particles in 
suspension, while most of the slip glaze 
forms a stiff mass at the bottom o f the 
bucket. Excess water might not be 
decantable, without removing some of 
the finer slip glaze particles, for several 
weeks in a large volume of slip glaze.

As a safeguard, I measure the correct 
volume of water for a fairly thick slip 
glaze solution, then carefully thin the 
slip glaze to the desired consistency dur
ing and after sieving. The ratio of 1 cup 
of water per 10 ounces of dry slip glaze 
mix creates a consistency of slip glaze 
thick enough to brush and thin enough 
to pass easily through a 100-mesh sieve. 
Because a slight amount of water can 
significantly alter the viscosity of a small 
volume of liquid slip glaze, I thin a cup

or two of thick slip glaze with squirts of 
water from an ear syringe.

A drying agent is useful to ensure 
even drying, which in turn prevents 
thick layers of slip glaze from lifting 
from the bisque surface during applica
tion. Stain colors containing metallic 
oxides tend to increase the surface ten
sion of a slip glaze. This impedes adhe
sion, resulting in the drying slip glazes 
tendency to crack and peel away from 
the bisque surface. Glycerine works very 
well as a drying agent, especially for 
successive layers of slip glaze colors in
volving variable thicknesses applied onto 
moist bisque. The addition of 1 table
spoon of glycerine (6.25% fluid vol
ume) per 1 cup of slip glaze is adequate.

Each time I dig into a pile of bone- 
dry porcelain shavings beneath the trim
ming wheel, I feel as if I am rediscovering 
the concept of glaze. To mix a porcelain 
slip glaze base, I add an equal weight of 
wollastonite to the bone-dry porcelain, 
or four parts wollastonite (by weight) to 
five parts bone-dry porcelain, depend
ing upon which slip glaze base is de
sired. First, I dry mix outdoors, then 
pour the mixture into a container of 
steaming hot water premeasured by vol

ume. The hot water quickly slakes the 
bone-dry scraps of porcelain, and the 
slip glaze is ready to pass through a 100- 
mesh screen within minutes. That’s all 
there is to mixing a container of porce
lain slip glaze from scraps, as the correct 
proportion of Veegum T is already in
cluded in the porcelain clay body. I 
need only add small proportions of 
opacifiers or fluxes for translucency, then 
the colorant(s) of choice, and glycerine 
for application.

Either base slip glaze combines well 
with commercial stains, but it is impor
tant to test each color, because some 
commercial stain colors are elusive at 
high temperatures. To mix a color test, I 
add the percentages of oxides and stains 
for a particular color to 10 ounces of 
thick liquid slip glaze base (prepared by 
mixing 10 ounces of dry slip glaze with 
1 cup water) and resieve.

The above ratio of water to dry slip 
glaze creates a thickened slip glaze ideal 
for brushwork on greenware and bisque. 
An additional 20% water (by volume) 
thins the glaze enough for dipping or 
pouring on bisque. Adding glycerine as 
a drying agent is unnecessary for dip
ping and pouring. I mix a large liquid
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Porcelain bottle, 13 inches in height, with layered porcelain 
slip glazes, by Joseph Godwin, Pepperell, Massachusetts.

volume of each slip glaze base, but add 
the glycerine only to small containers of 
colored slip glaze, after I mix in the 
colorants and resieve.

Three porcelain slip glaze bases that 
I presently use yield opaque, semiopaque 
and translucent results:

Opaque Slip Glaze Base
(Cone 8-10)

G-200 Feldspar............................. 13.9%
Wollastonite.................................. 44.4
Grolleg Kaolin..............................27.8
Flint................................................  13.9

100.0%
Add: Zircopax............................... 8.0%

Bentonite............................  1.0%
VeegumT............................  1.0%

The opaque recipe fires to a white 
gloss at Cone 8. The addition of 8% 
Zircopax is optional when formulating 
opaque colors with some stains, such as 
reds and yellows, because they contain 
opacifiers; 4% Zircopax is often suffi
cient for opacity.

Semiopaque Slip Glaze Base
(Cone 8-10)

G-200 Feldspar............................  11.9%
Petalite (or Spodumene) ............  4.8
Wollastonite.................................. 47.6
Grolleg Kaolin..............................23.8
Flint............................................... . 11.9

100.0%
Add: Bentonite.............................  1.0%

Veegum T........................... 1.0%

The semiopaque base fires to a white 
semimatt on porcelain at Cone 8, but 
will become translucent at Cone 10.

Translucent Slip Glaze Base
(Cone 8-10)

Wollastonite.................................. 42.1%
Frit 3269 (Ferro)

or Nepheline Syenite..............  5.2
G-200 Feldspar............................. 13.2
Grolleg Kaolin..............................26.3
Flint............................................... . 13.2

100.0%
Add: Bentonite.............................  1.0%

VeegumT............................  1.0%

The translucent slip glaze recipe uti
lizes frit and petalite additions to create 
translucency at Cone 8. The presence 
of lithium helps to prevent pinholes 
from forming in slip glazes containing 
frit and stains.

Some frits and stains reach their 
maximum glaze-use temperature below 
Cone 10. A translucent slip glaze con
taining these may begin to boil and 
form pinholes unless it contains a per
centage of lithium to extend the recipes 
maturation temperature range.

When mixed with trimming scraps 
from a Cone 8-10 Grolleg porcelain 
body, the recipes are as follows:

Opaque Porcelain Slip Glaze
(Cone 8-10)

Wollastonite.....................................  4 oz.
Zircopax..................................................  1
Bone-Dry Porcelain Body.................. _5

10 oz.

Semiopaque Porcelain Slip Glaze
(Cone 8-10)

Petalite (or Spodumene) ............ 0.5 oz.
Wollastonite..................................  5.0
Bone-Dry Porcelain Body..........  5.0

10.5 oz.

Translucent Porcelain Slip Glaze
(Cone 8-10)

Petalite (or Spodumene).............  0.5 oz.
Wollastonite..................................  4.0
Frit 3269 (Ferro)

or Nepheline Syenite..............  0.5
Bone-Dry Porcelain Body.......... 5.0

10.0 oz.

Mix each of the above scrap-clay recipes 
with 1 cup hot water, then add 1 fluid 
tablespoon glycerine for brushwork on 
bisqueware.

Porcelain slip glazes formulated with
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oxide and stain additions, and fired in 
oxidation can achieve maximum color 
saturation. Muted color tones and tex
tures can also be achieved by layering 
Volatile Black Slip Glaze beneath opaque 
white and colored slip glazes:

Volatile Black Slip Glaze
(Cone 8)

Hardwood Ash..........................  4.17%
Wollastonite................................ 18.75
Temmoku Glaze........................ 52.08
Bone-Dry Porcelain Clay......... 25.00

100.00%
Add: Black Stain........................  4.17%

Temmoku Glaze
(Cone 8)

Gerstley Borate.......................... 10.87%
Whiting........................................ 6.52
G-200 Feldspar..........................76.09
Kaolin.......................................... 4.35
Flint............................................ . 2.17

100.00%
Add: Red Iron Oxide................ 8.70%

The volatile black melts at a slightly 
lower temperature and bleeds through 
the outer layers to create a mottled sur
face similar to reduction-fired stoneware 
in which iron particles in the stoneware 
clay speckle the surface. Varying pro
portions of oxides and stains have a 
significant effect on glaze melt and sur
face texture according to the flux capa
bility of each colorant. Black colorants 
tend to have a strong fluxing quality.

Black glossy and black matt slip glazes 
can be differentiated with a slight alter
ation in the ratio of whiting to flint in 
the form of wollastonite. The following 
example substitutes half of the wollas
tonite with whiting in the glossy black 
recipe to create a black matt:

Glossy Black Porcelain Slip Glaze
(Cone 8-10)

Wollastonite................................ 42.86%
Bone-Dry Porcelain Body.......  57.14

100.00%
Add: Zircopax............................  7 J 4 %

Black Stain.......................  7.14%

Matt Black Porcelain Slip Glaze
(Cone 8-10)

Whiting........................................21.43%
Wollastonite................................21.43
Bone-Dry Porcelain Clay......... 57.14

100.00%
Add: Zircopax............................  7.14%

Black Stain.......................  7.14%

A satin matt slip glaze can be calcu
lated by altering the ratio of whiting 
and flint found in the base recipe. To 
alter a translucent slip glaze containing 
a frit into a satin matt, a ratio of 30% 
whiting to 10% wollastonite is intro
duced. The following satin matt slip 
glaze fires to a satin texture that works 
especially well with red colorants:

Satin Matt Porcelain Slip Glaze
(Cone 8)

Petalite...........................................  5.0%
Whiting..........................................  30.0
Wollastonite..................................  10.0
Frit 3269 (Ferro)..........................  5.0
Dry Porcelain Clay....................... 50.0

100.0%
A full palette of porcelain slip glaze 

colors is the most important part of my 
porcelain slip glazing process. Complex 
color combinations can be created by 
layering translucent colors over opaque 
and semiopaque colors so that they flow 
and pool. For the following color varia
tions, add oxides and/or stains as speci
fied to 10 (or 11) ounces of liquid 
porcelain slip glaze.

Ruby Red:
Mason Stain 6001 .............6.00 grams
Mason Stain 6003.............6.00 grams
Mason Stain 6006.............6.00 grams
Mason Stain 6031 .............6.00 grams

Peach Bloom:
Ferro Pink Stain....................18.00 grams

Cinnabar Red:
Ferro Pink Stain....................12.00 grams
Reimbold & Strick

Stain K2323*...................  12.00 grams

Orange:
Ferro Pink Stain...................... 6.00 grams
Reimbold & Strick

Stain K2323 ....................... 6.00 grams

Golden Yellow:
Reimbold & Strick

Stain K2323 ..................... 25.00 grams

Yellow:
Reimbold & Strick

Stain K2323 ....................  12.00 grams

Aqua Green:
Mason Stain 6201 .................. 3.00 grams
Mason Stain 6364....................6.00 grams

*Reimbold & Strick stain is available from Fusion 
Ceramics, Post Office Box 127, 160 Scio Road, 
Southeast, Carrolton, Ohio 44615; (216) 627-2191.

Deep Green:
Mason Stain 6202.............. 3.00 grams
Mason Stain 6263.............. 6.00 grams

Cerulean Blue:
Cobalt Carbonate.................0.25 grams
Copper Carbonate................1.20 grams
Mason Stain 6364............. 18.00 grams

Sky Blue:
Mason Stain 6363................3.00 grams
Mason Stain 6364................6.00 grams

Turquoise Blue:
Mason Stain 6390..............25.00 grams

Cobalt Blue:
Cobalt Carbonate................. 6.00 grams
Red Iron Oxide.................... 3.00 grams

Delft Blue:
Copper Carbonate................3.00 grams
Red Iron Oxide.................... 1.50 grams

Violet:
Mason Stain 6319................ 6.00 grams
Mason Stain 6385................ 6.00 grams
Reimbold & Strick

Stain K2323 ................. 6.00 grams

Recent tests have resulted in a Super 
Opaque Porcelain Slip Glaze that gives 
excellent results over Delft Blue as well
as Glossy Black:

Super Opaque Porcelain Slip Glaze
(Cone 9)

Wollastonite................................ 33.33%
Zircopax...................................... 11.11
Bone-Dry Porcelain Body.......  55.56

100.00%
For color variations, try adding up to 
10% stain.

The original opaque recipe does not 
hold a strong white when applied over 
blue and black slip glazes. However, I 
continue to use it to layer between col
ored slip glazes and to glaze the insides 
of vessels.

Porcelain slip glaze has become a pro
cess for me to transform clay and glaze 
into color expression. Since I have cho
sen to immerse myself in this glazing 
technique, color composition has be
come the major theme of my work. 
Wheel-thrown vessels have become ob
jects to radiate color, and the forms 
have begun to emerge from the wheel 
more free flowing. With porcelain slip 
glaze, ongoing work has gained mo
mentum, developing a free-flowing con
nection between the greenware and 
bisque stages. ▲
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Gleanings: A Potter in China
by Jack Troy

“If even one Chinese master potter in, say, 
1600, could have been shanghaied, taken 
to Europe and put to work in a pottery, the 
whole history of Western ceramic art might 
have been altered.”—Daniel Rhodes, Stone
ware and Porcelain

For six weeks last summer—all of June 
and half of July—I had the pleasure of 
accompanying a group of ceramists to 
China, under the auspices of West Vir
ginia University (WVU) and Alfred Uni
versity. Twenty of us—18 from the U.S. 
and 2 from Japan—lived for a month 
in Jingdezhen, a city of about 300,000, 
properly known as the “Porcelain Capi
tal of the World.” The trip proved an 
opportunity for growth through adap
tation of one sort or another: cultural, 
linguistic, culinary and interpersonal, 
as well as those relating to ceramics. I 
can honestly say that not a single day 
passed when I wished to be elsewhere.

Lodged in a hotel on the grounds of 
the Jiangxi Provincial Ceramic Research 
Institute, we worked in several studios, 
visited local museums and ancient kiln 
sites, and took field trips, often to re
mote villages where our Western faces 
quickly became that days special entree 
on the visual menu. After our stay in 
Jingdezhen, we traveled for two weeks 
by train and bus to Xian, the heart of 
Chinas political and artistic history, and 
to Beijing, visiting museums and sites 
of cultural interest.

From Los Angeles, the 13-hour flight 
took us via Beijing to Shanghai, where 
we were met by Jiansheng Li, who, to
gether with Bob Anderson from WVU, 
led the group. At the Shanghai Mu
seum of Art, we were brought face-to- 
face with some of the very finest Chinese 
bronzes and ceramics, objects of un
common excellence that serve as 3-D 
tuning forks, reminders that what moves

us has moved others, that each genera
tions stewardship is a gift to people not 
even born yet.

Visits to a Ming garden and a mar
ketplace for both antiques and pseudo- 
antiques balanced a contemplative 
setting with a lively commercial one in 
which we practiced bargaining, espe
cially for Yixing teapots. Two days later 
we headed for Jingdezhen by train.

Most of us were unprepared for the 
order disguised as turmoil characteriz
ing train stations in China. Just as the 
verb “to win” properly describes the min
ing of clay from the earth, so are train 
tickets “won,” through persistence, ag
gression, patience and that most obvi
ous of Chinese qualities, determination. 
We were fortunate to have all our ar
rangements made by Jiansheng and his 
staff. Even so, travel by train and bus 
can be stressful, even to natives. (One 
particular challenge we met was cho-

Trimming feet on jiggered noodle bowls; the trimmer centers the bowl, refines 
the foot, removes bowl and replaces it with another in about 20 seconds.
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reographing four bulky American 
potter s wheels onto our moderately sized 
bus, along with all our gear, for the ride 
to the train station.)

The 18-hour train trip from Shang
hai to Jingdezhen was an ideal intro
duction to the varied landscape of 
China, whose size approximates that of 
the U.S., but whose population is 
around 1.2 billion. (Nearly every fourth 
person in the world is Chinese.) As we 
passed thousands of rice paddies, the 
only nonhuman agricultural labor 
source we saw were water buffalos. Roll
ing into more mountainous terrain, we 
began to feel the reality of being in 
China—a reality more easily enforced 
by the trains pace than by air travel.

The city serving as our home base is 
one of 24 recognized by the State Coun
cil of the People s Republic of China as 
having a particularly long history of civi
lization. Some 2000 years ago, during 
the Han dynasty (206 B.C.-A.D. 220), 
Jingdezhen became a pottery- and por- 
celain-making center. It is home to 150 
family factories and another 100 state- 
run enterprises producing a wide range 
of pottery, commercial dinnerware, ce
ramic sculpture, tile, saggars, and many 
kinds of specialized refractories. Some
60,000 people make their living through 
various ceramics endeavors. Other in
dustries include helicopter and minibus 
factories, and manufacturing of elec
tronic components, cassettes and cam
phor products. Mining and processing 
of ceramic raw materials occur in the 
vicinity. Jingdezhen has a huge porce
lain market near the city’s center, plus 
another ½-mile strip of porcelain out
lets. In addition, dozens of shops sell 
everything from pots to brushes, deco
rating stains, overglaze enamels and 
tools. From porcelain bowls as thin as a 
light bulb, to decorated vases approach
ing 9 feet in height, Jingdezhen has it 
all—wares suitable for an Imperial court 
or a trailer court.

We stayed in a recently refurbished 
hotel with air-conditioned rooms, a bi
lingual staff, resident Sichuan cook, and 
a ping-pong room, where many of us 
were soundly trounced in an activity 
that, like ceramics, can be wildly ex
pressive without necessarily being ver
bal. (Many Chinese appear to have been

Jingdezhen porcelain is thrown quite thick (up to 2 inches), 
then trimmed inside and out when bone dry.

Pounding leather-hard porcelain bowls over a bisqued mold 
aligns particles and prevents S-cracking.
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born smiling, with a ping-pong paddle 
in one hand.)

An introductory session put us in 
touch with our counterparts—the 
graduate and undergraduate students 
of the country’s only ceramics institute, 
as well as a number of recent graduates, 
professors and visiting artists who would 
participate with us in varying capaci
ties. In the weeks to follow, we would 
exchange language lessons, share many 
meals, and participate in the discus
sions and learning experiences enliven
ing cultural interaction.

On one hot morning, we traveled
10-12 Idlometers to a remote village of 
perhaps 1000, and our guide directed 
us up an alleyway to a slope rising above 
an encirclement of modest homes. Cress, 
pole beans, squash vines and eggplant 
proliferated in immaculate gardens. The 
hill we climbed appeared to be the high
est place around, affording a fine view 
of the village and countryside. It was, in 
fact, the long slope of a 1000-year-old 
kiln; the view we were enjoying was 
from an immense adjacent heap of bro
ken saggars and shards.

On a garden path, the guide reached 
down to retrieve the delicately trimmed 
foot of a small Song-dynasty bowl, its 
ice-blue celadon glaze gathered precisely 
where any sensible potter would want 
it. At the center of a circle of faces, he 
held it out to pass around. It isn’t every 
day that someone hands me part of my 
heritage as a potter.

If pillaging can be done with sensi
tivity, we gave it our best shot. Using no 
tools but our fingers, we brought to 
light the telling failures of another cen
tury. To the great amusement of a few 
villagers who had come to watch, we 
indulged our quest for shards, while 
watching for snakes. (Thankfully, the 
final count was shards: innumerable; 
snakes: 0.)

Nonpotters may never fully appreci
ate our zeal, for to handle even the 
saggars and potsherds at such a site is to 
indulge an innocent revenge against the 
“eyes-only” rules to which potters are 
subjected while viewing ceramics in the 
glass sarcophagi of display cases. We 
makers know that looking at ceramics 
through windows is analogous to han
dling pots in the dark. The only way to

lovely, delicately carved translucent por
celain bowl, flawed to the eye of a be
holder 1000 years ago by a little slit 
halfway up the wall. I discovered several 
fragments of bowls bearing ice-blue 
glazes that validate Rhodes’ observation 
as well as any museum specimens: “The 
Song pottery is perhaps more varied, 
mature and beautiful than that of any 
other time in China or, for that matter, 
of any time or place.”

When it was time to get back on the 
bus, one student who had been watch
ing me inspect my few ounces of booty 
asked, “Are you happy, professor?”

Our studio experience at Jingdezhen 
took place in three different settings—a 
large room on campus used mainly for 
plaster work and moldmaking, but 
which also contained two potter’s 
wheels; a large (25x50-foot) workspace 
enclosed on three sides, with a number 
of wheels and tables for handbuilding; 
and San Bao, a replicated Ming-dynasty 
pottery covering several acres, to which 
we were bussed, though my favorite 
way to get there was by bicycle.

In the space of half a kilometer or so, 
I would leave Jingdezhen’s industrial 
milieu, entering San Bao’s narrow val
ley, its rice paddies interspersed among 
dwellings and sheds housing hammer 
mills. Day and night, trip-hammers syn
copate the practical and the poetic, beat
ing out rhythms celebrating gravity, 
water and ingenuity. Mountain streams 
supply a constant source of energy from 
which clay and mountain-stone as well 
as potsherds are ground and recycled. 
Within a kilometer of the pottery, eight 
water-wheels revolve, each turning a log 
mortised with flat pegs that trip from 
six to ten beaklike logs, which drop 
sequentially with several hundred 
pounds of force into cavities, crushing 
solid rock to dust in a matter of hours.

These mills mocked the electricity 
that sporadically, maddeningly, hobbled 
the sensitive electronics of the wheels 
we had brought from the States. (On 
Fridays, for example, electricity in the 
San Bao area is allocated to the helicop
ter factory. At other times—often while 
I was defining a pot’s rim—all the wheels 
would stop for no apparent reason. 
“Okay, who turned on a toaster?” some
one joked.)

Decorating production wares with 
brushed patterns in Jingdezhen.

fully comprehend a piece—the only 
chance to meet the potter halfway—is 
to touch the work, for that is how it 
came about in the first place.

Bob Anderson located three saggars 
fused together and discarded with their 
glazed bowls still inside, secret as the 
interiors of man-made geodes. One of 
the Chinese graduate students found a

Glazing bone-dry porcelain bowls 
at San Bao.
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Terraces and embankments built from pots and saggars, 
Cheng Lu Village, Shaanxi Province.

The “clay” we used the 
first week was unlike any we 
had ever experienced, being 
composed of approximately 
¾ nonplastic materials 
(mostly flint and feldspar, in 
the form of “petuntse”) and 
½ kaolin. The ochre-colored 
pugs measured about 7x24 
inches long. Sugary, only as 
stiff as bread dough, the body 
offered little resistance to 
wedging. Though responsive 
to touch, it lacked the resil
ience to hold a given form, 
especially when stretched to 
any degree beyond the early, 
sketchy stages of throwing.
My bowls slumped; bottles 
seemed barely hollow. It is 
common for the local pot
ters to throw pieces up to 2 
inches thick from a body that 
is quite wet by most stan
dards, trimming when bone 
dry to an appropriate wall 
thickness. Bowls are often 
trimmed inside and out, and 
because the body lacks plas
tic materials, sectional pieces 
are luted together with a little 
slip. The resulting forms have 
a sturdy, militaristic rigidity 
to them—a far cry from the 
Song forms that appear 
stretched into being, or the 
imaginative and superbly 
crafted Yixing teapots that so often look 
as if they were actually fun to make.

“Why sacrifice plasticity, where the 
very life of form resides?” I asked myself 
about this process, time and again, 
though the answer is obvious: I came to 
think of it as “The Tyranny of the 
Brush.” I do not, however, want to deni
grate in any way the superb quality of 
the painting itself, but in much of mod
ern China the making of pots is a func
tionary activity; only the painter signs 
the finished piece.

Sadly, the eye may be emperor, the 
hand a mere peasant when it comes to 
perceiving pots. (One man, preparing 
for an exhibition in Japan, hasn’t touched 
plastic clay in years; he paints pieces 
designed by one person, thrown and 
trimmed, and fired by others.)

We potters synchronize a multiplic
ity of shapes every time we throw, coax
ing the final form from each previous 
movement. Over the years, we develop 
a sense of “rightness” about the push- 
yield, push-resist, yin-yang of throw
ing, and my sense of “rightness” was 
being held hostage by this material. I 
missed the turgor of freshly thrown thin- 
walled pots, the way the best ones syn
thesize an unlikely conjunction of 
geology and human flesh. Why had I 
come halfway round the world to buy 
into frustration?

I decided to watch one of the Chi
nese potters; he had thrown small bowls 
for 42 years. With his wheel turning at 
a constant medium speed, he squeezed 
up a tennis-ball-size piece of clay from 
the large lump roughly centered before

him, deftly opened it, squint
ing through a curl of ciga
rette smoke, and defined the 
shape in a few seconds. 
Squeezing it off the hump 
rather than cutting it with a 
string, he set it at a rakish 
angle on a ware board 6 feet 
long and a few inches wide. 
(The board holds nearly twice 
the number of bowls this way, 
with the rims overlapping, 
rather than being set flat, be
side one another.)

When nearly bone dry, the 
bowl will be vigorously 
paddled over a hump mold 
to establish the inner shape 
and to align the particles that, 
unaligned, could cause S- 
cracks. Only then, perhaps 
several days or weeks later, 
when it is completely dry, will 
the bowl be footed and 
trimmed thin and light as a 
three-dimensional shadow. 
Five hundred years ago, an 
ancestor of mine would have 
literally been risking his life 
to watch an ancestor of this 
potter make bowls.

He made no move with
out a purpose. At one time 
every move was a hard-won 
discovery, a secret to be shared 
only with family, for to com
bine specific proportions of 

two different mountains and make from 
them a translucent bowl housing its own 
tone is, and always will be, nothing less 
than a miracle of observation, ingenu
ity and will. His bowls materialize six 
days a week from a source neither la
bored nor particularly gratifying, yet as 
natural as a bird repeating its call.

Beautiful as it is to watch someone 
defining himself by what he does well, I 
want to come to terms with this mad
dening material. Porcelain as I know it 
and as this potter Imows it are half a 
world apart. I relish the dilemma: how 
rigid are my values; how resilient? How 
many ancient new tricks do I, the old
est dog in the group, want to add to my 
repertoire?

For thousands of years before the 
discovery of porcelain, pottery’s only
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voice when tapped was a dispiriting 
“dunk-dunk.” Here, in Jingdezhen, pots 
first sang'' dink-dink,” in an entirely new 
register when struck with a knuclde. As 
early as the Han dynasty, musicians 
played ceramic instruments like big 
marimbas, incorporating high-fired, pre
cisely tuned porcelaneous components. 
That pottery could be both musical and 
translucent is what Rhodes’ hypotheti
cal “shanghaied” potter might have 
proved to 17th-century Europe, per
haps while making ecclesiastical history 
by being the only Asian to qualify for 
sainthood.

I watched another potter, an effu
sive, smiling man given to bursts of 
enthusiasm, finish a three-part bottle 
whose components he had thrown four 
days earlier. Completed, the form will 
be about 16 inches high, 7 inches wide 
at the base and 20 inches in 
girth. Each section was door- 
stop-thick, about 1¾ inches.

He centered the base, tap
ping it in a chuck heavy 
enough to stay on the wheel 
head turning at a constant 
speed. His objective was to 
trim away nearly half the 
thickness of the inside wall, 
so he took up a stiff steel tool 
about 20 inches long and as 
wide as a hacksaw blade, ta
pering on its curved, sharp
ened end. Eyeing the pot’s 
interior, he held the wide end 
of the tool against his left 
temple for leverage, and in a 
series of downward moves, 
partially covered the bottom 
of the form more with chalky 
dust than with the “trim
mings” that would have come 
from leather-hard clay. Peri
odically, he carefully reshaped 
the tool’s curved end with 
pliers, resharpening it after 
each adjustment so as to make 
a precise template for the in
ner wall.

Next, he positioned the 
middle section of the bottle 
in the chuck. He then in
verted the top section into 
the middle one, and com
menced trimming it, too,

from the inside. Ten minutes later, he 
trimmed the middle section, deftly 
scooped up a small handful of trim
mings to which he added a little water, 
and slathered the edges to be joined. 
The lack of plastic materials in the clay 
works here to great advantage—the body 
will dry crack-free in minutes and when 
fired will vitrify to become a kissing- 
cousin to a glaze. In effect, he joined the 
sections with a heat-setting refractory 
cement; firing will seal the joints, mak
ing them virtually invisible.

Occasionally, he stopped the wheel 
and listened to his resonant taps on the 
vessel’s wall, judging thickness as much 
by a kind of potter’s sonar as by touch. 
He finished trimming the outer wall 
with sharp, straight-edged steel tools he 
had fashioned and bent at right angles, 
the moist dark seams drying quickly,

already nearly invisible. The elapsed time 
was 30 minutes, or about 5 times as 
long as it took him to throw the origi
nal components.

This finished form had the em
balmed look of a slip-cast piece—the 
material had behaved obediently, as the 
potter himself is obedient to the terms 
of his contract with craftsmanship. De
pending on who paints, signs and mar
kets the fired pot, it will sell for anywhere 
from a few dollars to several thousand; 
in either case, his compensation is hardly 
a dollar. Does he think of it as “his” 
piece? That is probably a Western ques
tion, implying one sort of identity with 
the thing made. More likely, he thinks 
of it as “what he does,” although, in 
addition to contracted work, he also 
makes and sells some pieces we would 
think of as being “his own.”

What makes Jingdezhen 
porcelain distinctive is the 
careful formulation of a body 
designed to hold its shape 
while serving as a ground for 
painting. Chinese pots are 
made for painters the way 
canvas is made for painters, 
although individuals occa
sionally work on a 50/50 ba
sis at a pottery, receiving one 
of their finished, fired pieces, 
in exchange for every one the 
shop retains to sell.

Precisely at the end of our 
stay, severe flooding delayed 
our departure from Jing
dezhen for several days, but 
eventually we arrived in Xian 
via Wuhan, by train, a dis
tance of some 600 miles. Re
nowned as the locale of the 
Terra Cotta Army, Xian is in 
Shaanxi Province, where 13 
dynasties established their 
capitals. The rich cultural 
heritage of Shaanxi is appar
ent in its 10 major muse
ums, 8 of which we visited.

One such site is Tong- 
quan, the location of the 
Yaozhou Kilns Museum, 
about an hour’s bus trip 
north of Xian. It is of special 
interest to potters, for it con
tains the carefully preserved

A saggar embankment and wall surround porcelain bowls 
packed for shipment in Cheng Lu Village.
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Stoking a coal-fired kiln at the Yaozhou Kilns 
Museum factory in Shaanxi Province.

deftly and quickly. To step into one 
of the workshops is to realize how 
differently the world’s potters do 
the same thing. To wander among 
thousands of fired noodle bowls 
tied together in stacks with straw 
rope is to realize how refreshingly 
unprecious work can be—work 
made with the same care invested 
by “artist potters” in one-of-a-kind 
pieces selling for hundreds of times 
the price of an entire stack of these 
simple bowls.

I have been to a number of pot
teries around the world, but at 
Cheng Lu I gained a new perspec
tive. Here, on a terrace built of 
ancient saggars, it occurred to me 
that learning about the history of 
North American ceramics is like 
looking at the amazingly diverse 
life-forms in a tidal pool, but in 
China I had the sense of looking 
into the ocean itself—there is that 
much difference in depth, that 
much more to be discovered be
yond the obvious.

I have skimmed the surface here, 
leaving out the men who burn 
bundles of ferns sandwiched with 
lime to make a special glaze-flux; 
the 100-meter-long dragon kiln 

fired not with wood 
or coal, but with 
immense piles of 
brush; a potter who 
catches cobras with 
his bare hands; the 
cave (to which we 
hiked) where kaolin 
was discovered; the 
huge Jingdezhen- 
style “egg-shaped” 
kilns built without 
an arch form; the 
study collection 
of Ming-dynasty 
shards with their 
lively underglaze 
figures; and more.

Would I go 
back? At the drop 
of a chopstick! But 
it’s time to be a pot
ter once more. My 
clay was aging while 
I was away. A

remains of Tang- and Song-dynasty 
kilns and workshops. (Excavations 
have revealed 67 additional kiln 
sites, and many more are believed 
to exist.) During the Tang dynasty 
(618-907), coal began to replace 
wood as kiln fuel, and by the Song 
dynasty (960-1279), coal was be
ing used almost exclusively. Song- 
type kilns are in use at the Yaozhou 
Museum factory, which produces 
replicas of several of the types of 
work originating in the area. 
Throwing methods at the museum 
workshops closely parallel Euro
pean-North American styles, and 
involve less trimming than potters 
employ at Jingdezhen.

An hour or so from Tongquan 
is the small town of Cheng Lu—a 
true “pottery village.” Literally mil
lions of bowls, mainly for the res
taurant trade, have been produced 
here, in addition to jars, vases, cups 
and a wide variety of refractories, 
including saggars used in the coal- 
burning kilns. The town itself is 
terraced and built from detritus that 
hundreds of years of firings have 
produced: shard and saggar walls 
are everywhere, and it is impossible 
to be more than 20 feet from some 
reminder that this is 
a town entirely given 
over to clay. Arched, 
brick-lined work
shops and homes are 
dug into and built 
up on the steep hill
side as they were 
more than 1000 
years ago. Well-in
sulated, they are in
geniously heated by 
a small coal fire that 
radiates warmth via 
long flues running 
under the brick 
floor, while in sum
mertime the sub
terranean structures 
remain cool.

Cheng Lu pro
duces both jiggered 
and thrown wares, 
some of which are 
hand decorated

A variety of jars, vases, cups and literally millions of bowls destined for use in 
restaurants are produced in Cheng Lu.
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Martina Zwolfer
by Monika Lehner

Tegant vases, bowls that fit per
fectly in the hand, plates as delicate 
as folded paper—all have forms and 
surfaces that invite you to touch.
Here and there may be a subtle 
play on material, but one thing you 
wont find on Martina Zwolfer’s stu
dio shelves are trendy designs that 
are good simply for a laugh. You 
can rest assured that each of her 
pieces is suitable for practical use.
“I am strictly against short-lived 
design trends, fashionable products 
and drawing-board gags’ foreign 
to the material,” she says.

From the beginning, Zwolfer has 
been influenced and inspired by 
traditional Japanese ceramics. Be
tween her education at the Acad
emy of Fine Arts and Industrial 
Design in Linz, Austria, and an 
academic year in Kyoto were nu
merous stops in Europe, America 
and Asia.

She had just moved her 
studio from San Francisco to 
Vienna in 1989, when a 
scholarship gave her the op
portunity to study with Japa
nese masters. At the Kyoto 
Academy of Art, she learned 
to form, glaze and fire under 
irrefutable rules of tradition 
in classes with Tatsusuke 
Kuriki. From Yo Akiyama, the 
avant-garde ceramist, she 
learned about the newest cre
ative methods. Next to tech
nical precision, it’s the 
unpretentious formal solu
tions that make Japanese ce
ramics strong.

The design principles of 
the Bauhaus are also models 
for her work, but Zwolfer 
doesn’t want to offer color and 
form alone. She is adamant 
that each piece function 
smoothly. Even the sound 
made when a piece is struck is impor
tant. She believes that a good pot should 
be possible to enjoy using all one’s senses.

Two vases, approximately 12 inches in 
height, formed by wrapping textured slabs 
around cardboard tubes.

Zwolfer begins some of her slab work 
by making “casts of different surfaces, 
like textured glass, metal, a clay slab cut

with a spiral wire, a cylinder with 
throwing marks cut open to form a 
slab, etc.,” then uses these plaster 
bats to texture slabs. Cylindrical 
forms are then constructed by wrap
ping the textured slabs around card
board tubes.

Plates are shaped on drape 
molds, then “edged with the Japa
nese tool called a yumi, a small harp 
cutting tool,” Zwolfer explains. 
“The surfaces are then pounded 
with a cloth bag filled with grains 
to shape the slab to the mold. 
Pounding with the grain-filled bag 
also leaves a nice pattern on the 
bottom of the plates. After remov
ing it from the mold, I have to 
clean the edges and dry slowly to 
avoid warping.

“For the wheel-thrown dishes, I 
made wooden templates called kote 
in Japanese to shape the inside of 

the forms. Small shapes are 
thrown from the hump. I 
use a tombo, translated as 
dragon fly, to measure width 
and depth.”

Zwolfer’s glaze palette 
consists of classic colors, in
cluding an iron-rich temmo
ku, a yellow Seto and a 
grayish blue-green celadon, 
plus a “beautiful creamy 
white that comes from a big 
bucket with leftovers from 
white glaze tests and slips. 
This means the supply is lim
ited,” she admitted, “and 
once this bucket is finished, 
I should definitely create a 
suitable recipe.”

Some vessels are glazed 
only on the inside. But their 
unglazed or slip-covered sur
faces are polished with black 
sandpaper, after the bisque 
as well as after the glaze firing. 

Zwolfer’s goal is to pro
duce pots that are “simple, pleasing to 
the senses, function well and stress the 
character of the material.” ▲
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Large plate, 9½ inches square, small plate, teabowl 
and small cup, drape-molded and wheel-thrown 
stoneware, fired to Cone 7-8.
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Drape-molded plate, 9½ inches square, with wheel-thrown ricebowl, teabowl and 
small cup, temmoku glazed, by Martina Zwolfer, Vienna, Austria.
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A Million Pounds of Clay
30 Years at Pottery Northwest

by Matthew Kangas

“Happy Dog,” 13 inches in height, salt-glazed porcelain, 1976, 
NFS, by Fred Sieger, Philomath, Oregon.

To celebrate the 30th anniversary of 
Pottery Northwest, director Jean Griffith 
organized an exhibition featuring 93 
clay artists who have been associated 
with the cooperative over the years. Over 
100 works by potters and sculptors from 
Arizona, California, Colorado, New 
Mexico, Ohio, Oregon, Rhode Island, 
Washington, England and Sweden were 
included in a beautifully designed dis
play in the Olympic Room of the North
west Court at Seattle Center, the 72-acre 
municipally owned site of the 1962 Se
attle World s Fair.

Staged by Griffith and former Coos 
Bay Art Museum curator Larry Watson, 
with help from Leslie Campbell, “A 
Million Pounds of Clay: Thirty Years of 
Pottery Northwest, 1966-1996” had 
great strengths and occasional weak
nesses. As per usual with large Ameri
can ceramics exhibitions, the invited 
artists were permitted to send anything 
they wished. Thus, it was impossible to 
expect anything truly chronological that 
actually traced the growth of pottery 
made at Pottery Northwest.

With over 90% of the art on view

made in the past decade, the educa
tional and historical dimensions of the 
show were seriously impaired; however, 
Griffith did track down some earlier 
objects from the 1966-86 period, which 
were set in high relief next to all the 
newer work.

In organizing the show, Griffith was 
not really curating, but inviting; cel
ebrating, not jurying. As an unselected 
invitational show, then, “A Million 
Pounds of Clay” was a great success. If 
only she had taken even more time to 
carefully select each single piece shown,
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Pitcher, 18 inches in height, wheel-thrown stoneware, 1970, 
NFS, by Kenneth Hendry, Livermore, Colorado.

Lidded casserole, 14 inches in diameter, stoneware, 1968, 
NFS, by Constance Jarvis, Issaquah, Washington.

“Your Way and Mine,” 36 inches 
in height, pit-fired earthenware, 
1988, $900, by Larry Watson, 

North Bend, Oregon.

Teapot, 8 inches in height, slip-cast 
porcelain, 1996, by Frank Fabens, 

Seattle, Washington.
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Six wall tiles, each 9 inches square, earthenware, 1991, 
$600, by Joan Johnson, Seattle.

the exhibition would have had a weight 
equal to the quality of its display.

Part of the trouble with functional 
pottery being taken seriously as art (or 
even high craft) is that it is rarely dis
played as art: plenty of space, good light
ing and good display design. Many 
professional potters want all the glory 
of art-world acclaim and respectability, 
yet largely fail to move beyond pot- 
shop arrangement standards to some
thing more museumlike that would 
enhance the aesthetic status of such ob
jects. “A Million Pounds of Clay” was 
an exception in this sense.

Cleanly painted pedestals, polished 
floors and a site designed by leading 
area architect Paul Thiry, all helped re
inforce the look of importance. With 
white-painted stands and plinths of vari
ous heights, the differing works were 
given a chance to communicate to view
ers on optimum terms. Surrounding 
gray walls were called upon to act as a 
backdrop for historical information and 
photographs, as well as to display wall- 
mounted clayworks.

As the interest in ceramics grows at 
the fastest rate since the cooperatives 
opening, and the demographics of Se
attle change, Pottery Northwest is reach
ing out to new audiences, as well as to 
its traditional constituency of potters 
arriving after graduation but before pri
vate studios. Last summer, the institu
tion participated for the first time in a 
city-run arts and sciences academy with 
a special outreach for minority and low- 
income high-school students.

Enrollment in the pottery’s five classes 
is higher than ever. Dropping pre-regis- 
tration, Griffith says people began lin
ing up at 6:30 A.M. for the Saturday 
sign-ups that began at 11:00 A.M. She 
could easily double class enrollments, 
given the interest.

“In an increasingly high-tech world, 
especially in the new cyberworld of Se
attle,” Griffith concluded, “interest in 
doing something handmade like pot
tery will continue to grow. People are 
searching for something physically tan
gible to do after spending hundreds of 
hours at a computer terminal.”

With the 30-year commemorative 
exhibition over, Pottery Northwest now 
faces the next 30 years with optimism, 
pride and plans. Another branch has 
long been a possibility and Griffith pa

tiently attends community meetings in 
search of appropriate sites. A serious 
coffee-table book highlighting the art 
in the collection given to Pottery North
west by workshop masters and by former 
potters-in-residence is another possibil
ity. Based on the work seen in “A Mil

lion Pounds of Clay,” it would doubt
less be an impressive and handsome 
document. Now more than ever, Ameri
can ceramics is benefiting from the vi
sion, the facilities, the professionalism 
and the results that can be seen at Pot
tery Northwest. ▲

“Little Tea,” 24 inches in height, porcelain with pastels, 
and copper leaf, 1996, $1900, by Tip Toland, Seattle.
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A Ceramic Mural for Santa Catarina
by Gene Anderson

“Source” and “My Brother, My Son,” mosaic paintings by Gene Anderson, 
on display at the Federal University of Santa Catarina in Brazil.

To understand how I ended up on a 
gorgeous island off the coast of Brazil 
making a large ceramic mural with 24 
Brazilian artists requires a bit of back
ground information.

I’ve been a clay artist ever since I first 
put my hands in the stuff 25 years ago. 
In 1985, three years after earning an 
M.F.A. in ceramics from the University 
of Dallas, I went to Barcelona and saw 
Antonio Gaudi’s work using broken col
ored tiles on building facades and in 
Guell Park. Three years later, I went to 
Italy to track down Byzantine and Chris
tian mosaics.

At my first show of ceramic mosaics 
in New York City in 1992, a guy named 
David Margolis happened by while I 
was there. He had been pretty well 
known in the 1950s—a friend to Di
ego Rivera and Frida Kahlo. He asked 
me, “Why don’t you use these mosaics 
architecturally?”

I loved the idea. I’d always wanted to 
make really big things, a beat-the-kiln- 
size-barrier quest. But how would I get 
started? It wasn’t like I had a big portfo
lio of finished murals that I could show 
to architects and galleries.

Out of the blue one day, a friend, 
Sandy Hodge of Charlottesville, Vir
ginia, asked if I would ever consider 
showing my work in Brazil. Being an 
adventurer, as many artists are, I said, 
“Sure. Why not?”

She explained that she was president 
of the Virginia Chapter of Partners of 
the Americas, an organization created 
by President Kennedy to foster good 
will between North and South America. 
She had contacts in Brazil and wanted 
to borrow a portfolio to show around.

About six weeks later, I was offered a 
one-man show by Joi Cletison Alves, 
gallery director for the Federal Univer
sity of Santa Catarina, Brazil. The show 
was scheduled to open in ten months, 
and Partners of the Americas had agreed 
to provide $3000 for shipping.

My wife, Deborah, had studied Por
tuguese (the language of Brazil) as an 
undergraduate and had always wanted 
to travel there, so we decided to do 
whatever we could to go.

When I told Sandy our plan, she 
said that I could probably get a travel 
grant through the United States Infor
mation Agency (USIA) if I arranged to 
stay in Brazil for a month and teach as 
an artist-in-residence.

I still vividly remember the night the 
idea for a collaborative mural popped 
into my head. I lay there thinking all 
night how cool it would be to do a huge 
mural in collaboration with Brazilian 
artists and permanently install it in a 
lobby or office. I’d done several other 
collaborative projects before, but not in 
mosaic and not on this scale. And cer
tainly not in a foreign country.

The plan was for two intense week-

The only available space large enough 
to house the workshop was the gallery 
itself. Here, Marilda Coehlo and Claudio 
Almeida begin sketching their design 
onto a large moist slab while Joice 
Machado watches.

ends of painting and glazing with Bra
zilian artists, and firings around the 
clock. I’d get to do my favorite part of 
the process, which is editing the paint
ings together; they’d get to learn the 
technique. Plus I planned to put to
gether some slide shows on American 
art. Then we’d all help install the mural 
in a public place.

Two months before the show, the 
$1500 travel grant from the United 
States Information Agency came 
through. Also, Partners in Santa Cata
rina, the “sister” state to Virginia, agreed 
to provide a small apartment within 
walking distance of the Federal Univer
sity of Santa Catarina. The university 
would be buying materials and spon
soring the workshop. Michelle Millis 
would be my Brazilian contact in orga
nizing the workshop.

I crated up 14 ceramic paintings— 
1200 pounds in all—and shipped them 
on a sea freighter from Norfolk, Vir
ginia, to Santa Catarina. It took 28 days 
for them to arrive in Brazil. Each of our 
flights lasted 15 hours. (Deborah ar
rived in Santa Catarina a few days be
fore me, though she would only be 
staying ten days.)

I flew to Brazil the day before the 
opening of the exhibition. The first 
weekend of the workshop was to be five 
days later.
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Brazilians are a relaxed, laid-back 
people. Here in the States, if a univer
sity schedules a workshop, everything is 
usually planned months in advance. For 
a gallery opening, the work is installed 
the week before the opening. When we 
arrived in Brazil, however, my pieces 
were still in crates, no room had been 
reserved for the workshop, there was 
some uncertainty about materials and 
only one tiny kiln, and no location had 
been designated for the completed mu
ral. It was time to get to work.

Deborah and Michelle started sur
veying the local colleges and university 
grounds for suitable studio space. Two 
dozen people had registered for the 
workshop and it looked as if we’d have 
to split up between two, maybe three 
rooms, to accommodate everyone.

In the meantime, I started testing all 
the materials—clay, glazes, engobes, 
overglazes. Right before I’d left home, I 
had decided to bring along 140 pounds 
of commercial materials. I just wasn’t 
sure what colors would be available in 
Brazil, and I knew I could count on my 
favorite 15 underglazes and glazes. So, I 
began testing them on a Brazilian white 
earthenware, under Brazilian glazes and 
over Brazilian engobes. I had no idea 
what would be compatible and what 
would not.

When I unloaded one piece after my 
first test firing, the glaze immediately 
fell off onto the floor. Not a good sign.

The opening of my exhibition was 
lovely, however. It was just as pleasant 
and congenial as any American art show 
opening, plastic cups of wine and all. 
The viewers were very curious about 
the technique, about the content. They 
seemed European in their tastes of art, 
liking emotional art, not minding the 
“tougher” pieces, as Deborah calls them.

The day before the workshop, still 
looking for a room, we convinced the 
gallery director that the only place big 
enough for the workshop was the gal
lery itself. Could we set up tables and 
have the workshop be a public event? 
Graciously, he agreed.

That same day we met with Ademar 
Arcanjo Cirimbelli, dean of the Socio- 
Economics Department, who had raised 
the money to pay for the materials. He 
walked us around one of the central 
campus buildings and said, in Portu
guese, “Any wall you want.” We agreed 
on a 10x25-foot exterior wall, the focal

point of the campus. I had always 
thought it would be an interior wall, 
but felt that in the warm tropical cli
mate of Santa Catarina, the mural 
wouldn’t be subjected to freezing.

Right away we started getting a lot 
of media attention. Santa Catarina isn’t 
a huge place, about 600,000 people. 
The exhibition opening was filmed by 
TV news, and there were two big stories 
in the newspapers about my work and 
the workshop. Apparently the whole 
island was watching to see what we 
were up to.

Deborah and I worked until 2 A.M. 
the night before the workshop began, 
getting the gallery turned into studio 
space, doing more test firings, figuring 
out how we were going to pull this off.

At 9 A.M., we began. Some of the

participants we’d met at the opening; 
others we’d met while looking for work
shop space. One woman had taken a 
six-hour bus ride. Another fellow just 
showed up, hoping we’d find room for 
him. We did. It was a wonderful group 
of people, ranging in age from 20 to 60. 
We spent the morning going over the 
technique, discussing possible themes 
for the mural and looking at the wall.

I told them that the unveiling of the 
piece was to be in 24 days. My return 
flight was the next day, so no matter 
what, the piece had to be finished by 
that date. I gave them my solemn prom
ise that I would do anything and every

thing to finish the mural on time, and 
asked for their full support. They agreed.

The group chose the theme of world 
peace for the mural. Or, as they ex
pressed it, equilibrio e harmonia (bal
ance and harmony). They also chose 
partners to work with; each pair would 
collaboratively paint underglazes on a 
30x50-inch slab of wet clay. The slabs 
would then be cut into sections, dried 
and bisque fired; during the second 
weekend, they would glaze the pieces 
and plan the installation.

I asked if they would like to choose 
one sketch and each do a section of it, 
or if they wanted to do original paint
ings with their partners and trust me to 
fit the paintings together into an inte
grated whole. They unanimously chose 
the latter.

Their designs were fascinating, very 
symbolic; several depicted the sea god
dess of the early Brazilian settlers. Only 
one pair had difficulty integrating their 
ideas, so they simply divided the slab 
into two parts and each did half. The 
others really enjoyed the process of 
figuring out how to collaborate on ideas. 
Some overlaid one design with another. 
Others simply took the best elements of 
each and created a new design.

By the end of that first day, I had a 
very loose sketch in my mind as to what 
my part of the mural would be. I knew 
it needed to be simple, to be a contrast 
to the detailed paintings the others had

Twelve 30x50-inch slabs were patterned, cut into sections, dried, bisqued, 
then reassembled for glazing. Above, Clea Espinola is applying commercial 
underglazes to her reassembled section.
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With only 24 hours to assemble the mural, the workshop participants 
were called in to help. Clea Espinola spent hours crawling around 
on the floor to break and reposition pieces.

produced. I envisioned two figures em
bracing a third spiritlike figure rising 
from planet Earth.

When I saw all 12 slabs rolled out, I 
realized we were desperately short of 
kiln space. The little electric kiln I was 
using for test firing would take weeks to 
bisque fire everything. We asked the 
participants if they knew of any other 
kilns anywhere in the entire state of 
Santa Catarina that we could use? Two 
women offered their own kilns. Though 
they each lived 30 minutes away, if we 
could get the pieces to them, they’d fire 
them. A group of young students from 
the neighboring state university also vol
unteered to fire, using the kiln at school.

The first weekend ended on a high 
note. Everyone was thrilled with their 
paintings. It was the first time they’d 
used premixed underglazes (at this point 
only the commercial underglazes would 
stay on the clay body). But at about 
midnight, I had my first panic attack. 
Somehow the enormity of the project 
only became apparent after Deborah 
and I spent hours turning slabs.

Plus Deborah was leaving in the 
morning. And she was my sole connec
tion to understanding what people were 
saying. Languages do not come easily to 
me. In fact, in the entire month I spent 
in Brazil, I only learned three words: 
esmalte, glaze; adjunct, grout; and 
obrigado, thank you. Our last dinner 
together was spent drawing pictures on 
a menu at our favorite restaurant so I 
would have some clue as to what to 
order after she had gone.

By the second weekend, I learned 
that the Brazilian material called “un
derglaze” was really more akin to our 
stains—designed to be applied really 
thinly on bisqueware and covered with 
clear glaze, not heavily on greenware, as 
I had been doing.

I was still very concerned about our 
time line. Even by stacking the pieces 6 
inches high and using four kilns, we’d 
barely gotten all of them bisque fired in 
the five days between weekends. There 
was no way to glaze fire, assemble and 
install the mural in the remaining 16 
days. We just didn’t have enough time 
or kiln space.

Then, Michelle found a tile factory 
in Portabello Tijucas, one of the largest 
tile factories in the world, that agreed to 
glaze fire the pieces for us. So off we 
went after the second weekend, driving

our boxes of glazed shards, into the Bra
zilian interior in search of the benevo
lent tile factory.

Our pieces went through a conveyor- 
belt kiln, which went from room tem
perature to 1800°F and back to room 
temperature in one hour. Unfortunately, 
that was too fast. The glazes and under- 
glazes didn’t have time to mature and 
they came out, well, just plain ugly.

I called Deborah that night and told 
her it was over. We had failed. The 
pieces were completely ruined. We had 
only 13 days until the unveiling, not 
time enough to start over even if we did 
have enough kiln space.

But somehow in the face of defeat, a 
new possibility arose. I tried refiring my 
pieces, and lo and behold, the colors

came back to life; the reds were gor
geous, the blues vibrant and the detail 
vivid. It could work!

I called an emergency meeting and 
through a translator told everyone what 
had happened. We set up round-the- 
clock kiln schedules to refire the tiles. 
Problems kept showing up. One kiln 
sitter broke and overfired a Cone 06 
load to Cone 1 or 2. They don’t have 
witness cones in Brazil, so that kiln was 
unusable. So the kids at the university 
doubled their load and were absolutely 
heroic in their determination. We liter
ally fired day and night.

At some point, I realized that I was 
communicating just fine with people 
by pointing, grunting and smiling. In 
fact, perhaps not speaking the language

Sections of the mural were numbered on the back 
to facilitate installation.
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kept us in action instead of being dis
tracted with everyone’s story about how 
things were, how they weren’t.

I had hoped to have at least four 
days to break up all the pieces and reas
semble them into a coherent whole, but 
when all the firings were complete, I 
had just two days to assemble the mural 
and just two and a half days to install it.

I started by taping off the dimen
sions of the wall on the floor of the 
gallery, and laid out all 12 tile paintings, 
including my own of the 3 central 
figures. I then began moving pieces here 
and there, spreading the figures out,

working to integrate all the elements 
into a unified whole.

At dawn, I realized that my usual 
Lone Ranger act wasn’t going to work. I 
needed help. I had 24 hours to assemble 
a 9x22-foot mural. Michelle called ev
eryone, and they all took shifts helping. 
Clea Espinola should win an award for 
most hours spent crawling around on 
the floor moving and breaking pieces. 
We were still getting quite a bit of press 
coverage; more and more university of
ficials were coming to see what we were 
up to; friends and family members were 
coming by to find their loved ones.

Finally, we used up every single shard. 
All that was left was one pan full of 
crunchy dust. The unveiling was in two 
days, and we had 6000 mural pieces on 
the gallery floor.

The scaffolding was in place, as “our 
wall” was on the second story. Workers 
had used a grinder to roughen up the 
underlying concrete as well. An archi
tect and an engineer had been con
sulted to decide what types of adhesives 
and grout to use.

Back in the gallery we covered the 
entire mural with adhesive paper, then 
cut 18x18-inch sections, numbering 
each on the back. There were 128 sec
tions with about 45 pieces in each.

A pulley system was used to lift the 
sections up the scaffolding. Within 12 
hours, a three-person team had glued 
the entire piece to the wall. By that 
time, most of the workshop participants 
were hanging around, anxious to help 
us finish.

I was worried that we wouldn’t have 
enough grouting tools for everyone. I 
kept trying to ask (with hand signals 
and grunts) the tile setter what we’d use 
to apply the grout. He kept pointing to 
his shoes. I figured it was one of those 
hopeless language breakdowns, that we’d 
never have any idea what the other was 
trying to communicate—until he 
showed up with a pair of 99<£ rubber 
thongs, cut each into three pieces and 
passed them out as grouting tools.

The thong pieces worked well, but 
grouting is a hard, dirty job, especially 
when using black grout. We worked in 
shifts of six people on the scaffolding at 
a time. The others hung around cheer
ing us on and helping to install the 
lights and public-address system for the 
unveiling, just a few short hours away.

By 4:30 that afternoon, the mural 
was complete. We had just enough time 
to go home, take a shower and return 
for the 6:30 ceremony.

My friend, Sandy Hodge, who had 
gotten me to Brazil in the first place, 
was in Santa Catarina on a Fulbright 
scholarship. Together with President 
DeMario and Dean Cirimbelli, we 
pulled down the drape and revealed the 
finished mural, “Equilibrio e Harmo- 
nia” to the hundreds of people below. 
Everybody cheered, including me. They 
were proud; I was proud. It was an 
extraordinary moment.

My flight left the next day. ▲
“Equilibrio e Harmonia” was installed on the Socio-Economic Building 
at the Federal University of Santa Catarina.
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Marlene 
Miller

by Barbara Melcher Brethorst

w a consistent curiosity and open
ness to the various aspects of the hu
man condition—some of which are 
neither “pretty” nor comfortable for the 
viewer, Marlene Miller confronts what 
many of us prefer to ignore. Through 
her sculpture, she presents the vulner
ability that is at our core, and relent
lessly examines concepts and conditions 
that can be unsettling.

Miller grew up in Madison, Wis
consin, the youngest in a large family. 
As a child, she closely observed the 
people surrounding her life, and clear 
memories remain—which impact her 
artwork. Another early influence on 
her imagery is black-and-white pho
tography. An attraction to this medium 
began in her childhood with close pe
rusal of her grandmothers photographs 
of late-19th- and early-20th-century 
relatives. She would stare at the faces 
with fascination, a magic she still feels. 
We can see this influence as she articu
lates the idea of a frozen, specific mo
ment in time—a specific expression 
captured in clay.

Her first encounter with daywork 
was at the age of seven while visiting an 
older brother away at school. She was 
entranced by the ceramics studio on a 
tour of the college and insisted on tak
ing a handbuilding class the following 
summer. She continued her interest at 
LaFollette High School in Madison, 
and later at Bradley University in Peo
ria, Illinois; although at Bradley, she 
enrolled as a chemistry major. But by 
her sophomore year, she knew she 
wanted to major in art, and began con
centrating on wheel-thrown ceramics.

Granted a fellowship in Syracuse 
University’s M.F.A. program, she en
tered as a potter; however, following 
the death of a friend, she felt a need to

“Papa Con Pajaro,” 56 inches high, 
handbuilt earthenware, brushed with 
underglazes and oil paints, by Marlene 
Miller, Washington, Illinois.
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work figuratively. Miller knew she 
wanted to be able to put into her clay- 
work the same narrative and human 
content that one can develop in paint
ing or drawing.

Following her graduation from Syra
cuse University in 1978, Miller began 
her teaching career at Illinois Central 
College in East Peoria. After teaching 
ceramics for several years, she began to 
suffer from allergies, some of which 
were diagnosed as a reaction to clay 
dust and other studio toxins. Thus, in 
the mid 1980s she was forced to take a 
hiatus from her work in clay sculpture. 
During this period, her primary focus 
was on figure drawing. Eventually, she 
was able to establish a bridge between 
the tactile, malleable nature of clay, and 
the flat, blank paper of drawing. To do 
so, she began to work on sheets of 
paper that were rubbed against various 
textures. This offered a physicality that 
was akin to clay in its suggestion of a 
raw material.

Instead of ceramics, she began to 
teach drawing and design. She also be
came an activist against environmental 
hazards for artists and was instrumen
tal in changing the college s studio vent
ing system—helping her students and 
other artists become aware of the pre
cautions needed in handling art mate
rials—and in establishing a no-smoking 
policy at the college. By 1990, she was 
able to return to daywork by keeping 
her studio wet-mopped and well vented, 
and by eliminating all glaze materials 
from her workspace.

Miller recently purchased a Civil 
War-era building near the town square 
of Washington, Illinois, to house her 
studio, display area and apartment. 
Light filled, it is a comfortable and a 
personal space, conducive to her work.

Before starting a large sculpture, she 
makes many small maquettes, which 
enable her to develop ideas very rap
idly. The initial phase of a large piece 
involves building up the form, using a 
solid mass of clay. Working solid allows 
her to make large forms very quickly, 
without an internal armature.

When the piece reaches the leather- 
hard state, she hollows it out, starting

at the top and working her way down. 
She cuts off the top of the head with a 
wire, hollows the head, the neck and 
upper torso from this opening, then 
repositions the cut-out. She then seals 
the seam with a coil, and reworks the 
surface. Working her way down the 
figure, she cuts additional openings in 
strategic places. Walls are generally kept 
½ to 1 inch thick, depending upon the 
necessary strength and weight.

For the most part, Miller uses a 
premixed stoneware body that she fires 
at a mid range or higher, depending 
upon the piece. Some areas are colored 
with stains or underglazes before the 
firing. She also frequently applies oil

paints after the firing, although she likes 
to retain some of the natural color and 
texture of the clay in the finished piece.

Miller rarely has a fixed notion of 
where a sculpture is heading when she 
begins, and most pieces go through 
dramatic transformations in the pro
cess of finding the pose, the gesture, 
the expression to which she will even
tually commit. This ambivalence is in
tentional. She prefers to keep the process 
open for as long as possible to allow the 
clay itself to make suggestions. It is in 
this manner that she truly converses 
with the clay, lending her work a star
tling combination of spontaneity and 
control. A

“Adolph’s Dream,” 10½ inches in height, earthenware, 
with stains and oil paints, 1996.
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Psychological Undercurrents 
of Marlene Millers Figures

a review by Bill Butler

“Girl V,” 51 inches in height, earthenware, 
underglazes, oil and acrylic paint, 1993.

Viewers are advised not to as
sume too quickly that they under
stand Marlene Millers sculpture. 
Because her work is strongly based 
on Western art traditions of crafts
manship, the human figure, and 
narrative style, much of it appears 
deceptively familiar. At first glance, 
for example, one of Miller’s recent 
“Girl” sculptures does resemble a 
cute little girl modeling an Easter 
dress in a mail-order catalog. More 
careful attention to such works and 
others, however, reveals unexpected 
undercurrents.

Millers principal interest as an 
artist is the psychological. Instead 
of exploring this interest through 
abstractions or invented characters, 
she frequently chooses to portray 
emotional aspects of the people 
she knows.

Millers most important series 
of figures is “Girl I” through “Girl 
VIII” (1990-95). Although each is 
an independent work, considered 
together the eight sculptures give 
the impression of revealing eight 
aspects of a single character—the 
girl. The girl appears essentially the 
same in each sculpture, although 
the similarities are more a family 
resemblance than an identical like
ness. Some of this family resem
blance is due to Millers practice of 
referring to her own reflection to 
solve problems of anatomy when 
modeling the head; and then there 
is the artist’s identification with the 
subject, an identification that, at 
first, was unconscious. The girls 
share thickly proportioned bodies, 
a shape that suggests immobility and a 
certain passivity.

Each girl is placed upon a painted 
earthenware pedestal, which is an im
portant element of the work. The ped
estals raise these small figures into a 
more direct relationship with the viewer, 
but they also, paradoxically, isolate the

figure and establish the sense of remote
ness one feels in the presence of some
one lost in a reverie. The pedestals take 
forms that seem rooted in symbolism: 
tree stumps with naked, lopped-off 
branches projecting from their sides, or 
strangely familiar masonry confections 
of field stones. These pedestals, with

their references to the outdoors, 
subtly suggest that the girl on the 
pedestal is exposed to a public gaze.

With one exception, each of the 
girls is dressed in a manner that 
recalls the buttoned-up propriety 
of a middle-class American child
hood of the 1950s. Miller, who 
was a young girl in the 1950s, uses 
nightgowns, dance outfits, little 
dresses and Mary Janes to refer di
rectly to childhood innocence and 
to the fashions that for many 
women of her generation played 
an important part in forming their 
identity. Miller uses the standard
ized girlish femininity projected by 
the girls clothing as a counterpoint 
for the complex emotions expressed 
in the figures’ faces and poses.

Considered as the development 
of a single character, the girl sculp
tures record stages in the awaken
ing and emotional maturing of a 
particular woman. By “Girl VII”
(1994), the anxiety and timidity of 
the first girls have been completely 
replaced by the grace and physical 
ease of a dancer’s pose and a facial 
expression somewhere between sat
isfaction and rapture. “Girl Vffl”
(1995), the latest and perhaps last 
of the series, has unmistakably the 
face of the sculptor, along with 
beefy, strong, Popeye-like arms and 
legs full of confidence and author
ity. Her short blue dress seems less 
like a child’s than that of some su
perhero. This girl gestures with her 
left hand to the wooden top of the 
pedestal, which Miller cut from the 
floor of her studio during a rework

ing of the space. With this piece of 
information in mind, the gesture says 
with assurance: I am an artist and 
grounded in this studio.

During the 1990s, Miller has also 
made other figures. The most recent 
evidenced a shift in scale and presenta
tion. These as yet untitled works are

63



“Girl VI,” 43 inches in height, 
earthenware with oil paint, 1994.

“Girl VIII,” 57½ inches in height, 
earthenware, oil paint, 1995.

“Girl VII,” 53 inches in height, handbuilt earthenware with oil 
paint, 1994, by Marlene Miller, Washington, Illinois.

large heads, perhaps two or three times 
life size. Although their eyes are closed, 
the expressions they bear are not the 
relaxed looks of peaceful sleep, but rather 
of emotional intensity, or a great men
tal effort, or even death as recorded by 
the death mask of a powerful person, 
such as those of William Blake and 
Ludwig van Beethoven.

In the past dozen years, Millers sculp
ture has evolved toward a more thor
ough containment of the emotions that 
animate them, but nothing has been 
lost through the shift to a more essential 
statement. Indeed, Marlene Miller draws 
closer in her recent sculpture to making 
a universal statement about the interior 
world that shapes us all.
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Beyond Graduate School
by Elaine Olafson Henry

In May 1995, a committee of five 
signed off on my M.FA. thesis exhibi
tion. What a feeling! It was the end of 
three terrific years of graduate study with 
Harris Deller at Southern Illinois Uni
versity at Carbondale. It was also the 
culmination of many years of working 
to finish my undergraduate and gradu
ate degrees.

On June 1,1 packed a few pieces and 
headed east by car to go to my daughter 
Julies graduation from medical school. 
I was undecided as to whether I should 
pursue studio work or seriously look for 
a full-time teaching position. After help
ing Julie move to Ann Arbor for her 
residency, I took a slow road trip home 
through Chicago and Minneapolis. Ap
proaching galleries may be old hat for 
many artists, but it was my first run at 
it. Most of the gallery directors with 
whom I made contact, either over the 
telephone or in person, would not make 
an appointment, nor would they look 
at my slides or my work right then and 
there. They told me to send the slides 
and they would be in touch. It seemed 
that they were saying they would be 
more comfortable rejecting my work by 
mail than in person. However, Schneider 
Gallery in Chicago and MC Gallery in 
Minneapolis were different—both were 
interested. This gave me the encourage
ment that I was hoping for.

My next challenge was to find a place 
in which to work. While I was on the 
road, my husband had moved all our 
belongings to Craig, Colorado. It is a 
town of only about 7000 people, and I 
speculated on my chances of finding a 
potter who had the facilities for firing 
to Cone 10. I called local potter Steve 
Grandbouche to introduce myself and 
asked if he knew of anyone in the area 
who fired to Cone 10. “Just me,” he 
replied. I then asked, “Do you know of 
anyone with studio space to share or 
rent?” Again he said, “Just me.” This 
fortunate circumstance put me right 
back in the studio within a few weeks of 
arriving in Craig.

Next, I contacted Colorado North
western Community College in Craig,

Handbuilt porcelain sculpture,
24 inches in height, with light washes 
of rutile/cobalt and black nickel/rutile, 
by Elaine Olafson Henry.

and they asked me to join their adjunct 
faculty to teach ceramics. As I became 
acquainted with the art community in 
Craig and Steamboat Springs, I found 
other artists interested in reading and 
discussing recent art criticism, philoso
phy and theory. These opportunities 
provided me with a balance of studio 
solitude and stimulating human inter
action, a balance that I had in graduate 
school and that I want to maintain.

Then, on January 4,1 received a call 
from Harris Deller. He had been con
tacted by Donald Perry, head of the art 
division at Emporia State University 
(ESU) in Emporia, Kansas, which 
needed someone to teach ceramics, 
sculpture and three-dimensional design 
for the second semester. There was only 
one hitch—that person had to be in 
Emporia in less than a week to start 
classes. That afternoon, I had a tele
phone interview with five of the ESU 
faculty. The next day, Perry called to say 
he was faxing a contract. Two days after 
hearing about the job, I began paddng 
a small trailer for the temporary move 
to Emporia.

Throughout the past year, my work 
has continued to evolve. When I started 
graduate school, it was literal and repre
sentational, but an evolution and a dis
tillation took place during those three 
years. As my thesis exhibition drew 
closer, I realized that I was always saying 
“My work changes,” not “I changed my 
work.” This process of working allowed 
this evolution to take place, moving 
away from representational toward ab
straction.

The result was work that reflects what 
I love about the material. The sculp
tures that emerged are layered mono
liths with a balance of masculine and 
feminine elements, fluid but stable struc
ture, and control offset by openness to 
discovery. These are balances that I want 
to keep in my life, as well as my work.

As I work, I toss the clay, tear it, roll 
it, pound it—and I look. I am always 
looking for a fresh texture, a new edge, 
a paper-thin sheet to layer. Sometimes I 
set out to make a texture but notice
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Porcelain cups, 7 inches in height, 
with black variation of Satin Doll Glaze.

that, in the process, I see a more inter
esting one develop. I cut it off and use it 
as a layer. Although I control what I use 
in the piece, this process keeps me look
ing at the clay as if for the first time. It 
keeps the conversation going and then 
the kiln has the last word.

I am always looking for a new tool 
for a new texture (I tell my husband I 
would rather have tools than jewels). 
Some of the tools I currently use are: a 
grooved paddle, sprung springs as cut
ting wires, rocks, a lefse roll
ing pin (a grooved rolling pin 
used to make lefse, which is a 
Norwegian potato pancake 
that looks like a flour tortilla) 
and a Stanley Surform. After 
texturing, I often toss the slab 
to stretch the clay, keeping 
handling to a minimum.
Next, I cut and layer the 
stretched slabs, adding paper- 
thin layers as I go. (The thin 
layers are made by rolling the 
clay with a small wallpaper 
roller.) Many of the textures 
on these pieces are the result 
of watching and using what 
the clay does in the process.

Due to the slanted base of 
the sculptures, as well as the 
large size of some, the pieces 
are not assembled until after 
the final firing. The proper
ties of the wet clay, the fire 
and the final assembly all keep

a balance in what I control and what is 
left for discovery.

The vessels are a similar exploration, 
but with softer, less extreme characteris
tics. They seem to be moving more in 
the direction of the sculpture, but they 
tend to have a more animated charac
ter. The cups need to be in pairs, and in 
that context they become interactive.

Without clay-mixing equipment at 
my disposal, I have been buying a com
mercial Grolleg porcelain body that is

translucent when thin. It is a silky, plas
tic clay body that seems to entice inti
mate detail. For larger pieces, Molochite 
(porcelain grog) strengthens the body.

I bisque fire to Cone 010 in an elec
tric kiln, then usually spray on layered 
oxide washes. I look for oxide combina
tions that will give warm and cool con
trasts in the pieces. This process may 
entail spraying with black nickel oxide 
diluted in water (approximately ½ cup 
to 2 cups of water), sponging the high 

areas, spraying with cobalt di
luted approximately 1½ 
tablespoons to 2 cups of wa
ter), sponging, then spraying 
with rutile diluted (approxi
mately 2 tablespoons to 2 
cups of water) and sponging 
again. These proportions are 
varied, depending on the de
sired outcome.

Other combinations that 
I use in the layering are co
balt mixed equally with 
nickel for a more gray/blue 
surface; and cobalt mixed 
with chrome green for a blue/ 
green surface. These are then 
contrasted with a rutile, tita
nium dioxide or red iron ox
ide wash.

The black glaze on the 
cups is a variation of Val 

Cushings Satin Doll Glaze 
recipe with 2% cobalt car

bonate added:

Washes and glazes are sponged from textured 
surfaces so that only the recessed areas are affected.
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Porcelain vessel sculpture, 12 inches in height, with washes of rutile/cobalt 
and black nickel oxide/rutile, by Elaine Olafson Henry, Craig, Colorado.

Cushing s Satin Doll Glaze Variation
(Cone 10, reduction)

Barium Carbonate.......................... 10 %
Talc...................................................  10
Nepheline Syenite........................... 15
Albany Slip....................................... 65

100%
Add: Chrome Oxide......................  1 %

Cobalt Carbonate................ 2 %
Manganese Dioxide............  2 %
Red Iron Oxide...................  2 %

Firing is in a gas kiln to Cone 10 in 
reduction. I often refire if the warm/ 
cool contrast is not as strong as I want. 
The layering and additional firing often 
add a richness and depth to the surface 
that was not there after the first firing.

Abstract-expressionist painter Rob
ert Motherwell talked about the beauty 
of a blank white canvas. He hoped that 
what he did to that canvas at least did 
not detract from its incredible qualities.

I can relate to that—and the search 
goes on.

The day my committee signed off 
on my M.F.A. thesis exhibition marked 
the completion of five-and-a-half con
secutive years of study, as well as fulfill
ing a long-term goal. But the best part 
about attending graduate school, deal
ing with the five-member committee 
and installing the thesis exhibition, is 
that it marked a beginning. ▲
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‘Vase with Opening,” 16 inches in height, 
wheel-thrown stoneware.

Porcelain plate, 14 inches in diameter, 
with trailed glaze pattern.

Don Davis
by Alice Daniel

As the son of a U.S. Naval officer, 
North Carolina potter Don Davis grew 
up observing the monuments and sea
sides of many different ports. His peri
patetic childhood provided him with 
myriad images—both ancient and mod
ern—that would later play a role in his 
daywork. In the exhibition, “Spirit in 
the Clay and the Fire,” his experiences 
and memories clearly speak through the 
forms of and designs on his vases, canis
ters, platters and bowls.

“My main inspiration comes from 
ancient places,” Davis says, recalling 
childhood days when he walked among 
age-old ruins in Italy. But he is also 
inspired by rock formations, towers and 
ocean motifs; perhaps the geographic 
and cultural influences of having lived 
on both U.S. coasts and in Hawaii.

Today, his pots are created in a re
gion where the natural towers of the 
Appalachian Mountains abound. A 
graduate of the Rhode Island School of 
Design, he built his studio in Asheville, 
North Carolina, 20 years ago.

Glazes and oxide colorants are used 
as enhancers, not as solid coatings hid
ing the clay. Surface decoration is never 
permitted to overshadow form. “It is 
important for me to allow the clay to 
speak,” Davis explains. “I also like to 
use materials that respond to the varia
tions of flame and atmosphere in the 
kiln. These pieces are not just about me 
and my visions imposed on the mate
rial, but also about the spirit in the clay 
and the fire. I see the work as a coopera
tive effort.”

Davis recently took a year and a half 
off from working full time as a studio 
potter to serve as the founding director 
of Odyssey, a teaching center for the 
ceramic arts in Asheville. This exhibi
tion marked his return to full-time day
work. “Spirit in the Clay and the Fire” 
was presented at the Belk Gallery of 
Western Carolina University in Cul- 
lowhee, and at the Walker Arts Center 
of the Asheville School.

The author Alice Daniel is a free-lance 
writer living in Asheville, North Carolina.
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“Trumpet-Shaped Vase,” 24 inches in height, stoneware with black 
engobe and iron spray pattern, by Don Davis, Asheville, North Carolina.
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New York Influences
by Tobias Weissman

Wheel-thrown bowl,
16 inches in diameter, 
with brushed Cone 06 
glazes, by Tobias 
Weissman, Leonia, 
New Jersey.

Being a native New Yorker, I have 
always been fascinated by the city’s eth
nic diversity and unparalleled architec
ture. The rhythm and pace of New York 
City are intense and invigorating. Yet it 
can also be serene and playful, depend
ing on the season, place and time of 
day. My energy and, to some degree, 
my style are directly linked to the influ
ences of the city’s people and places.

I’ve always tried to create strong, 
stable forms that emit a sense of se
curity and well being. If there is ten
sion within a wheel-thrown form, 
whether it is a platter or pot, the 
outer lip and sides should be strong 
and massive, holding in the stress 
and tension. At the same time, when 
decorating using slip trailing, brush- 
work or carving, I can be free and 
uninhibited. I let myself go and en
joy the freedom of movement with
out constraints.

On many of my large slab pieces,
I use earth tones combining solu
tions of crocus martis, rutile, vana
dium and copper carbonate sprayed 
on the surface. A mixture of Gerstley 
borate and feldspar is sprayed on af
ter the piece is bisqued; the thickness

is varied, depending on whether I want 
a matt or a gloss finish. Firing is done in 
an electric kiln to Cone 06.

It took me many years of adjust
ments before I felt comfortable with 
low-fired ware. My early worlcs were all 
heavily reduced Cone 9-10 stoneware. 
I think that part of this transition was a 
result of my concern for the environ
ment as well as the economics involved.

“Strength,” 31 inches in height, paddled slab, 
with sprayed and brushed oxides, and wood.

Recendy, I’ve been working with slabs 
and paddled textures captured within a 
specific area. The contrast of the smooth 
to rough finish has always been intrigu
ing and aesthetically pleasing to me. In 
some cases, I’ve added a “headdress” 
form of clay or wood and combined 
bronze wire and/or rope, again to create 
contrast and tension.

My wheel-thrown platters are be
tween 20 and 27 inches in diameter. 
They satisfy my need to make func
tional ware, but they also are great 
for just letting go when it comes to 
decorating a large surface area. It’s 
almost like I’m a kid again, playing 
in the sand or mud. I use a mixture 
of commercial underglazes and Cone 
06 glazes.

The designs on the platters are 
not sketched or planned in the same 
way I would the sculptural forms, 
but there is a process of evolution. I 
want the result to give the viewer a 
sense of imaginative and suggestive 
power. I’ve always adhered to the 
belief that when you learn the tech
niques and processes, you free your
self and can move to a place of 
ultimate expression. ▲
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Call for Entries
Application Deadline for Exhibitions, 
Fairs, Festivals and Sales

International Exhibitions
December 1 entry deadline

Auckland, New Zealand “Fletcher Challenge 
Ceramics Award 1997” (May 1997). Juried from 
3 slides of one work. For an application form, 
contact Fletcher Challenge, Post Office Box 33- 
1425, Takapuna, Auckland; or telephone/fax 64- 
9-4458831.
December 14 entry deadline

Faenza, Italy“5Qth. International Ceramic Art 
Competition for the Young Generation” (Sep- 
tember-December 1997), open to artists under 
40 years old on December 31, 1996. Juried from 
3 slides per entry (up to 3 entries), resume, official 
certification of age and critical dossiers. Cash 
awards. For entry form, contact the Museo Inter- 
nazionale delle Ceramiche, Via Campidori 2, 
48018 Faenza; or telephone (54) 62 12 40, fax 
(54) 62 71 41.
December 31 entry deadline

Seoul, Korea“ Jinro International Ceramic Art” 
Competition (June 30-July 18, 1997), workshop 
and seminar; work completed during workshop 
will be exhibited. Selected artists will receive air 
fare, accommodations, materials and scheduled 
trip. For an application form and further informa
tion, United States residents should send SASE to 
Junkyu Song, 18309 Northeast 101st Court, 
Redmond, Washington 98052. All other appli
cants should send SASE to Hongik University Ce
ramic Research Insititute, 72-1 Sangsoo-dong 
Mapo-gu, Seoul; telephone 82-2-320-1222, fax 
82-2-325-4449.
January 15, 1997, entry deadline

Panevezys, Lithuania “IX Panevezys Interna
tional Symposium” (June 30-August 1, 1997); 7 
artists will be selected to participate in residency 
and exhibition. Juried from slides and resume. For 
information/application form, contact Jolanta 
Lebednykiene, Director, Panevezys Civic Gallery, 
Respublikos 3, 5319 Panevezys; or fax (370) 542- 
4721.
February 1, 1997, entry deadline

Columbus, Ohio International juried exhibi
tion of works with spiritual, liturgical or religious 
content. (March 16-April 13, 1997). Juried from 
slides. Awards: $2500, including an award for 
installations. Fee: $24 for up to 3 entries. Spon
sored by the Liturgical Art Guild. For prospectus, 
send #10 SASE to Contemporary Works of Faith, 
215 East Selby Boulevard, Worthington, Ohio 
43085.
February 18, 1997, entry deadline

Riverside, California “International Collegiate 
Ceramic Competition” (March 29-April 26, 
1997), open to students enrolled in a ceramics 
program in a 2- or 4-year program during 1995— 
1997 academic year. Juried from up to 2 slides per 
entry; up to 2 entries. Juror: Philip Cornelius. Fee:

Regional exhibitions must be open to more than one 
state. Send announcements of juried exhibitions, fairs, 
festivals and sales at least four months before the 
event’s entry deadline (add one month for listings in 
July and two months for those in August) to Callfor 
Entries, Ceramics Monthly, Post Office Box 6102, 
Westerville, Ohio 43086-6102. Fax (614) 891- 
8960; e-mail editorial@ceramicsmonthly.org

$10. Awards: $2000. For prospectus, contact John 
Hopkins, ICCC ’97, Riverside Community Col
lege, 4800 Magnolia, Riverside 92506-1242.

United States Exhibitions
December 1 entry deadline

Boise, Idaho “All Fired Up” (January 31-Feb
ruary 28, 1997), open to clayworks. Juried from 
slides. Juror: Josh DeWeese, director of residen
cies, Archie Bray Foundation. For prospectus, 
send SASE to All Fired Up, Art Department, Boise 
State University, 1910 University Drive, Boise 
83725.

Lubbock, Texas “Metals, Etc.: National Jew
elry and Metals Competition” (March 3-April
18, 1997, then traveling). Juried from slides. 
Jurors: Jamie Bennett, professor of art, State Uni
versity of New York, New Paltz; and Joanne Rapp, 
owner, Joanne Rapp Gallery/The Hand and the 
Spirit, Scottsdale, Arizona. Fee: $20 for up to 3 
entries; $5 extra for 4th and 5th entries. Awards: 
$1500 cash. For prospectus, send SASE to Attn: 
Metals, Etc., Lubbock Fine Arts Center, 2600 
Avenue P, Lubbock 79405; or telephone (806) 
767-2686, fax (806) 767-0732.
January 1, 1997, entry deadline

Lubbock, Texas “Clay on the Wall” (March 7- 
28, 1997), open to works no larger than 36 inches 
in any direction and weighing no more than 30 
pounds. Juried from up to 5 slides of 5 works. 
Jurors: Juan Granados and Sara Waters, Texas 
Tech faculty. Entry fee: $20. For prospectus, 
contact the Department of Art, Texas Tech Uni
versity, Box 42081, Lubbock 79409-2081; or 
telephone (806) 742-3825, or fax (806) 742- 
1971. Or contact Kathy Whiteside, gallery direc
tor, (806) 742-1947.
January 3, 1997, entry deadline

Ames, Iowa “Clay, Fiber, Paper, Glass, Metal 
and Wood Exhibition” (March 9-April 20,1997). 
Juried from slides. Fee: $35 for up to 3 entries. 
Juror: Cammie Scully, director, Waterloo (Iowa) 
Museum of Art. Cash awards. For entry form, 
send #10 SASE to Octagon Center for the Arts, 427 
Douglas Avenue, Ames 50010-6213; or telephone 
(515) 232-5331, fax (515) 232-5088.
January 8, 1997, entry deadline

Tampa, Florida “Eighth Annual Black and 
White Exhibition” (February 8-March 31,1997), 
open to works in all media done only in black, 
white or shades of gray. Fee: $20. For application, 
send SASE to Artists Unlimited, Inc., Black and 
White Exhibition, 223 North 12th Street, Tampa 
33602; or telephone (813) 229-5958.
January 10, 1997, entry deadline

Wichita, Kansas “Art Show at the Dog Show” 
(March 1-April 6, 1997), open to works includ
ing a dog as subject. Juried from slides of up to 3 
entries. Jurors: Amy Gessner Larson, artist/best of 
show winner; Ronald Menaker, president of Board 
of Directors, the Dog Museum, New Jersey; and 
Novelene Ross, chief curator, Wichita Art Mu
seum. Awards: over $8000. Contact Pat Deshler, 
4300 North Edgemoor, Wichita 67220; or tele
phone (316) 744-0057.

Cambridge, Massachusetts “Off the Floor: The 
Art of the Tile” (May 1-June 15, 1997). Juried 
from 1 actual piece and 5 slides or photos. For 
prospectus, send SASE to the Cambridge Artists 
Cooperative, Attention: Tile Show, 59A Church 
Street, Cambridge 02138; or telephone (617) 
868-4434.
January 15, 1997, entry deadline

Guilford, Connecticut “CERAMICS ’97” (mid 
May-June 1997), open to functional or nonfunc
tional work. Juried from slides (with SASE) of up to

3 works. Jurors: William Daley and Wayne Hig- 
by. Entry fee: $20. Contact CERAMICS ’97, 
Guilford Handcraft Center, Box 589, Guilford 
06437; or telephone (203) 453-5947.
January 17, 1997, entry deadline

Galesburg, Illinois “31st GALEX National Ex- 
hibitionlCompetition” (March 15-April 5,1997). 
Juried from slides. Juror: Stephen Doherty, edi
tor, American Artist. Entry fee: $20 for up to 4 
works. Awards: $2000. For prospectus, send SASE 
to Galesburg Civic Art Center, 114 East Main, 
Galesburg 61401; or telephone (309) 342-7415. 
January 18, 1997, entry deadline

Chicago, Illinois, and Oconomowoc, Wisconsin 
“Eighth Annual Teapots, Fun, Funky and Func
tional” (February 23-May 10, 1997). Juried from 
slides. For prospectus, send business-size SASE to 
A. Houberbocken, Inc., Post Office Box 196, 
Cudahy, Wisconsin 53110.
January 21, 1997, entry deadline

Mesa, Arizona “Vaguely Familiar” (April 29- 
May 31, 1997), open to abstract art in all media. 
Juried from up to 4 slides. Entry fee: $20. Contact 
Galeria Mesa, 155 N. Center, P. O. Box 1466, 
Mesa 85211-1466; or telephone (602) 644-2056. 
January 31, 1997, entry deadline

Appleton, Wisconsin “The All Elvis Show” (May 
30-July 25, 1997), open to works in all media 
exploring the culture of Elvis. Juried from slides 
plus resume and artist’s statement. For further 
information, contact the Appleton Art Center, 
130 North Morrison Street, Appleton 54911; or 
telephone (414) 733-4089.
February 1, 1997, entry deadline

Ephrata, Pennsylvania “Fifth Annual Strictly 
Functional Pottery National” (May 3-25, 1997). 
Juried from slides. Juror: Val Cushing. Fee: $10, 
1 entry; $15, 2; $20, 3. Cash, purchase and 
business awards. For prospectus, send #10 busi- 
ness-size SASE to Jean B. Lehman, Director SFPN, 
Market House Craft Center, Studio 201, 100 
North State Street, Ephrata 17522.
February 3, 1997, entry deadline

Chico, California “Chico Art Center First Ju
ried National Exhibition” (May7-June 15,1997). 
Juried from up to 2 slides. Fee: $25. Cash awards. 
For prospectus, send #10 SASE to First Juried 
National Exhibition of Art, Chico Art Center, 
450 Orange Street, Suite 6, Chico 95928. 
February 7, 1997, entry deadline

Carbondale, Illinois “Clay Cup VI” (April 23- 
May 31, 1997, tentative, then traveling). Juried 
from slides (with SASE). Juror: Mark Burns, head 
of ceramics department, University of Nevada, 
Las Vegas. Entry fee: $20. Awards. Contact the 
Clay Cup VI, School of Art and Design, Mailcode 
4301, Southern Illinois University at Carbondale, 
Carbondale 62091-4301.
February 11, 1997, entry deadline

Mesa, Arizona “Global Warning” (June 10- 
July 12, 1997), open to works in any medium 
addressing environmental issues. Juried from up 
to 4 slides. Entry fee: $20. For further informa
tion, contact Galeria Mesa, 155 North Center, 
Post Office Box 1466, Mesa 85211-1466; or 
telephone (602) 644-2056.
March 14, 1997, entry deadline

University Park, Pennsylvania “Crafts National 
31” (June 1-July 20, 1997). Juried from slides. 
Juror: Bill Daley, ceramist/professor emeritus, 
University of the Arts, Philadelphia. Fee: $20 for
3 entries. Awards: $3000. For prospectus, send 
SASE to Crafts National 31, Zoller Gallery, 210 
Patterson Building, Penn State University, Uni
versity Park 16802; or telephone (814) 865-0444. 
March 26, 1997, entry deadline

Greensburg and Youngwood, Pennsylvania
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Call for Entries

“Westmoreland Art Nationals” (June 2-15 and 
July 3-6, 1997). Juried from slides. Awards: 
$23,000; best of both shows, $ 1000; best of each, 
$700. Send legal-size SASE with 64<t stamp to 
Westmoreland Art Nationals, RD 2, Box 355A, 
Latrobe, Pennsylvania 15650.
April 1, 1997, entry deadline

Appleton, 'Wisconsin “Let the Games Begin” 
(August 15-September 27, 1997), open to games 
made in any medium. Juried from slides, pro
posal, resume and artist’s statement. For further 
information, contact the Appleton Art Center, 
130 North Morrison Street, Appleton 54911; or 
telephone (414) 733-4089.
June 1, 1997, entry deadline

Appleton, Wisconsin “The Native American 
Experience” (October 3-December 13, 1997), 
open to works by Native American artists; will 
select 4-6. Juried from 4-6 slides plus resume and 
artist’s statement. Contact the Appleton Art Cen
ter, 130 North Morrison Street, Appleton 54911; 
or telephone (414) 733-4089.

Regional Exhibitions
January 6, 1997, entry deadline

Lexington, Massachusetts “The State of Clay” 
(March 2-29, 1997), open to current and former 
residents of Massachusetts. Juried from a maxi
mum of 3 slides. Entry fee: $20. Juror: Chris 
Bertoni, artist/design instructor, Rhode Island 
School of Design. For prospectus, send SASE to 
Ceramics Guild, Lexington Arts and Crafts Soci
ety, 130 Waltham Street, Lexington 02173; or 
telephone (617) 862-9696.
January 31, 1997, entry deadline

Allentown, Pennsylvania “Mayfair Festival of 
the Arts Regional Juried Craft Exhibition” (May 
21-June 21, 1997), open to artists living or work
ing within a 75-mile radius of Allentown. Juried 
from 3 slides. Juror: Nina Stritzler-Levine, direc
tor of exhibitions, Bard Graduate Center for the 
Study of Decorative Arts, New York. Entry fee: 
$ 10. Cash awards. For prospectus, contact Mayfair, 
Department J. C., 2020 Hamilton St., Allentown 
18104; or telephone (610) 437-6900, e-mail 
info@mayfairfestival.org or http//mayfairfestival.org 
February 14, 1997, entry deadline

El Paso, Texas “From the Ground Up XVI” 
(April 11-May 11, 1997), open to clay artists 
residing in Arizona, New Mexico, Texas and 
northern Mexico. Juried from slides. Juror: James
C. Watkins. Fee: $ 15 for up to 3 entries. Cash and 
gift awards. For prospectus, send SASE to the 
Potters’ Guild of Las Cruces, c/o 4741 Lucy Dr., 
El Paso 79924-1013; or, for information only, 
telephone (915) 821-5115 or (915) 532-6477.

Fairs, Festivals and Sales
November 11 entry deadline

Indio, California “ 11 th Annual Southwest Arts 
Festival” (February 1-2,1997) Juried from slides 
or photos. Entry fee: $15. Booth fee: $135, in
cludes city permit/license and insurance liability. 
Contact the Indio Chamber of Commerce, 82- 
503 Highway 111, Indio 92201; or telephone 
(619) 347-0676.
November 20 entry deadline

Philadelphia, Pennsylvania “Third Annual 
Philadelphia Furniture Show” (May 2-4, 1997). 
Juried from slides. Contact Philadelphia Furni
ture Show, 162 North Third Street, Philadelphia

19106; or telephone (215) 440-0718, fax (215) 
440-0845, e-mail www.libertynet.org/-pfshow 
December 2 entry deadline

Palm Beach Gardens, Florida “ArtiGras Juried 
Fine Arts and Crafts Showcase” (February 15-17, 
1997). Juried from 3 slides of work and 1 of 
display (with SASE). Application fee: $10. Entry 
fee: $ 175 (refunded if not accepted). Awards: over 
$10,000 in cash and purchase. Contact ArtiGras, 
Northern Palm Beaches Chamber of Commerce, 
1983 PGA Boulevard, Suite 104, Palm Beach 
Gardens 33408; or telephone (561) 433-9000, 
extension 1234.
December 6 entry deadline

Gainesville, Florida “ 11 th Annual Hoggetowne 
Medieval Faire” (February 7-9, 1997). Juried 
from slides or photos. Booth fee: $85. For appli
cation/further information, contact Linda Piper, 
Coordinator, Hoggetowne Medieval Faire, De
partment of Cultural and Nature Operations, 
Post Office Box 490-30, Gainesville 32602; or 
telephone (352) 334-2197.
December 15 entry deadline

Blacksburg, Virginia “26th Annual Brush 
Mountain Arts and Crafts Fair” (April 4-6,1997). 
Juried from slides or photos. For application, send 
SASE to Brush Mountain Arts and Crafts Fair, 
Voluntary Action Center, Post Office Box 565, 
Blacksburg 24063-0565.
December 30 entry deadline

Leesburg, Florida “20th Annual Leesburg Art 
Festival” (March 8-9, 1997). Juried from 3 slides 
(preferred) or photos of work plus 1 of display. 
Contact Leesburg Art Festival, Post Office Box 
492857, Leesburg 34749-2857; or telephone (352) 
787-0000.
January 6, 1997, entry deadline

Stevens Point, Wisconsin “25th Annual Festival 
of the Arts” (April 6, 1997). Juried from 5 slides 
of work and 1 of display, plus resume (with SASE). 
Registration: $50. Jurying fee: $10. Cash and 
purchase awards. Contact Festival of the Arts, 
Post Office Box 872, Stevens Point 54481. 
January 10, 1997, entry deadline

San Mateo, California “Sugarloaf Art Fair” 
(November 7-9, 1997). Juried from 5 slides, 
including 1 of booth. Booth fee: $375; no com
mission. For application, send 3 loose first-class 
stamps to Sugarloaf Mountain Works, 200 Or
chard Ridge Drive, Suite 215, Gaithersburg, 
Maryland 20878; or telephone (800) 210-9900.

Atlanta, Georgia “Sugarloaf Art Fair” (No
vember 28-30, 1997). Juried from 5 slides, in
cluding 1 of booth. Booth fee: $400; no commis
sion. For application, send 3 loose first-class stamps 
to Sugarloaf Mountain Works, 200 Orchard Ridge 
Drive, Suite 215, Gaithersburg, Maryland 20878; 
or telephone (800) 210-9900.

Gaithersburg, Maryland “Sugarloaf Art Fair” 
(November 20-23, 1997, or December 12-14, 
1997). Juried from 5 slides, including 1 of booth. 
Booth fees vary; no commission. For application, 
send 3 loose first-class stamps to Sugarloaf Moun
tain Works, 200 Orchard Ridge Drive, Suite 215, 
Gaithersburg 20878; telephone (800) 210-9900.

Timonium, Maryland “Sugarloaf Art Fair” 
(October 3-5,1997) Juried from 5 slides, includ
ing 1 of booth. Booth fee: $450; no commission. 
For application, send 3 loose first-class stamps to 
Sugarloaf Mountain Works, 200 Orchard Ridge 
Drive, Suite 215, Gaithersburg, Maryland 20878; 
or telephone (800) 210-9900.

Novi, Michigan “Sugarloaf Art Fair” (October
24-26, 1997) Juried from 5 slides, including 1 of 
booth. Booth fee: $425; no commission. For 
application, send 3 loose first-class stamps to 
Sugarloaf Mountain Works, 200 Orchard Ridge
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Drive, Suite 215, Gaithersburg, Maryland 20878; 
or telephone (800) 210-9900.

Somerset, New Jersey “Sugarloaf Art Fair” (Sep
tember 26-28, 1997). Juried from 5 slides, in
cluding 1 of booth. Booth fee: $375; no commis
sion. For application, send 3 loose first-class stamps 
to Sugarloaf Mountain Works, 200 Orchard Ridge 
Drive, Suite 215, Gaithersburg, Maryland 20878; 
or telephone (800) 210-9900.

Fort Washington, Pennsylvania “Sugarloaf An 
Fair” (October 31-November 2, 1997). Juried 
from 5 slides, including 1 of booth. Booth fee: 
$425; no commission. Send 3 loose first-class 
stamps to Sugarloaf Mountain Works, 200 Or
chard Ridge Dr., Ste. 215, Gaithersburg, Mary
land 20878; or telephone (800) 210-9900.

Manassas, Virginia “Sugarloaf Art Fair” (Sep
tember 5-7, 1997). Juried from 5 slides, includ
ing 1 of booth. Booth fee: $350—$450; no com
mission. For application, send 3 loose first-class 
stamps to Sugarloaf Mountain Works, 200 Or
chard Ridge Drive, Suite 215, Gaithersburg, 
Maryland 20878; or telephone (800) 210-9900. 
January 14, 1997, entry deadline

Columbus, Ohio “Columbus Arts Festival” 
(June 5-8,1997). Juried from slides. For prospec
tus, contact Columbus Arts Festival, 55 E. State 
St., Columbus 43215; telephone (614) 224-2606. 
January 22, 1997, entry deadline

Jacksonville, Florida “ArtWorks” (May 16-18, 
1997). Juried from slides. Awards: $25,100 plus 
$10,000 purchase award program. For prospec
tus, contact ArtWorks, Post Office Box 41564, 
Jacksonville 32203; or telephone (904) 308-7007, 
fax (904) 308-7996.
January 31, 1997, entry deadline

Allentown, Pennsylvania “Mayfair Festival of 
the Arts Artists Market” (May 22-26, 1997). 
Juried from 4 slides. Entry fee: $10. Booth fee: 
$160/3 days, $185/5 days for a 10x10-foot space. 
Cash awards. Contact Mayfair Festival of the Arts, 
Department AM, 2020 Hamilton St., Allentown 
18104; or telephone (610) 437-6900, e-mail 
info@mayfairfestival.org or http://mayfairfestival.org 
February 1, 1997, entry deadline

Frederick, Maryland “23rd Annual Frederick 
Craft Fair” (May 16-18, 1997). Juried from 5 
slides of work and 1 of booth (plus resume for new 
exhibitors). Entry fee: $10. Booth fee: $320- 
$400. No commission. Contact National Crafts 
Ltd., 4845 Rumler Rd., Chambersburg, Pennsyl
vania 17201; or telephone (717) 369-4810.

Gaithersburg, Maryland “22nd Annual Na
tional Craft Fair” (October 17-19, 1997). Juried 
from 5 slides of work and 1 of booth (plus resume 
for new exhibitors). Entry fee: $10. Booth fee: 
$350-$450. No commission. Contact National 
Crafts Ltd., 4845 Rumler Rd., Chambersburg, 
Pennsylvania 17201; telephone (717) 369-4810. 
February 14, 1997, entry deadline

Chicago, Illinois “23rd Annual Wells Street 
Art Festival” (June 14-15, 1997). Juried from 
slides. For prospectus, send SASE to Wells Street 
Art Festival, Old Town Chamber of Commerce, 
1545 N. Wells St., Lower Level, Chicago 60610- 
1307; or e-mail www.planetdata.com/wsafest/ 
March 15, 1997, entry deadline

Clinton, Iowa “Art in the Park” (June 14-15, 
1997). Juried from 4 slides of work plus 1 of 
display. Entry fee: $5. Booth fee: $70 fora 12x12- 
foot space. No commission. Cash awards. Send 
SASE to Art in the Park, Box 2164, Clinton 52733; 
or telephone Carol Glahn (319) 259-8308.
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Suggestions
From Readers

Soft Teapot Spouts
One of the trickiest parts of making a 

teapot is keeping the thrown spout soft enough 
to be cut, manipulated and attached to the 
teapot body. I throw my teapots from one 
lump of clay; the lid and spout are thrown off 
the hump first, then the body is thrown from 
the remaining clay. When the body and lid 
have stiffened enough to be dried together, 
the spout is placed on a small piece of plastic,

positioned inside the body and enclosed with 
the lid. The plastic prevents the spout from 
sticking to the bottom of the teapot body. As 
a result, the spout dries slowly, while the body 
and lid stiffen enough for trimming and 
assembly.—Dwain Naragon, Westfield\ III

Fast Drying Large Pieces
For fast but even drying of large pieces, 

wrap them with cloth instead of plastic.—
Glen Blakley, Saint George, Utah

Paper-Plate Molds
Heavy-duty paper plates (such as Chinette) 

make good press/slump molds for slab plates.

They are available as ovals, as well as small and 
large rounds. Cut an X in the bottom with a 
razor blade to facilitate release.—Susan Dimm, 
West Chatham., Mass.

Chuck Liner
Many potters are now using circles cut 

from rolls of skidless matting (such as that 
marketed by Rubbermaid) on bats to keep 
plates and bowls in place when trimming, but 
it can also be used as a liner in chucks. Not 
only will the matting hold the pot firmly in 
place, it will prevent the chuck from leaving 
any marks.—Mona Arritt, Huntington, W.Va.

Table Coverings
Bed sheets make strong coverings for wedg

ing and worktables, and can be easily re
moved for laundering. They are also readily 
available from second-hand stores and most 
mothers-in-law.—Lisa Conley, Cerrillos, N.M.

Reclaiming Clay
A simple way to reclaim clay is to put it 

outside for a day or two in the winter; let Jack 
Frost break the clay into particles again and 
wedge well. Works great.—Don Leitter, 
Laconia, N.H.

Flexible Copper Ribs
Flexible ribs can be cut from copper sheet

ing. It is very pliable when ribbing and re
turns quickly to its original shape.—Michael 
J. Knox II, Ashtabula, Ohio

Burr-free Incising
Place clear plastic over any surface to be 

patterned with fine-line incising, then simply 
use a pencil to impress the design. The result 
will be burr-free. If you wish, you can trace 
patterns with a marker directly onto the 
plastic.—EarlineAllen, Huntington, W.Va.

Damp Storage
When covering pots with dry-cleaner bags, 

I surround the cluster with a thin film of 
water applied to the table top with a wet 
sponge. The plastic then clings tightly to the 
table, effecting an airtight seal. When neces
sary, I cover the pots beforehand with news
paper to absorb condensation.—-John Kudla- 
cek, Emporia, Kans.

Portable Wedging Board
Being new to the art of pottery, I try to 

find ways to keep costs down. One day while 
strolling through an art/hobby store, I solved 
the problem of making a wedging surface, 
saving both money and space, by purchasing 
a 24x17-inch canvas (already stretched and 
stapled to a wooden frame) for $5.

Simply lay the canvas cloth-side down on 
a flat surface (a kitchen counter is good) and
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fill (flush with the wood frame) with potter’s 
plaster. Let dry completely, then turn over. 
Voila—an inexpensive portable wedging 
board.—-Jennifer Brewer, Albuquerque, N.M.

High-Powered Spray
Those black feeder hoses for automatic 

washing machines can be readily adapted for 
studio use. Simply cut the fitting off one end 
and attach the other to the faucet at your 
studio sink. The hose turns the faucet into a 
jet wash center for cleaning bats, tools, buck
ets, etc. You can also reach adjacent counters 
or the floor to fill cleaning or glaze buckets. 
This type of hose is designed for heavy duty, 
so it will not disintegrate as others do, plus 
many have built-in strainers.—John Feesey, 
Rossland, British Columbia

Kiln Post Holders
The black plastic containers that plants 

come in can be recycled as fantastic kiln post 
holders. Labeling the outside of the container 
allows you to spot the post size you need at a 
glance. No more searching for matching 
posts.—Pam Mortensen, Paradise, Calif.

Warp-free Tiles
To produce warp-free tiles, place a slab on 

plasterboard (the kind used for walls) and cut 
tiles from the center, leaving about an inch of 
scrap clay around the edges. Since the edges 
are the first to dry, the scrap clay might warp 
but the tiles (at the center) will not.

When drying the tiles, sandwich them 
between two pieces of plasterboard to pull the 
moisture evenly from the top and bottom. 
Several layers of plasterboard and tiles can be 
stacked on top of one another. Cover the 
stack with a plastic bag.

A free source of plasterboard is a dumpster 
at a construction site. These scraps can be cut 
to smaller sizes by scoring the surface with a 
knife, then aligning the cut with the edge of 
a table and giving the board a whack. It will 
break smoothly and evenly.

Be sure to give the plasterboard enough 
time to dry thoroughly between uses.— 
Jeannie Cole, Broomfield, Colo.

Dollars for Your Ideas
Ceramics Monthly pays $10for each sugges

tion published; submissions are welcome indi
vidually or in quantity. Include an illustration 
or photograph to accompany your suggestion 
and we willpay $10 more if wepublish it. Mail 
ideas to Suggestions, Ceramics Monthly, Post 
Office Box 6102, Westerville, Ohio 43086- 
6102; fax to (614) 891-8960; or e-mail to 
editorial@ceramics monthly.org
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Events to Attend—Conferences, 
Exhibitions, Workshops, Fairs

Conferences
Alabama, Jacksonville February 28-March 2,1997 
“Alabama Clay Conference 12” will include Steve 
Hill as workshop leader, plus presentations, events 
and exhibitions. For further information or to 
register, contact Steve Loucks, Hammond Hall, 
Department of Art, Jacksonville State University, 
Jacksonville 36265; or telephone (205) 782-5708 
and leave message.
Florida, Boca Raton January 17-19, I^7“Florida 
Craftsmen Annual Statewide Conference” will 
include keynote speech by Michael Monroe, cura- 
tor-in-chief, Peter Joseph Gallery, New York City; 
plus workshops by Adrian Arleo, “Coil Building 
Figurative Sculpture in Clay”; Val Cushing, 
“Wheel-Thrown, Altered and Constructed 
Forms”; Charley Freiberg, “Photographing Your 
Work”; and Helen Lawrence, “Surfing the 
Internet.” Also includes lectures and exhibitions. 
Fee: $170; Florida Craftsmen members, $135. 
Registration deadline: December 19. For bro
chure, send large SASE to Florida Craftsmen, 501 
Central Avenue, Saint Petersburg, Florida 33701. 
Maryland, Baltimore June 27-29, 1997 “The 
1997 Studio Potter and Manufacturer Technical 
Ceramic Conference and Trade Show” will in
clude technical solution sessions, workshops, 
marketing and retail sessions, exhibitions. For 
further information, contact Ceramic Manufac
turers Association, 1100-H Brandywine Boule
vard, Post Office Box 2188, Zanesville, Ohio 
43702-2188; or telephone (614) 452-4541, or fax 
(614) 452-2552.
Nevada, Las Vegas April2-5, 1997“Guilty Plea
sures,” National Council on Education for the 
Ceramic Arts annual conference. Contact Regina 
Brown, Executive Secretary, NCECA, Post Office 
Box 1677, Bandon, Oregon 97411; or telephone 
(800) 99-NCECA.
New York, New York February 13—15, 1997 
“College Art Association 85th Annual Confer
ence.” For further information, contact the Col
lege Art Association, 275 Seventh Avenue, New 
York 10001.
Vermont, Bennington February5—9,1997“North 
Country Studio Conference 1997” will include 
workshops with Akio Takamori and Randy 
Johnston. For registration, contact NCSC, Post 
Office Box 875, Hanover, New Hampshire 03755.

Solo Exhibitions
Arizona, Scottsdale November 1—30 Anne 
Hirondelle. Leah Hardy. December 1—31 Linda 
Mundwiler, clay reliefs/oils/monoprints; at Joanne 
Rapp Gallery/The Hand and the Spirit, 4222 
North Marshall Way.
Send announcements of conferences, exhibitions, ju
ried fairs, workshops and other events at least two 
months before the month of opening (add one month 
for listings in July; two months for those in August) to 
Calendar, Ceramics Monthly, Post Office Box 6102, 
Westerville, Ohio 43086-6102. Fax (614) 891- 
8960; e-mail editorial@ceramicsmonthly. org

Arizona, Sun City through November 24 Jeff 
Schmuki, monoprint transfer work; at Sun Cities 
Art Museum, 17425 North 115th Avenue. 
Arkansas, Little Rock through November 17 
Bennett Bean, “Leaning into the Wind”; at the 
Decorative Arts Museum, Seventh and Rock. 
California, Sacramento through December 1 Mar
guerite Wildenhain survey exhibition; at Crocker 
Art Museum, 216 0 Street.
Connecticut, New London through January 23, 
1997 Mark Einhorn, raku vessels; at the New 
London Art Society Gallery, 147 State Street. 
D.C., Washington through November 9 Byron 
Temple; at Anton Gallery, 2108 R St., NW. 
through January 2, 1997 Magdalene Odundo, 
“Ceramic Gestures”; at the National Museum of 
African Art, Smithsonian Institution, 950 Inde
pendence Ave., SW.
Illinois, Chicago through November 16 Jun 
Kaneko; at Klein Art Works, 400 North Morgan. 
Indiana, New Harmony through November 13 
Elizabeth Mesa-Gaido, “Installation”; at New 
Harmony Gallery of Contemporary Art, Church 
and Main streets.
Massachusetts, Boston November 16—December 
12 Tatsuzo Shimaoka; at Pucker Gallery, 171 
Newbury Street.
Michigan, Pontiac November 8—30 Janis Mars 
Wunderlich, new work. December 6—January 23, 
1997 Arnold Zimmerman, “Small Works”; at 
Shaw Guido Gallery, 7 North Saginaw Street. 
Minnesota, Saint Paul December 11—February 
15, 1997 Gary Erickson sculpture installation, 
“Natural Rhythms”; at Macalester Gallery, Janet 
Wallace Fine Arts Center, Macalester College. 
New Mexico, Santa Fe through November 16 
Ruth Duckworth, “Sculptural Relationships”; at 
Bellas Artes, 653 Canyon Road.
New York, New York through February 16, 1997 
Michael Lucero, sculpture 1976-1995; at Amer
ican Craft Museum, 40 West 53rd Street. 
November 14—December 14 Jae Won Lee; at Jane 
Hartsook Gallery, Greenwich House Pottery, 16 
Jones Street.
New York, Port Chester November 3—29 Marilyn 
Richeda, “Almost Functional”; at the Clay Art 
Center, 40 Beech Street.
New York, Selden through November 20 Bill 
Shillalies; at Suffolk Community College.
North Carolina, Charlotte November 1—Decem
ber 29 J. Paul Sires, sculpture; at Center of the 
Earth Gallery, 3204 North Davidson Street. 
Ohio, Cincinnati through December 6 Susan 
Goldstein, “Images in Clay”; at Hillel Student 
Center Gallery, Rose Warner House, University 
of Cincinnati, 2615 Clifton Avenue. 
Pennsylvania, Philadelphia November l-24Mar- 
garet Keelan figurative sculpture; at the Clay Stu
dio, 139 North Second Street.
Pennsylvania, Pittsburgh November 1-December
4 Jeffrey Kleckner, new work; at the Clay Place, 
5416 Walnut Street.
Tennessee, Humboldt November 1—30 Agnes 
Stark, nonfunctional pottery; at West Tennessee 
Regional Art Center, 1200 Main Street. 
Tennessee, Smithville through November 20R.ob- 
ert Wood, ceramic sculpture; at Appalachian Cen
ter for Crafts Gallery, Tennessee Technological 
University, 1560 Craft Center Drive.
Texas, Houston through November 16 Chris 
Menconi, “Old Dog and New Tricks”; at Arch
way Gallery, 2013 West Gray.
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November 1-December 12 Sandy Simon; at North 
Harris College, 2700 W. W. Thorne Drive. 
Texas, San Antonio through November 76Cakky 
Brawley; at Southwest Craft Center, 300 Augusta. 
Wyoming, Cheyenne November 13-December 13 
Ken Dawson Little, sculpture; at Laramie County 
Community College, 1400 East College Drive. 
Wyoming, Riverton through November 15 Matt 
West sculpture; at Peck Arts Center, Central 
Wyoming College, 2660 Peck Avenue.

Group Ceramics Exhibitions
Arizona, Phoenix November 9-December 6“KLL- 
AZ CLAY”; at Shemer Art Center, 5005 East 
Camelback.
Arizona, Scottsdale December 1—31 “Domestic 
Pottery: Wares for Daily Life,” works by Josh 
DeWeese, John Glick, Karen Karnes, Jim Makins, 
Matthew Metz, Jeff Oestreich, David Shaner, 
Linda Sikora, Tom Spleth and Chris Staley; at 
Joanne Rapp Gallery/The Hand and the Spirit, 
4222 North Marshall Way.
California, San Francisco November 7—30 “Dog 
Show,” exhibition of ceramics by Rudy Autio, 
Steven Bradford, Jack Earl, Mary Engel, Cheryl 
Laemmle, Michael Lucero and Chris Silliman; at 
Dorothy Weiss Gallery, 256 Sutter Street. 
California, Santa Ana through December 7“ Painted 
Spirits: Figurative Works in Clay,” ceramic/mixed- 
media sculptures by Rancho Santiago College 
students; at RSC Arts Gallery, Santora Building, 
207 North Broadway, Suite Q.
Colorado, Denver November 1—December 18 “Al
tered States: Contemporary American Ceramics”; 
at the Center for the Visual Arts, 1701 Wazee St. 
Connecticut, Brookfield through November 3 
“Wood Firing in the Northeast,” with works by 
Joy Brown, Peter Callas, Paul Chaleff, Todd Piker, 
Mary Roehm and Jeff Shapiro; at Brookfield Craft 
Center, 286 Whisconier Road.
Connecticut, New Milford November 17-Janu- 
ary 11, 1997Exhibition of works by Connecticut 
Clay Artists members; at the Pottery Garden, 17 
Church Street.
Connecticut, West Hartford November 17-De- 
cember 29“ 10th Annual Potter’s Market,” works 
by members of the Connecticut Potters Coopera
tive Association; at the Chase Freedman Gallery, 
Greater Hartford Jewish Community Center, 335 
Bloomfield Avenue.
D.C., Washington through early 1997 “Japanese 
Ceramics from Seto and Mino”; at the Freer 
Gallery, Smithsonian Institution.
Louisiana, New Orleans through November 17 
“Imperial Russian Porcelain from the Raymond 
F. Piper Collection”; at the New Orleans Museum 
of Art, City Park, 1 Collins Diboll Circle. 
Maryland, Baltimore through November 16“Clay 
du Jour,” work by Baltimore Clayworks’ member 
artists. November 22-December 24 “Winterfest”; 
at Baltimore Clayworks, 5706 Smith Ave. 
Massachusetts, Ipswich through November 15 
“Studio Pottery.” November 16—December 31 
“Holiday Traditions”; at Ocmulgee Pottery and 
Gallery, 317 High Street-Route 1A. 
Massachusetts, Newton November 1-December 
31 Exhibition of wood-fired functional ware by 
Wayne Fuerst, Louise Harter, Ellen Huie, Michael 
Kline, Mark Shapiro and Sam Taylor; at Infinity 
Gallery, 341 Watertown Street.

Michigan, Detroit through January 1, 1997
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“Michigan Potters’ Association Exhibition,” works 
by Carolyn Dulin, Jamie Fine, John Glick, Paul 
Kotula, Elizabeth Lurie, Daleen Menning, Larry 
Oughton, Thomas Phardel, Joan Rosenberg, John 
Stephenson, Susanne Stephenson and Joseph 
Zajac; at the Detroit Institute of Arts, 5200 Wood
ward Avenue.
Michigan, Pontiac December 6-January23, 1997 
Exhibition of ceramics by Simona Alexandrov, 
Adelaide Paul and Bonnie Seeman; at Shaw Guido 
Gallery, 7 North Saginaw Street.
Minnesota, Saint Paul November 17-December
23 “ 1996 Holiday Invitational Exhibition,” works 
by over 40 clay artists; at Northern Clay Center, 
2375 University Avenue, West.
Nebraska, Kearney December 8-January 16,1997 
“Rendezvous!” works by 29 clay artists and their 
invited guests; at the Museum of Nebraska Art, 
2401 Central Avenue.
New Jersey, Newark through Spring 1997 
“The Printed Pot: Transfer-Printed Ceramics, 
1750-1990”; at the Newark Museum, 49 Wash
ington Street.
New York, Alfred through February 14, 1997 
“Handle with Care,” exhibition focusing on the 
various ways artists deal with handles on works; at 
the International Museum of Ceramic Art at 
Alfred, New York State College of Ceramics at 
Alfred University.
New York, New Paltz through November 70“The 
Potters of Mata Ortiz, Mexico”; at State Univer
sity ofNew York at New Paltz, Fine Arts Building/ 
Lower Rotunda, 75 South Manheim Boulevard. 
New York, New York November 5-30 Onbz- and 
Shino-style works by Suzuki Goro and Bizen-style 
ware by Kakurezaki Ryuichi; at Gallery Dai Ichi 
Arts, New York Gallery Building, 24 West 57th 
Street.
New York, West Nyack December 6-8 “Annual 
Ceramic Faculty and Student Exhibition and 
Sale”; at Rockland Center for the Arts, 27 
Greenbush Road.
North Carolina, Asheville through November 10 
“Wood-fired Clay: Ancient Techniques, Modern 
Interpretations”; at Blue Spiral 1,38 Biltmore Ave. 
North Carolina, Charlotte through February 9, 
1997 “Meissen Porcelain 1710-1756”; at Mint 
Museum of Art, 2730 Randolph Road.
Ohio, Columbus November 1—December 31 “In 
Pursuit of Ceramic Excellence,” works by Ohio 
Arts Council fellowship winners; at the Ohio 
Craft Museum, 1665 West Fifth Avenue. 
Pennsylvania, Elkins Park through November 9 
“Body Builders,” figurative clayworks; at Gallery 
500, Church and Old York roads.
Pennsylvania, Philadelphia November 1-24“Ten 
Years of Fire: Organic Matters,” benefit exhibi
tion celebrating the tenth anniversary of Water
shed Center for the Ceramic Arts in Maine; at the 
Clay Studio, 139 North Second Street. 
Pennsylvania, Pittsburgh November 29—January 
9, 1997 “Beyond the Figure,” works by Judith 
Freedman, Ceil Leeper, Nita Schwartz and Cheryl 
Tall; at the Clay Place, 5416 Walnut Street. 
Vermont, Montpelier through November 30 “The 
Great Bowl Show.” through December31 “Master
ful Mugs”; at Vermont Clay Studio, 24 Main St. 
Virginia, Alexandria through December 2 “Holi-

84 CERAMICS MONTHLY



November 1996 85



Calendar

day Showcase: Art that Works.” December 3— 
January 6, 1997“Decked Out Holiday Clay”; at 
Scope Gallery, Torpedo Factory Art Center, 105 
North Union Street.
Washington, Cheney November 5—26 “Clay on 
the Wall”; at Eastern Washington University, 
Gallery of Art.
Washington, Seatde through March 2, 1997“Viet- 
namese Ceramics: A Separate Tradition”; at Se
attle Asian Art Museum, 1400 East Prospect, 
Volunteer Park.
World Wide Web through December 31 “Fourth 
Annual Strictly Functional Pottery National”; at 
http://www.art-craftpa.com

Ceramics in Multimedia Exhibitions
Alabama, Huntsville through November 17 “The 
Red Clay Survey”; at the Huntsville Museum of 
Art, 700 Monroe Street, Southwest.
Arizona, Sun City through December 30 “See It 
My Way,” juried exhibition of works by Arizona 
Designer Craftsmen; at Sun Cities Art Museum, 
17425 North 115th Avenue.
Arizona, Tempe November 8—January 12, 1997 
“In Other Words”; at Tempe Arts Center, Mill 
Avenue and First Street.
Arizona, Tucson November 19-January 4, 1997 
“Annual Holiday Exhibition,” including ceramics 
by Peter Chartrand, Jane A. Pate and Toni 
Sodersten; at Obsidian Gallery, St. Philips Plaza, 
4340 North Campbell Avenue, Suite 90. 
California, Davis December 3-January 5, 1997

Exhibition with ceramic sculpture by Esther 
Shimazu; at John Natsoulas Gallery, 140 F Street. 
California, La Jolla through December 12“ Festival 
of Lights,” exhibition of menorahs; at Gallery 
Alexander, 7850 Girard Avenue.
November 7-December 31 “Holiday Treats”; at 
Gallery Eight, 7464 Girard Avenue.
California, Sacramento through November 29 
Three-person exhibition with ceramic sculpture 
by Miriam Davis. December 4—31 Three-person 
exhibition with ceramics and painting by Maria 
Alquilar; at Michael Himovitz Gallery, 1020 
Tenth Street.
November22—January5,1997“Kings and Queens 
and Soup Tureens: Campbell Collection of Soup 
Tureens from Winterthur”; at Crocker Art Mu
seum, 216 0 Street.
California, San Diego through December 29 
“American Expressions of Liberty—Art of the 
People, by the People, for the People.” through 
December 31 “Colors of the Rainbow Serpent: 
Arts of Panama from the Kelton Foundation and 
Selected Collections,” pre-Columbian pottery and 
molas; at Mingei International Museum ofWorld 
Folk Art, University Towne Centre, 4405 La Jolla 
Village Drive.
California, San Francisco through November 15 
“Best in America: Invitational Exhibition,” with 
ceramics by Casey Ginn; at the Stones Gallery, 55 
Third Street.
through December 8“$> plendors of Imperial China: 
Treasures from the National Palace Museum, 
Taipei”; at Asian Art Museum of San Francisco, 
Golden Gate Park.
California, San Jose November 24-February 23, 
1997“Elvis + Marilyn: 2 X Immortal”; at the San 
Jose Museum of Art, 110 South Market Street. 
Connecticut, Guilford November2—December24 
“Artistry—A Holiday Festival of Craft”; at 
Guilford Handcraft Center, 411 Church Street. 
Connecticut, New Haven November 9-December 
24 “Celebration of American Crafts”; at Creative 
Arts Workshop, 80 Audubon Street.
D.C., Washington through November 9 “Art on 
the Seventh Floor,” with ceramics by Jewell Gross 
Brenneman; at the Washington Design Center, 
300 D Street, Southwest. 
through 1997“V\i)x. Expressions of Hindu Devo
tion,” 125 works, including terra cotta; at Arthur 
M. Sackler Gallery, Smithsonian Institution, 1050 
Independence Avenue, Southwest.
November 9—May 1, 1997“An Invitation to Tea”; 
at the Freer Gallery, Smithsonian Institution. 
Florida, Belleair through November 10 “Florida 
Biennial II”; at the Florida Gulf Coast Art Center, 
222 Ponce de Leon Boulevard.
Florida, Pensacola December 2-January 4, 1997 
“Woman 2 Woman 2”; at SOHO Gallery, 23 
Palafox Place.
Florida, Saint Petersburg November 8—December
24 “Season of Lights”; at Florida Craftsmen Gal
lery, 501 Central Avenue.
Georgia, Athens November 9-January 12, 1997 
“Treasures of Ancient America from the Mint 
Museum of Art”; at Georgia Museum of Art, 
Performing and Visual Arts Complex, University 
of Georgia.
Georgia, Atlanta through January 5, ^^“High
lights from the Collection”; at the High Musuem 
of Art, 1280 Peachtree Street, Northeast. 
November 8-January 25, 1997 “An Enchanted 
Evening: Nativities from Around the World”; at
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the Atlanta International Museum of Art and 
Design, Peachtree Center, Marquis Two, 285 
Peachtree Center Avenue.
Kentucky, Berea through November 7 Bead work: 
Beyond Boundaries”; at Contemporary Artifacts 
Gallery, 128 North Broadway.
Kentucky, Lexington through December 25Two- 
person exhibition with ceramics by Walter Hyleck; 
at the Kentucky Art and Craft Foundation, 609 
West Main Street.
Massachusetts, Boston November 2-January 5, 
1997 “Toys and Gadgets”; at the Society of Arts 
and Crafts, 175 Newbury Street, between 
Dartmouth and Exeter.
November 4—January 3, 1997 “Toys and Gad
gets”; at the Society of Arts and Crafts, 101 Arch 
Street (34 Summer Street/down town crossing). 
November 15—December 31 “Memories ’96,” 
Christmas ornament and Menorah exhibition; at 
Signature, Dock Square, 24 North Street. 
Massachusetts, Chestnut Hill November 15—De
cember 31 “Memories ’96,” Christmas ornament 
and Menorah exhibition; at Signature, the Mall at 
Chestnut Hill, Boylston Street.
Massachusetts, Mashpee November 15-Decem- 
ber 31 “Memories ’96,” Christmas ornament and 
Menorah exhibition; at Signature, Mashpee Com
mons, 10 Steeple Street.
Massachusetts, Westport November 15—Decem
ber 31 “Memories ’96,” Christmas ornament and 
Menorah exhibition; at Signature, 48 Post Road, 
East, at Main Street.
Michigan, Detroit through November 10“Vantasy 
and Fiction.” November 15—December 31 “The 
Christmas Show”; at Swann Gallery, 1250 Li
brary Street.
New Jersey, Cherry Hill through November 30 
“Grand Opening Invitational”; at Petrides Studio 
Gallery, 5 Heritage Square.
New Jersey, Trenton through January 5, 1997 
“New Jersey Arts Annual: Crafts”; at the New 
Jersey State Museum, 205 West State Street. 
New York, Bronx through November 27 “Toby 
Buonagurio + Edgar Buonagurio: 25 Years (1971— 
1996),” with figurative ceramics by Toby Buona
gurio; at Hostos Center for the Arts and Culture, 
Hostos Art Gallery, 450 Grand Concourse.
New York, New York through December 23“ Con
temporary Art in Asia: Traditions/Tensions”; at 
the Grey Art Gallery and Study Center, New York 
University, 100 Washington Square, East. 
through January 5, 1997 “Contemporary Art in 
Asia: Traditions/Tensions”; at the Asia Society, 
725 Park Avenue at 70th Street.
New York, Niagara through February 2, 1997 
“Mutual Affinities: Paintings and Ceramics from 
the Aaron Milrad Collection”; at the Castellani 
Art Museum, Niagara University.
New York, Queens through January5,1997“ Con
temporary Art in Asia: Traditions/Tensions”; at 
the Queens Museum of Art, New York City 
Building, Flushing Meadows Corona Park. 
North Carolina, Asheville through January 15, 
1997 “The Beaded Object.” November 16-De- 
cember 31 Three-person exhibition with ceramics 
by Mark Ferri; at the Folk Art Center, Milepost 
382 on the Blue Ridge Parkway.
North Carolina, Charlotte through January 5, 
1997“Animals in African Art: From the Familiar 
to the Marvelous”; at the Mint Museum of Art, 
2730 Randolph Road.
North Carolina, Winston-Salem through Decem

ber 7“Beta-Israel: The Jews of Ethiopia”; at the 
Diggs Gallery, Winston-Salem State University. 
Ohio, Cleveland November 29—December 31 
“Holiday Collectibles,” including ceramics by 
Sergei and Dana Major Isupov, Ojima, and Natalie 
Warrens; at Sylvia Ullman American Crafts, 
130101 Larchmere Boulevard.
Ohio, Columbus through April 1997“ 117th Stu
dent Exhibition”; at the Columbus College of Art 
and Design, V-Hall, Beaton Hall and Joseph V. 
Canzani Center.
Ohio, Lancaster November 16-January 4, 1997 
Two-person exhibition with ceramics by Donn 
Hedman; at the Gallery at Studio B, 140 West 
Main Street.
Oregon, Eugene November 1-December 24 “Le 
Petit 4 Small Format Competition”; at Alder 
Gallery, 55W Broadway.

Oregon, Portland November 7-30 “Candlesticks 
and Candelabras: A National Invitational”; at 
BonaKeane, 205 Southwest Pine Street. 
Pennsylvania, Wayne December 6-January 10, 
1997“Craft Forms ’96”; at the Wayne Art Center, 
413 Maplewood Avenue.
Tennessee, Smithville November 25-January 5, 
1997 Three-person exhibition with terra-cotta 
tiles by Kerry Ebersole, and sculpture and pottery 
by Rick Swafford; at the Tennessee Technological 
University, Appalachian Center for Crafts, 1560 
Craft Center Drive.
Texas, Houston November 17-January 4, 1997 
“Annual Group Christmas Show”; at Archway 
Gallery, 2013 West Gray.
Texas, Lubbock November 18-December31 “ 11 th 
Annual December Competition”; at the Lubbock 
Fine Arts Center, 2600 Avenue P.

November 1996 87



Calendar

Wisconsin, Sheboygan through January 5, 1997 
“Casts of Character: The Factory and Beyond”; at 
John Michael Kohler Arts Cetner, 608 New York 
Avenue.

Fairs, Festivals and Sales
Alabama, Birmingham December 14 Tenth an
nual “Blue Light Special”; at 2365 Cahaba Road. 
Arkansas, Little Rock December 6-8 “Christmas 
Showcase,” works by Arkansas Craft Guild mem
bers; at the Excelsior Hotel, Statehouse Conven
tion Center.
California, Berkeley November 30-December 1, 
7-8, 14-15 and 21-22 “1996 Holiday Open 
Studios.”For map, send SASE or pick up at 1250 
Addison Street #214, Berkeley 94702; for other 
distribution points, telephone (510) 845-2612. 
California, San Francisco December 7-8 and 14- 
15 “1996 Celebration of Craftswomen”; at Fort 
Mason Center, Herbst Pavilion, Buchanan Street 
and Marina Boulevard.
California, San Mateo November 8—10 “Sugar- 
loaf s First Annual San Mateo Crafts Festival”; at 
the San Mateo Expo Center.
California, Sierra Madre November 14-17 “An
nual Art Festival”; at Creative Arts Group, 108 
North Baldwin Avenue.
Connecticut, Middletown November30—Decem
ber 15 “41st Annual Wesleyan Potters Exhibit and 
Sale”; at the Wesleyan Potters, 350 S. Main St. 
Florida, Alachua December 14-15 “The Alachua 
Dickens Festival”; downtown.
Florida, Gainesville November 9-10 “15th An
nual Downtown Festival and Art Show”; on South
east First Street, between the Downtown Com
munity Plaza and Hippodrome State Theatre. 
Florida, Tampa December 6-8 “ACC Craft Fair 
Tampa Bay”; at the Tampa Convention Center. 
Illinois, Evanston November 23—December 15 
“Holiday Market”; at the Evanston Art Center, 
2603 Sheridan Road.
Indiana, Indianapolis November 23—24 “Best of 
the Season”; at the Exposition Hall, Indiana State 
Fairgrounds.
Louisiana, Lafayette November 8-10 “Lafayette 
Art Association Nouveau Expo ’96”; at the 
Lafayette Art Gallery, 700 Lee Avenue. 
Maryland, Gaithersburg November21-24“Sugar- 
loaf s 21st Annual Fall Gaithersburg Crafts Festi
val”; at the Montgomery County Fairgrounds. 
December 13-15 “Sugarloaf s 19th Annual Win
ter Gaithersburg Crafts Festival”; at the Mont
gomery County Fairgrounds.
Massachusetts, Boston December 5-8 “Crafts at 
the Castle, 1996”; at the Park Plaza Castle, Arling
ton Street and Columbus Avenue. 
Massachusetts, Brookline December 5-22, week
ends “Brookline Arts Center’s 22nd Annual Craft 
Showcase”; at Brookline Arts Center, 86 Mon
mouth Street.
Michigan, East Lansing November21-23 “Greater 
Lansing Potters’ Guild Annual Fall Sale”; at All 
Saints Church, 800 Abbott Road.
New Jersey, Demarest December 6—8 “22nd An
nual Pottery Show and Sale”; at the Old Church 
Cultural Center School of Art, 561 Piermont 
Road.

New Mexico, Albuquerque November 7—10“2-4th
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Annual Southwest Arts Festival”; at the New 
Mexico State Fairgrounds Exhibit Hall.
New York, Forest Hills December 1 “Fourth 
Annual Central Queens Y Holiday Craft Fair”; at 
Central Queens Y, 67-09 108 Street.
New York, Herkimer November 9—10 “21st An
nual Herkimer County Arts and Crafts Fair”; at 
Herkimer County Community College.
New York, Long Island November 22-24 “22nd 
Annual Harvest Crafts Festival”; at Nassau Coli
seum.
New York, New York December 13—15“ Designer 
Crafts on Lexington Avenue,” fund-raiser for God’s 
Love We Deliver, an AIDS service organization; 
at the Lexington Avenue Armory, 26th Street. 
North Carolina, Charlotte December 13-15“ACC 
Craft Fair Charlotte”; at the Charlotte Conven
tion Center.
North Carolina, Marion December 7 “Appala
chian Potters Market,” sale of works by potters 
from Appalachian and Piedmont, North Caro
lina, area, plus east Tennessee, north Georgia and 
South Carolina; at McDowell High School. 
Ohio, Cincinnati November29-December 1 “Cin
cinnati Crafts Affair”; at Cincinnati Convention 
Center, downtown.
Ohio, Columbus December 5-8 “Winterfair”; at 
the Multi-Purpose Building, Ohio State Fair
grounds.
Ohio, Lima December 4-15 “Twelve Days of 
Christmas”; at ArtSpace/Lima, 65 Town Square. 
Pennsylvania, Philadelphia November 6-10“The 
20th Annual Philadelphia Museum of Art Craft 
Show”; at the Pennsylvania Convention Center, 
12th and Arch streets.
Pennsylvania, University Park November 22-24 
“Holiday Ornament Juried Sale and Exhibition”; 
at Palmer Museum of Art, Pennsylvania State 
University.
T exas, Brodnax December 13— I5“Brodnax Christ
mas Show”; at the Sons of Hermann Hall, 3414 
Elm Street.
Texas, San Antonio December 8 “Christmas Party 
and Art Sale”; at San Antonio Craft Center, 300 
Augusta.
Virginia, Richmond November 15-17“32nd An
nual Richmond Craft and Design Show”; at the 
Richmond Center for Conventions and Exhibi
tions, Fifth and Marshall streets.
West Virginia, Jefferson County November 9-10 
“Over the Mountain Studio Tour”; studios lo
cated in towns in Jefferson County. For brochure, 
write OTMST, 38 Paynes Ford Road, Kearneysville, 
West Virginia 25430; for information, telephone 
(304) 725-0567 or (304) 725-4251.

Workshops
California, Concow December 27-January 6,1997 
“Wood-fire Workshop” with Nolan Babin, mak
ing work and firing a 200-cubic-foot kiln (full 
session), or participants can bring own bisqued 
work (7 days). Fee: $350/full session; $250/par- 
tial, includes materials, firing and lodging. All skill 
levels. For further information, contact Nolan 
Babin, 13191 Mullen Way, Oroville (Concow), 
California 95965; or telephone (916) 534-9137, 
fax (916) 533-9361.
Florida, Sopchoppy January 13-18, 1997 “A
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Spirited Approach to Clay” with George Griffin, 
individualized stoneware, single-fire oxidation, 
fast-fire wood, business as an art form of self- 
expression. Limited to 4 participants. Fee: $350, 
includes materials, firing and lodging. Contact 
George Griffin, 1 Suncat Ridge, Sopchoppy 32358; 
or telephone (904) 962-9311.
Florida, West Palm Beach December 11-15“De
sign and Construction of Gas-Fired Kilns” with 
Nils Lou. Contact Armory Art Center, 1703 South 
Lake Avenue, West Palm Beach 33401; or tele
phone (888) 276-6791.
Georgia, Roswell November 16-17 Demonstra
tion and slide presentation on handbuilding tech
niques with Chuck Hindes. For further informa
tion, telephone the Potters Guild (770) 641 - 
1663, or e-mail bwheeler@mindspring.com 
Hawaii, Maui, Makawao November23—24“ Func
tional Stoneware Pottery: Throwing and Alter
ing” with Linda Christianson. Fee: $88. January
25-26, 1997 “Creativity: An Artist’s Point of 
View” with Regis Brodie, throwing, building and 
decorating. Fee: $88. Contact Hui No’eau Visual 
Arts Center, 2841 Baldwin Avenue, Makawao, 
Hawaii 96768; or telephone (808) 572-6560, fax 
(808) 572-2750.
Illinois, Carpentersville November 9—10 A ses
sion with Richard Zakin. Contact Great Lakes 
Clay and Supply Company, 120 South Lincoln 
Avenue, Carpentersville 60110; or telephone (800) 
258-8796 or (847) 551-1070, fax (847) 551- 
1083.
Kentucky, Richmond November9 Workshop and 
slide lecture with Chris Staley. Free. Location: 
Eastern Kentucky University art department. 
Telephone Joe Molinaro, (606) 622-1634. 
Maine, Portland November 16 “Raku Firing” 
with Jamie Oates. Fee: $35. December 4 “Free 
Kiln School.” Contact Portland Pottery, 118 
Washington Avenue, Portland 04101; or tele
phone (207) 772-4334.
Massachusetts, Boston November 17 Slide pre
sentation and lecture with Tatsuzo Shimaoka. 
Free. Limited seating; preregistration requested. 
Location: Massachusetts College of Art, Trustees 
Room, 621 Huntington Avenue. Telephone the 
Consulate General ofjapan in Boston, (617) 973- 
9772, extension 132.
Massachusetts, Stockbridge November 9-10 
“Raku” with John Kingston. Fee: $125. Contact 
the Interlaken School of Art, Post Office Box 
1400, Stockbridge 01262; or telephone (413) 
298-5252.
Massachusetts, Worcester November 2—3 “The 
Making of a Teapot” with Lisa Stinson. Fee: 
$125; members, $110. Contact Worcester Center 
for Crafts, 25 Sagamore Road, Worcester 01605; 
or telephone (508) 753-8183.
New Mexico, Santa Fe November 5 Slide lecture 
with Elaine Levin. Contact Santa Fe Clay, 1615 
Paseo de Peralta, Santa Fe 87501; or telephone 
Avra Leodas, (505) 984-1122.
New Mexico, Taos January 25—26, 1997“Mod
ern Mosaic” with Aliah Sage. Contact Judith 
Krull, T aos Institute of Arts, 5280 NDCBU, T aos 
87571; or telephone (800) 822-7183, e-mail 
tia@taosnet.com or http://www.taosnet.com/TLA/

Continued
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New York, New York November 9 “Japanese Tool 
Making” with Keiko Ashida and Bill Gundling. 
Contact Craft Students League, YWCA, 610 Lex
ington Avenue, New York 10022; or telephone 
(212) 735-9731.
January 27-31, 1997 “Teapots! Teapots! Tea
pots!” with Malcom Davis. Contact 92nd Street 
Y, School of the Arts, 1395 Lexington Ave., New 
York 10128; or e-mail http://www.92ndsty.org 
North Carolina, Brasstown November 10-16 
“Terra-Cotta Pottery” with Hazel Mae Rotimi. 
Fee: $232. Contact John C. Campbell Folk 
School, Route 1, Box 14A, Brasstown 28902; 
(800) 365-5724.
Pennsylvania, Philadelphia November 22 A lec
ture with Garth Clark. Location: Moore College 
of Art and Design. Contact the Clay Studio, 139 
North Second Street, Philadelphia 19106; or tele
phone (215) 925-3453.
Texas, San Antonio November 8-10“ As the Wheel 
Turns” with Randy James Johnston. Fee: $160; 
November 8 slide lecture is free. Contact South
west Craft Center, 300 Augusta, San Antonio 
78205-1296; or telephone (210) 224-1848, fax 
(210) 224-9337.
Vermont, Montpelier November 16—17 A session 
with Adam Zayas, designing tiles and mosaics. 
Fee: $145, includes materials. Contact the Ver
mont Clay Studio, 24 Main Street, Montpelier 
05602; or telephone (802) 223-4220. 
Wisconsin, Cambridge November 16—17 A ses
sion with Robert Briscoe and Jack Troy. Spon

sored by the Cambridge Area Clay Guild. Tele
phone Brad Wells, (608) 423-9615.

International Events
Australia, Buccarumbi January 5—25, 1997“Or- 
ganic Building Systems for Sculptural Expres
sion” (focusing on handbuilding and individual 
expression) with Malina Monks and Sandra Tay
lor (January 5—11, 1997) and Rod Bamford and 
Sandra Taylor (January 19-25, 1997). Fee: 
Aus$855 (approximately US$655) per workshop, 
includes materials, lodging, meals. Contact Sandra 
Taylor, Blackadder, Buccarumbi via Grafton 2460, 
NSW, Australia; or telephone/fax 66 49 41 34. 
Canada, Nova Scotia, Halifax through January
19, 1997“Potters of the Past”; at the Art Gallery 
of Nova Scotia, 1741 Hollis at Cheapside. 
Canada, Ontario, Toronto November 23-Decem- 
ber 15 Exhibition of ceramics by Mignon 
Mildenberger; at the George R. Gardiner Mu
seum of Ceramic Art Shop, 100 Queen’s Park. 
December 3 Slide lecture with Paul Atterbury on 
the history/impact of the Staffordshire figure. Fee: 
Can$12 (approximately US$8.50); members/se- 
niors/students, Can$10 (approximately US$7). 
December 3 or 4 (A.M. or P.M. sessions on 4th) 
Discussion with Paul Atterbury on the museum’s 
collection of English pottery figures. Fee: Can$ 18 
(approximately US$13); members/seniors/stu- 
dents, Can$15 (approximately US$11). Contact 
the Royal Ontario Museum, (416) 586-5797. 
Canada, Ontario, Waterloo through December30 
Peter Powning, “Elemental Clay and Glass”; at 
Canadian Clay and Glass Gallery, 25 Caroline 
Street, North.

Canada, Quebec, Montreal December 8-January 
26, 1997“Terre en Transit,” national biennial of 
ceramics; at Maison de la Culture Frontenac. 
England, Chichester November 15— 17“Pottery,” 
throwing and turning plus handle making with 
Alison Sandeman. December 6-8 “Master Potter 
Series: Thrown Forms, Decoration and Glazes” 
with David Leach. Contact the College Office, 
West Dean College, West Dean, Chichester, West 
Sussex P018 0QZ; or telephone (24) 381-1301, 
fax (24) 381-1343.
England, London through November 22 Exhibi
tion of teabowls by Claudi Casanovas. November 
27-December 20 John Maltby, “Kings and An
gels”; at Galerie Besson, 15 Royal Arcade, 28 Old 
Bond Street.
November 20-December 23 “Silver Christmas,” 
exhibition of jewelry, textiles, ceramics and metal
work; at Crafts Council Shop at the Victoria &: 
Albert Museum, South Kensington.
December 5—February 2, 1997“Still Life,” exhibi
tion of ceramics, glass, metal, textiles and wood; 
at the Crafts Council Gallery Shop, 44a Penton- 
ville Road.
England, Oxford November 4-27 Exhibition of 
ceramics by Bente Hansen; at Oxford Gallery, 23 
High Street.
France, Bruges through November 17 “La 
Ceramique Fauve Andre Metthey et les Peintres”; 
at Fondation Saint Jean.
France, Dunkerque through February 15, 1997 
Exhibiton of ceramic sculpture by Jacques 
Kaufmann; at Musee d’Art Contemporain de 
Dunkerque.
France, Mulhouse through November j?“Biennale 
d’Aubonne Ceramique Contemporaine Suisse”;
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at Maison de la Ceramique, 25, rue Josue Hofer. 
Germany, Diisseldorf through December 8 Exhi
bition of ceramic sculpture by Claudi Casanovas. 
through January 5, 1997 Ceramics by Emidio 
Galassi; at Hetjens-Museum, Schulstrasse 4. 
Germany, Frechen through February 9, 1997 
“Movement: European Ceramics ’96”; at Mu
seum fiir Zeitgenossische Keramische Kunst, 
Bonnstrasse 12.
Italy, Faenza through December 1 “Green and 
Brown: from Kairouan to Avignon; Pottery from 
the 10th to 15th Centuries.” through December 1 
“Faenza-Faience: White Faenza Pottery.” through 
January 30, /^/“Naturalistic Floral Decoration 
in European Pottery in the 18th Century” plus 
terra cottas, works on paper by Louise Nevelson, 
1900-1988; at Museo Internazionale delle 
Ceramiche, Via Baccarini, 19.
Jamaica, Falmouth January 16-23, 1997Wood- 
fire workshop with Byron Temple. Location: Good 
Hope Pottery. Contact 92nd Street Y, School of 
the Arts, 1395 Lexington Ave., New York, New 
York 10128; or e-mail http://www.92ndsty.org 
Japan, Mashiko through December 1 “The First 
Mashiko Ceramics Competition ’96”; at theTogei 
Messe Mashiko Gallery, 321-42 Tochigi-ken 
Haga-gun Mashiko-machi.
Mexico, Oaxaca January 2-10, 1997“From the 
Zapotec Tradition and Beyond” with Bob Green. 
For further information, contact Horizons, 108- 
P North Main Street, Sunderland, Massachusetts 
01375; or telephone (413) 665-0300, fax (413) 
665-4141.

Netherlands, Amsterdam through November 13 
Ceramics by Bernard Dejonghe. November 16- 
December 21 Ceramics by Veronika Poschl; at 
Galerie de Witte Voet, Annemie Boissevain, 
Kerkstraat 135.
Netherlands, Arnhem November 9-January 5, 
1997 Ceramics by Ri-Jeanne Cuppens; at the 
Museum of Modern Art.
Netherlands, Delft through November30Raku by 
Susanne Silvertant; at Terra Keramiek, Nieuw- 
straat 7.
Netherlands, Deventer through November 5?Two- 
person exhibition with ceramics by Pierre Bayle. 
November 17-December 28 “Ten Years Ceramics 
from France in Deventer,” with works by Jean 
Francois Fouilhoux, Bernard Lancelle, and Claude 
and Slavik Palley; plus an exhibition of recent 
ceramics by 53 other artists; at Loes and Reinier, 
Korte Assenstraat 15.
mid November-mid January 1997 Exhibition of 
ceramics by Helly Oestreicher; at the Bergkerk. 
Netherlands, Laren through November 10YLx\i\bi- 
tion of ceramics and gouaches by Johnny Rolf; at 
the Singer Museum.
Netherlands, Oosterbeek through November 18 
Clayworks by Noor Camstra. November 24—De
cember 22 Sculpture by Marion Askjaer Veld; at 
Galerie Amphora, Van Oudenallenstraat 3. 
Netherlands, Rotterdam through mid January 
1997Exhibition of ceramics by Martin Smith; at 
Museum Boymans-van Beuningen.
Scotland, Glasgow November 2-27 “Cups!”; at 
t.Garner Gallery, 4 Parnie Street.
Switzerland, Geneva through January 13, 1997 
“Imperial Easter,” porcelain eggs from the Her
mitage Museum in Saint Petersburg, through Feb
ruary 13, 1997Exhibition of ceramics by Setsuko 
Nagasawa; at Ariana, Swiss Museum of Ceramics 
and Glass, 10, avenue de la Paix.
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Questions
Answered by the CM Technical Staff

Q For several years, I have been using a Cone 
05 clear glaze on a stoneware clay fired to 
Cone 10. The clear glaze contains a small 
amount of lead, but is the most reliable, 
clearest glaze I have found to preserve the 
pinks, roses, etc., that I often use. At Cone 10, 
the glaze has a fine crackle but otherwise fires 
nicely.

First, since this glaze is supposed to be 
“safe”under normal Cone 05firing, is it also

safe (nontoxicj when it yields afine crackle on 
stoneware? Second, could you suggest a reli
able clear glaze to apply to Cone 10 bisqued 
stoneware that could fire to Cone 05 and 
preserve stains in the rose-red family?—G.X.

Many glazes, especially those that are 
frit based and compounded to fire at earth
enware temperatures, can be fired success
fully to a higher temperature. In fact, many 
of the commercial glazes that are readily 
available can be used at many different 
temperatures than what is specified.

You are probably using one of these 
compositions, but overfiring it. While it

may indeed maintain its glassy properties 
at Cone 10, the crazing results from the 
overfiring. This is a classic example of 
improper fit.

My personal preference is not to use any 
product containing lead; however, I would 
venture that most of the lead in this com
position has volatilized out at this tem
perature. It would be interesting to do a 
lead-release check on the finished ware.

I would hope that your work is not 
designed for the tabletop; with such a net
work of crazing, food residue would even
tually be problematic. You have not ad
equately sealed the pot’s surface with glaze 
if it does not fit. Your pot may be well 
vitrified, but the glaze surface, as you de
scribe it, is not compatible.

Another approach to take would be to 
find a compatible clay and glaze that would 
give you the results you desire without such 
a broad difference in temperature ranges 
between the clay and the glaze. Many, if 
not a good portion of most commercial 
stains, are compatible over a broad range of 
temperatures and atmospheres.

Of course, the most saturated colors are 
better produced at lower temperatures, but 
with proper formulations and percentages 
of stains, you can duplicate hues and values 
of nearly any color. What is important is to 
have a glaze that does not contain any zinc, 
as this material in combination with many 
of the spinel formulations in commercial 
stains will adversely affect color.

Glazes that are formulated to fire at high 
temperatures have the correct molecular 
equivalents to produce a stable, balanced 
melt at that specific temperature. Some 
Cone 10 glazes may be useful at Cone 05, 
but they would need severe alteration to 
produce a balanced glass.

While high-temperature glazes may be
gin to sinter at Cone 05, they would not be 
fully mature, and I would think that you 
would, again, have severe glaze fit prob
lems. The more compatible approach of 
working with a lower-temperature vitrified 
clay is a better way of eliminating potential 
clay/glaze interface problems and retaining 
the colors you like.

Jonathan Kaplan 
Ceramic Design Group 

Steamboat Springs, Colorado

Subscribers’ questions are welcome and those 
of general interest will be answered in this 
column. Due to the volume received, letters 
may not be answered personally. Address the 
Technical Staff, Ceramics Monthly, Post 
Office Box 6102, Westerville, Ohio 43086- 
6102; fax (614) 891-8960 or e-mail 
editorial@ceramicsmonthly. org
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Ceramic Folklore
by Ivor Lewis

^^eramic arts are passed on through 
teaching methods that rely on a mix of 
tradition and literature. Much “knowl
edge” is taken for granted and perpetu
ated unchallenged. Here, four popular 
concepts are examined to reveal the as
sumption, assertions and misinformation 
that pervade current thought in the prac
tice of studio ceramics. These are con
cerned with the hypothesis that salt glaze 
is formed when sodium chloride and wa
ter meet each other in a firing kiln; with 
interpretations of the terms eutectic and 
flux; and, finally, with the adequacy of 
instructions for joining clay parts.

Many traditions and beliefs found 
throughout ceramics literature appear im
mune to questioning, criticism or com
ment. This cultural heritage is transmit
ted by potters, teachers, 
ceramics artists and other 
practitioners at meetings, 
workshops, conferences, lec
tures and demonstrations.

The first problem faced 
by a critic of the status quo 
is to dispel the anger of those 
who defend our “ancestors,” the founders 
of current knowledge. No matter how 
egalitarian we may believe we are, demo
cratic society accepts authoritarianism as 
being the best way to maintain equilib
rium and continuity. Power lies in au
thority, and in the words of those who 
assume or are granted authority. If it has 
been written down, it must be true! It 
becomes “the word,” “the rule” and even 
“the law.” A challenge must be repelled; 
indeed, challengers are vilified or pillo
ried on grounds that heroes are not wrong.

I now challenge some of the precepts 
and concepts learned at college and in 
other situations, including statements in 
books. Twelve years ago, I accepted what 
I read without question, but I have 
changed. My first doubt was the way the 
literature explained salt-glaze chemistry.

Salt Glaze Folklore
Though I was introduced to this pro

cess in the early 1960s through dealings 
with industrial sewer pipe producers, it 
was not until I started firing salt kilns in 
1983 that I realized the published chem
istry was suspect. When I approached my 
ceramics teacher about my suspicions, I

was told that authors such as Daniel 
Rhodes would not write it down if it were 
not true and I should accept it. I double
checked Rhodes’ statement. He had writ
ten that the notion of salt and water 
reacting to give hydrochloric acid and 
sodium oxide was a hypothesis. My lec
turer had failed to distinguish between a 
hypothesis, which is an untested opinion 
or assertion, and a fact, which could be 
validated by observation and test. Rhodes 
was right, and salt glaze theory, like every 
scientific theory, is open to refutation.

All the pseudoscience that has been 
written and continues to be written about 
salt glazing needs to satisfy two tests. The 
first is the identification of hydrogen chlo
ride gas in the presence of the other vola
tile chlorides that are known to be

discharged during the salt-glaze reaction. 
The second is to show the presence of 
hydrogen chloride gas in a stream of su
perheated steam and sodium chloride va
por before it impinges on any of the 
substances that are in clay. My inability to 
find these tests recorded as evidence, after 
an extensive search of the literature base, 
leads me to believe that they have never 
been attempted.

My own experimentation leads me to 
believe that sodium chloride reacts im
mediately with molten silicates in the ma
turing clay. There is sufficient written 
evidence to support this view and it 
satisfies concepts of chemical thermody
namics. Moreover, it is testable by experi
ment. All else is folklore, myth or fable.

Eutectic Folklore
It is a widely circulated inference that 

a glaze melts because of the presence of a 
eutectic. This, imply its champions, is 
because a eutectic is the lowest melting 
point of two or more compounds, usu
ally oxides, formed from substances in 
the recipe. Several authors describe how a 
recipe can be juggled to obtain or avoid 
one or several eutectics in a glaze recipe

that is misbehaving. This is folklore. In 
scientific literature, a eutectic is defined 
as a point of thermal equilibrium where 
two or more chemical compounds can 
coexist with a molten liquid made from 
both or all of them. Any change in tem
perature will cause a spontaneous chemi
cal reaction leading to the solidification 
of the liquid or melting of the solids.

Reflective reading is needed to dis
cover why the term eutectic is so popular 
with some authors or why potters are in 
error in attributing many of their obser
vations to the presence of the phenom
enon. Observations of clear glassy 
specimens in a line blend or those that 
have flowed freely between opaque or crys
talline samples are claimed as evidence of 
a eutectic. In making this claim, they 

demonstrate, if not igno
rance, a certain cavalier at
titude toward established 
scientific definitions and 
conventions, as well as mis
interpretation of published 
scientific data. They further 
confound their argument 

through choosing working temperatures 
that may be several hundred degrees above 
that of their selected eutectic point. They 
are also estimating, not measuring, tem
perature from the behavior of their Orton 
cones. Why should they incorporate melt
ing fluxes in their glaze recipes if eutectics 
are so powerful? Simply because eutectics 
do not promote fusion unless included as 
a premelted glass or frit.

Invoking a eutectic prevents thought 
about solubilities and cooling rates, which 
have profound effects upon glaze charac
ter. A glass proves that the mixture was 
molten and that the cooling rate, for the 
selected composition, was fast enough to 
suppress crystallization. The presence of a 
eutectic point can only be established by 
highly sophisticated tests under condi
tions of controlled temperature and ther
mal equilibrium. In addition, a eutectic 
compound can only be identified under 
the microscope. This is the realm of the 
investigative scientist, not the artist pot
ter. Skewed logic and wooly-mindedness 
lead to false conclusions. Potters would 
do better to understand the importance 
of solidus and liquidus as concepts in 
their glazing theory.

Twelve years ago, I accepted what I read 
without question, but I have changed. My first doubt was 

the way the literature explained salt-glaze chemistry.
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Flux Folklore
It is common knowledge that increas

ing the number of fluxes in a glaze recipe 
promotes melting and fusion of refrac
tory glazes. This is especially so of lime. 
Calcium oxide is noted for promoting 
fluidity and glassiness in recipes to which 
it is added as a supplementary flux. Cal
cium oxide really helps to get things mol
ten—so folklore informs us (you may 
even hear whispers of a eutectic!). I find it 
incongruous that lime and dolomite are 
used in one industry because they are 
supposed to melt freely when in contact 
with other substances, and in another 
because they resist high temperatures and 
do not melt. Quite clearly, potters are 
again falling into the common trap of not 
defining their terms of reference before 
stating their argument. Confusion is com
pounded through attributing similar 
chemical properties to two dissimilar 
chemical groups, the alkali and the alkali 
earths, then enhanced through grouping 
their oxides together in the unity for
mula. And to add insult to injury, studio 
ceramists may show a total misunder
standing of the physical and chemical 
nature of glass.

This confusion evaporates, as I have 
said before, like morning mist before the 
rising sun, when it is realized that carbon
ates and silicates containing sodium, po
tassium and lithium (the alkali group 
elements) melt at relatively low tempera
tures to provide environments in which 
other compounds can dissolve. This is, I 
understand, because they have ionic 
bonds. Alkali earth elements used by pot
ters in such compounds as, for example, 
carbonates of magnesium, calcium and 
zinc, decompose under the influence of 
heat, and their oxides dissolve in molten 
silicate mixtures to provide ions that sta
bilize glass structures. Formal attendance 
of undergraduate physical chemistry 
courses would provide ceramics arts stu
dents with this knowledge, eliminating 
the need for folklore.

Joining Folklore
Adding handles, lugs, spouts and other 

appendages is an everyday event in most 
pottery studios. Slab builders and ceram
ics sculptors are always making complex 
assemblies. Common descriptions for all 
of these processes tell of the need to scratch 
the joining surfaces and to use a slurry of 
clay with water as an adhesive. It’s in all 
the books! Some authors suggest that plain 
water may be used and some, vinegar.

There is good scientific reason to use vin
egar but more of that later.

This method ignores many good prac
tices and principles of welding and braz
ing, which provides useful analogies. Butt 
joints in clay have a similar conformation 
to brazed joints. For both clay and metal, 
a joining compound that has a compat
ible composition is chosen. Here, the com
parison falls apart. Welders and plumbers 
do not disfigure the surface of their metal; 
they like to keep it smooth and clean. 
Nor do they dilute the joining compound. 
I learned from a master potter that it was 
better to use deflocculated slip. It is an 
excellent efficient material for the pur
pose. The same person also told me not 
to score the parts. So I do not. I make 
joints up to 1½ meters long, joining 
thrown collars to slabs to create oval and 
rectangular bonsai planters. They fire with
out subsequent cracking along the joint.

Success aroused my curiosity. I won
dered why, if this is/was successful, what 
the reasons were. The answers were simple. 
Deflocculated slip may contain less water 
than the clay in the slab or the collar. It is 
a dense fluid, which flows freely, lubri
cates well, allowing for repositioning; and, 
in contact with thrown or rolled clay, 
changes its physical character. On drying, 
it shrinks less, hence reducing stresses that 
can lead to hairline cracks. By not scor
ing, I place the surfaces in intimate con
tact and eliminate places where voids can 
form. Voids, due to the possibility of 
trapped air or shrinkage of low-density 
clay slip, can become stress raisers when 
clay is fired and act as points from which 
cracks can propagate, a situation that will 
be exaggerated if the pot is subject to 
thermal cycling.

Why is vinegar so useful, particularly 
when sprigging one colored clay onto an
other? It deflocculates the clay surface, 
providing the physical properties I have 
described without adding clay, which must 
be wiped away. It works. I’ve tried it.

Folklore is an essential part of cultural 
exchange and continuity in any society. 
In local terms, it is an efficient way of 
transmitting the best practices and meth
ods. But its use must be tempered by 
caution and a willingness to question pre
cepts in the light of new knowledge. Oth
erwise, there will be a continuing delay of 
several generations before acceptance of 
current research becomes universal. Per
haps this credibility gap measures our re
luctance to abandon the comfort of 
traditions we know so well. ▲
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Comment

The Journey by Hollis L. Engley

We stood in the glazing room late one 
night, my friend and I, and talked about 
the time we pass making pots.

“I don’t know whether it’s become an 
obsession or a passion,” I said to her.

“Both,” she replied, adding that some
times when her husband calls during the 
day and asks what’s for dinner, “I’d like to 
tell him that we should each make our 
own sandwiches; what I want to do is 
make pots.”

We are both amateur potters—me for 
about four years, my friend for a bit longer. 
We study Tuesday nights in the Art League 
School at the Torpedo Factory in Alexan
dria, Virginia. We both have wheels in 
the part of our homes that gave rise to the 
sometimes derisive nickname “basement 
potters.” I make pots on a raggedy old 
wooden-framed kick wheel (I think I’m 
its third owner) beneath the canoe paddles 
and life jackets that hang from the unfin
ished ceiling.

Still, I am serious about my avocation, 
and so is my friend, because we both love 
making pots. If you love something, you 
respect it and treat it seriously. And even 
if you don’t make a living at it, you can 
still make a life of it.

In my day job, I am a journalist. Most 
of the week I sit in front of a computer 
screen, connected by my fingers to the 
keyboard, by my ear to the world. I talk 
to strangers in Australia or California, 
Idaho or Pitcairn’s Island. My product— 
feature writing about the culture of AIDS 
or the World Cheese Championship or 
love at first sight, almost anything—is 
ephemeral. It exists somewhere between 
my eyes and my brain, then moves elec
tronically to 120 newspapers around the 
United States. Maybe it ends up in some 
of those newspapers and on the breakfast 
tables of readers in Seattle or Chillicothe 
or El Paso. Maybe it just disappears.

In any case, it is complex to produce, 
involving dialogue with reporter and 
source, reporter and himself, reporter and 
editor. And when I’m finished, a story 
becomes a collection of ideas written in 
orange lights on a black background, digi
tal signals that move through telephone 
wires across the country. It is entirely
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weightless. (I never come home with story 
fragments splashed on my shoes and 
pants.) But a pot is a different story. A 
mug or a bowl has heft and simple, daily 
purpose. And that is why I love clay.

One day last winter, unable to reach 
the office in the snow, I sat at my wheel 
and looked out at the roaring so-called 
“Blizzard of’96.” Fat white flakes swirled 
along the fence. Snow built up a 10-inch 
blanket on our overturned canoe.

Warmed by the furnace across the 
room, I went back to my wheel, threw 
down another 1-pound ball, kicked the 
concrete flywheel and centered the clay. 
Still kicking, I pushed my right thumb 
in, opened the bottom and pulled up the 
vertical wall of a small bowl. I compressed 
the bottom and pulled up the thick wall 
twice more, then stopped the wheel and 
cut facets all around.

I kicked, recentered the rim, smoothed 
it with a chamois, then reached in with 
my left middle finger and bellied out the 
thin, wavering wall of the bowl. Cutting 
it off the wheel, I lifted it and placed it 
aside on the wareboard.

When I had finished for the day, there

were 20 small bowls drying on the 
wareboard, none identical but all more 
or less the same.

That evening I went to the wheel again 
and turned a rough foot ring on each 
bowl. The Welsh potter Phil Rogers told 
participants at a Virginia workshop a 
couple of years ago, “If its going to be 
handmade, then by God it ought to look 
handmade.” I loved that. I wrote it down. 
I always remember Phil when I trim feet.

I then pulled handles on each bowl, 
turning them into round, rough mugs. 
Set on the wheel head and wareboard to 
dry, they looked like a family, all clearly 
from the same ceramic gene pool but 
each with its own identity.

A few weeks later, I fired most of them 
in a friend’s salt lain. After two days, they 
emerged, glossy from the salt and the 
celadon liner glaze, brown where the re
duced clay body showed. I have one cup 
here next to me as I write.There’s a tiny 
puddle of the afternoons coffee still at 
the bottom.

I will try them all at some point before 
I give them away or sell them. I need to 
know that they’re comfortable to hold, 
that they function well. Among this new 
batch, the answer is, so far so good. My 
pots are maturing with each firing, mov

ing closer to an undefinable ideal that 
exists somewhere in my head.

That ideal is a combination of what I 
have learned in class; throwing all day at 
the Alexandria studio or at night on my 
own wheel; in long hours reading about 
and looking at pictures of pots by Warren 
MacKenzie, Phil Rogers, various Leaches, 
anonymous potters of Seto and Mino; or 
handling works by other potters.

That is how I learn. I hope that is the 
way it will always be. At 49, I think I 
understand that we never “arrive” any
where in the work we love. True, mugs 
are finished, fired and given to a friend or 
sold to a stranger. Bowls and teapots go 
ofF and live useful lives in other people’s 
kitchens. But it’s as if they were thrown 
from a moving train that passes by before 
the pot even hits the ground. The point 
is not the arrival but the journey.

If you take that journey seriously, if 
you think about your pots—how they 
become what they are and how they can 
be better—then you are a serious potter, 
even if you throw in the basement and 
never sell a single pot.

The author Hollis Engley is features corre
spondent for Gannett News Service in Ar
lington, Virginia.
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