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Letters

Many Roads to Travel
In reference to Lori Keenan’s commentary 

“Cheating” (JunelJulylAugust CM) and Lili 
Krakowski’s letter in response (September):

I work within a minor though ancient 
clay tradition, the making of clay whistles. In 
the tradition handed down in my family, 
glaze on a whistle is considered practically a 
criminal act. Perhaps for acoustic reasons, 
perhaps because no one wanted to take the 
time to glaze such a complicated little object, 
unglazed and often painted clay has always 
been used for whistles, worldwide, with few 
exceptions. It is not cheating and it does not 
represent a lack of skill.

Potters often are strongly indoctrinated 
with the notion that glaze is the only accept
able surface for clay. It makes practical sense 
for dishes, but otherwise is just dogma.

Challenging rules is an important creative 
tool; whistle makers can discover glaze, pot
ters can discover paint. There are many roads 
beside the ones we have been told were the 
only roads.

Delia Robinson, Montpelier, Vt.

Give Us More
I enjoy reading about artists, both present 

and past. In fact, I would have enjoyed a 
much more extensive article about Beatrice 
Wood (Summer ’97) and I so enjoyed know
ing about Marguerite Wildenhain. The story 
of the role of ceramics artists in the history of 
the various movements of modern art would 
make a great article—issue, even.

Alice Fehlan, Los Alamos, N.M.

Hollister Kudos
Bravo, to Jeri Hollister, for first-place 

honors in the Monarch competition (April 
issue). I was fortunate enough to have been a 
student of Jeri’s at the Ann Arbor Potters 
Guild in Michigan. She was an inspiration! 
She taught me patience and to think a piece 
through from start to finish.

Julie Lancia, Providence, R.I.

Addendum
Regarding the second question on page 

98 of the September issue:
B.E. is experiencing bubble defects in a 

glaze that is formulated with 5% flint, and is 
fired at Cone 04. Flint is well known to 
dissolve only slowly in glazes fired below 
Cone 5. It also pins bubbles, impeding their

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 to 
edi torial @ce ramicsmonth ly. org

elimination from the glaze. In my experience, 
it is very difficult to prevent pinholing in 
glazes formulated with flint and fired to less 
than Cone 5. While I cannot make any 
specific recommendations without knowing 
what frit or frits are being used, I strongly 
recommend that the glaze be reformulated to 
eliminate flint.

Richard Eppler, Cheshire, Conn.

Real Life
I’ve worked as a part-time potter for 25 

years and last year’s issues helped me make a 
big step toward having a real life as a full-time 
potter!sculp tor. Reading about how other 
clay folks have built their creative lifestyles 
inspired me to get into some shows and 
galleries, which helped my art really take off.

Mary Donahue, Tallahassee, Fla.

Which Way is Up?
I have a perverted sense of humor. I just 

love it when the editors apologize for printing 
a piece of work upside down. It reminds me 
so much of my own work—no one quite 
knows what to make of it.

Keep up the good work. I learn a lot.
Sheila Smith, Sarnia, Ontario

Set-Up Info Appreciated
It is extremely helpful to show potters’ 

studios. I am in the process of having one 
built, and any information on set-up would 
be most appreciated. Just viewing other 
spaces in Ceramics Monthly has been great.

Jackie Lanier, Jupiter, Fla.

More Low-Fire
As a student of ceramics, I deal with 

mainly high-fire glazes. However, I have 
always been interested in experimenting with 
and learning about low-fire ware and glazes 
(for practical as well as aesthetic purposes).

Please print more practical information 
on the low-firing process (e.g., how the 
timing varies, low firing in an electric kiln, 
glazes and ware, etc.).

Ashley Dalrymple, Winterville, N.C.

Enjoying the Mix
Being far away from the ceramics (artist) 

world, I rely on CM to bring me current 
news. I actually enjoy all of the articles be
cause of the mix of different kinds.

Robin Polilli, Apex, N.C.

Creative Breaks
Regarding Delia Robinson’s “Psycho 

Ceramics” in the May issue: I enjoyed this 
article very much. It reminded me of a potter 
I met in Israel a few years ago. He was experi
menting with some primitive firing methods 
and was getting lots of broken pots. He 
packaged some up for children to get a sense 
of how archaeologists put together ancient 
pots they found. He did it just to try to

reclaim some of his work, and discovered it 
was so popular that he started breaking pots 
on purpose to sell. He solved his firing prob
lem and now sells both beautiful intact pots 
and many archaeology kits. It was very good 
to be reminded of this model of creativity.

Susan Pitzele, Poughkeepsie, N.Y.

Others Like Me
I look forward to every issue. I love read

ing about the other artists—getting inside 
their heads, seeing that others think like me.

Steven F. Sikorski, Tampa, Fla.

Encouraging Students
Thanks to CM, my students wanted to 

learn how to mix their own clay—now we 
have a mixer.

Thanks to CM, my students wanted to 
try a few glaze recipes—we’ve had several 
successful firings.

Thanks to CM, my students get to see a 
variety of work from every perspective.

Thanks to Pat Hanson’s article on Rich
ard Abnet (April ’97 issue), we may have one 
more potter—and one less lawyer.

Thanks, CM, for intensifying the allure of 
the clay.

Thomas Hodges, Rome High School, Rome, Ga.

Generosity and Encouragement
I enjoy the generous hints from other 

potters. I think there is a tendency to become 
reluctant to share information in this field (or 
I should say that has been my personal expe
rience), but CM does a good job encouraging 
some measure of collaboration.

I am a new potter and I find these hints 
and helpful suggestions by more experienced 
potters very valuable. Thanks.

Rahel Negusse, Oklahoma City, Okla.

Old Friends, New Challenges
I look through one “old” issue (chosen at 

random) almost every day to remeet old 
friends, remember past events and be chal
lenged by the great works of other potters. I 
look with respect at LeachlHamadal 
MacKenzie, et al., and wonder about the 
sanity of Voulkos’ ilk. Sometime I even 
reread the letters of bygone days—the “craft 
vs. crap” argument seems older than feldspar, 
but often amusing.

George Martin Rox, Corpus Christi, Tex.

All Possibilities
Please keep Ceramics Monthly open to all 

clay possibilities. It will keep us artists open- 
minded and most appreciative of the diversity 
of clay and artists.

Sherri Eskesen, Encinitas, Calif.

Attribution
Photo credit for Elaine Alt’s “Never Be 

Afraid to Play” article in the September CM 
belongs to Tommy Olof Elder.
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Up Front

Mint to Open Craft and Design Museum
An 82,000-square-foot building donated recently to the Mint 
Museum of Art in Charlotte by Nations Bank of North Caro
lina is scheduled to open in 1999 as the Mint Museum of Craft 
and Design. The intent is for the new facility to join the 
Smithsonian’s Renwick Gallery in Washington, D.C., and the 
American Craft Museum in New York City as a proponent of 
studio crafts, as well as a scholarly resource through its perma
nent collections and original exhibitions.

The museums first alliance with artists, collectors and craft 
organizations is with the National Council on Education for the 
Ceramic Arts (NCECA), which will donate a collection of 
ceramic pieces created by its members. NCECA will also house 
its historical archives and reference library in the new building.

Southeastern Juried Annual
“Spotlight ’97,” a juried exhibition of crafts by artists residing in 
the 11 American Craft Council Southeast (ACC/SE) member 
states of Alabama, Florida, Georgia, Kentucky, Louisiana, 
Mississippi, North Carolina, South Carolina, Tennessee, Vir-

Jenny Lou Sherburne’s “Dancing Vase,” 16 inches in height, 
wheel thrown and altered; at the Hickory Museum of Art, 
Hickory, North Carolina.

You are invited to send news and photos/slides about people or events 
of interest. We will be pleased to consider them for publication in this
column. Mail submissions to Up Front, Ceramics Monthly, Post Sa,|y Bowen Prange’s “Celebration Edge-Scape," 10 inches
Office Box 6102, Westerville, Ohio 43086-6102. in height, porcelain with glaze and lusters.

Allan Rosenbaum’s “Pipe Dream,” 18 inches in height, 
earthenware with stains and glazes.

ginia and West Virginia, was on view through August 3 at the 
Hickory Museum of Art in Hickory, North Carolina.

Of the 312 works selected by juror Kate Carmel (former 
chief curator at the American Craft Museum in New York 
City), 105 were ceramic. Jurying the exhibition, says Carmel, 
“has proven extremely reassuring to me. Though regional in 
organization, this exhibition attracts many of Americas best 
known and widely exhibited craft artists.

“I was therefore interested and pleased to find so much work 
of strong aesthetic appeal and fine technical standards,” she
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concluded. “This bodes well for all of us who take an interest in 
the vitality of contemporary American craft.”

Contemporary French Ceramics
Works by members of the Association of Potters Creators of 
Puisaye were exhibited in “14 Contemporary Ceramists” 
through September 15 at Maison du Chanoine in Treigny, 
France. The group has been exhibiting their work at Maison du 
Chanoine every year since 1982, as part of the annual “Clay

Up Front Jean-Michel Doix works with both high-fired stoneware and 
low-fired red earthenware to produce a variety of functional and 
decorative forms, ranging from wheel-thrown bottles to 
handbuilt reliquaries.

Colette Biquand slab-built and sawdust-smoked forms, 
to approximately 6 inches in diameter.

Summer in Puisaye.” Shown from the exhibition are works by 
Colette Biquand, Jean-Michel Doix and Laure Gaudebert.

Colette Biquand s spherical forms are slab built, often 
burnished and decorated with engobe lettering. “I write a lot on 
my pieces, either in flat or embossed letters,” she explains. A 
firing in a gas kiln is followed by smoke firing in sawdust.

Laure Gaudebert’s “Little Girl in an Armchair,” 
approximately 6 inches in height, grogged stoneware, 
glazed and wood fired to 1280°C (2336°F).

Jean-Michel Doix plate, approximately 12 inches in 
diameter; at Maison du Chanoine, Treigny, France.

Laure Gaudebert s figure sculpture is handbuilt from a 
heavily grogged raku clay body. “I spend a long time on each,” 
she observes. “It takes time to bring, or to summon, a body 
attitude or a facial expression to its point of fundamental 
balance, of spontaneity.”

Baja Workshop with Patrick Crabb
by Nancy Jonnum
The alarm went off at 3:30 AM, giving me time to leave my 
house by 4:30. My friend, Donna, and I were driving to the Los 
Angeles International Airport to catch our flight for La Paz at 
7:45 AM. I poked my feet out of bed and rubbed my eyes. I 
must be crazy, I thought. Why would anyone with a perfectly 
adequate studio and a generous supply of clay travel to the very 
tip of Baja California to attend a workshop? I was questioning 
myself all along as I rose, showered and put my bag into my car.

The bag was a little heavier than usual. Among other things, 
it contained the bisqued cylinder that workshop leader Patrick 
Crabb had suggested each of us bring for pit firing with ma
nure, sawdust and palm fronds. The hour-long flight to La Paz 
was uneventful, and we passed through customs without 
problems. I couldn’t help being impressed with the landscape— 
Baja California is blessed with two coasts and miles and miles of 
beaches, but the terrain is mostly desert. Still, it is filled with 
plants and birds.

Todos Santos is a sleepy little town populated mostly by 
Mexican families, rather than tourists, though it is gaining a 
reputation as a retreat for artists. Our motel was clean and 
family-run. After checking in, we spent the afternoon touring 
the town. There is a lovely church, a small and very popular 
park, an old theater, and some wonderful places to eat.

When we returned to the motel, we discovered that we had 
been visited by the famous Mexican cucarachas. As I scooped
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these cockroaches into the wastebasket and rushed them outside 
to the planter, I wondered, once again, why I had come to Baja.

My concern was somewhat alleviated Monday morning 
when I met the other workshop participants. They came from 
all over the United States, and their experiences with clay were 
as varied as their residences. On that first morning, Patrick 
began to explain some of the projects we would be working on. 
At least seven would be completed by each student during the 
five days of the class.

The first project was a bowl with handles. We draped a clay 
slab over a bowl, rock or puki, then used our shoes to texture the 
outside of the bowl. The idea was not to leave a footprint, but 
to create an interesting surface. The inside was coated with a red 
slip made from local earth, then burnished with a stone.

Our second project was another drape-molded bowl. We 
used a Japanese method of inlay called mishima to decorate the 
inside of the bowl. Patrick encouraged us to use a cultural 
influence from Baja or Mexico to carve a design in the form, 
then coat our bowls with a white slip; after they had dried for a 
while, we scraped them with a metal rib. An interesting white 
pattern against the dark clay was revealed.

The next day, our project was a face. Patrick wanted us to get 
away from the idea of decorating and into the area of expressing 
emotions. The theme for the face, which could be an animal or 
person, was to be a “pet 
peeve.” We tried to use 
symbols or objects to 
express our feelings 
without words. In fact, 
we were not allowed to 
tell anyone what our 
peeve was.

When all of our faces 
were complete, we 
displayed them and 
discussed the feelings 
and emotions we had 
experienced while 
making them. Some of 
the emotions men
tioned were fear, re
venge and pleasure. For 
most of us, it was the 
first time we had tried 
to deal with emotions in 
our work. We then tried 
to guess the emotions 
that the faces symbol
ized. Some represented difficult coworkers, neglect of children, 
and families that don’t clean up after themselves.

The bisqued cylinders were broken into large pieces that 
were decorated in various ways. On some, we used stains, 
underglazes and glazes; others were slipped and burnished for 
the pit fire. Later in the week, we inspected the finished shards 
and identified the techniques we had used to decorate them. 
Then we used epoxy to glue them back into cylindrical shapes.

That was when some participants realized why Patrick had 
recommended large shards, and I learned the secret of putting 
shards together without getting glue all over the outside of the 
pot. It is best to mix epoxy a little at a time. With an ice-cream

Up Front stick, I carefully applied the glue to the inside edge of the break.
WTien the cylinders were completed, we painted the insides 

with black latex paint and displayed them together on a ledge. 
They made a colorful exhibit.

We used color again when we made slab plates. Stains, glazes 
and acrylic paints were used to create an ethnic design. Patrick 
encouraged us to be fanciful and carefree, like the Oaxacan 
wood animals. The surfaces of these plates were enhanced by 
the pit and sawdust fires.

Decorated boxes were another project. We carved symbols 
from our own culture (road signs, mathematical signs, logos) 
into acoustical ceiling tiles, then filled the carvings with dry 
stains. Next, we sandwiched roughly wedged blocks of clay 
between two tiles. Finally, we cut a top off the block with a wire 
and hollowed the inside to form a lidded box.

Time passed quickly. In between projects, we had coil-rolling 
contests, gallery shows and visits from local craftspeople. When 
Thursday arrived, Patrick told us that our final project would be 
a team effort with another person from the class. On Friday 
morning, we began the project, using highway cones for molds. 
Working in pairs, we lined the cones with plastic trash bags, 
then pressed clay inside, using slabs, coils and blobs. Sometimes 
we used stretched springs to cut slabs in an irregular pattern. 
WTien the clay cones had set up a bit, we removed them from 
the molds, then altered and embellished them.

The resulting forms were extremely varied, including a 
teapot, a starfish and an undefinable piece that incorporated

seed pods and seashells. 
The pieces were judged, 
and the makers of the 
starfish received Patrick’s 
work as prizes.

I have been back 
from the workshop for 
some time now and 
have warm memories of 
good friends, fim 
projects, good food and 
an enjoyable trip. But 
gradually, I have be
come aware of the best 
reason for traveling to 
Todos Santos. It is the 
same reason we take 
part in any class or 
workshop: to learn new 
techniques and pro
cesses. I now find myself 
using stains in my 
projects at home. I am 
also trying to use clay to 

communicate emotions. And sometimes I even look for excuses 
to break things and glue them back together.

Common Ground
To commemorate Christine Federighi s 20-year career as a 
professor of art at the University of Miami, the Florida Crafts
men Gallery in Saint Petersburg featured examples of her 
daywork, as well as that of past and present students, in the 
exhibition “Common Ground.” Just out of graduate school at 
Alfred University, Federighi began her teaching career at the 
University of Miami in 1974. “I remember how hot it was and 
that most of the students seemed to be dressed in ‘bathing suits’

Bisqued cylinders broken, decorated and reassembled during a workshop 
with California artist/educator Patrick Crabb in Todos Santos, Mexico.
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and going barefoot in the ceramics and sculpture areas,” she 
notes in the accompanying catalog. “What a contrast from the 
uniform of jeans and steel-toed work boots of the northern 
ceramics programs (or, for that matter, any other program).” 

Over the years, the UM program has seen many physical 
changes as the facility and equipment were upgraded, as well as 
changes to take advantage of the interests of its teachers. Today,

Up Front

Sherry Jordan’s “Sundance,” 7½ feet in height; 
at the Florida Craftsmen Gallery, Saint Petersburg.

there is “renewed interest in functional ceramics and continued 
interest in ceramic sculpture with a figurative twist,” Federighi 
observes. “Our graduates are ever more professional, talented 
and award-winning. And just when I start really worrying about 
the graduation of our group of undergrad majors, a new group 
appears in the beginning ceramics class.”

Yixing Teapots Western Style
Yixing teapots created by 21 Western ceramists during a recent 
symposium in Yixing, China (see “How Do You Cook the

Jeroen Bechtold Yixing-style teapot (made in collaboration 
with Gu Wei Fen), approximately 4 inches in height, $5000.

Moon?” in the June/July/August issue), were on view recently in 
the exhibition “Purple Sands” at JBK, a gallery in Amsterdam, 
Netherlands. Throughout the symposium, the Chinese and 
Western artists shared techniques and ideas, and the show 
presented two Yixing interpretations made by each of the 
Western artists during their stay, as well as two teapots made in 
their own studios. Two Chinese master potters also exhibited 
examples of their work.

L.A. Clay
“Made in L.A.,” an exhibition of functional, decorative and 
sculptural clayworks made by artists working in Los Angeles, 
was presented through August 22 at Gallery Eight in La Jolla, 
California. Artist/educator Robert Kibler, whose work was 
featured as well, helped with the selection process.

Kibler s terra-cotta “urbanware,” one-of-a-kind art pottery 
and tableware, is thrown and handbuilt. When the forms are 
leather hard, he thickly applies a slip (made from the throwing 
body) with wide brushes “to create an underlying sweep of 
texture below the glaze.” After a bisque firing to Cone 05 in an 
electric kiln, the pieces are dipped into an opaque white glaze:

Glendale College Majolica Glaze
(Cone 05)

Barium Carbonate.........................................................  5.7 %
Zinc Oxide.....................................................................  2.3
Zircopax.........................................................................  14.4
Frit 3124 (Ferro)............................................................  53.1
Kaolin............................................................................. 16.4
Flint................................................................................ 8.1

100.0%

Karen Winograde Yixing-style teapot (made in 
collaboration with Mei-Ti Fan), approximately 4½ inches 
in height, slab-built, unglazed, $230; at JBK (gallery), 
Amsterdam, Netherlands.
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The forms are then brushed with oxide washes of copper, 
cobalt, iron and manganese, as well as very thin washes of 
commercial underglazes, and fired to Cone 05.

A former student of Kibler who has been working with clay 
for over 20 years, Randall Bruce considers his pieces “canvases 
for my glazes. Glazes that are blue with red melt fissures. 
Bubbles of cobalt. Lavas. Lusters. Glazes with a mind of their

Up Front own. Glazes that defy my experiments, that continually sur
prise—either good or bad.

“My favorite part of the ceramic-making process is experi
menting with glazes,” Bruce continued. “I do a lot of testing. 
Once I have a recipe that is usable, I move into the add a bit of 
this, subtract a bit of that phase. I then fire the pieces to Cone 
04, turn the electric kiln off and begin a postfire reduction by 
tossing combustible materials into the kiln. Even though I’ve 
done this hundreds of times, there is still a high failure rate.”

Bruce Luster Glaze IV
(Cone 08)

Frit 3185 (Ferro)...........................................................  90.00%
Ball Clay.......................................................................  10.00

100.00%
Add: Bismuth Subnitrate............................................. 2.00 %

Cobalt Carbonate................................................  1.00 %
Silver Nitrate........................................................  0.25 %

Bruce recommends applying this glaze in “a medium-thick 
coat; do not handle or disturb the dry surface. Ferro frits 3195 
and 3110 may be substituted for frit 3185. For color variations, 
switch the amounts of bismuth subnitrate and cobalt carbonate, 
or replace the cobalt with iron oxide. Avoid skin contact (wear 
rubber gloves) with any glaze containing silver nitrate; and 
always wear an approved dust mask.”

Tom Spleth
Bottles, vases, jars and baskets by North Carolina artist Tom 
Spleth were exhibited through August 31 at the Southeastern 
Center for Contemporary Art in Winston-Salem, North Caro-

Robert Kibler’s “The Night Blooms in Echo Park,” 20 inches 
in diameter, terra cotta with majolica glaze, $275.

Randall Bruce’s “Water Music,” 28 inches in height, 
lusterware, $400; at Gallery Eight, La Jolla, California,

Tom Spleth jar, 19 inches high, $1100; at Southeastern Center 
for Contemporary Arts, Winston-Salem, North Carolina.

lina. Recently, Spleth has been “experiencing a renewal of an 
early fascination with ceramics—something I felt as a young 
student at the Kansas City Art Institute. At 50 years, I see classic 
forms from the Orient with new eyes. Clay and glazes—arcane, 
mysterious and unfathomable—are exciting again.”

Coil built, then fired to Cone 5 in oxidation, the exhibited 
vessels’ “most sculptural part is the glaze,” Spleth explained.
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“While I handle clay as a sculptor by 
approaching it as a material with mass 
and texture that lives with gravity, in 
this work, even though the pieces are 
large, the clay became, to some 
extent, a craft material subservient to 
requirements of form.

“The glaze, on the other hand, 
really lost its utilitarian sense and 
became material that melted, bubbled 
and pooled without becoming simply 
surface enhancement,” Spleth contin
ued. “Usually, I connect the surfaces 
of my ceramics to ideas about paint
ing, and while that is certainly part of 
what is happening, the glaze coating 
became a creature of its own. I felt 
that I was drawing with gravity.”

Mark Burns

Up Front

Commemorating the 80th anniversary of Finnish indepen
dence, the show loolcs at how women have influenced contem
porary work.

Riska creates large coil-built forms. “I don’t know how to 
make small pieces,” she says. “For some reason, they just start to 
grow.” She works “slowly, layer by layer.... My way of working 
can be compared to sewing, lmitting or weaving, so-called 
women’s work in our culture.”

Ceramic sculpture by Nevada artist Mark Burns was featured 
recently at Braunstein/Quay Gallery in San Francisco, Califor
nia. Currently the chair of the ceramics department at the 
University of Nevada, Las Vegas, Burns often includes various

Mark Burns’ “G’s Affordable Adrian,” 31 inches 
in height, glazed earthenware and metal; at 
Braunstein/Quay Gallery, San Francisco.

cartoon images and icons from the 1950s in his work. Mytho
logical and religious references that relate to personal experi
ences are also present.

Kristina Riska
Ceramic sculpture by Finnish artist Kristina Riska was featured 
in the five-person exhibition “Women in Craft and Design,” on 
view through August 31 at Design Forum Finland in Helsinki.

Kristina Riska’s “Northern Latitude,” approximately 4½ feet in height, coil-built stoneware 
with slips and colored oxides; at Design Forum Finland, Helsinki.

James Wallace and Laura Waters
“Classical Forms,” an exhibition of new work by James Wallace 
and Laura Waters, assistant professors of art at Muskingum 
College in New Concord, Ohio, was exhibited recently at the 
Zanesville (Ohio) Art Center.

Fired to Cone 10, Wallace s glazed stoneware vessels were 
constructed from wheel-thrown sections that were joined when 
leather hard. Al
though they refer to 
classical Greek 
forms, such as the 
amphora and the 
krater, they are 
monumental in size.
“I have been explor
ing structural limits,” 
he explained, won
dering “how far can I 
push this piece 
before gravity causes 
its demise?”

Waters’ wall 
forms refer to 
artifacts from the 
ancient Mediter
ranean and the 
Middle East. “I am 
interested in the way 
we ‘know’ the relief sculpture from ancient temples,” she 
commented. “Pieces of the friezes and metopes with missing 
body parts become the images we recognize in contemporary

James S. Wallace vessel,
18 inches in height; at the 
Zanesville (Ohio) Art Center.
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Laura Waters’ “Goddess Foot,” 38 inches in length, 
raku-fired tiles.

society. My works ask what if?’ What if the foot of the warrior 
was this big, how big would the body have been?

“I’m curious about how we have come to accept the work 
of the ancients as fragmented, armless, decapitated and 
chipped as normal,” Waters remarked.

Sackler Gallery Receives Khmer Ceramics
Eighty rare ceramic vessels from the 9th- to 14th-century 
Khmer empire (encompassing present-day Cambodia, Thai
land and Laos) were presented recently to the Smithsonian 
Institutions Arthur M. Sackler Gallery in Washington, D.C. 
The works are glazed, and range in height from less than an

Anthropomorphic vessel, approximately 10 inches in height, 
stoneware with iron glaze, Cambodia or Thailand, Khmer 
Empire; at Arthur M. Sackler Gallery, Smithsonian Institution, 
Washington, D.C.

inch to more than 2 feet. Included are animal, bird and human 
forms, as well as jars with incised decorations.

“These objects constitute a rich representation of the diver
sity of Khmer ceramic forms and glazes,” noted Louise Cort, 
curator of ceramics for the Sackler Gallery and the Freer Gallery 
of Art. “The collection ranks among the best of such material in 
the world, both for quality and for range.”

Gordon and Jane Martz
Vessels and sculpture by Arkansas clay artists Gordon and Jane 
Martz were exhibited recently at Anne Kittrell Gallery at the 
University of Arkansas in Fayetteville. The two met and married 
while at Alfred University in the late 1940s. After graduating, 
they created ceramic lamp bases for Jane s family business in 
Indiana. “Instead of using the usual methods of mass produc-

Gordon and Jane Martz platter, 14 inches in width, 
stoneware with incised decoration; at Anne Kittrell Gallery, 
University of Arkansas, Fayetteville.

tion, such as jiggering or pressing, we decided to rely completely 
on drain casting in molds. This allowed us to train people in 
that rural area to produce our designs,” they explained.

In 1989, the two retired to Fayetteville, Arkansas, to create 
individual clayworks and “have fun with the clay medium.”

Clay Artists Receive McKnight Awards
Clay artists Linda Christianson, Lindstrom, Minnesota; Mat
thew Metz, Houston, Minnesota; Marina Kuchinski, St. Cloud, 
Minnesota; and George Pearlman, Portland, Maine, were 
among the 61 recipients of the McKnight Artist Fellowships for 
1997-98. Christianson and Metz received grants of $15,000 
each, while Kuchinski and Pearlman were awarded residencies 
of $3500 apiece. This is the first year for ceramics fellowships 
since the organization began its formal arts program in 1981.

McKnight currently gives about $ 1 million per year to 
support fellowship programs administered by 11 nonprofit arts 
organizations, including the Northern Clay Center in 
Minneapolis.The foundation has also created a $40,000 award 
to honor artists who have made significant contributions to the 
arts in Minnesota over several decades; it will be given to 1 artist 
each year, beginning in 1998.

Artists must be nominated for the award; they cannot apply 
on their own behalf To be eligible, artists must have worked in 
Minnesota for several decades; however, they do not have to 
reside in Minnesota at the time they are nominated.

Nominations must be postmarked by March 31, 1998. They 
should be sent to McKnight Distinguished Artist Award, 600 
TCF Tower, 121 S. Eighth St., Minneapolis, MN 55402. For 
further information, contact Neal Cuthbert, arts program 
officer, at (612) 333-4220.
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The Leach Legacy
St. Ives Pottery and Its Influence
by Marion Whybrow

“Bernard Leach, a towering figure in the 
world of ceramics, was more than a craftsman 
potter. He was a leader: a teacher of aesthetics 
and excellence, from whom generations of 
potters took their inspiration and example,” 
states the author of this book, which “pays 
tribute to Leach’s dynamic influence and 

provides testimony, 
not only in words, but 
in portraying the 
many excellent crafts
men and women who 
have set up their own 
potteries and become 
masters of their craft. ” 

Whybrow first dis
cusses the pottery and 
Bernard Leach’s work, 

from the setup of the studio in 1920, the 
partnership between Leach and Shoji 
Hamada, and their first students, to Leach’s 
visit to Japan, the writing of A Potter’s Book, 
and the war years. “The Leach Pottery was 
out of action for a time during the war when 
a stray bomb partly demolished the cottage 
and workshop. Ironically, there was an in
creased demand for pots and, after repairs, 
production in standard ware was going at full 
tilt. Bernard made the prototypes and drew 
them on cards with dimensions for whoever 
was making the cups, saucers, bowls, jugs and 
other domestic items.”

After the war, Leach formed a partnership 
with his son David. While touring America 
in 1952, Bernard met Janet Darnell, who he 
married in 1956. Eventually, Janet assumed 
the management of the pottery, and, with his 
eyesight failing, Leach retired in 1975. He 
died in 1979. “After Bernard’s death, Janet 
decided to concentrate on her own work, not 
to take students and to cease the production 
of standard ware,” Whybrow notes.

She then goes on to briefly discuss 62 of 
the artists who worked and studied at the St. 
Ives pottery. Listings include photos of the 
artists and their work, where they studied, 
when they worked with Leach, and where 
they live/work today.

Louisville, Kentucky, potter Byron 
Temple studied at the Leach pottery from 
1959 to 1961. “The strong influence of his 
years of working with Bernard Leach enabled 
Byron to produce tableware which is straight
forward, restrained and inviting,” observes 
the author. “He has been described as a ‘clay 
guru’ by some of his students, but he prefers 
to be seen simply as a teacher. When he 
studied with Leach, he went there ‘to learn

not to worship’ or to make heroes.” 192 
pages, including notes, glossary, bibliogra
phy and index. 22 color and 195 black-and- 
white photographs. £14.95 (approximately 
US$23), softcover. Sansom & Company, 81g 
Pembroke Road, Clifion, Bristol BS8 3EA, 
England. Distributed in the United States by 
the Potters Shop, 31 Thorpe Road, Needham, 
Massachusetts 02194; telephone (617) 449- 
7687; and by Axner Pottery Supply, 490 Kane 
Court, Oviedo, Florida32765; telephone (800) 
843-7057.

Terra-Cotta Skyline
New York’s Architectural Ornament
by Susan Tunick

“Architectural terra cotta became an inte
gral part of the buildings in New York City 
well over one hundred years ago,” remarks 
the author of this well-illustrated survey. 
“During much of the last century, however, 
this exceptional material has received little 
attention, escaping the notice of most city 
dwellers.” Today, though, there is renewed 
interest in terra cotta: “One major develop
ment has been the recognition of our archi
tectural heritage through the field of historic 
preservation....The reintroduction of orna
ment, color and surface pattern into contem
porary architecture has also been a contribut
ing factor to the increased interest.”

America’s early terra-cotta industry, from 
1848 to 1900, is discussed first. The first 
American manufacturer was Henry Tolman 
ofWorcester, Massachusetts, who established 
his company in 1848-1849. No significant 
amount of terra cotta was used on New York 
buildings until 1879, however, when both 

the Henry M. Braem 
Residence and the 
Morse building incor
porated terra-cotta or
namentation.

The second section 
of the book details 
manufacturing pro
cesses of the late 1800s 

to early 1900s. “More so than any other 
architectural product, terra cotta was ‘hand 
tailored’ to the highest degree. The process of 
production, from the architect’s blueprint to 
the final installation, was a complex and 
fascinating one. Each design passed through 
the hands of dozens of workmen, varying in 
slcill and background from the finest Euro
pean sculptors to untrained day laborers.”

In the 1890s, terra-cotta manufacturers 
began exploring the use of colored glazes; the 
first well-known New York City building to 
use glazed terra cotta was the Madison Square 
Presbyterian Church, completed in 1906. 
“Despite some notable examples,” however, 
“colorful terra cotta remained an exception 
rather than the rule throughout the teens and 
early 1920s.” Continued
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In 1930—31, the McGraw-Hill Building 
was the first New York skyscraper to express 
modernist ideas, using one color for the 
entire surface. “During construction of the 
McGraw-Hill Building an interesting prob
lem developed,” notes Tunick. “The blue- 
green glaze, which was chosen to blend with 
the color of the sky, varied from firing to 
firing because of the uneven heat and atmo
sphere in the large kilns.”

To make the best of the situation, “a 
young designer in [the architect’s] office, Bob 
Carson, set up an office in a window across

the street from the McGraw-Hill Building 
site. As each block was installed, it was faced 
in his direction, and by prearranged signals, 
he would indicate where along the wall that 
particular block could be placed to keep an 
overall harmonious color blend.”

The final section discusses the business of 
terra cotta. The National Terra Cotta Society 
was formed in 1911 to organize and promote 
the industry. It dissolved in 1934, along with 
the dwindling use of terra cotta, which was 
being passed over for less-expensive materi
als. 176 pages, including bibliography; index; 
and appendixes on disappearing terra-cotta 
buildings: recent losses in New York; early 
American manufacturers of architectural terra

cotta prior to 1870; annotated reprint from 
chapters XVI and XVII, the story of terra 
cotta (Walter Geer, 1920); and current pres
ervation organizations and terra-cotta manu
facturers. 82 color and 96 black-and-white 
photographs; 22 sketches. $45, plus ship
ping. Friends of Terra Cotta, c/o Tunick, 
771 West End Avenue, 10E, New York, New 
York 10025; or telephone Chronicle Books, 
(800) 722-6657.

Pottery Decoration
Contemporary Approaches
by John Gibson

First published in Great Britain in 1987, 
this nicely illustrated book looks at the deco
rating techniques of 16 potters from around 
the world, examining their work “from the 
conception of an idea to the finished pot, 
discussing philosophy, inspiration, techniques 
and choice of motif.” The author was not 
interested in presenting “a dry step-by-step 
manual of decoration techniques, but trying 
to illustrate the reasons why as well as how we 
decorate our work.”

The text is divided into sections according 
to firing temperature—low temperature, 
decorated earthenware, stoneware and por
celain, decorated salt glaze, and onglaze deco
ration. Each chapter includes examples of 
works by other artists, as well.

For example, Cornwall, England, artist 
Roger Michell throws and assembles earth
enware pots. After the bisque firing, he usu
ally begins the decorating process by applying 
underglazes that have been mixed with a 
solution of gum arabic to prevent smudging. 
“Underglaze colors may be banded in lines 
upon the surface of the pot or color may be 
sponged on, sprayed 
and spattered to give a 
stippled effect or even 
applied and then taken 
off with a rubber 
eraser, which leaves a 
slight graining of the 
pot’s surface,” Gibson 
explains. “The pri
mary concern in these 
early applications of 
color is to explore ways of enhancing the 
visual surface texture.”

After a “hardening” firing at 1000°C 
(1832°F) to prevent crawling, a transparent 
glaze is sprayed on and the pot refired. Some 
pots are then decorated with colored glazes; 
others with enamels and lusters. “The object 
determines its own decorative success,” 
Michell maintains. “I do not set out with a 
pattern and technique and then decorate the 
pot, but I start with various materials and 
tools and with the knowledge that I want to 
achieve a certain effect and then I proceed to 
build slowly upon that.” 160 pages, includ
ing list of suppliers, a table of Orton pyromet-
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ric cones, and index. 94 color and 181 black- 
and-white photographs. $35. Overlook Press, 
Lewis Hollow Road, Woodstock, New York12498.

The Spirit of Ancient Peru
Treasures from the Museo Arqueologico 
Rafael Larco Herrera
edited by Kathleen Berrin

Published in conjunction with the exhibi
tion of the same name at the M. H. de Young 
Memorial Museum in San Francisco, this 
catalog/book covers ceramic, textile, silver

and gold, bone and wood artifacts from the 
Museo Arqueologico Rafael Larco Herrera in 
Lima. Founded in 1926 by sugar producer/ 
archaeologist Rafael Larco Hoyle (1901- 
1966), the Museo Arqueologico contains the 
largest private collection of pre-Hispanic Pe
ruvian art in the world.

The book includes six essays discussing 
Hoyle’s life and work; as well as life in pre- 
Hispanic Peru; myths and natural resources 
on the coastal islands of Peru; myth, history 
and rite of Moche art; deer hunting and 
combat in the Moche world; and Andean 
aesthetics. As Elizabeth P. Benson notes in 
her essay on Moche art, “The most presti
gious shape was the stirrup-spout bottle. An

ancient form, it presumably was thought of as 
a link with the sacred ancestors. These bottles 
were often globular and decorated with scenes 
or designs; bottles could also be shaped as 
boxes. Both forms might have a full-round 
‘deck figure’ on top. Frequently, the bottle 
itself took effigy form.”

After the piece had been pressed in two- 
piece molds and a coiled stirrup spout added, 
details were applied by 
hand. “Sometimes a 
design was press- 
molded or stamped on 
the surface,” Benson 
explains. “Occasion
ally, inlay of shell or 
stone was used, or 
metal jewelry was 
added. Often scenes 
and motifs were painted with broad brush 
strokes or a very fine line using slip.”

The majority of the book catalogs the 
works in the exhibition, with titles, dates, 
medium and dimensions, as well as descrip
tions of each piece and its importance and/or 
use. For example, a bottle made during the 
Nasca period (A.D. 1—700) depicts a killer 
whale, “the most powerful sea creature known 
to the ancient Nasca....That the creature is 
mythical is indicated by the representation of 
a human hand, which often clutches either a 
knife, as here, or a human trophy head.

“The notion of predation surely in part 
explains the constant association of the killer 
whale with the trophy head, which seems to 
have been an important aspect of religion on 
the South coast.” 216 pages, including bibli
ography and index. 210 color and 10 black- 
and-white photographs; 28 sketches. $30, 
softcover. Museum Stores, M. H. de Young 
Memorial Museum, Golden Gate Park, San 
Francisco, California 94118; telephone (415) 
750-7642.

Tending the Fire
The Story of Maria Martinez
by Juddi Morris

Of interest to teachers, this biography of 
Native American potter Maria Martinez is 
intended for young readers (approximately 
ages 8—12). Born in 1887, Maria first became 
interested in making pottery when she was 
about 8. Wanting dishes for their playhouse, 
she and her sister decided to make their own. 
After digging clay from a nearby ditch and 
“hauling it to the yard in front of the play
house, they sat down in the sunshine to make 
pottery dishes,” the author explains. “The 
finished bowls looked good, but the next day, 
after drying, they cracked.” Maria went to her 
Aunt Nicolasa, a potter, for advice, thus 
beginning her career in ceramics.

In 1908, Maria accompanied her hus
band Julian to his summer job as a digger at 
an excavation site. The head of the expedi-
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tion, director of the Museum of New Mexico 
in Santa Fe, was so taken with Maria’s pottery 
that he gave her a shard found during the dig 
and asked her to replicate it.

With a different clay, Maria was able to 
create the large pots with thinner walls. After 
they were burnished, Julian would decorate 

them (something men 
of the tribe had not 
done until then). “A 
new and better life was 
beginning for the 
Martinez family,” the 
author observes. 
“Maria and Julian 
were becoming part
ners in potterymaking 
as well as in their mar
riage. Thanks to this 

innovative pair, before too many years passed, 
other pueblo men would become involved in 
this ancient craft of their ancestors.”

Soon, Maria and Julian became well 
known for their blackened pottery, which 
they first produced accidentally during a 
“bad” firing. The pottery sold in the Santa Fe 
museum gift shop so quickly, however, that 
they had trouble keeping up with the de
mand. Maria began teaching other potters in 
her pueblo this process of firing pots, so they 
too could profit from this interest.

“By 1930, times were financially better in 
the pueblo,” Morris says. “The pottery of the 
other women had also become popular with 
people, although it was always Maria’s pots 
they liked best. There was something about 
her skillful work—her generous-looking, 
sturdy, but graceful pots—that were fast be
coming collectors’ pieces. Her way with bur
nished black-on-black ware reached a height 
no one else attained.”

Maria died in 1980 at the age of 97. “Her 
years as a potter had numbered over seventy,” 
remarks Morris. “Maria had almost single- 
handedly brought about a pottery renais
sance, reviving a dying art form which she 
unselfishly shared with her fellow pot
ters.... Wife, mother and potter, she did not 
regard herself as anything special. Her life 
was, as nearly as she could make it, the modest 
and normal life of a Native American woman 
of her time.” 119 pages, including glossary, 
bibliography, lists of honors and awards 
Martinez received, and museums that show 
her work. $12.95. Northland Publishing, Post 
Office Box 1389\ Flagstaff, Arizona 86002; 
telephone (800) 346-3257.

The Artist’s Resource Handbook
by Daniel Grant

“T oo many of today’s visual artists are not 
earning enough to support themselves in

their chosen careers,” cautions the author of 
this updated directory. “There may be vari
ous reasons for this, but one clear cause is that 
they do not know how and have never been 
prepared to develop their careers.” To help 
these artists, Grant has collected names and 
addresses of resources and arts service organi
zations, and categorized them in this book. 
Because of dwindling financial support from 
arts agencies (such as the National Endow
ment for the Arts), “the emphasis here is on 
ways in which artists may help themselves in 
an entrepreneurial sense rather than directing 
them to public arts agencies or foundations to 
apply for grants.”

Career assistance for the individual artist 
is covered in the first chapter, and Grant 
provides lists (as he does throughout the text) 
of various organizations, such as those offer
ing career and technical information, assist
ing disabled artists, or maintaining job listings, 
plus art schools offering courses/workshops 
and degrees in arts administration, and art
ists’ advisors. The possibility ofworkingwithin 
an arts organization or institution is discussed 
next, then Grant looks at professional services 
for artists and art organizations, including 
listings for attorneys, mediators, accountants 
and businesspeople.

“When most artists think of the preferred 
arts support, they tend to think of fellow
ships, which are to individuals what general 

operating support is 
to organizations,” the 
author observes in the 
following section on 
public and private sup
port for the individual 
artist. “Both general 
operating support and 
fellowships are the 
most difficult kinds of 
money to come by, 
precisely because there 

usually isn’t a lot to show for it after the 
money has been spent.” The majority of this 
section is dedicated to names and addresses of 
institutions that offer support in various ways.

Artist-in-residence programs are identified 
next, then Grant looks at artist communities. 
“There are many differences among artist 
communities existing around the United 
States and Canada, but they are all united by 
their determination to provide artists with 
uncluttered time and space in which to work.” 

Listings of public art programs, as well as 
private initiatives, are furnished in the follow
ing chapter; and the final chapters discuss 
health and safety in the arts and a code of 
ethical conduct for artists. 247 pages, includ
ing index and bibliography titled “Staying in 
Touch with Changing Currents in the Art 
World.” $ 18.95, softcover. Available at book
stores or from Allworth Press, 10 East 23rd 
Street, Suite400, New York, New York 10010; 
telephone (800) 491-2808.
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“Globe Pot,” 14 inches in height, pinched, brushed with terra sigillata, pit fired, 
partially stripped, sanded and sealed, by Jimmy Clark, Philadelphia.

inching is an ancient handbuilding 
technique that allows the maker to in
teract directly with the clay. In my work, 
the consistency of the material, its reac
tions to atmospheric conditions and my 
own mood or subconscious are given 
free rein to affect the final form. The 
desired result is a sense of timelessness— 
a sense that the pot has had a long life of 
its own, independent of its creator. Ul
timately, I like to think of myself as but 
one of three integral elements that share 
equal responsibility for the work’s cre
ation: artist, material, and fire.

My vessels are freely formed while 
resting on my lap or in sling molds 
made by loosely spanning a bucket or

other round container with a towel. I 
do have several start-up techniques that 
direct the pot toward a particular shape 
(i.e., oval, tall, open or closed), but of
ten I find the clay leading in a totally 
different direction, and have learned that 
following the clay is vastly preferable to 
struggling with it.

Despite a preoccupation with larger 
forms in recent years, I usually restrict 
myself to pinching the piece out of a 
single ball of clay. At one time, I ex
plored the size limitations of this pro
cess and pinched out an entire 25-pound 
bag of prepared clay, but for the most 
part my larger forms begin as 10- to 15- 
pound balls.

I like to think of these pots as asym
metrical balloons blown up to the brink 
of bursting. The walls of the resulting 
forms are often extremely thin and frag
ile. Sometimes, this fragility leads to 
breakage of one kind or another, but in 
recent years I have begun to incorpo
rate these occurrences as yet another 
event contributing to the vessels his
tory and ultimate appearance.

The most common forms of break
age are what I refer to as “spirit holes,” 
inspired by the spirit bowls of the an
cient Mimbres of the Southwest. I have 
come to appreciate these small break
throughs, which often occur during bur
nishing, and their seemingly predestined
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“Storage Jar with Spirit Hole,” 12½ inches in height, pinched from a single ball 
of clay, brushed with terra sigillata, and pit fired in sawdust.

“Bowl,” 12 inches in height, pinched, brushed with terra sigillata, pit fired 
partially stripped, sanded and sealed, then accented with inlaid copper.
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placement as enhancements to the form. 
Other more dramatic mishaps, which 
may occur during firing or through ran
dom accidents, may be addressed by 
inserting copper patches and decorat
ing with metallic paint.

Concluding this intuitive approach 
is my preferred firing method—pit fir
ing—which blackens the surfaces in to
tally unpredictable and uncontrollable 
ways. To achieve deep blacks, I used to 
purposely retard the firings, allowing 
very little air into the Idln and burning 
the finest sawdust I could find. One 
particularly slow-burning firing retained 
glimmering ashes eleven days after igni
tion. More recently, however, I have 
become fascinated with the flashings 
and color variations that come with 
faster firings done with coarser sawdust 
and increased air flow.

The larger scale of my recent work 
has led me to experimenting with terra 
sigillata. Applications to bisqueware re
sulted in a glorious “mistake,” where

“Bottomless Pot with Brass Stand,”
10½ inches in height, pinched, rubbed 
with crocus martis, burnished and pit 
fired, by Jimmy Clark.

most of the sigillata peeled off like bad 
paint in the pit fire. After the balance 
was scraped off, a singularly rich and

varied pattern (resembling spider webs 
intertwined with cartography) remained.

In addition to the peeled-terra- 
sigillata technique, I have begun to sub
ject the pots to multiple firings. I find 
that these more varied surfaces increase 
the sense of “history” for each vessel.

It has been difficult to devote much 
time to my daywork since assuming 
the position of executive director at the 
Clay Studio in Philadelphia in 1986. 
On the other hand, the stability and 
visibility the job affords me have re
duced the pressure to sell. I was able to 
undertake the challenge of a solo show 
at the Clay Studio (my first in over ten 
years) only because approximately two 
years of work had accumulated in my 
studio. These pots were largely unfired 
and remained so until a few months 
before the opening. The resulting frenzy 
of pit firings done, out of necessity in 
quick succession, produced many glori
ous surprises and provided a sense of 
spontaneity for the exhibition. A

“Bowl with Copper Patch,” 9½ inches in height, pinched, 
brushed with terra sigillata, broken, pit fired and reassembled.
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Harmonic Combinations
by Susan Rawcliffe

“See Beastie,” 16½ inches in length, two-person chamber-duct flute, 
by Susan Rawcliffe (right), San Pedro, California.

or 25 years, I have been researching, 
making and playing ceramic flutes, 
pipes, ocarinas, whistles and trumpets, 
as well as sound sculptures. Research, 
clay and music continue to be inextri
cably intertwined in my work. Diver
sity leads to slow technical growth in 
any one field; however, personal growth 
translates universally

After earning a B.A. in English, I 
traveled throughout Europe. While I 
was in Paris, a friend lent me the use of 
her ceramics studio; I sat for hours, 
mesmerized. I began by making clay 
ocarinas. I loved the fact that, after firing, 
I could continue to play with my work 
by making sounds. My ocarinas were 
snail shells, a finger, an owl, a turtle, a 
pipe; all were playable. It was magic.

Over the years, I have explored vari
ous techniques through classes and 
workshops, but primarily developed an 
approach to musical-instrument produc
tion on my own. The techniques that

stuck are those that are useful to my 
main purpose—making sound in clay. 
I pinch, coil, carve, extrude and slab 
build. At the Archie Bray Foundation, I 
learned to make funky plaster slip molds, 
but I wanted my hands directly in clay 
so I switched to press molds. I also 
developed some skills on the wheel, but 
found that throwing is minimally use
ful to my craft.

In Los Angeles, I learned some hand- 
building techniques from Peter Shire, 
who generously allowed me to use his 
studio. In Mexico, I honed my coil- 
building skills by taking a workshop 
with Juan Quezada; I love the slow medi
tative pace of coils rising row by row.

My first work was in stoneware; how
ever, warpage in the mouthpiece area 
can ruin a flute and low-fire clay tends 
to warp less, so I switched to earthen
ware, firing to Cone 06-05. After a 
happy accident (i.e., misfiring), I dis
covered that I liked the color and feel of

“Polyglobular Trumpet,” 22 inches 
in length, earthenware with white 

terra sigillata, glaze and gold trim.
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“Three-Person Whistle,” 121/2 inches in height, handbuilt earthenware 
with light green engobe, clear glaze and gold luster.
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“Squash Ocarina,” 9 inches in diameter, with yellow engobe and black glaze accents.

oxides mixed with frits and water. I may 
add additional engobes and spatters to 
the bisqueware. Most of my work can 
be fired in oxidation; I use an electric 
kiln in the studio and outdoor gas kilns 
for larger pieces.

Constructing flutes keeps me hon
est: they work or they don’t. I manipu
late small and large construction details 
in order to understand how flutes work. 
The next step is to learn to play them, 
which then feeds my understanding of 
flutes. Air flow through the instrument 
or sound sculpture is analogous to wa
ter flow in a teapot.

I began studying pre-Columbian clay 
flutes to expand my understanding. For
tunately, I was able to begin my re
search by playing and examining two 
large collections of ancient flutes lo
cated in Los Angeles, at the Cultural 
Museum at UCLA and an extensive pri
vate one. In the early ’80s, I had a 
National Endowment grant to conduct 
research in museums in Mexico.

My work is rooted in these instru
ments, influencing my perceptions as a

the more vitrified clay body and glazes 
at the Cone 03-02 range. The pieces 
are also stronger and less porous, which 
means unglazed mouthpieces are not as 
likely to stick to a players lip.

Glazing can be difficult. A piece is 
ruined if glaze wanders into the mouth
piece, so brushing became my primary 
means of application, and I also began 
to use underglazes and engobes. A flute 
is easier to grasp while playing if the 
surface is unglazed; I also like the inter
action of skin oils with the clay surface. 
Applying patterns of glaze allows me to 
mix rough with smooth.

Over time, I began to develop a pal
ette of fritted engobes, terra sigillatas 
and glazes, eventually helped by a class 
at Otis-Parsons Art Institute. Simple 
kitchen measurements are used to mix 
the engobes—1 cup dry, pulverized red 
or white clay body; 2-4 tablespoons 
frit, depending on the color and surface 
desired; and gram measurements of ox
ides and stains. For standard glazes, I 
use a full-spectrum frit, often Ferro 
3532, to which I add alumina hydrate,

sometimes kaolin, tin if desired, often 
TiO^ in its various forms, macaloid or 
bentonite, and colorants.

Usually, I apply engobe to dry 
greenware, then spatter with stains and

Whistle for four players, approximately 
20 inches in height, earthenware with 
blue-gray engobe and gold luster.
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“Whiffles,” to 8½ inches in height; held sideways, these double- 
chambered instruments are played by blowing through the small 
tubes protruding from the sides.

musician, instrument mak
er and ceramist. I docu
mented my studies in my 
paper, “Complex Acoustics 
in Pre-Columbian Flute 
Systems,” published by the 
Smithsonian Press in 1992 
in a textbook titled Musical 
Repercussions of1492, in Ex
perimental Musical Instru
ments, volume 8, number
2, as well as in the NCECA 
Journal, volume 14, 1993- 
4. By making this knowl
edge available to others, I 
have acknowledged my 
debt to these early instru
ment builders.

In part, the range of an
cient Mesoamerican flute 
types derives from their typical medium, 
clay. It is relatively easy to fashion en
closed forms and to combine these forms 
into one. Pre-Columbian ceramists cre
ated acoustically complex instruments. 
Given that this demands a unique 
complement of skills, there must have 
been ancient ceramists who, like me, 
specialized in making instruments. It 
must be true then as now, the best in
strument builders also play the instru
ments they make.

Elaborate external sculpting will gen
erally not affect the internal sound of a 
flute, allowing for great visual diversity. 
Pre-Columbian ceramists formed their 
instruments into wondrous shapes, 
stimulating sight and sound. Their mu
sic and musical instruments were sacred 
tools for ceremonial use. Forms and 
decoration often depict complex reli
gious symbols. How the sounds relate 
to that symbolism, how the instruments 
were used, the music and the ceremo
nies, all are lost to us, though it is tempt
ing and often fruitful to speculate.

Much of the labor is hidden inside a 
flute or sound sculpture. I once made a 
series of small ocarinas from the same 
press mold, varying the proportions of 
the sounding hole to understand how 
this changes the overall sound. An acous
tical array of small chambers creates a 
chamber duct; by coiling around them, 
I construct a sound sculpture. In my 
“Banana Box” for three players, the top

banana ocarina lifts off for play. Inside, 
the box is divided in two. The resulting 
double ocarina is played through half a 
banana; the other banana half is a pipe 
with four holes. Similarly, in an un
titled pyramid work, each arm is a har
monic flute; the pyramid is divided in 
two, with separate mouthpieces and 
fingerholes for two additional players.

I hope to create works whose visual 
aspects suggest their sounds, and vice 
versa. I want my instruments to stimu
late a sense of play, of fun. Playing an 
instrument alters the appearance of the

A rack of wood and ceramic flutes, 
decorated with engobes, underglazes 
and glazes, by Susan Rawcliffe.

player. Banana ocarinas 
form a banana smile; flute 
masks form lines around 
the face and put individual 
sounds into each ear; and 
more. With my instru
ments for multiple play
ers, I want to place the 
performers in interactive 
situations. In an early mo
lecular sound sculpture, 
the five players’ heads 
formed the fourth layer of 
globular shapes. This also 
places the performers in 
much closer proximity 
than is customary.

Some sound sculptures 
have one or two high- 
pitched whistles per player. 

The interaction of the sound creates 
remarkable psychoacoustic phenomena 
known as combination tones; the effect 
is heightened by proximity. In one new 
design, an oval of hollow tubes is held 
by four players who can physically turn 
while playing. Each sculpture combines 
two harmonic flutes with combination 
tone whistles. I want layers: arms, el
bows and bodies below, the sound sculp
tures with their imagery, and eyes above 
and across the curve.

Similarly, a large pot has double com
bination tone whistles in each of three 
handles. Players sit in a circle around 
the pot. These pieces take concentra
tion and sensitivity to play, not neces
sarily musical skill.

My studio is currently located at 
Angels Gate Cultural Center in San 
Pedro, California. This decommissioned 
army base overlooks the Pacific Ocean 
on three sides and has studios for 40—
50 artists, kilns, a gallery and perfor
mance spaces.

To earn a living, I sell my flutes and 
sound sculptures, perform, play studio 
gigs, lecture and teach. From Novem
ber 1996 through January 1997,1 per
formed at Lincoln Center as part of the 
Broadway show Juan Darien. Although 
I continue to create production lines 
(rattles, whisdes, wind instruments, etc.),
I am not good at repeating myself. I 
want to construct ritual instruments, 
then develop rituals for their use. ▲
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“The Spirit of Ancient Peru,” an ex
hibition of 175 Peruvian ceramic, tex
tile, silver and gold, wood, bone and 
stone artifacts from the collection of 
Limas Museo Arqueologico Rafael 
Larco Herrera, was presented at the 
M. H. de Young Memorial Museum

in San Francisco last summer. Founded 
by sugar producer/archaeologist 
Rafael Larco Holye (1901-1966), the 
Museo Arqueologico contains the

largest private collection of pre-His- 
panic Peruvian art in the world.

Inhabited since at least the ninth 
millennium B.C., Peru was the home
land of various advanced cultures; how
ever, in North America, most people 
are aware only of the later and much

Ceramics from Ancient Peru
“Bottle with Feline Snake,” 9Va inches high, Cupisnique Culture, 1200-200 B.C.



“Tumbo Plant,” 8¾ inches in height, bottle 
representing a member of the passionflower family, 

with poison dart frog, Moche IV, A.D. 450-550.

“Figure with Tunic,” 7½ inches in length, Huari double-chambered 
whistling vessel, A.D. 650-800.
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“Portrait Vessel with Birds in Headdress,” 12½ inches in height, 
Moche Culture, A.D. 450-550.
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“Man with Lime Gourd and Coca Leaves,” 7 inches in 
height, with inlaid turquoise, Moche, A.D. 200-450.

shorter-lived Inca Empire (A.D. 1450- 
1532). Although the lives, beliefs and 
practices of the people of those earlier 
cultures remain for the most part un
known, their art does indicate a belief 
in an afterlife, and that they perceived 
life and death as part of a natural cycle 
from one state of being to another.

Comprising a majority of the exhi
bition, pottery from five ancient Peru
vian cultures depicts these themes and 
others, such as the supernatural, daily 
life, shamanism, rituals, mythology and 
warfare. Struggles between earthly and 
supernatural domains are shown in great 
detail, as are part-animal, part-vegetable 
and part-human vessels.

A large section of the show is dedi
cated to the lifelike stirrup-spout bottles

created by the Moche culture (North 
Coast, circa A.D. 50-800). Thought of 
as links with sacred ancestors, these 
bottles were mainly produced in 
two-piece molds. When the 
molds were removed from the 
drying clay, coils were added 
to the top and the stirrup 
spout was modeled 
around three tapered 
wooden rods.

After closing at the de 
Young in August, the ex
hibition traveled to the 
Knoxville Museum of 
Art in Tennessee, 
where it will remain 
on view through 
January 4, 1998. ▲
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“Jaguar,” 7 inches in height, Moche II, 
A.D.100-200.
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Eighth Annual California Competition

“The Guise of Protection,” 36 inches in height, handbuilt clay, 
with engobes and transparent glaze, fired to Cone 3 in 
oxidation, and wood, $3000, by Guyla Call Amyx, Morro Bay.

he eighth annual “California Clay 
Competition,” featured recently at the 
Artery in Davis, was juried by ceramics 
sculptor Lisa Reinertson. From 278 en
tries, she chose 30 pieces by 26 artists. 
“It is a daunting task to select out of 5 
carousels of slides only 30 artworks for 
an exhibition,” she commented. “Many 
more works of interest, beauty, humor, 
with technical facility or conceptual 
strength were submitted than could fit 
the space.

“I had two preconceived ideas about 
the judging process,” she continued. 
“First, I would trust my gut response; 
and second, I would select both sculp
tural and vessel forms. The fact that so 
many figurative works ended up in the

“Oklahoma,” 5 inches in height, wheel-thrown and paddled stoneware teapot, 
fired to Cone 10, $350, by Judy Waitz, San Francisco.
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“Like Christmas,” 36 inches in height, 
handbuilt porcelain, terra cotta and 
stoneware, wired together after multiple 
firings, fabric and brass rod, $600, 
by M. Elisabeth Higgins, San Pedro.

show is reflective of the large percentage 
that was submitted.

“That gut response’ essentially had 
to do with a relationship between form 
and content—the artist’s interaction 
with the material of clay. I am drawn to 
work that speaks to me of something of 
the human condition—a sense that a 
part of the artist’s soul is articulated 
through form, surface, color and imag
ery; making visual poetry out of mud.”

After selecting the works to be ex
hibited, Reinertson chose the award- 
winning pieces: best of show went to 
“S.J.’s Figure Fragmented,” a life-size 
female form by Los Angeles artist Pamela 
Thomas. San Francisco artist Judy Waitz 
received the award for excellence in func
tion for “Oklahoma,” a thrown and 
altered stoneware teapot. In addition, 
juror’s awards went to Karla Holland- 
Scholer, Davis; Marc Lancet, Winters; 
Francisco Jimenez, San Francisco; and 
M. Elisabeth Higgins, San Pedro.

The People’s Choice Award, selected 
by visitors’ ballots, went to Guyla Call 
Amyx of Morro Bay, for her large sculp
ture, “The Guise of Protection.” ▲

Left: “Pulling Through,” 18 inches in 
height, low-fired sculpture mix, with oil 
paints and wax, nfs, by Karla Holland- 
Scholer, Davis.

“S.J.’s Figure 
Fragmented,” 

28 inches high, 
stoneware with 

terra sigillata, fired 
in oxidized soda 

kiln, $1600, by 
Pamela Thomas, 

Los Angeles.

“Commitments for the Journey,”
38 inches in height, raku-fired boat and 
wood-fired figure on found wood base, 
$2000, by Marc Lancet, Winters.

“Growth,” 4 feet in height, nfs, 
by Francisco (Pancho) Jimenez, 
San Francisco.
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“Louisa by the Sea,” 22 inches in length, partly glazed 
earthenware, $375, by Janice Cook, Mesilla, New Mexico.

From the Ground Up

“From the Ground Up XVI,” a juried 
exhibition of clayworks by artists resid
ing in Arizona, New Mexico and Texas, 
was presented last spring at Los Paisanos 
Gallery in El Paso, Texas. Juror James 
C. Watkins, ceramics artist/associate pro
fessor at Texas Tech University in Lub
bock, chose 57 works by 39 artists.

“I tried to select the most genuinely 
exciting work submitted, based on my 
subjective perspective, knowledge and 
background. This was not a simple task,” 
he explained. “My intention was not to 
show preference for any particular style 
of work, but to select work that had a 
strong sense of commitment to discov
ery, invention and integrity.” ▲

“Cream and Sugar,” 5 inches in height, soda-fired porcelain, 
$85, by Jennifer Hill, Dallas, Texas; merit award winner.
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Crossing Cultural Borders
by Cathy Murphy

“Opposites,” 10 inches in diameter, drape-molded stoneware 
with low-fired glazes and oil-based stains.

pon entering the small studio of 
ceramics artist Nora Pineda in Chico, 
California, one is whisked back to old 
Mexico. The brilliant colors of Aztec 
plumes and shimmering gold appear 
all around. Some of her sculptures of 
women are cloaked in reds and greens, 
while others wear only their dark brown 
clay. Some look like exotic queens, oth
ers like the old women one sees carry
ing water vessels to the village square.

This dichotomy appears through
out Pinedas work. Double profiles of 
faces joined by zigzag lines carry us 
around a vessel that may represent the 
struggles of life, relationships between 
the sexes, or the issues of cultural bond
age and suffering.

With a degree in psychology and 
graduate work in “art for special popu
lations,” now called art therapy, Pineda 
seeks to merge her memories of grow
ing up in a small Mexican colony out

side of Shafter, with the reality of being 
a Chicana in modern America. As a 
child, she worked beside her family in 
the fields. As an adult, she worked in 
migrant education and human rela
tions. Hands reaching out and around 
the vessel forms symbolize this coming 
together of communities and culture.

Pineda handbuilds (using coils, slabs 
and drape molds) the large figures and 
most of the altered vessels from a com
mercial Cone 10 dark stoneware body. 
At times, she also drape molds platters 
from a Cone 5 white stoneware body, 
and slip casts vessels from a Cone 04 
white earthenware body in order to 
have a lighter ground for glaze imagery.

She works on a turntable with mir
rors set up behind it to enable her to 
“create a composition in clay that has a 
sense of movement and balance, so that 
one area evolves from and flows into 
the next. For me,” Pineda explains, “the

The slab- and/or coil-built form is 
studied to “visualize the images or 
designs that will fit and enhance the 
movement of the contours.”
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measure of a successful or balanced form 
is that it can be viewed from any angle 
and there will be a sense of harmony 
and integration from top to bottom, 
left to right and corner to corner. This 
altered form then becomes my sculp
tural canvas.

“Next, I study the form that has 
emerged and begin to visualize the im
ages or designs that will fit and en
hance the movement of the contours. I 
can then add additional coils or em
ploy other techniques, such as draping 
clay on appropriate areas or attaching 
other altered forms at the base or top.
Carving and the application of textures 
by impressing lace and other fabrics are 
also employed.”

The first firing is usually the high
est, anywhere from Cone 04 to Cone
3, even though the maturation tem
perature of the dark brown clay is Cone 
10. Pineda is primarily concerned with 
achieving sufficient hardness, while 
keeping shrinkage to a minimum. “As 
I build, a relationship based on size 
evolves between myself and the devel
oping form; too much shrinkage de
stroys this perspective and alters the 
original feeling of size, depth and 
mood—factors that are vital to the suc
cess of the finished piece.” The lower 
firing range also facilitates acceptance 
of the low-fire glazes, as well as the 
acrylics, oils and antiquing stains that 
are applied after the final glaze firing.

Pineda uses a variety of commercial 
underglazes and glazes. “In this stage of 
development, I am still seeing the form 
as a sculptural canvas. Glaze color ap
plication is critical in creating a second 
level of implied movement. The func
tion or purpose of the glaze is to en
hance, frame or define points; to 
integrate visual ideas; and to carry the 
viewers eye smoothly and harmoni
ously around the form.

“At times, I may glaze only the eyes 
or the fingernails or the background 
between figures,” Pineda explained.
“Because of this ‘area-specific approach,
I am very cautious about overfiring to 
avoid the running of glaze and color.
In fact, I usually fire at a cone below
the manufacturer’s recommendation. “Headbands and Crossing Lines,” 25 inches in height, coil- and slab-built
Thus, I am able to achieve good color white stoneware, bisqued at Cone 3, glaze fired at Cone 07.

without running from Cone 06 glazes 
fired at Cone 07.”
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Front and back views of “Three Gurus,” 17 inches in height, handbuilt stoneware 
with low-fire glazes, acrylics and oil-based stain, by Nora Pineda, Chico, California.

When using the non-fired colors, 
the first coat is usually an acrylic silver 
metallic that is applied with a wet 
sponge. “This first layer of acrylic pre
pares the unglazed clay surface in the 
same way that gesso is used to prepare 
a canvas. Sometimes, I allow the first 
layer of color to set up for a few hours; 
other times I immediately start apply
ing and blending in additional colors. 
Except for detailed work, I always use a 
damp sponge to apply acrylic color.

“After the acrylics have dried several 
hours or overnight, I apply an antiquing 
stain, working it into the deeper crev
ices with a toothbrush. This step gives 
definition to sgraffito lines, and tex- 
tured and carved areas. It also com

“Woman with Roses,” 10-inch-diameter 
slab platter, impressed with lace 
patterns, brushed with low-fire glazes, 
acrylics and oil-based stains.

pletes the surface integration, and vi
sually fuses the various levels of form 
and decoration.

“Finally, I apply light touches of 
alkyd or oil paints. These are to high
light such areas as eyes, lips, cheek
bones, etc., and to create further levels 
of color contrast.”

Over the years, Pineda has concen
trated on the vessel form because it 
relates symbolically to the earth and 
women; she likes to think of it as a 
container for the nutrients of survival. 
The altered forms may also incorpo
rate ideas of dealing with ones aura, 
through the seven chakras, represented 
on the work by flower petals or the 
lotus flower. A
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1997 Fletcher Challenge Award
by Giles Reid

^^t the age of 20, the “Fletcher Chal
lenge Ceramics Award,” confident of its 
position on the world stage, got quite a 
shock at home. It opened up its doors 
for the first time to a new generation of 
critics/writers not directly involved in 
the cloistered ceramics scene, and these 
writers were not impressed. The most 
repeated concern was that the show had 
little local relevance. What relevance it 
did have was in the way many New 
Zealand potters were drawn to the lat

est arrivals from overseas and seemed 
compelled to mimic them for the fol
lowing years event. Certainly this was 
not the voice of an emergent post-colo- 
nialism that had been predicted.

This year, at age 21, the Fletcher was 
deliberately smaller, and the juror, Aus
tralian writer and potter, Janet Mans
field, was definitely better known and 
more involved in this part of the world 
than was Canadas John Chalke in 1996. 
Although there was a lack of any clear

direction to her judgments, as evidenced 
by her prize list, here at least there was 
not the impression of a judge being 
carted into a wholly foreign scene and 
being expected to make sense of it on 
the spot before disappearing, leaving 
New Zealand potters to cope with the 
morning after.

Perhaps this sounds a strange state
ment to make, given the Fletcher s aspi
ration to be recognized as a stage for the 
display of work from all around the

“Tureen,” approximately 13 inches in height, coil-built terra cotta, with underglazes, slips, transparent 
and amber glazes, and gold luster, NZ$1300 (US$790), by Gail Kendall, Lincoln, Nebraska.
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“Punch,” approximately 25 inches high, 
handbuilt earthenware, NZ$4200 

(US$2560), by Richard Slee, Brighton, 
England; award of merit winner.

“Dreamtime,” approximately 34 inches in height, handbuilt, 
with slip glazes over iron wash, NZ$1800 (US$1100), 

by Susannah Israel, Oakland, California.

world. After all, its promotion material 
has always celebrated pluralism, typi
cally claiming that it attracts work from 
more than 800 artists from 50 coun
tries with styles ranging from neo-ex- 
pressionism (not much of that this time) 
to minimal abstraction to whatever else 
can be linked to a now defunct 20th- 
century art movement. But such diver
sity has proven the Fletchers greatest 
obstacle to debate. There is nothing 
more tyrannical than relativism played 
out in this endless fashion.

The job of jurors is surely to commit 
themselves to a vision about what is 
good and what is dross. However, the 
pressure on each judge to relinquish 
anything that smacks of bias is enor-

“Covered Jar,” 9½ inches in height, wood-fired stoneware, 
NZ$700 (US$430), by Pascal Chmelar, New York City.

mous and usually accounts for a pot
pourri of diametrically opposed artistic 
directions receiving awards that only 
equalize their efforts. Therefore, any
thing that provides a context in which 
the work on display can be appraised by 
the public, such as Mansfields decision

to include any entries received from pre
vious winners, is essential.

Mansfields winners list embraced 
everything from Richard Slees gigantic 
toby jug to Torbjorn Kvasbos baked 
dung heap, as well as the primitive clas
sicism exhibited in the bowl by
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Wellingtons Raewyn Atkinson. Yet it 
would be wrong to suggest that there is 
no pattern to the judges’ premier awards 
made over the last few years. Take the 
work of 1994s Mitsuo Shoji, 1995s 
Prue Venables, 1996’s Yasuko Sakurai 
and this year’s winner Philippe Barde. 
Each of these pieces is delicate to the 
point where human hands seem absent 
from their creation.

For the judges of these respective 
years, each work embodied spiritual val
ues—values thought to be all but ab
sent in the formal sophistications of the 
mid to late 1980s. Yet this “new spiritu
ality” cannot be mistaken as a return to 
the collective values of Bernard Leach 
or Michael Cardew. Rather, it is “new 
age”—about personal possession and 
being assertively alone in a crowd.

In awarding these prizes, all the ju
rors have spoken about finding these 
works as if by accident: silent objects in 
a room full of contenders vying for at
tention. But is this seriously anything 
more than an act of mutual congratula
tion? In truth, these objects provide ripe 
opportunities for the audience to be 
informed of how keen the judge’s eye is 
for detecting the true gem. These pieces 
balance precariously on their plinths, 
utterly self-conscious of their status as 
precious art objects and aware of how 
right they are for a gallery setting. They 
are arranged in introverted gatherings 
and assert their need to be inspected at 
close proximity—to be touched with 
white gloves on. WTiereas we can only 
look and must be frustrated of neces
sity, the judge can approach them, alone 
and intimately.

If we exclude this trend, in most 
other respects, the Fletcher was more 
accessible this year, due in part to the 
reduced size of the exhibition, but also 
to its more orderly arrangement. People 
were encouraged to spend a greater 
amount of time with each piece. In the 
center of the room was the show-stop- 
per—if only because of its size and po
sition. Miltiades Kyriakides’ porten
tously titled “Night depth-charged the 
dream with fish” can either be dismissed 
as an act of pure kitsch frivolity—it 
drew the most laughter and children— 
or it intentionally transgresses some

“Cactus - Animals,” approximately 6 inches in height, handbuilt porcelain, 
NZ$600 (US$370), by Anne Tym, Talinn, Estonia; award of merit winner.
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“A Change of Heart,” approximately 9 inches in height, handbuilt 
earthenware, NZ$950 (US$580), by Raewyn Atkinson, Wellington, 

New Zealand; award of merit winner.

“Plaything,” 17 inches in height, handbuilt and wheel- 
thrown stoneware, with slips and glazes, NZ$700 
(US$430), by Keith Ekstam, Springfield, Missouri.

broader dispute between installation art 
and ceramics. Then again, it could rep
resent the inclusion of sculptors work
ing with clay. Proceeding with the latter 
possibilities, “Fish” raises some impor
tant concerns, despite failing to address 
one of them in any cogent way.

Through the eighties, ceramics saw 
itself as the poorer cousin of fine-art 
sculpture. This situation was always 
ironic, given that it coincided with 
sculpture s own view that there was more 
money and kudos to be found in aban
doning itself to installation art. It takes 
little to join the dots and realize what 
ceramics now would choose to consider 
itself inferior to. But what next? Virtual 
ceramics exhibited only on the World 
Wide Web? You can be assured that this 
is no longer even a joke but a reality.

If “Fish” desires to tackle installation 
art on its own turf, then it should be 
analyzed as such and not as some brave 
departure from the realm of the pot. 
Taken as an installation, though, this 
work is extremely weak and recalls the 
definition of a fanatic as one who re
doubles efforts as he loses sight of his 
aim. It failed to give the viewer a power
ful sense of being submerged in an un
derwater world. One remains uncertain 
as to whether this is a parable about the 
ravages of drift-net fishing or if the 
fishiness was to be read as more Freud

ian. After all, the inclusion of an insti
tutional bed definitely gave the feeling 
that it was about something. Perhaps it 
required an accompanying video.

Despite the ceramics field s yearning 
for its own avant-garde, the public flock 
to this show each year. A bit of titilla- 
tion actually combines well with the
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“All being equal, all being different,” to approximately 5 inches in 
height, porcelain, NZ$2000 (US$1220), by Philippe Barde, 

lAuberson, Switzerland; premier award winner.

“Trough,” approximately 8 inches in height, terra cotta, wood fired 
to Cone 5 in an anagama, NZ$2500 (US$1530), Torbjorn Kvasbo, 

Venabygd, Norway; award of merit winner.

impression that pottery is an inherently 
approachable, respectable and purchas
able art form. But if this is the publics 
once-a-year en masse outing to a ce
ramics exhibition, then it becomes be
holden to the organizers to better inform 
them of the ceramic culture that plays 
host to this event.

While a small number of galleries do 
mount concurrent ceramics shows, the 
Fletcher itself needs to put on its own 
“salon de refuse” of local ceramists work. 
Such a move would not foster provin
cialism, but counter it. There is nothing 
more provincial than those who will 
not look at their own culture. This 
would make the judges position even 
more unenviable. That, however, would 
only be a good thing in the wider per
spective of the Fletchers evolution and 
its continuing need to engage its con
text further. ▲
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Playing for Pots
A Creative Connection

Three years ago, I was a songwriter 
who, for various reasons that ran deep, 
had stopped writing songs.

I was also someone who owned no 
pots, and had never had any particular 
interest in the medium of clay.

Today, as I write this, I am sitting in 
my New York studio among nearly 300 
(mostly) wood- and salt-fired pots, and 
am once again actively writing and re
cording new music. As strange as it may 
sound, in looking back and reflecting 
on this turn of events, I have come to 
believe that these pots—the work of so 
many gifted and dedicated artists—have 
played a pivotal role in bringing about 
my own creative rebirth.

Are You a Potter?
Throughout the summer of 1994, 

with nothing but time on my hands, I

by Gary Portnoy

had taken to visiting local craft fairs. 
The exhibitors were, by and large, 
friendly people who seemed to genu
inely love what they were doing. (I re
member envying their enthusiasm for 
their work.) After a while, I found my
self zeroing in on the clay displays. It 
was not so much that I was rejecting or 
ignoring work in other media, as not 
even seeing it; I only had eyes for clay.

Something was happening. It seemed 
as though in almost every booth I en
tered I was asked if I was a potter. I was 
told the question had something to do 
with the way I handled and the inten
sity with which I responded to the work.

Above: New York musician Gary 
Portnoy credits his collection of wood- 
and salt-fired pots with helping him 
overcome writer’s block.

I have since read of people who, when 
they touch clay for the first time, feel as 
though they have always been potters. 
Can the same be said of collectors?

One day, someone told me about a 
really fine crafts fair in Washington, 
D.C., sponsored by the Smithsonian, 
which I attended via the Metroliner in 
April of 1995. While there, I came upon 
a small serving dish by Will Ruggles 
and Douglass Rankin. Like many pots I 
had admired in the course of my wan
derings, it was partially glazed and had 
lovely decorative markings. But some
thing about it struck me as being differ
ent. For one thing, there was an air of 
understatement about it. The colors 
were especially warm, and its surface 
had an “unfinished” earthy quality, both 
in look and in feel. I had (unknow
ingly) bought my first wood-fired pot.
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Traveling hundreds of miles in search 
of pots was just the beginning. Before 
long, I was spending hours looking at 
slides and leafing through back issues of 
Ceramics Monthly at the American Crafts 
Council Library. As time passed, I found 
myself thinking about pots whenever I 
wasn’t thinking about anything else. 
(This last fact scared even me just a 
little.) All the pieces were in place for 
my dalliance with clay to burgeon into 
a full-blown passion. And so it did.

As for the catalyst behind this pro
gression, enter three potters, each of 
whom occupies his own planet within 
the vast universe of wood firing.

Randy Johnston
In September of 1995, I read of an 

exhibition of Warren MacKenzie’s pots 
that was taking place at a gallery only 
five blocks from my workspace. Upon

arriving there, I was literally stopped in 
my tracks by a grouping of pots in a far 
corner of the room. Defined predomi
nantly, at first glance, by their striking 
rusty matt red surfaces, they were, quite 
simply, like no others I had ever seen. 
They turned out to be the work of 
Randy Johnston, and were being exhib
ited in conjunction with those of 
MacKenzie, with whom he had appar
ently studied.

A closer look at one pot revealed 
veinlike black deposits that overlapped 
patches of burnt orange, which, in turn, 
flowed into viscous pools of dripping 
pale greens. Whats more, I was told 
that this palette had been achieved with
out glazes. Rather, flames had acted 
upon raw clay to which a flashing slip 
had been applied.

I was transfixed, and wondered why 
I (or anyone I knew, for that matter)

had never before happened upon this 
kind of wood-fired ware.

I remember taking note of the time
less quality to Johnston’s pots. Tall, swol- 
len-bellied vases with pronounced lips 
and tiny handles evoked ancient Egyp
tian vessels. Others were petal-shaped, 
with delicately tapered leaflike rims, and 
sat atop four small, intricately carved 
feet; they summoned up images of the 
Far East.

At first, I had difficulty perceiving 
these vases, teapots, bottles and cups as 
anything more than objects for display, 
if for no other reason than they are just 
so pleasing to behold. But what makes 
them even more special is that they are 
meant for (and, after a while, they de
manded!) regular use.

I felt compelled to track down Randy 
Johnston in River Falls, Wisconsin (via 
telephone). As luck would have it, he

“Teapot One,” approximately 6 inches in height, wood-fired stoneware, by Jeff Shapiro, Accord, New York.
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Salt-glazed teapot, approximately 5 inches in height, by Jane Shellenbarger, Helena, Montana.

was just about to wood fire some 400 
pieces over a three-day period, one of 
only two such firings that take place in 
the course of a year.

From that firing, he allowed me to 
select a squared vase and a new teapot 
form. They, along with others I’ve ob
tained since, are pots I love (and use).

Byron Temple
Byron Temple is the potter whose 

work most moves and inspires me. Yet 
the first three times that I saw photo
graphs of his pots—in three different 
publications, all within a short time of 
one another— I nearly overlooked them. 
For, like the potter, they are totally with
out pretension; they exude quiet con
fidence, and are content to wait until 
they are discovered.

Temple excels at creating exquisite 
smaller forms. But, beyond that, he 
seems to know precisely when to stop 
the act of creating. As a result, they are 
pots that impart a sense of motion.

The body of one of his button jars 
looks almost as if it was formed by 
delicate overlapping swaths (yet it is any
thing but delicate), giving the sides a

subtle undulating quality. The gently 
pinched rim of a teabowl hints at some 
kind of animate activity taking place 
within it. Crinkly handles sit atop lids 
that waffle playfully.

“Blue Bottle,” approximately 7 inches 
in height, wheel-thrown stoneware, 
wood fired, by Jeff Shapiro.

One “tightly packed” dark brown 
anagama-fired jar appears as if it has 
taken a breath that may be let out at 
any moment (or never).

To be sure, Byron Temple’s pots are 
living creatures. They are, however, more 
like cats than dogs. For one thing, they 
never pander or beg for our attention. 
Rather, they require something of us— 
a quiet moment and a willingness to 
interact with them—to listen. In which 
case, they speak volumes.

For another, Temple’s pots are allur
ing—even sexy—with more than a bit 
of mystery to them: Leather and rope 
ties keep secret the contents of a lidded 
vessel; a splash of glaze surprises a tea
pot from which chunks have vanished 
to reveal feet.

The Byron Temple with whom I first 
spoke on the telephone and have since 
come to know as a friend, is an inspir
ing man who never rests on his creative 
laurels. Rather, he is always searching 
within himself for new ways to chal
lenge clay. He moves with ease among 
different clays and different kilns, and 
is, quite simply, an American master 
potter at the top of his form.
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“Footed Vase,” approximately 11 inches in height, 
by Randy Johnston, River Falls, Wisconsin.

Jeff Shapiro
I have told Jeff Shapiro that if his 

pots had been the first wood-fired ones 
to which I had been exposed, I might 
well have been scared off altogether. For 
they are not especially accessible to eyes 
that seek “pretty” art.

His pots look like they have been 
through a fire—and indeed they have, 
for upwards of nine days. Carefully and 
constantly attended flames shoot 
through his anagama lain, leaving their 
mark on an incredible array of clay ob
jects, from a teabowl that fits in the 
palm of ones hand, to huge sculptural 
pieces, one of which might take an en
tire day to satisfactorily load into the 
kiln. Much of his work looks as if it 
might have been discovered on an ar
chaeological dig at some Asian site.

To visit Shapiro at his home/studio 
in Accord, New York, is to meet a soft- 
spoken, gentle man who exhibits end
less patience and generosity when it 
comes to educating guests as to the in
tricacies of this type of pot making, 
which, although dating back many cen
turies in Japan, is still very young and 
largely unfamiliar to the public in this 
country. (Jeff lived and apprenticed in 
Japan for 12 years before coming home 
and starting his own pottery.)

When I first developed an affinity 
for wood-fired pots, it may have been 
in spite of the surface “flaws” attendant 
to the process. In time, I came to accept 
them. Now, they are often, for me, the 
selling point of a given piece. For to 
turn, even ever so slightly, one of Jeff 
Shapiro’s pots is to uncover a “new” pot.

Another turn...another pot. Such is the 
variation in the terrain of even one of 
his smaller works. One view may be 
crusty and blackened, and maybe a tad 
unsettling, another will reveal puddles 
of ash-induced blue glass, and yet an
other will be toasty brown and encour
age quiet contemplation.

Shapiro strikes me as someone who 
lives and breathes clay; for him, it is a 
life’s commitment as opposed to an oc
cupation. One can almost see his mind 
constantly at work, trying to better an
ticipate how the stacking of pots in the 
kiln will affect their eventual “coloring” 
(no glazes here), or exploring the possi
bilities inherent in a particular shape 
he’s been developing.

His forms range from boldly executed 
angular vessels to gently altered lidded
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“Anagama-Fired Lidded Jar,” approximately 5 inches in height, 
by Byron Temple, Louisville, Kentucky.

jars, from imposing sculptural swords 
to whimsical boatlike teapots; they en
compass all manner of trays, bowls and 
bottles intended for everyday use.

One of the nicest experiences I have 
had thus far in my pottery collecting 
life was attending one of Shapiro s kiln- 
lighting ceremonies. His friends and 
neighbors gathered to share food and 
drink, and watched as he, his wife and 
kids threw sake, salt and rice around the 
perimeter of the anagama kiln.

A Creative Link
My disillusionment with songwriting 

had a lot to do with the loss of the 
human element, and the increasing re
liance on technology in creating mar
ketable contemporary music. More and 
more, synthesizers and sampling were 
replacing pianos and guitars (not to 
mention piano players and guitarists). 
There seemed to be little tolerance left 
for meaningful lyrics in a world where 
grunge rock and rap music were prolif
erating. Factor into the equation a

“Tall Vase,” approximately 16 inches 
in height, wood-fired stoneware, 
by Randy Johnston.

songwriting collaboration of long stand
ing that was coming to a logical end, 
and I was pretty much out of it.

At first, I wrote ofF all the hours I 
was spending frequenting craft fairs as 
merely passing time, a benign way of 
rechanneling what had once been my 
creative energies. Right from the start, 
however, there seemed to be some un
derlying sense of purpose behind my 
new-found love of pots. For one thing, 
I discovered that collecting can be, in 
and of itself, a creative endeavor. For 
another, I had been placing all the new 
wood- and salt-fired pots around my 
Manhattan workspace. After a day or 
two had gone by, I could feel myself 
becoming anxious to “reconnect” with 
them. And so it was that I began report
ing for work with more frequency (and 
more enthusiasm).

I truly do believe that the best pots 
live and breathe, and emit all sorts of 
life-enhancing energies. Well, may
be... just maybe...it was through my pas
sion for pots—my pursuit of them, and
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Wood-fired teapots, to approximately 9 inches in height, by Mark Pharis, Roberts, Wisconsin.

my interaction with them—that I came 
to feel, first, an impulse, then the need 
to write music once again.

The thought occurs to me that, 
within the wide spectrum of contem
porary ceramic work, wood firing is, in 
a way, analogous to the kind of acoustic 
songwriting that I had more or less given 
up on. It is a no-frills, no smoke-and- 
mirrors endeavor—a noble collabora
tion between the human hand (and 
heart) and the forces of nature. Wood- 
fired pots remind me that we have con
trol of our work (and our lives) only up 
to the point at which we must surren
der to something bigger than (or other 
than) ourselves.

Having gotten back to writing songs 
that mean something to me, I find that 
my thoughts often go to the potters 
behind the pots that surround me, and 
I have come to think of them as kin
dred spirits of a sort. For while both 
songwriting and throwing pots can be 
fulfilling beyond words, a life devoted 
to either can be, at times, a precarious 
one, marked by creative (and business) 
cycles that are alternately exhilarating 
and disheartening. Both potters and 
songwriters tend to live and work mostly 
apart from others (often at the end of a

Glazed teapot, approximately 5 inches 
in height, by Byron Temple.

road or on the top of a hill, as in the 
case of many anagama firers).

Having visited with many such pot
ters in their studios (some of whom 
have had to abandon or place less em
phasis on wood firing in favor of more 
easily marketable ware), the question 
often arises as to what might be done to 
make Americans more aware of the 
beauty and the wide range of possibili
ties inherent in the wood- and salt-fired 
traditions. (To do my small part, I have 
removed all the doors from my kitchen 
cupboards, thereby exposing guests to 
the wonders therein. All my drinking

glasses and factory-made dishes are long 
gone down the chute.)

Besides the satisfaction that comes 
from selecting one-of-a-kind cups, plates 
and bowls for inclusion in our daily 
routines, what nicer way could there 
be, particularly for a city dweller, to stay 
connected to the earth and the great 
outdoors than to be surrounded by 
wood-fired pieces of art? And in what 
other medium can one obtain bona fide 
masterpieces for $10 on up?

Onward and Upward
These past three years have been pot- 

intensive for me, to say the least. From 
the NCECA [National Council on Edu
cation for the Ceramic Arts] auction in 
Rochester, New York (a wonderful Mark 
Pharis teapot), to the Worcester Center 
for Crafts (one of Linda Christiansons 
baskets) in Massachusetts, to Deer Isle, 
Maine (a Michael Simon pitcher), to 
Chester Springs (Pennsylvania) Studio 
Days and the Old Church Cultural Cen
ter in Demarest, New Jersey, plus nu
merous other galleries and studios, my 
life has been enriched by having had 
the opportunity to meet so many genu
ine and genuinely fine potters whose 
humanity and good natures are largely
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Wheel-thrown and altered soy sauce bottle, approximately 
5 inches in height, wood fired, by Randy Johnston.

reflected in the work they produce. They 
have helped me to reconnect with what 
it was that led me to write songs in the 
first place. It is about being true to ones 
own aesthetic vision and aspiring to ex
pand ones creative horizons. It is about 
artistic integrity.

I have a new writing partner now, 
with whom I make regular trips to Nash

ville, where human (and humane) sen
sibilities are still very much at the heart 
of most songs.

Lately, however, as music reasserts 
itself into my life and my time is more 
spoken for, I have been feeling slightly 
pained by the need to juggle songs and 
pots. Then again, Nashville is not that 
far from Asheville, North Carolina, and

on a recent trip there I picked up some 
really nice wood-fired pots.

The author Though relativelyfew people 
in the clay world may know his name, the 
vast majority are surely familiar with Gary 
Portnoys song “Where Everybody Knows 
Your Name, ” the theme from the long- 
running television sitcom “Cheers. ”
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Clean Air
by Gil Stengel

I fly gliders as a hobby. I 
began a couple of years ago 
at a small club in southwest
ern Ohio. (Incidentally, I 
think that artists make the 
best pilots, but that is a sub
ject for another day.) In the 
course of my pilot instruc
tion, I was taught about the 
phenomenon of “inversion” 
whereby the air temperature 
increases with altitude in 
some weather patterns. Most 
days the air temperature de
creases with altitude, but in 
the Midwest especially, for 
part of many days, an inver
sion will be in effect.

Flying to the top of the 
inversion, typically only 
2000 or 3000 feet above the 
ground, one can easily see the 
dirty brown air trapped in 
the inversion layer that over
lays the land as far as the eye 
can see. My flight instructor 
once explained to me that the 
very visible boundary at the 
top of the inversion marked 
where the air temperature be
gan to decrease with altitude 
and that the air trapped un
der this layer is colored brown 
due to pollution. This may 
or may not be the case; how
ever, the inversion-layer phe
nomenon is common and 
well known to most pilots.

Another phenomenon well known 
to all pilots is federal regulation. To 
become a pilot and fly regularly means 
to cope with often complex and very 
strict regulations and loads of paper
work. I am not a fan of regulations and 
paperwork, and achieving my pilot s li
cense was often tiresome. I did discover 
something interesting along the way, 
though—the Federal Aviation Admin
istration, that large bureaucratic body 
that all pilots must learn to deal with, is 
staffed by human beings.

I bring up these two examples from 
my life here because they have helped

Particulate emissions from the new two-chamber wood kiln 
at Western Illinois University were at their worst at 6 am after 
12 hours of stoking (about 2000°F in the first chamber). A 
typical stoke produced smoke like this for about 12 seconds, 
gradually clearing in about 90 seconds.

to shape my attitudes on air pollution 
and federal regulations. I recently com
pleted construction of a two-chamber 
wood-fueled salt kiln on the campus of 
Western Illinois University (WIU). I have 
an Environmental Protection Agency 
(EPA) construction permit for this kiln. 
It allows me to construct and operate the 
kiln for six months, in lieu of a more 
permanent operating permit, which I 
understand is mine for the asking.

I was asked by the campus physical 
facilities department to obtain this per
mit, not because my kiln was a major 
polluter but because the campus is. The

heating plant on my campus 
puts out enough pollution to 
be considered a major pol
luter in the eyes of the Illi
nois EPA. An operating 
permit is on file with that 
office, and campus officials 
were concerned that my kiln, 
in combination with the coal 
plant, would put the campus 
out of compliance with the 
Clean Air Act.

You can imagine my con
sternation at having to deal 
with a large bureaucracy. Ini
tially, I assumed that the 
physical plant on campus had 
some sort of agenda in mind 
in asking me to obtain an 
operating permit from the Il
linois EPA. This sort of po
litical maneuvering is as 
common in education as else
where, and I thought I might 
be caught in some earlier 
battle that had nothing to do 
with my recent arrival on the 
WIU campus.

At the same time, I read 
on Clayart (the online dis
cussion group) that a nobo- 
rigama in Vancouver was 
threatened with shutdown by 
local EPA officials. Other in
dividuals writing in that fo
rum were adopting a 
“Chicken Little” approach. I 
don’t usually believe every

thing I read, but I became fearful. I was 
in for what is popularly known today as 
a “paradigm shift.”

The fact that the physical plant had 
good intentions never crossed my mind. 
Neither did I ever assume that the Illi
nois EPA would be straightforward and 
very helpful. Then I called the EPA. I 
got the skinny. Perhaps reading about 
what I learned will allay your fears about 
kiln emissions and firing regulations. 
Perhaps you might experience a para
digm shift as well.

Though there are areas of the United 
States where the EPA does care about
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your kiln, if you are in a noncompli- 
ance zone and emitting large quantities 
of carbon monoxide or particulate mat
ter below 10 microns in size (PM 10), 
by and large you have nothing to worry 
about from the Clean Air Act (CAA).

Nationwide, the federal Clean Air 
Act attempts to regulate the emission of 
pollutants in six categories: particulate 
matter below 10 microns in size (PM 10); 
volatile or organic material (VOM); ni
trogen compounds (NOx); sulfur diox
ide; carbon monoxide; and local health 
hazards, such as odors from strong or
ganic sources (I think they mean live
stock flatulence here). The emission of 
100 tons annually in any category quali
fies you as a “major emitter,” and you 
have to file for an operating permit. 
This is the situation on the federal level.

The CAA also directs all states to 
develop a “State Implementation Plan” 
to bring everyone into line with current 
air-quality standards. You’ve probably 
read about the problems some states are 
having with SIPs. If a state doesn’t sub
mit a plan, federal monetary penalties 
will be leveled.

Some urban areas are experiencing 
difficulty bringing their air quality, par

ticularly PM 10 and CO emissions, up 
to CAA standards. Those deemed 
“nonattainment” areas have stricter emis
sions restrictions than the current na
tionwide 100-ton level. Take the city of 
Chicago as an example. If you operate a 
kiln in Chicago and emit more than 25 
tons of CO annually, you need a state 
EPA operating permit. By default, you 
should always check with your respec
tive state office, as typically they enforce 
the local State Implementation Plan.

Operating in a nonattainment area 
is really the only concern for most fuel- 
fired ceramic art kilns, but even then 
the current allowable levels are still much 
higher than most kiln operators need 
worry about. Recently, President 
Clinton proposed tightening CAA re
strictions. My local EPA source informed 
me that these proposed new regulations 
would lower the 100-ton level in PM 10 
and VOM emissions; however, they 
should not pose a problem for most 
periodic kilns. The exception here might 
be a wood-fired kiln operating in a 
nonattainment area.

The days of belching black smoke 
during week-long firings might be num
bered in certain areas, but it seems un

likely that this is the harbinger of future 
restrictions that will make all kiln fir
ings “noncompliance.” Keep in mind 
that the major emissions from burning 
natural gas and propane are C02 and 
H20. Neither of these emissions is regu
lated at all, and my EPA source deemed 
it unlikely that they ever would.

I am reminded of what one ceramic 
engineer working for a large glass com
pany told me two years ago when I 
quizzed her about the chemistry in
volved with salt glazing. After carefully 
looking over my “pollution” readings 
from the firing, she told me, “You don’t 
have a pollution problem from salt, but 
you do have one from your heat source.” 
She predicted that the day would come 
fairly soon when I would be worrying 
about PM 10 and NOx emissions much 
more than NaCl.

My engineer friend’s prediction has 
come true. The EPA operating permit 
application for my kiln was concerned 
with PM 10 and NOx. Emissions from 
the introduction of salt into the kiln 
didn’t really play a role, other than add
ing to particulates. I do think that the 
future holds more regulation and more 
hassles for operators of fuel-fired kilns, 
though, as local EPA offices attempt to 
track emissions sources. As an example, 
my operating permit requires me to 
weigh the wood, and log my firings for 
time and temperature. I don’t really 
mind, but I worry about what the fu
ture will hold.

On the plus side, the CAA is at
tempting to regulate emissions that are 
controllable. The future may require 
lower particulate emissions from wood 
kilns, as well as the cessation of long 
and excessive reduction periods from 
gas kilns. I’m still not a fan of govern
ment regulation and paperwork, but I 
don’t think lowering emission amounts 
of this type are unreasonable or particu
larly difficult.

I would encourage everyone firing 
with fuel to contact the local EPA office. 
This can be done anonymously but I 
think you might find, as I did, that the 
person on the other end of the phone is 
human after all. ▲

By noon, emissions had cleared up considerably as the chimney temperature 
increased—holding at Cone 10 on the left; after stoking on the right.
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Tradition and Recent Departure

“Pate Dish,” 9 inches in length, thrown-and-altered porcelain, 
by Polly Ann Martin, Warwick, New York.

Seventeen potters and sculptors par
ticipated in “Ceramics: Tradition and 
Recent Departure,” an invitational fea
tured recently at Gallery 12 in Guilford, 
Connecticut. A cooperative run by two 
potters, a jeweler and a painter, the gal
lery was formed just over three years 
ago. Each takes a turn minding the shop 
and pays a share of the monthly ex
penses.

For their second exhibition of ce
ramics, co-op member Stephen Rod
riguez invited clay artists working in a 
variety of styles to show their interpre
tations of traditional vessels and/or 
sculptural departures. A

Untitled plate, approximately 18 inches in diameter, glazed terra cotta, 
by Barry Bartlett, New York City.

October 1997 63



“Trinatrate,” 30 inches in height, 
handbuilt earthenware, by Lisa Wolkow, 

Madison, Connecticut.

Stoneware platter, 17 inches in diameter, with gold luster, 
by Uko Morita, Forest Hills, New York; from the exhibition “Ceramics: Tradition and 

Recent Departure” at Gallery 12 in Guilford, Connecticut.
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Glazed terra-cotta 
murals on the “Bird 

Tower” at the 
Cleveland Zoo.

Viktor Schreckengost’s 
Architectural Terra Cotta

by Nancy McCroskey

^^uring the 1930s, ’40s and ’50s, 
Viktor Schreckengost created many ce
ramic sculptures ranging in subject from 
biblical and mythological figures to po
litical commentary. Two of his best- 
known works of political satire are the 
“Dictator,” 1939 (Everson Museum of 
Art, Syracuse, New York); and “Apoca
lypse,” 1940 (Smithsonian Institution, 
Washington, D.C.). In both of these 
works, he successfully used humor to 
draw attention to the seriousness of the 
political situation in Europe.

Born in 1906 in Sebring, Ohio, 
Schreckengost was trained as a potter 
and later studied design at the Kunst- 
gewerbeschule in Vienna, Austria. In 
addition to ceramic sculpture, he is rec
ognized for accomplishments in paint
ing, stage design, graphics and industrial 
design. In industrial design, he is best 
known for creating the first cab-over 
engine truck, introduced to the truck
ing industry in 1933 by the Cleveland- 
based White Motors; the bicycle designs 
that made Murray-Ohio Company the 
world s largest bicycle manufacturer; and 
beautiful dinnerware for Salem China 
Company of Salem, Ohio, Royal Crest 
of California, and American Limoges 
China Company of Sebring, Ohio. One 
of his most popular dinnerware designs 
was the 1930s “peasant” ware for Ameri
can Limoges—simple, unadorned forms 
that looked hand thrown and were tai
lored to withstand hard, everyday use.

In the 1950s, working with the ar
chitect J. Byers Hays, Schreckengost was 
commissioned to produce three terra
cotta installations for the city of Cleve
land. The order of completion is: “Bird 
Tower,” at the Cleveland Zoo, 1950; 
“Johnny Appleseed” (more properly 
known as the “Early Settler”), on the 
auditorium of Lakewood City High 
School, 1954; and “Pachyderm Build-

The bottom plaque depicts 
archaeopteryx, a lizardlike bird that 
lived 140 million years ago.
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ing,” also at the Cleveland Zoo, 1956. 
Each project took roughly two years 
from submission to completion.

As a ceramics artist with an interest 
in architectural terra cotta, I was de
lighted to have the opportunity in 1996 
to interview Viktor about this work at 
his home in Cleveland.
Interviewer: J. Byers Hays contacted 
you in the late 1940s to work with him 
on the zoo buildings. What ideas sparked 
this collaboration?
Schreckengost: The most important 
idea Byers had was to eliminate all signs 
from the buildings—identify these 
buildings so that people would know 
what they are without signs.

The first building was to be the bird 
building. Hays asked me how we could 
put something on the building that 
would identify it.

In looking at the plans, I asked Byers 
about a funny-looking round stack, 
which I said didn’t belong with the build
ing. Because it was the heating system,

it had to remain, but he said it did not 
have to be round. So we made a square 
building and we put a fin on it; then I 
had someplace to work. The building, 
called the “Bird Tower,” is around 50 
feet high.

Interviewer: By what process did you 
select the birds to depict? 
Schreckengost: I talked to my nephew, 
an ornithologist, and asked him about 
the real stages of the development of 
birds. He came up with a series of five

Mastodons,” 12 feet in height, on the Pachyderm Building at the Cleveland Zoo,

Mammoths,” 13½ feet in height, glazed terra cotta.
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Viktor Schreckengost at work on full-size model of the “Early Settler.”

or six things that we took as the subject 
matter. The fin on the tower came out 
8 feet, so I was able to make panels that 
were 5 by 8 feet. The first one, from 
bottom to top, is archaeopteryx, a lizard 
kind of bird (140 million years old). 
The second is hesperornis, the first am
phibious bird (100 million years old). 
The third is diatryma, the giant, 
flightless, predatory bird (60 million 
years old), followed by the dodo, a 
flightless bird, extinct in 1680. The top 
one is a recent living bird, the American 
bald eagle.
Interviewer: What was the construc
tion process for the murals? 
Schreckengost: When I was first asked 
to do these murals, I looked around for 
buildings that had terra cotta on them; 
there were a lot in town here, but I 
came out of New Yorks Holland Tun

nel one day and I noticed that the whole 
thing was lined with white tile. I called 
an office in New York and was told that 
Federal Seaboard made the tile.

I then spoke with a nice man at 
Federal Seaboard and he said he would 
be tickled to death to work with me. I 
went to Perth Amboy, New Jersey, to 
see the factory and asked them if I could 
have the center of the kiln so there 
would be no warpage. He said I could 
have any part I wanted. So that’s the 
way we came to fire them.

I modeled the first one (archaeop
teryx) here, full size plus shrinkage so 
the architect could see what the detail 
was going to be and plan for the exten
sions needed on the back to be part of 
the bearing wall. A plaster cast of ar
chaeopteryx was then shipped down to 
Perth Amboy. I modeled all the rest of

them right there in their studio from 
½-scale models. The full-scale models 
were then cut into sections, a mold was 
made of each section and terra cotta 
was pressed into each mold for the 
finished sculpture. I didn’t want to have 
it attached to the outside of the stone, 
so I had an 8-inch extension built onto 
the back so the pieces would be part of 
the bearing wall.

One of the worries I had was that I 
had to sign a contract that the work 
would last at least 25 years without de
terioration. If you go over to the zoo 
now, you’ll find that the terra cotta is as 
good as the day it was put up but the 
stone structure is spalling. These murals 
are nearly 50 years old and I guaranteed 
they would last for 25 years, so I guess 
I’m off the hook.
Interviewer: Yes, indeed! Now, tell me 
about the surfaces.
Schreckengost: I wanted the colors as 
bright as possible. The higher (in tem
perature) you go, the smaller the range 
of color you have. The high-fire reds, 
yellow and greens are dark, but I didn’t 
want those. However, they were put on 
first so that if the other glaze on top ever 
fades, it will still have the colors as origi
nally planned. So I put those on first 
and went back and fired again with 
lower-fired glazes, the brilliant colors. 
Interviewer: Have those worn at all? 
Schreckengost: Not at all. The low-fired 
glazes have held up real well. Because 
the body was not moving.
Interviewer: Can you describe the clay 
body?
Schreckengost: It was terra cotta with a 
large percentage of grog. I used Federal 
Seaboard’s clay, what they used regu
larly, and the glazes were specially devel
oped for this project.
Interviewer: So all the pieces were fired 
three times. Did anything crack? 
Schreckengost: We didn’t have any 
warping or cracking. We had molds of 
every piece; in case something happened, 
we could replace it. Every piece that 
came out we would lay out on top of 
the roof to assemble the whole thing 
and just hope that the next piece would 
fit in.
Interviewer: Tell me about the small 
bird tiles on the aviary building.
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Schreckengost: They are recently ex
tinct birds (birds that could not be 
owned by the zoo), birds that we have 
lost. There are six types: great auk, heath 
hen, passenger pigeon, Eskimo curlew, 
Carolina parakeet and Labrador duck. I 
remember when they used to sell roasted 
passenger pigeons on a stick for 15 cents 
along the coast.
Interviewer: Lets go onto the pachy
derm murals. The character of the el
ephants is very different from the bird 
murals.
Schreckengost: First of all, I wanted 
them down where people could see all 
of them. These are heavy animals. I 
kept looking at the old cave drawings of 
the animals, and flattened the images 
more in keeping with these drawings. I 
used engobes (vitrified slips) for the sur
face so that they would remain rough 
like the cave drawings. We used the 
mastodon and the wooly mammoth. I 
made ½-scale models to work from at 
Perth Amboy.

The murals were big. I think they 
weighed about 32 tons when finished. 
We built a giant 2x12-foot framework 
and covered it all with plywood, then 
put big cleats in it to hold the clay.

We leaned it against one wall so that 
it would not fall forward. One day I 
had a telephone call saying I better get 
down there, were in trouble, and I went 
down and could see about 1 foot of the 
wall leaning out. There was light com
ing in over the top. It scared me!

We got great big steel rods to tighten 
up and bring the wall back in, and on 
the outside they took telephone poles 
to help hold the wall up. The wall was 
never made to hold 32 tons of clay!

Well, when I completed the murals 
they were cut into sections, with the 
largest weighing 800 pounds. Molds 
were again made of each section so that 
any could be redone in the event of 
breakage or warping.

Here again, with these murals, you 
don’t have to ask, where are the pachy
derms? The murals are down right on 
the ground and they give you some idea 
of the scale of these animals. This is the 
most photographed place over at the 
zoo. Kids are always standing in front of 
the murals, getting their picture taken.

Interviewer: Had you anticipated mak
ing murals for other zoo buildings? 
Schreckengost: Yes. The next one was 
to be the cat building and then the 
reptile house. I don’t know what hap
pened, whether they ran out of money 
or what. A whole new management

Helpers at Perth 
Amboy Federal 
Seabord Terra 
Cotta Company 
disassemble the 
multipart mold of 
the Settler’s head.

came in, and we never did any more 
buildings at the zoo. I’m sorry. It would 
have been nice to have the whole zoo 
finished in the same concept. But in the 
meantime, Hays was working on the 
Lakewood City Auditorium where 
“Johnny Appleseed” was done.

The figure was installed as part of the bearing wall
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The “Early Settler,” installed in 1954 at Lakewood High School, is part relief mural and part three-dimensional sculpture,

Interviewer: Tell me about the concept 
for “Johnny Appleseed.”
Schreckengost: First of all, there was a 
giant apple tree that had to come down 
to build that building. A lot of people 
said that it could have been one of the 
trees that Johnny Appleseed planted. 
When he went through this area, he 
would stop down near Marietta where 
they pressed apples for juice and vin
egar. He would get bags of apple seeds 
and plant them all through Ohio.

So we started off with that concept. I 
had some real funny ones, with him 
dancing along through the woods, sprin
kling apple seeds. Before the decision 
was made, the Lakewood City fathers 
decided that maybe Johnny Appleseed 
wasn’t such an ideal person for the kids 
to follow. However, they decided to go 
with one sketch of a man planting a 
seed. He became the early settler plant
ing the seed of knowledge. I took some 
of the funniness out of his face, but 
there are still apple trees. Also, you can 
see a rising sun, which is part of the seal 
of Ohio, and cardinals, the state bird.

This wall is curved, with the sun 
breaking in over the left side of it, so I 
modeled it so his face changes in the

morning as the sun moves across it. 
This mural is part of the bearing wall 
like the zoo murals. It is relief up to the 
waist and then the whole top of the 
torso is three-dimensional, leaning out

from the building. It is unusual in that 
it is half relief, half three-dimensional. I 
didn’t know of any other structure like 
that. The upper torso and head are sus
pended from inside on an I-beam and 
bronze hooks. This will actually move 
during the day as the wall heats up, but 
there are still no cracks in the terra cotta. 
Interviewer: After you completed these 
terra-cotta installations, did you con
tinue to work in clay? Where did your 
work take you?
Schreckengost: I continued to show ce
ramic sculptures—fine-art ceramic 
sculpture, as well as design for mass 
production up through 1965-70.1 had 
injured my back when I was in the 
Navy and it just kept getting worse; 
they said, look, you can either be a 
cripple the rest of your life or give up 
lifting and firing this stuff in the kiln. 
So I decided to give it up; that is when I 
started painting.

Excerpted from “Interview with Viktor 
Schreckengost” in the December 1996 
newsletter published by the Friends of 
Terra Cotta, a nonprofit organization 
dedicated to the preservation of archi
tectural ceramics.

The upper torso and head are anchored 
to an internal I-beam, which will move 
during the day as the wall heats up, but 
the terra cotta has not cracked.
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Call for Entries
Application Deadline for Exhibitions, 
Fairs, Festivals and Sales

International Exhibitions
October 15 entry deadline

Warrensburg, Missouri “Greater Midwest In
ternational XIII” (January 24-February 22,1998). 
Juried from up to 2 slides per entry. Fee: $20 for 
up to 3 entries; $25 for 4-5 entries. Juror: Andrea 
Inselmann, curator of exhibitions, John Michael 
Kohler Art Center, Sheboygan, Wisconsin. 
Awards: $1600 plus exhibition contracts for the 
“GMI Invitational Exhibition.” For prospectus, 
send business-size SASE by October 6 to Gallery 
Director, Central Missouri State University, Art 
Center Gallery, Warrensburg 64093.
December 1 entry deadline

Auckland, New Zealand “The Fletcher Chal
lenge Ceramics Award” (May 1—June 2, 1998). 
Juried from up to 3 slides. No entry fee. Awards: 
Premier Award, NZ$15,000 (approximately 
US$10,000); five merit awards of NZ$1000 (ap
proximately US$675) each. Contact Fletcher Chal
lenge Ceramics Award 1998, PO Box 13195, 
Onehunga, Auckland; telephone (64) 9 634 3622, 
fax (64) 9 634 3626 or e-mail asp@ceramics.co.nz 
February 20, 1998, entry deadline

Baldwin City, Kansas*The 1998 International 
Orton Cone Box Show” (March 10-April 7, 
1998), open to works composed of more than 
50% fired clay that fit into a large Orton cone box 
(3x3x6 inches). Juried from actual works. Jurors: 
Harris Deller, professor, Southern Illinois Uni
versity, Carbondale; Anna C. Holcomb, profes
sor, Kansas State University, Manhattan; and 
Michael Simon, studio potter, Winterville, Geor
gia. Fee: $20 per entry; up to 2 entries. Purchase 
awards of $ 100 each. For prospectus, contact Inge 
G. Balch, Dept, of Art/Ceramics, Baker Univer
sity, PO Box 65, Baldwin City 66006-0065. 
February 21, 1998, entry deadline

Trois-Rivieres, Quebec, Canada “8th Biennale 
Nationale de Ceramique” (June 20—September 
13, 1998), open to large-scale sculpture or instal
lation work (relating to the theme “Espace Terre”) 
by Canadian artists living in Canada. Juried from 
3 slides, description of the work and how it relates 
to the exhibition theme, plus curriculum vitae. 
Fee: Can$25. Awards: prix de la ville de Trois- 
Rivieres, Can$2000; prix Pierre-Legault, 
Can$2000; and prix du public, Can$1000. Con
tact Biennale Nationale de Ceramique, 864, rue 
des Ursulines, c. p. 1596, Trois-Rivieres G9A 
5L9; telephone (819) 691-0829, fax (819) 374- 
1758 or e-mail galerie_art.duparc@tr.cgocable.ca 
September 30, 1998, entry deadline

Columbus, Ohio “ Ceramics Monthly Interna
tional Competition” (March 15-21, 1999), open 
to utilitarian and sculptural ceramics. Location: 
Columbus Convention Center, in conjunction 
with the National Council on Education for the 
Ceramic Arts (NCECA) 1999 conference. No en
try fee. Juried from slides. Cash awards. Color 
catalog. For prospectus, write CM International

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 Call for 
Entries, Ceramics Monthly, Post Office Box 6102, 
Westerville, Ohio 43086-6102. Fax (614) 891- 
8960; e-mail editorial@ceramicsmonthly.org

Competition, PO Box 6102, Westerville, OH 
43086-6102; fax (614) 891-8960; or download 
online from www.ceramicsmonthly.org

United States Exhibitions
October 6 entry deadline

Wayne, Pennsylvania “Craft Forms ’97” (De
cember 5-January 22, 1998). Juried from slides. 
Jurors: Syd Carpenter, ceramist; Bruce Metcalf, 
jeweler/writer. Fee: $20 for up to 3 entries. Awards: 
over $2000. For application, send #10 SASE to 
Wayne Art Center, 413 Maplewood Ave., Wayne 
19087; or telephone (610) 688-3553, fax (610) 
995-0478.
October 7 entry deadline

El Cajon, California “Ceramics: Viewpoints 
’98” (March 2-27, 1998). Juried from slides of up 
to 3 works. Juror: Ivan Karp. Fee: $20. Awards: 
$1000, $500 and $250. Commission: 30%. For 
application, contact Grossmont College Hyde 
Gallery, 8800 Grossmont College Dr., El Cajon 
92020-1799; or telephone (619) 644-7299. 
October 10 entry deadline

Tempe, Arizona “Heart” (December 5-Febru- 
ary 8, 1998), open to craft and sculpture depicting 
hearts or including heart imagery. Juried from up 
to 3 slides per entry. Fee: $20 for up to 5 entries. 
Juror: Lennee Eller, artist/curator, Sky Harbor 
Art Program, Phoenix, Arizona. Awards: $1000. 
For prospectus, send SASE or self-addressed mail
ing label and 32<£ stamp to Tempe Arts Center, 
PO Box 549, Tempe 85280-0549; telephone (602) 
968-0888.
October 17 entry deadline

Cambridge, Massachusetts^luminations: Into 
the Light” (March 13—April 12, 1998), exhibition 
of candlesticks, lamps, lanterns and sconces. Ju
ried from slides and 1 actual piece. No entry fee. 
For prospectus, send SASE to Cambridge Artists 
Cooperative, Attention: Light Show, 59A Church 
St., Cambridge 02138.
October 30 entry deadline

Brooklyn, New York “The Wedding” (Febru
ary 1-28, 1998), open to works associated with 
weddings, such as goblets, cake stands, etc. Juried 
from slides. Entry fee: $10. For application, send 
SASE to Brooklyn Artisans Gallery, Attention: The 
Wedding Exhibit, 221A Court St., Brooklyn 
11201; or telephone (718) 330-0343.

Philadelphia, Pennsylvania “Tools” (January 
2-25, 1998). Juried from slides. No entry fee. For 
prospectus, send SASE to the Clay Studio, 139 N. 
Second St., Philadelphia 19106; for information 
only, telephone (215) 925-3453.
October 31 entry deadlline

Allentown, Pennsylvania “26th Juried Show” 
(January 25-March 15, 1998). Juried from slides 
of up to 4 works. Fee: $25. Juror: Paul Master- 
Karnik, director, de Cordova Museum and Sculp
ture Park, Lincoln, Massachusetts. For prospec
tus, send SASE to 26th Juried Show, Allentown Art 
Museum, Fifth and Court sts., PO Box 388, 
Allentown 18105-0388; telephone Wendy Mar
tin (610) 432-4333, ext. 32; or fax (610) 434-7409. 
November 1 entry deadline

Lafayette, Louisiana “National Juried Compe
tition” of 2- and 3-dimensional art (March 17- 
April 23, 1998), open to clay, sculpture, photog
raphy, painting, jewelry, fiber and glass. Juried 
from slides. Cash and merchandise awards. For 
prospectus, send #10 SASE to Lafayette Art Gal
lery, 412 Travis St., Lafayette 70503; telephone 
(318) 269-0363; or fax (318) 269-9629. 
November 3 entry deadline

University Park, Pennsylvania “Holiday Orna
ment Juried Sale and Exhibition” (November 21— 
23), open to ornaments in all media weighing up 
to ½ pound. Juried from actual ornaments. Fee:
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Call for Entries

$10 for up to 10 ornaments. Commission: 40%. 
Award: one commission to create “Special Lim
ited Edition Ornament” for 1998. For entry form, 
send SASE to True Fisher, Friends of the Palmer 
Museum of Art, Pennsylvania State University, 
University Park 16802-2507; or telephone (814) 
865-7672.

November 10 entry deadline
Gatlinburg, Tennessee “Surface: New Form/ 

New Function” (February 26-April 11, 1998), 
open to works in all media. Juried from up to 3 
slides per entry; up to 3 entries. Fee: $20. Juror: 
Martha Stamm Connell, independent curator, 
author, owner of Connell Gallery/Great Ameri
can Gallery in Atlanta. For entry form, send SASE 
to Billi R. S. Rothove, Gallery Coordinator, Arrow- 
mont School of Arts and Crafts, PO Box 567, 
Gatlinburg 37738.
November 15 entry deadline

Montpelier, Vermont “Emerging Artists Exhi
bition” (February 1-28, 1998), open to clay art
ists who have exhibited their work less than 6 
times in galleries and/or educational environ
ments. Juried from slides. Entry fee: $10. For 
prospectus, send SASE to Vermont Clay Studio, 24 
Main St., Montpelier 05602; telephone (802)
223-4220.
December 1 entry deadline

New York, New York “Artists on Their Own” 
(February 19-March 21, 1998), open to emerg
ing clay artists and artists without gallery repre
sentation. Juried from 4 slides (with SASE). Entry 
fee: $15. Jurors: Ulysses Dietz and Joyce Kozloff. 
Contact Greenwich House Pottery, 16 Jones St., 
New York 10014; or telephone (212) 242-4106. 
January 17, 1998, entry deadline

Chicago, Illinois, and Oconomowoc, Wisconsin 
“Teapots, Fun, Funky and Functional” (February
22-May 11, 1998). Juried from slides. For pro
spectus, send business-size SASE to A. Houber- 
bocken, Inc., PO Box 196, Cudahy, WI 53110.

Galesburg, Illinois “GALEX 32” (March 14— 
April 11, 1998), open to all media. Juried from 
slides. Fee: $20 for 4 slides. Awards: $2000. Juror: 
Preston Jackson. For prospectus, contact Galesburg 
Civic Art Center, 114 E. Main St., Galesburg 
61401; or telephone (309) 342-7415.
January 31, 1998, entry deadline

Ephrata, Pennsylvania “Strictly Functional 
Pottery National” (May 3-24,1998). Juried from 
slides. Juror: Cynthia Bringle. For application, 
send #10 SASE to the Market House Craft Center, 
Studio 201, Strictly Functional Pottery National, 
100 N. State St., Ephrata 17522.
March 6, 1998, entry deadline

Lincoln, California “Feats of Clay XI” (May
20-June 13, 1998). Juried from slides. Juror: 
Clayton Bailey. Cash and purchase awards. For 
prospectus, send legal-size SASE to Lincoln Arts, 
PO Box 1166, Lincoln 95648.
April 17, 1998, entry deadline

Laramie, Wyoming*Second Annual Wyoming 
Pottery Show” (May 1-30, 1998). Exhibition 
theme is teapots and pitchers. Juried from actual 
works; up to 4 entries. Cash awards. For prospec
tus, send SASE to Artisans Gallery, 213 S. Second 
St., Laramie 82070.

Regional Exhibitions
December 3 entry deadline

Houston, Texas “Materials + Form 5” (Febru
ary 6—27, 1998), open to craftspeople residing in 
Arkansas, Louisiana, New Mexico, Oklahoma
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and Texas. Juried from slides. Jurors: Roger 
Detheridge and Mary Rogers. Entry fee. Cash 
awards. For prospectus, send legal-size SASE to Art 
League of Houston, 1953 Montrose Blvd., Hous
ton 77006-1243; or telephone (713) 523-9530. 
January 14, 1998, entry deadline

El Paso, Texas “From the Ground Up XVII” 
(March 6-April 5, 1998), open to clay artists 
residing in Arizona, New Mexico, Texas or north
ern Mexico. Juried from slides. Fee: $ 15 for up to 
3 entries. Juror: Jeanne Otis. For prospectus, send 
SASE to Potters’ Guild of Las Cruces, do 4741 
Lucy Dr., El Paso 79924-1013; or, for further 
information, telephone (915) 821 -5115 or (915)
532-6477.

Fairs, Festivals and Sales
October 10 entry deadline

Washington, D.C. “Smithsonian Craft Show” 
(April 22-26, 1998). Juried from 5 slides. Entry 
fee: $25. Booth fee: $850-$ 1250. Jurors: Robert 
Ebendorf, studio artist, Rosendale, New York; 
Paula Owen, director, Southwest Craft Center, 
San Antonio, Texas; Jane Sauer, lecturer/studio 
artist/curator, Craft Alliance Gallery, Saint Louis, 
Missouri. For application, send self-addressed la
bel to Smithsonian Craft Show, Arts and Indus
tries Bldg., Rm. 1465, MRC 411, Smithsonian 
Institution, Washington, DC 20560; telephone 
(202) 357-4000, e-mail craftshow@scan.si.edu 
October 31 entry deadline

New Smyrna Beach, Florida “Images: A Festi
val of the Arts” (March 14-15,1998). Juried from 
3 slides. Entry fee: $15. Registration fee: $95. 
Contact June Musson, Chair, Images, PO Box 
1585, New Smyrna Beach 32170; or telephone 
(904) 423-4733.
November 1 entry deadline

Sioux Center, Iowa “Centre Mall Arts Festival” 
(December 6). Juried from 5 slides (with SASE). 
Entry fee: $25 (refunded if not accepted). Cash 
awards. Contact Sioux Center Recreation and 
Arts Council, 335 First Ave., NW, Sioux Center 
51250; or telephone (712) 722-0761.
November 14 entry deadline

Philadelphia, Pennsylvania “The Philadelphia 
Furniture and Furnishings Show” (April 17—19, 
1998). Juried from slides. Contact Philadelphia 
Furniture and Furnishings Show, 162 N. Third 
St., Philadelphia 19106; telephone (215) 440- 
0718; or fax (215) 440-0845.
November 25 entry deadline

Highland Park, Illinois “Festival of the Arts 
’98” (March 7-8, 1998). Juried from 5 slides 
(with SASE). Entry fee: $10. Contact Beth El Art 
Selection Committee, 1175 Sheridan Rd., High
land Park 60035; or telephone (847) 432-8900. 
January 1, 1998, entry deadline

Frederick, Maryland “24th Annual Frederick 
Craft Fair” (May 15-17, 1998). Juried from 5 
slides of work and 1 of display, plus resume. Entry 
fee: $ 10. Booth fee: $300-$400. No commission. 
For further information, contact National Crafts 
Limited, 4845 Rumler Rd., Chambersburg, PA 
17201; telephone (717) 369-4810; or fax (717) 
369-5001.

Gaithersburg, Maryland “23rd Annual Na
tional Craft Fair” (October 16-18, 1998). Juried 
from 5 slides of work and 1 of display, plus 
resume. Entry fee: $10. Booth fee: $340-$425. 
No commission. For further information, contact 
National Crafts Limited, 4845 Rumler Rd., 
Chambersburg, PA 17201; telephone (717) 369- 
4810; or fax (717) 369-5001.

January 9, 1998, entry deadline
Atlanta, Georgia “Sugarloaf Crafts Festival” 

(November 27-29, 1998). Juried from 5 slides, 
including 1 of booth. Booth fee: $425. No com
mission. For application, send 3 loose first-class 
stamps (96<£) for postage to Sugarloaf Mountain 
Works, Inc., 200 Orchard Ridge Dr., #215, Gaithers
burg, MD 20878; telephone (800) 210-9900.

Gaithersburg, Maryland* Sugarloaf Crafts Fes
tival” (November 19-22, 1998, or December 11- 
13, 1998). Juried from 5 slides, including 1 of 
booth. Booth fees vary. No commission. For 
application, send 3 loose first-class stamps (96<£) 
for postage to Sugarloaf Mountain Works, Inc., 
200 Orchard Ridge Dr., #215, Gaithersburg 
20878; telephone (800) 210-9900.

Timonium, Mary land “Sugarloaf Crafts Festi
val” (October 9-11, 1998). Juried from 5 slides, 
including 1 of booth. Booth fee: $465. No com
mission. For application, send 3 loose first-class 
stamps (96<£) for postage to Sugarloaf Mountain 
Works, Inc., 200 Orchard Ridge Dr., #215, Gaithers
burg, MD 20878; telephone (800) 210-9900.

Novi, Michigan “Sugarloaf Art Fair” (October
23-25, 1998). Juried from 5 slides, including 1 of 
booth. Booth fee: $425. No commission. For 
application, send 3 loose first-class stamps (96<£) 
for postage to Sugarloaf Mountain Works, Inc., 
200 Orchard Ridge Dr., #215, Gaithersburg, MD 
20878; telephone (800) 210-9900.

Somerset, New Jersey “Sugarloaf Crafts Festi
val” (October 2-4, 1998). Juried from 5 slides, 
including 1 of booth. Booth fee: $425. No com
mission. For application, send 3 loose first-class 
stamps (96<t) for postage to Sugarloaf Mountain 
Works, Inc., 200 Orchard Ridge Dr., #215, Gaithers
burg, MD 20878; telephone (800) 210-9900.

Columbus, Ohio “37th Annual Columbus Arts 
Festival” (June 4-7,1998). Juried from slides. For 
application, contact Columbus Arts Festival, 55 
E. State St., Columbus 43215; telephone (614)
224-2606 or e-mail festival@gcac.org

Fort Washington, Pennsylvania “Sugarloaf 
Crafts Festival” (October 30-November 1,1998). 
Juried from 5 slides, including 1 of booth. Booth 
fee: $425. No commission. For application, send 
3 loose first-class stamps (96<t) for postage to 
Sugarloaf Mountain Works, Inc., 200 Orchard 
Ridge Dr., #215, Gaithersburg, MD 20878; tele
phone (800) 210-9900.

Manassas, Virginia “Sugarloaf Crafts Festi
val” (September 11-13, 1998). Juried from 5 
slides, including 1 of booth. Booth fee: $395- 
$465. No commission. For application, send 3 
loose first-class stamps (96<£) for postage to 
Sugarloaf Mountain Works, Inc., 200 Orchard 
Ridge Dr., #215, Gaithersburg, MD 20878; 
telephone (800) 210-9900.
March 1, 1998, entry deadline

Salina, Kansas “Smoky Hill River Festival— 
Fine Art/Fine Craft Show” (June 13-14, 1998), 
open to fine art and fine/contemporary crafts. 
Juried from 6 slides. Entry fee: $15. Booth fee: 
$175 for a lOxlO-foot space. No commission. 
Purchase and merit awards. For further infor
mation/application, contact Salina Arts and Hu
manities Commission, PO Box 2181, Salina 
67402-2181; or telephone (785) 826-7410, fax 
(785) 826-7444.

Salina, Kansas “Smoky Hill River Festival— 
Four Rivers Crafts Market” (June 12-14 1998), 
open to traditional crafts. Juried from 5 slides. 
Entry fee: $15. Booth fee: $100 for a 10x10-foot 
space or 10% commission, whichever is greater. 
Merit awards totaling $900. For further informa
tion/application, contact Salina Arts and Hu
manities Commission, PO Box 2181, Salina 
67402-2181; or telephone (785) 826-7410, fax 
(785) 826-7444.
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Suggestions
From Readers

Sham Chamois
The plastic that most commercial clay 

comes packaged in is the perfect gauge for 
making a substitute chamois for smoothing 
rims while throwing. A lx3-inch strip will 
work. Hold the plastic loosely between the 
forefingers and thumbs, so that it more or less 
becomes the shape you wish to impart to the 
rim. Then, gently touch the leading edge to 
the spinning rim, and the job is done.—Van 
Moore, College Park, Md.

Waterproofing References
Protect your book jackets, posters and, 

most importantly, your glaze recipes by cov
ering them front and back with clear adhesive 
paper. I cover everything that might get dusty 
or clay splattered. The covering allows a 
quick cleaning with a damp sponge.—Mona 
Elizabeth Arritt, Huntington, W. Va.

Slab Roller Aid
From your local floor-covering store or a 

new-home-construction site, get a piece of 
waste/excess vinyl flooring and cut to the 
same size or longer as the canvas you use with 
your slab roller. By placing the vinyl at the 
bottom of the canvas/clay/canvas sandwich, 
you have support for moving large slabs.— 
DonaldAdamaitis, Vancouver, Wash.

Water Slide
If you throw directly on the wheel head, 

try running water under the bottom of your 
pot with a cut-off wire, then gently slide the 
pot onto a board covered with wax paper. 
The pot should move freely. Later, the paper 
can be peeled off the bottom.

This method prevents the marks and dis
tortion that often accompany the use of lifters 
or fingers to lift a pot off the wheel. Also, you 
can avoid having to run the cut-off wire 
under the pot again to remove it from a 
bat.—Mary Ella Yamashita, Monroe, La.

Slab Roller Fabric
When working with a slab roller, a good 

fabric to use on top of the clay is thermal 
drapery lining. This sueded cloth is very 
smooth and does not stretch, so there will be 
very few wrinldes to mar the slab, even after 
repeated use.—Sarah Center, Bellvue, Colo.

Glaze-Pouring Cups
It’s simple to make glaze-pouring cups 

(that will hang on the side of the buckets) 
from the measuring cups that come in each 
box of laundry detergent. J ust hold the middle

of the handle above a flame (a match will do) 
until it can be bent straight down. The squar
ish shape allows a narrow stream of glaze to be 
poured from the corner.—Brad Sondahl, 
Nezperce, Ldaho

Tenting Plastic Coverings
I use the little plastic stilts that come with 

the take-out pizza when I dry greenware 
under plastic. Sure, they are great to keep 
cheese from sticking to the box lid, but they 
also work well to prevent plastic from mar
ring the surface of a platter wherever water 
droplets form.—Carol O Brien, Medicine Hat, 
Alberta, Canada

Even Drying
Old light diffusers and refrigerator shelves 

make good drying racks for greenware. They 
allow air to circulate, promoting even dry
ing.—-J. Melissas, Chicago

Kiln Loading Heat
When loading my raw-glazed ware on 

cold days, I direct heat from a kerosene heater 
into the firebox. The heat filling the setting 
chamber warms me while gently preheating/ 
drying the pots during the hours of loading. 
This saves several hours at the early slow- 
firing stage. With the damper open and the 
chimney drawing, fumes are negligible.— 
David Woof, Tomah, Wis.

Glue Resist
Instead of using wax as a resist, try white 

glue over or under a glaze. It is easier to 
control and burns out readily.—-Janell Tol
bert, Gladewater, Tex.

Hand Protection
Before handling clay, I use a silicone- 

based hand cream (such as Avon Silicone 
Glove) to minimize skin drying. It also mini
mizes the staining from oxides and stains.— 
Mary Franke, Fairfield, Iowa

Foam Slump Molds
Foam pipe insulation (available in 3-foot 

lengths at hardware stores) can be used for 
slump molds. Use wire coat hangers as sup
ports to maintain specific shapes.—Sarah 
Houde, Hollywood, Md.

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@ceramicsmonthly. org
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Calendar
Events to Attend—Conferences, 
Exhibitions, Workshops, Fairs

Conferences
Delaware, Winterthur October24-25“Ceramics 
in America, 1640-1860: A Seminar in Celebra
tion of the 25 th Anniversary of the Ceramics in 
America Winterthur Conference, 1972” will in
clude papers presented by scholars about ceramics 
from East Coast archaeological sites and the avail
ability of English and French ceramics in the 
colonies. Telephone the Winterthur Museum, 
(800) 448-3883 or (302) 888-4600.
Maryland, Easton October 24—25 “First Mary
land Clay Conference” will feature Peter D. Kaizer. 
Contact the Academy of the Arts, 106 South St., 
Easton 21601; or telephone (410) 822-0455. 
Massachusetts, Springfield November 6—8 “A 
Survey of American Ceramics” with featured 
speaker Elaine Levin, plus pottery demonstra
tions, tours of the museum and studios of three 
ceramists. Contact Museum School, Springfield 
Library and Museums, 220 State St., Springfield 
01103; telephone (413) 263-6800, ext. 382. 
Texas, Fort Worth March 25-28, 1998 “NCECA 
’98—32nd Annual Conference.” For further in
formation, contact Regina Brown, Executive Sec
retary, NCECA, PO Box 1677, Bandon, OR; or 
telephone (800) 99-NCECA.
Texas, San Antonio October 23-26“Tile Tradi
tions in Texas” will include slide lectures, exhibi
tions, tours, plus sale of historic and contempo
rary decorative art tiles. Fee: $50; extra $50 for 
chartered transporation and box lunches for tours. 
Contact Art Tile Alliance cochairs Susan Dunis 
(210) 497-5787, or Susan Frost (512) 447-2575.

Solo Exhibitions
California, Berkeley October 25-November 30 
Akio Takamori; at TRAX Gallery, 1306 Third St. 
California, La Canada-Flintridge October 17- 
November 13 Judy Springborn, sculptural and 
functional stoneware; at Descanso Gardens Gal
lery, 1418 Descanso Dr.
California, San Francisco October 30—November 
24 Eileen P. Goldenberg, porcelain; at In Sight 
Gallery, 344 Presidio Ave.
California, Santa Monica October 4-November 1 
Toshiko Takaezu, recent work. Christina Smith, 
teapots. November 8—December 10 Adrian Saxe, 
recent work; at Frank Lloyd Gallery, 2525 Michi
gan Ave., B5B.
California, West Hollywood October 27—Decem
ber 13 Barbara Hashimoto; at Gallery Soolip, 550 
Norwich Dr.
D.C., Washington through January 4, 1998 
Michael Lucero, sculpture; at the Renwick Gal
lery, Smithsonian’s National Museum of Ameri
can Art, Pennsylvania Ave. at 17th St., NW. 
Florida, Boca Raton through November 2 Chris
tine Federighi; at Boca Raton Museum of Art, 801 
W. Palmetto Park Rd.
Florida, DeLand October 1-77Gisela Salveson; at 
Stetson University’s Foyer Gallery, Duncan Gal-

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

lery of Art, Sampson Hall, 421 N. Woodland 
Blvd., Unit 8252.
Illinois, Chicago through October 11 Maria Simon, 
ceramic sculpture; at Vale Craft Gallery, 230 W. 
Superior St.
October 10-November 7 Virginia Scotchie, “Ob
ject Lessons”; at I Space, 230 Superior.
October 17—November 15 Peter Voulkos; at Pe
rimeter Gallery, 210 W. Superior St. 
Massachusetts, Boston October 4—November 10 
Brother Thomas, “Continuity and Renewal”; at 
Pucker Gallery, 171 Newbury St.
Massachusetts, Cambridge October 1—29 Judith
E. Motzkin, mixed-media work; at Cambridge 
Arts Council’s Gallery 57, 57 Inman Street, Sec
ond Floor.
Massachusetts, Ipswich October 4-31 Bill Sax, 
flameware; at Ocmulgee Pottery and Gallery, 317 
High St., Rte. 1A.
Massachusetts, Northampton October4—Novem
ber 2 Michael Kline, wood-fired stoneware; at 
Ferrin Gallery, 179 Main.
Michigan, Birmingham October2-31 Cheryl Tall, 
“Talkingheads,” large-scale pinched and coiled 
sculpture; at Artquest Gallery, 185 W. Wood
ward Ave.
Michigan, Ferndale through October 18Ron Nagle; 
at Revolution, 23257 Woodward Ave.
Michigan, Pontiac October 3—November 1 Marie 
Woo. November 7-29 Mary Roehm; at Shaw 
Guido Gallery, 7 N. Saginaw St.
Missouri, St. Louis November 7-2.9JeffOestreich; 
at Craft Alliance, 6640 Delmar Blvd.
New Hampshire, Concord November 1-30 
Hideaki Miyamura, “Ancient Traditions”; at the 
League of New Hampshire Craftsmen Shop, 2526 
Main St.
New Hampshire, Wolfeboro Falls October 1-31 
Hideaki Miyamura, “Ancient Traditions”; at the 
League of New Hampshire Craftsmen Shop, 64 
Center St.
New Mexico, Santa Fe October 3-17Bob Smith, 
raku sculpture and vessels; at Kent Galleries, 130 
Lincoln Ave.
New Mexico, Silver City November 1-December 
74Linda Brewer, handbuilt sculpture; at Eklektikas 
Gallery, 703 N. Black St.
New York, New York through October 8 Doug 
Kopsco; at Jane Hartsook Gallery, Greenwich 
House Pottery, 16 Jones St. 
through October 11 Henk Wolvers, porcelain vases 
and bowls. October 16—November 15 Jack Earl; at 
Nancy Margolis Gallery, 560 Broadway, Ste. 302. 
through October 18 Kathy Butterly; at Franklin 
Parrasch Gallery, 20 W. 57th St. 
through November 2 Toshiko Takaezu retrospec
tive; at American Craft Museum, 40 W. 53rd St. 
October 7—November 1 Georges Jeanclos. Tony 
Marsh. November 4—25*David Regan. Tony Bennett; 
at Garth Clark Gallery, 24 W. 57th St.
New York, Port Chester October 19—November
30 Alan E. Cober, “Confrontation in Three Di
mensions,” ceramic sculpture and drawings; at the 
Clay Art Center, 40 Beech St.
New York, Sanborn through October 10 Justin 
Novak, “Disfigurine”; at Niagara County Com
munity College, 3111 Saunders Settlement Rd. 
(Rte. 31).
North Carolina, Chapel Hill through October 24 
MaryLou Higgins, sculpture and paintings; at 
Somerhill Gallery, 3 Eastgate, E. Franklin St. 
North Carolina, Raleigh October 16—December 7 
Mark Hewitt; at the Visual Arts Center, North 
Carolina State University.
Oregon, Portland October 2-November 1 Ted 
Vogel. November 6-29 Mary Carroll, “Studies 
from Sevres: Vessels and Works on Paper”; at 
BonaKeane Gallery, 205 S.W. Pine St. 
Pennsylvania, Philadelphia through October 20
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John Glick; at the Works Gallery, 303 Cherry St. 
October3-26JeffKaller, resident artist. November 
7—30 Paul Soldner; at the Clay Studio, 139 N. 
Second St.
Pennsylvania, Pittsburgh through October 8 Joan 
Tweedy, new work, through November 5Malcolm 
Davis, porcelain. November 7—December 31 
Priscilla Hollingsworth, new vessels; at the Clay 
Place, 5416 Walnut St.
through October 24 Eva Kwong; at Manchester 
Craftsmen’s Guild, 1815 Metropolitan St. 
Texas, Houston October 5-November 9V. Chin; 
at Archway Gallery, 2013 W. Gray.
November 3-December 4]osh. DeWeese; at North 
Harris College, 2700 W. W. Thorne Dr.

Texas, Lancaster October 20-November 16 
Adelaide Paul, soda-fired stoneware and porce
lain. November 17—December I^Janice Strawder, 
majolica-glazed and slip-decorated terra cotta; at 
Ceramics Gallery, Cedar Valley College, 3030 N. 
Dallas Ave., E Bldg.
Texas, Lubbock through October 24 James 
Watkins; at the ARTary, 4509 Clovis Hwy. 
Virginia, Virginia Beach November 14—January 
5, 1998 Debra Belcher Chako, chairs; at 1812 
Arctic Gallery, 1812 Arctic Ave.
Washington, Seattle October2-November2Anne 
Hirondelle; at Foster/White Gallery, 311½ Occi
dental Ave., S, Pioneer Square.
Wisconsin, Racine through November 2 “Marga
ret Ponce Israel: A Domestic Bestiary”; at Charles 
A. Wustum Museum of Fine Arts, 2519 North
western Ave.
Wyoming, Buffalo October 6-23 Lynn Munns.

November 28-December 24 Margo Brown; at 
Margo’s Pottery and Fine Crafts, 26 N. Main.

Group Ceramics Exhibitions
Alabama, Florence through October I7“Kennedy- 
Douglass Center for the Arts 1997 Monarch Na
tional Ceramic Competition”; at Kennedy-Doug- 
lass Center for the Arts, 217 E. Tuscaloosa St. 
Arizona, Phoenix November 8—December 5“ALL- 
AZ-CLAY”; at Shemer Art Center, 5005 E. Cam- 
elback Rd.
California, Los Angeles November 13-March 30, 
1998 “Hirado Porcelain of Japan from the 
Kurtzman Family Collection”; at the Los Angeles 
County Museum of Art, 5905 Wilshire Blvd. 
California, San Francisco through October 11 
“Ware for the Japanese Tea Ceremony.” “Invita
tional Tea Bowl Exhibition”; at the San Francisco 
Craft and Folk Art Museum, Landmark Building 
A, Fort Mason.
Colorado, Loveland October 11-January 5, 1998 
“Contemporary American Ceramics,” works by 
21 artists; at Loveland Museum/Gallery, Fifth 
and Lincoln.
Colorado, Manitou Springs October 24-Novem- 
ber25“Latka Land Family Size,” functional earth
enware by Jean Latka, extruded work by Tom 
Latka, and large slip-cast vessels by Nick Latka; at 
Commonwheel Gallery, 103 Canon Ave. 
Maryland, Baltimore October 3—November 15 
“Multiple Visions,” works by Clayworks member 
artists. November 21—December 24 “Winterfest 
Holiday Invitational”; at Baltimore Clayworks, 
5706 Smith Ave.
Massachusetts, Cambridge through December 28 
“Fragments of Antiquity: Drawing upon Greek 
Vases”; at the Fogg Art Museum, Harvard Uni
versity Art Museums, 32 Quincy St. 
Massachusetts, Ipswich November 15—December 
31 “Holiday Traditions”; at Ocmulgee Pottery 
and Gallery, 317 High St.
Minnesota, Minneapolis through November 2 
“Tracing Tradition,” with works by Warren Mac- 
Kenzie plus artists selected by him—Wayne 
Branum, Guillermo Cuellar, Barbara Diduk, 
Shirley Johnson, Randy Johnston, Michael Simon, 
Sandy Simon and Mike Thiedeman. “Tureen du 
Jour,” exhibition of soup tureens by 18 artists; at 
Northern Clay Center, 2424 Franklin Ave., E. 
Missouri, Pt. Lookout October 5-31 “Wood- 
fired Ceramics at Hard Work University,” works 
by 26 artists; at Boger Gallery, College of the 
Ozarks.
New Hampshire, Portsmouth through October
31 “Treasures to Trash: Early Ceramics of the 
Portsmouth Region”; at 15 historic house muse
ums. For brochure, telephone the Chamber of 
Commerce (603) 436-1118.
New York, New York through October 8“ Annual 
Faculty Show”; at Jane Hartsook Gallery, Green
wich House Pottery, 16 Jones St. 
through October 10 “Fire and Ice,” exhibition of 
crystalline-glazed forms by Motoyuki Sakamoto 
and anagama-fired works by Jeff Shapiro; at Gal
lery Dai Ichi Arts, 24 W. 57th St., Sixth FI. 
November 7-December 19 “Six Interpretations of 
Clay: Handmade in Taiwan,” works by Cheng- 
Hsun Chen, Marvin Minto Fang, Ray J. C. Liao, 
Chen-Chou Liou, Francis T. J. Shao and Marga
ret Shiu Tan; at Taipei Gallery, McGraw-Hill 
Building, 1221 Avenue of the Americas.
New York, Nyack October 25-November 26 
Works by Shellie Jacobson and Tim Rowan; at the 
Klay Gallery, 65 S. Broadway.
New York, Rochester November 14—December 31 
“Porcelain ’97”; at Shoestring Gallery, 1855 Mon
roe Ave.
North Carolina, Charlotte through October 5“All
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That Is Bright and Beautiful: English Lusterware”; 
at Mint Museum of Art, 2730 Randolph Rd. 
November 4-29 “Two Unparalleled Masters of 
Subtlety,” works by Mary Law and Byron Temple; 
at gallery W. D. O., Ste. 610 at Atherton Mill, 
2000 South Blvd.
Ohio, Cincinnati October24-November 18“The 
Best in Contemporary Clay”; at Miller Gallery, 
2715 Erie Ave.
Oregon, McMinnville November 3—26“Oregon 
Clay National for Men Only”; at Renshaw Gal
lery, Linfield College.
Pennsylvania, Easton October 3-November 2 
“Looking East: Art Potters and Asian Influences, 
1875-1935,” works by French potters inspired by 
Asian art; at Lafayette College Art Gallery, Will
iams Center for the Arts.
Pennsylvania, Haverford through October21 “Clay 
Today,” juried national; at Main Line Art Cen
ter, Old Buck Rd. and Lancaster Ave. 
Pennsylvania, Philadelphia October 3—26Color
ful constructionist vessels by Andrea Gill and 
John Gill. November 7-30 Works by resident 
artists; at the Clay Studio, 139 N. Second St. 
Pennsylvania, Pittsburgh October 10—December 
3 Betty and Donn Hedman, “Big Work”; at the 
Clay Place, 5416 Walnut St.
Texas, Lancaster through October 19 Works by 
Davis Gibson and Michael Miller; at Ceramics 
Gallery, Cedar Valley College, 3030 N. Dallas 
Ave., E Bldg.
Texas, San Antonio through November 1 “Form 
from Fragment: Four Contemporary Tilemakers,” 
works by Susan Maye, Carrie Ann Parks, Angelica 
Pozo and Claudia Reese; at Southwest Craft Cen
ter, 300 Augusta.
Vermont, Montpelier through October 31 “Ver
mont Clay Studio Faculty Exhibit,” works by 
past, present and upcoming instructors, through 
November 28 “Vermont Clay Studio: The Super 
Bowl Show,” small and large bowls made by New 
England potters; at the Vermont Clay Studio, 24 
Main St.
Virginia, Alexandria October 29—November 30 
“Holiday Designs,” works by Ceramic Guild 
members; at Scope Gallery, Torpedo Factory, 105 
N. Union St.
Washington, Seattle through November 2 “Ko
rean Ceramics of the Koryo Dynasty: The 
Utterberg Collection”; at the Seattle Art Mu
seum, 100 University St.

Ceramics in 
Multimedia Exhibitions

Arizona, Tucson November 8-January 3, 1998 
“Annual Holiday Exhibition,” including ceramics 
by Kathleen Nartuhi; at Obsidian Gallery, St. 
Philips Plaza, 4340 N. Campbell Ave., Ste. #90. 
Arkansas, Little Rock through October 12“Arkan
sas Artists: Selections from the Permanent Collec
tion”; at the Decorative Arts Museum, Seventh 
and Rock.
California, Los Angeles through February 2, 1998 
“Tantalizing Teapots: The Felicitous Union of 
Form and Content”; at the Craft and Folk Art 
Museum, 5800 Wilshire Blvd.
October 25—November 15 “A Perfect Setting,” art 
for the table; at Freehand, 8413 W. Third St. 
California, Sacramento October 2-November 1 
“50th Anniversary CSU Sacramento Alumni and 
Faculty”; at Solomon Dubnick Gallery, 2131 
Northrop Ave.

California, San Francisco October 2—November 
13 “Second Annual Best in America, ” works by 26

craft artists who have participated in one of several 
top craft shows throughout the U.S.; at Stones 
Gallery, 55 Third St.
October 19-February 8,1^^“L’Chaim! A Kiddush 
Cup Invitational,” including cups by 21 clay 
artists; at the Jewish Museum, 121 Steuart St. 
California, San Luis Obispo October 3—Novem
ber 2 “ARTernatives”; at Space 31, 321 Ma
donna Rd.
California, Walnut Creek through November 2 
“The Shoe Show”; at Bedford Gallery, Dean Lesher 
Regional Center for the Arts, 1601 Civic Dr. 
Connecticut, Avon November 8—December 24 
“The Art of Giving/The Giving of Art”; at Farm
ington Valley Arts Center, 25 Arts Center Ln. 
Connecticut, Brookfield November 14—December 
30 “21st Annual Holiday Exhibition and Sale”; at 
Brookfield Craft Center, 286 Whisconier Rd. 
Connecticut, New Canaan November22—Decem
ber 24 “USA Craft Today ’97”; at Silvermine 
Guild Arts Center, 1037 Silvermine Rd. 
Connecticut, New Haven November 8—December 
24“ 29th Annual Celebration of American Crafts” 
at Creative Arts Workshop, 80 Audubon St. 
D.C., Washington through October 19“Treasures 
from Tervuren: Selections from the Belgian Royal 
Museum for Central Africa”; at the National 
Museum of African Art, Smithsonian Institution. 
through April26, 1998“Japanese Arts of the Meiji 
Era (1868-1912)”; at the Freer Gallery of Art, 
Smithsonian Institution.
Florida, Belleair through November 16 “South
eastern Fine Crafts Biennial II”; at Florida Gulf 
Coast Art Center, 222 Ponce de Leon Blvd. 
Florida, St. Petersburg November 14—December
24 “Hand and Home: Members Holiday Show 
and Sale”; at Florida Craftsmen Gallery, 501 
Central Ave.
Florida, Tampa through November 16“The White 
House Collection of American Crafts”; at the 
Tampa Museum of Art, 600 N. Ashley Dr. 
November 21-January 10, 1998 “Creative Col
oration”; at Artists Unlimited, 223 N. 12th St. 
Georgia, Athens through November 5“Gold, Jade, 
Forests: Costa Rica”; at Georgia Museum of Art, 
University of Georgia, 90 Carlton St.
Georgia, Atlanta through October 25 “Old Favor
ites/New Faces,” works in clay, metal, wood, fiber 
and mixed media by 22 artists; at Signature Shop 
and Gallery, 3267 Roswell Rd.
Illinois, Rockford through October 27 “GOB
LETS!”; at Gallery Ten, 514 E. State St. 
Maryland, Baltimore October 12-January 18, 
1998 “A Grand Design: The Art of the Victoria 
and Albert Museum”; at the Baltimore Museum 
of Art, Art Museum Dr.
Massachusetts, Boston November 15—January 4, 
1998 “Trends in Contemporary Craft Educa
tion,” clay, glass, bookbinding, furniture and 
metals; at the Society of Arts and Crafts, 175 
Newbury St.
November 18-January 2, 1998 “Trends in Con
temporary Craft Education,” clay, glass, book
binding, furniture and metals; at the Society of 
Arts and Crafts, 101 Arch St.
Massachusetts, New Bedford November 13—Janu
ary 13, 1998 “The Figure in Clay and Fiber”; at 
the New Bedford Art Museum, 608 Pleasant St. 
Massachusetts, Northampton November 15—De
cember 31 “All Decked Out”; at Ferrin Gallery, 
179 Main.
Mississippi, Ocean Springs through October 19 
“CrossCurrents”; at Walter Anderson Museum of 
Art, 510 Washington Ave.
Missouri, St. Louis November 15—December 30 
“Art St. Louis XIII, The Exhibition”; at Art St. 
Louis, 917 Locust St., Ste. 300.
Missouri, Springfield through October 25 “Met
als/Clay Invitational,” with ceramics by Linda
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Ganstrom, Elaine O. Henry, Howard Koerth, 
Ron Kovatch, Ron Meyers and JoAnn Schnabel; 
at Art and Design Gallery, 301 S. Jefferson/Down- 
town Hall, Southwest Missouri State University. 
Montana, Helena through October26*ANA 26,” 
juried national; at Holter Museum of Art, 12 E. 
Lawrence St.
Nevada, Reno October 16-18 “Meanwhile, Back 
at the Ranch”; at the Western Heritage Interpre
tive Center, Bartley Ranch Regional Park.
New York, Brooklyn November 1—December 30 
“Ornaments” and “Men’s Gifts,” juried nationals; 
at Brooklyn Artisans Gallery, 221A Court St. 
New York, New York October 17-January 1998 
“The Sevres Porcelain Manufactory: Alexandre 
Brongniart and the Triumph of Art and Innova
tion, 1800-1847,” includes 35 porcelain table
ware and presentation pieces, 20 unglazed porce
lain blanks, 110 working drawings and watercol- 
ors of Sevres porcelain; at Bard Graduate Center 
for Studies in the Decorative Arts, 18 W. 86th St. 
New York, Staten Island through January 4, 1998 
“Staten Island Biennial Juried Craft Exhibition”; 
at Staten Island Institute of Arts and Sciences, 75 
Stuyvesant PL
North Carolina, Asheville through November 8 
“Fall Color VII: The Harvest”; at Blue Spiral 1, 38 
Biltmore Ave.
Ohio, Columbus through October 10 “Visiting 
Artists/New Faculty Exhibition,” including ce
ramics by David Alban. October 13-24 and Octo
ber 27-November 7 “New Works” by faculty 
members; at Hopkins Hall Gallery, Ohio State 
University.
through October 18 “Yet Still We Rise: African- 
American Art in Cleveland and Columbus 1920- 
1970”; at Riffe Gallery, Vern Riffe Center, State 
and High, downtown.
through April 1998 “118th Student Exhibition”; 
at the Columbus College of Art and Design, 
Canzani Center, 60 Cleveland Ave.
October 5-26 Exhibition including ceramics by 
Kaname Takada; at the Columbus Cultural Arts 
Center, 139 W. Main St.
Ohio, Lima October3—November 1 ^“Hunger”; at 
ArtSpace/Lima, Center for the Visual Arts, 65-67 
Town Sq.
Oklahoma, Norman through October 5 “Faculty 
Exhibit: Mixed Media.” November 22-December 
30 “Christmas Gallery”; at the Firehouse Art 
Center, 444 S. Flood.
Pennsylvania, Hazleton October 18-31 “Hazleton 
Art League 42nd Open Juried Exhibition ofWorks 
in Clay, Glass, Wood and Metal”; at the Hazleton 
Art League, 225 E. Broad St.
Pennsylvania, New Castle October 5—November 8 
“1997 Hoyt National Juried Art Show”; at the 
Hoyt Institute of Fine Arts, 124 E. Leasure Ave. 
Tennessee, Chattanooga through May 1998 
“1997-98 Sculpture Garden Exhibit”; at River 
Gallery, 400 E. Second St.
Tennessee, Knoxville through January 4, 1998 
“The Spirit of Ancient Peru: Treasures from the 
Museo Arqueologico Rafael Larco Herrera”; at 
the Knoxville Museum of Art, 1050 World’s Fair 
Park Dr.
Texas, Dallas through November 16 “Fables for 
These Times”; at the Dallas Museum of Art, 1717 
N. Harwood.
Vermont, Burlington through October 27 “The 
Ubiquitous Bowl III”; at Vermont State Craft 
Center/Frog Hollow, 85 Church St.
Vermont, Manchester through November 1 “Put a 
Lid on It”; at Vermont State Craft Center/Frog 
Hollow, Historic Route 7A. Continued
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Vermont, Middlebury through November 2 “Folk 
Expressions”; at Vermont State Craft Center/ 
Frog Hollow, 1 Mill St.
Washington, Bellingham through October Se
lected works from the “17th Annual Northwest 
International Art Competition”; at Whatcom 
Museum of History and Art, ARCO Exhibition 
Gallery, 206 Prospect St.
Wisconsin, Appleton October 3-December 13 
“The Native American Experience”; at Appleton 
Art Center, 130 N. Morrison St.

Fairs, Festivals and Sales
Alabama, Birmingham November 15-16 “Ala
bama Designer/Craftsmen Art and Fine Craft 
Show”; at the Birmingham Botanical Garden. 
California, Anaheim November 7—9 “ 1997 Har
vest Festival”; at Anaheim Convention Center. 
California, Berkeley November 29—30, December 
6-7, 13-14 and 20-21 “Berkeley Artisans 1997 
Holiday Open Studios.” For map, send SASE to 
Artisans Map, 1250 Addison St. #214, Berkeley 
94702 or pick map up at same address; for other 
map distribution sites, telephone (510) 845-2612. 
California, Los Angeles October 24-26 “1997 
Harvest Festival”; at the Los Angeles Convention 
Center.
October 24-27 “Artexpo”; at the Los Angeles 
Convention Center.
California, Ojai October 11-12 “Annual Ojai 
Studio Artists Tour.” Fee: $15 in advance; $20 on 
site. For further information, contact Ojai Valley 
Chamber of Commerce, (805) 646-8126. 
California, Pleasanton October 17-19 “1997 
Harvest Festival”; at Alameda County Fairgrounds. 
California, Sacramento October 3—5 “1997 Har
vest Festival”; at Sacramento Convention Center. 
California, San Diego October 10—12 and 17—19 
“ 1997 Harvest Festival”; at San Diego Concourse. 
California, San Francisco November 14—16 and
21-23 “1997 Harvest Festival”; at Concourse 
Exhibition Center.
California, San Jose November 28-30 “1997 
Harvest Festival”; at San Jose Convention Center. 
California, San Mateo November 7—9“Sugarloaf 
Art Fair”; at the San Mateo County Expo Center. 
California, Ventura October 3—5 “1997 Harvest 
Festival”; at the Ventura County Fairgrounds. 
Florida, Gainesville November 15-16“ 16th Annual 
Downtown Festival and Art Show”; downtown. 
Florida, Tampa October25-26“CraftArt 97 Pre
miere Festival”; at Plant Park, University of Tampa, 
downtown.
Georgia, Atlanta November28-30“S\ignAoa£Art 
Fair”; at the Cobb Galleria Centre.
Illinois, Chicago October 16—19 “SOFA Exposi
tion”; at Navy Pier.
Illinois, Winnetka November 8—9“The Modern
ism Show: An Exposition and Sale of 20th-Cen
tury Design”; at Winnetka Community House, 
620 Lincoln St.
Maryland, Gaithersburg October 17-19 “22nd 
Annual National Craft Fair”; at the Montgomery 
County Fairgrounds.
November 20—23 “Sugarloaf Art Fair”; at the 
Montgomery County Fairgrounds.
Maryland, Timonium October 3—5 “Sugarloaf 
Art Fair”; at the Maryland State Fairgrounds. 
Michigan, Novi October 24-26 “Sugarloaf Art 
Fair”; at the Novi Expo Center.
New Jersey, Morristown October 24—26 “21st 
Annual Morristown CraftMarket”; at National 
Guard Armory, Western Ave.
New Mexico, Abiquiu October 11-12 “Abiquiu
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Studio Tour”; maps available at local businesses. 
For further information, telephone (505) 685-4548. 
New Mexico, Espanola October 4—5 “Twelfth 
Annual Espanola Valley Arts Festival”; on the 
Northern New Mexico Community College cam
pus, 2100 N. Onate Dr.
New York, Herkimer November 8-9 “22nd An
nual Herkimer County Arts and Crafts Fair”; at 
Herkimer County Community College campus. 
New York, Long Island November 21-23 “23rd 
Annual Harvest Crafts Festival”; at Nassau Coli
seum.
New York, Staten Island October 3-5 “Snug 
Harbor 1997 Crafts Fair”; at the Snug Harbor 
Cultural Center, 1000 Richmond Terr.
New York, Sugar Loaf October 11-13 “25th 
Annual Fall Craft Fair”; in town.
New York, Syracuse November 21—23 “Master- 
works”; at Onondaga County Convention Center 
(ONCenter).
North Carolina, Asheville October 9-12 “Indian 
Summer Art and Craft Show”; at Asheville Mall. 
October 16-19 “The Craft Fair of the Southern 
Highlands”; at the Asheville Civic Center. 
November 28—30 “24th Annual High Country 
Art and Craft Guild”; at Asheville Civic Center. 
North Carolina, Brasstown October 4-5 “24th 
Annual John C. Campbell Folk School Fall Festi
val”; on the John C. Campbell Folk School cam
pus, 1 Folk School Rd.
North Carolina, Raleigh November28—30“Caro
lina Designer Craftsmen Guild 28th Annual Craft 
Fair”; at Kerr Scot Pavilion, North Carolina State 
Fairgrounds.
Oregon, Central Point November 20-23 “22nd 
Annual Clayfolk Christmas Sale”; at Padgham 
Pavilion, Jackson County Expo Center. 
Pennsylvania, Fort Washington October 31-No- 
vember 2 “Sugarloaf Art Fair”; at the Fort Wash
ington Expo Center.
Pennsylvania, Philadelphia November 6—9 
“Philadelphia Museum of Art Craft Show”; at 
the Pennsylvania Convention Center, 12th and 
Arch sts.
South Carolina, Greenville October 2—5 “Ap
palachian Autumn Art and Craft Show”; at 
Haywood Mall.
Tennessee, Chattanooga October 4-5 “Celebra
tion of Fine Crafts”; at Riverfront Pkwy.
Texas, Dallas October31-November2“\7xh An- 
nual Fall Fair”; at Addison Conference Center, 
north of the beltline.
Texas, Houston October 11-12 “Bayou City Art 
Festival”; in Hermann Square at City Hall. 
Texas, New Braunfels October 25-26“Fifth An
nual Texas Clay Festival”; on the grounds of Buck 
Pottery, Gruene Historical District.
Texas, San Antonio October 26Sale of contempo
rary and historic decorative art tiles (in conjunc
tion with tile symposium, see Conferences). Con
tact the Southwest Craft Center, (210) 224-1848. 
Vermont, Manchester October 3—5 “The Sixth 
Annual Hildene Foliage Craft Festival”; at Hildene 
Meadows.
Vermont, Montpelier October 9 “Fourth Annual 
Vermont Clay Studio Keep the Plate Dinner, 
Winter Fund Raiser.” Tickets: $50; telephone 
(802) 223-4220.
November 8 “Empty Bowl Project,” hot soup and 
bread luncheon/benefit; at Bethany Church, 115 
Main St. Tickets sold at door or contact Vermont 
Clay Studio, 24 Main St., Montpelier 05602; 
telephone (802) 223-4220.
Vermont, Stowe October 10-12 “The 14th An
nual Stowe Foliage Craft Fair”; at Topnotch Field.

Virginia, Richmond November 7-9“33rd Annual 
Hand Workshop Craft and Design Show”; at the 
Richmond Centre for Conventions and Exhibi
tions, downtown.
Washington, Spokane October 24-26 “Inland 
Craft Warnings”; at the Crescent Court, down
town.
West Virginia, Jefferson County November 8-9 
“Over the Mountain Studio Tour”; in the towns 
of Shepherdstown, Kearneysville, Leetown and 
Middleway. For map, contact OTMST, 38 Paynes 
Ford Rd., Kearneysville, WV 25430; or, for fur
ther information, telephone (304) 725-0567 or 
725-4251.
Wisconsin (southwest) October 17-19 “Fall Art 
Tour.” For map and list of demonstration times, 
contact Story Pottery, 9 Fountain St., Mineral 
Point, WI 53565; or telephone (608) 987-2903.

Workshops
Arizona, Phoenix November 8—9 A session with 
Frank Boyden. Fee: $55; members, $45; students, 
$40. For further information, contact Arizona 
Clay, 25037 N. 17th Ave., Phoenix 85027; tele
phone Michelle Lowe (602) 516-2209 or e-mail 
mishlowe@indirect.com
California, Berkeley October 25 A session with 
AkioTakamori. Fee: $50. Contact TRAX Gallery, 
1306 Third St., Berkeley 94710; or telephone 
(510) 526-0279.
California, Los Angeles December 4 Lecture on 
the form of the teapot and its various manifesta
tions, with Elaine Levin. Fee: $10. For further 
information, contact the Craft and Folk Art Mu
seum, 5800 Wilshire Blvd., Los Angeles 90036; or 
telephone (213) 937-5544.
California, Napa October 6-12 A session with 
Shiro Otani, throwing, handbuilding, glazing, 
loading and firing an anagama. Limited registra
tion. Camping facilities available. Contact Rich
ard Carter Studio, 901 A Eighth St., Napa 94559; 
or telephone (707) 224-1951.
California, Petaluma October 10 Slide lecture on 
the pottery renaissance in Mata Ortiz, Mexico, by 
social anthropologist Spencer MacCallum. Octo
ber 11-12 Public demonstrations by Mata Ortiz 
potters Lydia Quezada de Talavera and Rito 
Talavera. October 13, 16 and 17 Three hands-on 
workshops with Lydia Quezada de Talavera and 
Rito Talavera, covering forming, burnishing and 
decorating, and pit-firing techniques; class size 
limited. For further information, call Vision &C 
Magick Gallery (800) 418-4746.
Colorado, Boulder October 24-25 “Functional 
Handbuilding,” slide presentation and workshop 
with Mark Pharis. Fee: $50. Contact Caroline 
Douglas, 1527 North St., Boulder 80304; or 
telephone (303) 447-0110.
Connecticut, Brookfield October 4—5 “Clay 
Monoprints” with Mitch Lyons. October 11-12 
“Salt Glazing” with Doug Signorovitch. October 
18-19 “Raku Firing” with Penelope Fleming. 
November 1 “Cups, Mugs and Pitchers” with 
Angela Fina. Contact Brookfield Craft Center, 
PO Box 122, Rte. 25, Brookfield 06804; or tele
phone (203) 775-4526.
Connecticut, Guilford October 12 and 19 “Ma
jolica Tiles” with E. Ann Baldwin. Contact 
Guilford Handcraft Center, PO Box 589, 411 
Church St., Guilford 06437; or telephone (203) 
453-5947.
Connecticut, New Haven October 18-19 “Tile- 
Making Workshop” with Jilaine Jones. Fee: $100; 
members, $90. November 7—9Slide lecture, dem
onstration and hands-on session with Kristin 
Doner, emphasizing glazing and raku firing. Fee: 
$125; members, $113. For further information, 
contact the Creative Arts Workshop, 80 Audu-
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bon St., New Haven 06510; or telephone (203) 
562-4927.
D.C., Washington October 4—5 A session with 
Woody Hughes. November 8-9 A session with 
Randy Johnston. Contact Hinckley Pottery, 1707 
Kalorama Rd., NW, Washington, DC 20009; or 
telephone (202) 745-7055.
October 5 “American Craft” symposium will in
clude lectures and a panel discussion entitled 
“American Craft Today.” Participating artists in
clude ceramist Mark Leach. November 9 A discus
sion with Michael Lucero about his work and the 
exhibition at the Renwick. Contact Renwick Gal
lery, Pennsylvania Ave. at 17th St., NW, Wash
ington, DC 20560; or telephone (202) 357-2700.

Florida, Key West December 13-14 Slide presen
tation/demonstration with Tom Coleman and 
Patrick Horsley. Contact Lisa, Plantation Potters 
Gallery, (305) 294-3143.
Florida, Miami October 27-31 “Residual-Salt- 
Glazed Porcelain” with Paul Dresang. Fee: $200; 
or $50 per day; free to University of Miami 
students. Limited enrollment. For further infor
mation, contact Ceramics Dept., University of 
Miami, Department of Art and Art History, 1300 
Dickinson Dr., Coral Gables, FL 33124; or tele
phone (305) 284-5470.
Florida, Orlando November 13-14A session with 
Peter Voulkos and Peter Callas.Telephone Uni
versity of Central Florida Potters Guild, (407) 
568-0969 or e-mail trobert4u@aol.com 
Florida, Pensacola October20-25 “Studio Archi
tectural Ceramics Workshop” with Peter King. 
Fee: $550 per session. Limited enrollment. For

further information, contact Nancy Lauck, Stone 
Haus, 2617 N. 12th Ave., Pensacola 32503; tele
phone (904) 438-3273 or fax (904) 438-0644. 
Georgia, Atlanta October 25—26 Slide lecture/ 
demonstration of slab building, extruding and 
press molding with Mark Derby. Fee/session: 
$85; members, $75. Contact Spruill Center for 
the Arts, 5339 Chamblee Dunwoody Rd., Atlanta 
30338; or telephone (770) 394-3447, fax (770) 
394-6179.
Illinois, Evanston November 15Lecture and dem
onstration with Seth Cardew. Fee: $75; members, 
$65. Slide lecture only: $5. Contact Evanston Art 
Center, Center for the Visual Arts, 2603 Sheridan 
Rd., Evanston 60201 -1799; telephone (708) 475- 
5300 or fax (708) 475-5330.
Maine, Portland October 4-5 Porcelain throwing 
and decorating, underglaze and overglaze enamel, 
brushmaking, calligraphy and Sumi brushwork 
withjiansheng Li. Fee: $85 per day; $150 for both 
days. Limited space. Contact Portland Pottery, 
118 Washington Ave., Portland 04101; or tele
phone (207) 772-4334.
Maryland, Baltimore December ^Demonstration 
of Yixing techniques with Ah-Leon. Contact Bal
timore Clayworks, 5706 Smith Ave., Baltimore 
21209; or telephone (410) 578-1919.
Maryland, Frederick October 3-5 and 18 “Play
ing with Words—Painting with Fire” with Patrick 
Timothy Caughy, raku workshop. Fee: $195, 
includes 25 lbs. of raku clay and firing. October 24 
“Ceramic Restoration” with Colin Knight-Grif- 
fin. Fee: $30. November 1 “Ceramic Tool-making 
Workshop” with Colin Knight-Griffin. Contact 
Hood College Ceramics Program, 401 Rosemont 
Ave., Frederick 21701; or telephone (301) 696- 
3456 or (301) 698-0929.
Massachusetts, Gloucester through October Six 
interrelated but independent workshops on Afri
can clay digging and preparing, handbuilding, 
decorating, firing, and dipping techniques with 
Hazel Mae Rotimi. Fee: $15-$35 per session. 
Contact Minor Miracles African Pottery, 179R 
Washington St., Gloucester 01930; or telephone 
(508) 281-6578.
Massachusetts, Stockbridge October 18-19 “Re
interpreting Glaze” with Kathy Butterly. Fee: 
$150. Contact Interlaken School of Art, PO Box 
1400, Stockbridge 01262; or telephone (413) 
298-5252.
Massachusetts, Williamsburg October 12—14 
“Tiles: For Large Installations or Small Projects” 
with Sandy Farrell. Contact Horizons, 108-P 
N. Main St., Sunderland, MA 01375; telephone 
(413) 665-0300, fax (413) 665-4141, e-mail 
horizons@horizons-art.org or website http:// 
www.Horizons-art.org
Massachusetts, Worcester November 7-2“Hand- 
building with Colored Clay” with Naomi 
Lindenfield. Fee: $145; members, $130; includes 
materials. Contact Worcester Center for Crafts,
25 Sagamore Rd., Worcester 01605; or telephone 
(508) 753-8183.
Michigan, Dearborn October 3 “Michigan Mud 
IV,” including workshops with Susan Beiner, 
Caroline Court, Tom Frank, Elizabeth Lurie, 
Angelica Pozo, John Stephenson, Henry Tanaka, 
Joe Zajac and Von Zenhuesen; plus invitational 
exhibition. Sponsored by Michigan Potters’ Asso
ciation. Fee: $5. Contact Annette Siffen (313) 
747-9821.
Minnesota, Duluth October 12-18 “Wood-fire 
Workshop” with Dick Cooter, glazing, preparing 
the wood and firing. Participants must bring 
bisqued work (Cone 10). Contact Linda Heben- 
streit, Duluth Art Institute, 506 W. Michigan St., 
Duluth 55805; or telephone (218) 733-7560. 
Missouri, Kansas City November 1—2 “Single
fired Stoneware” with Steven Hill. Fee: $90, in-
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eludes year’s membership; $60, Kansas City Clay 
Guild members; $45, full-time students. Loca
tion: Kansas City Clay Guild. Contact Tom 
Schiller, (816) 453-0708.
Missouri, Pt. Lookout October 6-7h session with 
Don Reitz. Fee: $20. Location: College of the 
Ozarks. For further information, contact Jeff 
Johnston, ceramics instructor, (417) 334-6411, 
ext. 4467.
Nevada, Las Vegas October25-26“Surface Deco
ration on Porcelain” with Tom Coleman, plus 
demonstration of incising porcelain with Elaine 
Coleman. Fee: $100. November 15-16 “Raku” 
with Rick Berman. Participants must bring bisqued 
pots. Fee: $125. Contact Coleman Clay Studio, 
6230 Greyhound Ln., Ste. E, Las Vegas 89122; or 
telephone (702) 451-1981.
New Mexico, Abiquiu October 26—November 1 
“Traditional Micaceous Pottery” with Camilla 
Trujillo, slab and coil building, pit firing. Instruc
tion in English and Spanish. All skill levels. Lim
ited to 10 participants. Fee: $ 140, includes lab fee. 
For further information, contact Program Office, 
Ghost Ranch, HC 77 Box 11, Abiquiu 87510; or 
telephone (505) 685-4333.
New Mexico, Santa Fe October 10 Lecture and 
demonstration with Bob Smith on raku. Contact 
Kent Galleries, 130 Lincoln Ave., Santa Fe 87501; 
or telephone (505) 988-1001.
New York, New York October 18 “Japanese Tool- 
Making Workshop” with Keiko Ashida and Bill 
Gundling. Fee: $90; members, $75. November 7- 
8“Alternative Surfaces” with Sana Musasana. Fee: 
$165; members, $150. For further information, 
contact the Craft Students League, YWCA/NYC, 
610 Lexington Ave., New York 10022; or tele
phone (212) 735-9731.
New York, Port Chester October 18-19 “Glaze 
Workshop” with Mikhail Zakin. November 15 
“Functional Forms and Sculptural Vessels” with 
Frank and Polly Martin. December 6“The Figure 
in Clay” with Sarah Sedgwick-Coble. For further 
information, contact the Clay Art Center, 40 
Beech St., Port Chester 10573; or telephone (914) 
937-2047.
North Carolina, Bailey October 31—November 2 
and 9 A session with Ben Owen III, throwing, 
glazing, loading, firing and unloading an anaga- 
ma. Fee: $125, includes materials, firing, some 
meals. Participants should bring 4 bisqued pieces 
(Cone 10-12) plus 1 bisqued pot for pit firing 
(optional). For further information, contact Dan 
Finch, Finch Pottery, PO Box 699, Bailey 27807; 
telephone (919) 235-4664. Or contact Jackie 
Allen, 8306 Penny Road, Raleigh, NC 27606; 
telephone (919) 859-6847.
North Carolina, Brasstown October 5-11 “Pot
tery Decoration” with Barbara Joiner. October
24—November 1 “Wood Firing” with Darrell 
Adams. Contact the John C. Campbell Folk 
School, 1 Folk School Rd., Brasstown 28902; or 
telephone (800) FOLK-SCH.
Pennsylvania, Philadelphia October 17—19 Lec
ture (October 17) and workshop (October 18- 
19) with John and Andrea Gill. November 21—23 
Lecture (November 21) and workshop (Novem
ber 22—23) with Paul Soldner. Lecture location: 
Moore College of Art and Design. For further 
information, contact the Clay Studio, 139 N. 
Second St., Philadelphia 19106; or telephone 
(215) 925-3453.
Pennsylvania, Pittsburgh October 17—19 Lecture 
(October 17) and workshop (18-19) with Eva 
Kwong. Contact the Manchester Craftsmen’s 
Guild, 1815 Metropolitan St., Pittsburgh 15233; 
or telephone (412) 322-1773.
Texas, Houston November 7-8 Slide lecture and 
demonstration with Josh DeWeese. Fee: $30. 
Limited space; preregistration required. For fur

ther information, contact Roy Hanscom, Art 
Department, North Harris College, 2700 W. W. 
Thorne Dr., Houston 77073; or telephone (281) 
443-5609.
Texas, San Antonio October 18-19 “The Carved 
Relief Tile and Press Mold” with George Mason. 
Fee: $ 130. November 8-9“Porcelain and Residual 
Salt Glaze” with Paul Dresang. Fee: $125. For 
further information, contact Southwest Craft Cen
ter, 300 Augusta, San Antonio 78205-1296; or 
telephone (210) 224-1848.
Virginia, Alexandria October 19 “Brush Making” 
with Glenn Grishkoff, creating 4 brushes using 
tailhair, horsehair, elk hair, wax linen thread, 
epoxy and leather. Fee: $65, includes materials. 
October24-25“Grand Scale Pinch Pots and Raku 
Glazes” with Kristin Doner; participants should 
bring 2-3 bisqued pots no larger than 5 inches in 
any direction and various size paddles. Fee: $70;

or $14.50 for slide presentation only. Contact 
George Brown, Creative Clay Studios, 5704D 
General Washington Dr., Alexandria 22312; or 
telephone (703) 750-9480.

International Events
Belgium, Brasschaat through October 25 “Inter
national Ceramic Exhibition”; at Atelier Cirkel, 
Miksebaan 272.
November 29-30 “Throwing Large Pots/Forms” 
with Jan Winkels. For further information, con
tact Atelier Cirkel, Miksebaan 272, B2930 
Brasschaat; telephone (32) 36 330 589 or fax (32) 
36 636 665.
Belgium, Torhout October 11-12 “Kerathor,” 
ceramics fair; at Groenhove, Bosdreef 5.
Canada, British Columbia, Victoria October 4-5 
“Redefining Functionality” with Tom Coleman.
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Fee: Can$100 (approximately US$72), includes 
lunch. For further information, contact Meira 
Mathison, RR#1 Pearson College, Victoria V9B 
5T7; telephone (250) 391-2420 or (800) 667- 
3122.
Canada, Nova Scotia, Halifax October 17-18 A 
workshop with Bruce Cochrane. Contact Walter 
Ostrom, Dept, of Ceramics, NSCAD, 5163 Duke 
St., Halifax B3J 3J6; or fax (902) 423-0121. 
Canada, Ontario, Don Mills October 25 “FU
SION: The Ontario Clay and Glass Association 
10th Annual Silent Auction”; at the Civic Garden 
Centre, Edwards Gardens, 777 Lawrence Ave., E. 
Tickets: Can$12 (approximately US$9) on VISA 
before October 17; at door, Can$15 (approxi
mately US$11); telephone (416) 438-8946. 
Canada, Ontario, Toronto October 2-5 Juried 
sale of ceramics; at CBC Broadcasting Centre, 
Barbara Frum Atrium, downtown.
Denmark, Kolding through October 18 “Ceramic
Dishes.” October24—December 73“CeramicJugs”;
at Galleri Pagter, Adelgade 3.
through October 26 “Second Danish Ceramics
Triennial, ” works by 20 artists; at Trapholtmuseet,
^Ehlehaven 23, Strandhuse.
through October26*Ceramic Innovations,” works
by six ceramists; at Galleri en Face, Banegards-
pladsen.
through November 23 Exhibition of ceramics and 
silver by Thorvald Bindesboll, 1846-1908. 
“Keramik in Kolding.” “Tableware 1797-1897- 
1997”; at Museet PA Koldinghus, Postboks 91. 
Denmark, Middelfart through November30“The 
Contemporary Teapot,” exhibition of teapots by 
artists from 18 countries; at the Grimmerhus 
Museum of Ceramic Art, Kongebrovej 42. 
October 4—November 30 “1000 Years of Funen 
Pottery”; at Middelfart Museum, Algade 4. 
England, Bolton through November 15*As Clear 
As Clay,” exhibition of ceramics by Jim Malone; 
at Bolton Museum and Art Gallery, le Mans 
Crescent.
October 24*Good Enough to Eat From,” studio 
pottery workshop, including demonstrations by 
various artists. Contact Bolton Museum and Art 
Gallery, le Mans Crescent, Bolton BLIISE; tele
phone (12) 04 52 23 11, extension 2.
England, Chichester October I2-77Handbuild- 
ing and throwing workshop with Alison Sandeman. 
October 17-19 Throwing and turning workshop 
with Alison Sandeman. October 26—31 A work
shop on sculptural ceramics inspired by landscape 
and natural forms with Tessa Fuchs. November 
14-16 A workshop on throwing, turning and 
handle making with Alison Sandeman. December 
12— /^“Master Potter Series No. 6” with Takeshi 
Yasuda. Contact the College Office, West Dean 
College, West Dean, Chichester, West Sussex 
P018 0QZ; or telephone (243) 811301. 
England, Ipswich PallTwo-week sessions on salt 
glazing with Deborah Baynes. Intermediate 
through professional skill levels. Fee: £575 (ap
proximately US$950), includes materials, firing, 
lodging and meals. Contact Deborah Baynes Pot
tery Studio, Nether Hall, Shotley, Ipswich, Suf
folk 1P9 1PW; or telephone (473) 788 300, fax 
(473) 787 055.
England, London through October 5 Two-person 
exhibition including ceramics by Carol McNicoll; 
at the Crafts Council Gallery Shop, 44a Pentonville 
Rd., Islington.
through October 9 Two-person exhibition with 
ceramics by David Leach; at Galerie Besson, 15 
Royal Arcade, 28 Old Bond Street. 
through October 19 Three-person exhibition, in-
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eludes ceramics by Judith Gilmour. October 21- 
November 16 Exhibition of ceramics by Christie 
Brown; at Crafts Council Shop at the Victoria & 
Albert Museum, S. Kensington.
October 14-19 and 21-26“Chelsea Crafts Fair”; 
at Chelsea Old Town Hall, King’s Rd.
England, Makings November22-23 “The South
ern Ceramics Show”; at Farnham.
England, Oxford October 20—November 19 Two- 
person exhibition with ceramics by William 
Newland. November 24-January 7, 1998 “All for 
Your Delight,” three-person exhibition with ce
ramics by Sophie MacCarthy; at Oxford Gallery, 
23 High St.
England, Plymouth November 14-December 24 
“Contemporary European Ceramics,” exhibition 
of works by 22 artists; at Plymouth Arts Centre, 
38 Looe St.
France, Dunkerque through January 25, 1998 
Exhibition of ceramics by Claudi Casanovas and 
Betty Woodman; at Musee d’Art Contemporain. 
France, Mulhouse through November 2 Exhibi
tion of ceramics by Philippe Bouttens, Tjok 
Dessauvage, Jose Vermeersch and Rik Vermeersch. 
November 15-March 1, 1998 “Kindergarten,” 
installation by Obi Oberwallner. “Offrez Vous les 
Terres”; at Maison de la Ceramique, 25, rue Josue 
Hofer.
France, Sevres through December 28 “Ropes of 
Fire: A Thousand Years of Japanese Pottery from 
Bizen”; at the Musee National de Ceramique, 
Place de la Manufacture.
India, Nepal January 30-February 20, 1998 “Ex
ploring with the Potters of Nepal” with Doug 
Casebeer, Judith Chase, James Danisch and Santa 
Kumar Prajapati. Fee: $3500. Full payment due 
by November 14, 1997. For further information, 
contact Anderson Ranch Arts Center, PO Box 
5598, Snowmass Village, CO 81615; or tele
phone (970) 923-3181, fax (970) 923-3871, e- 
mail artranch@rof.net
Italy, Faenza through November 9“Vvom the Raku 
Museum in Kyoto: A Dynasty of Ceramists from 
the Origin to Kichizaemon Raku XV.” through 
December 8 “International Competition of the Ce
ramic Arts”; at the International Ceramics Museum. 
Japan, Kutani October 3—12 “Kutani Interna
tional Decorative Ceramics Fair ’97”; at the 
Komatsu Dome.
Japan, Tokyo November 7—26 “Gerd Knapper 
Objects, 1987-1997”; at the BMW Square, 2-12- 
16 Kita-Aoyama, Minato-ku.
Netherlands, Deventer October 5-30 Exhibition 
of raku by Haguiko and Jean Pierre Viot. Novem
ber 2—29 “Porcelain 3,” exhibition of works by 
Gordon Cooke, Jean Girel, Horst Gobbels, Judit 
Hodos, Fredick Payne and Mary Vigor; at Loes 
and Reinier, Korte Assenstraat 15.
Netherlands, Oosterbeek October 5—November 2 
Exhibition of ceramic sculpture by Maggi Giles. 
November 9-December 8 Exhibition of ceramics 
by Veronika Poschl and Barbara Reisinger; at 
Galerie Amphora, van Oudenallenstraat 3. 
Switzerland, Basel November 7—16“TEFAF Basel”; 
at Messe Basel.
Switzerland, Carouge through November 30 “In
ternational Ceramic Competition”; at Musee de 
Carouge.
Switzerland, Geneva through September 22 Paul 
Bonifas, “Ceramist of Purism”; at Ariana, Swiss 
Museum of Ceramics and Glass, 10, Ave. de la Paix. 
Wales, Aberystwyth through November 1 “The 
Kecskemet Collection,” show of 80 works from 
the International Experimental Ceramic Studio 
in Hungary; at Aberystwyth Arts Centre, Penglais.
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Questions
Answered by the CM Technical Staff

Q I am having a discouraging time firing me
dium-sized porcelain platters. The clay used is a 
commercial brand that I have worked with on 
many projects (though not platters) for about ten 
years and have not had this problem before. It is 
pugged, then wedged before throwing. The platters 
are thrown on plaster bats, allowed to pop off 
before trimming (no prying off the bats) and 
trimmed to a relatively uniform thickness, about 
V4 inch on average. Multiple feet are trimmed in 
to provide support. All are thoroughly dried— 
never less than two weeks in our fairly dry climate. 
The kiln is candled at about 15CPF overnight, 

fired with an average temperature rise of75°Fper 
hour to 1850°F, then sealed up tight and cooled 
for two days, and is stone cold when emptied. These 
platters were photographed without moving them 
on the shelves. One of the cracks had inches of
separation. The shelves have been washed with a 
light coat of 50% kaolin, 45% flint and 5% 
alumina hydrate. I rotate the shelves as to which 
side is upfor eachfiring. Ifeellikelam babyingthis 
stuff particularly compared to what I observe as 
common practice by fellow potters. What am I 
overlooking?—M. S.
Judging from the photographs you enclosed 

with your inquiry, there could be some severe

stresses in the ware. However, I don’t believe 
the cracking has anything to do with your 
throwing technique. I would be more inclined 
to regard these cracks as severe cooling dunts 
exacerbated by excess silica in the clay. While 
this is a possibility, it may also be attributed to 
the nature of firing flat objects, such as tile or, in 
your case, platters.

In firing electric kilns, the shelves transfer 
their heat to the ware by conduction. Wide or 
flat pieces heat and cool unevenly, and the 
differentials cause stress, resulting in cracks 
much like yours. Even though you have gone to 
great care to trim multiple foot rings, thus 
minimizing the direct contact between your 
platters and the kiln shelves, sections of the 
pieces still heat and cool at different rates. For 
example, the rims of the piece heat more from

radiation from the kiln walls and elements, and 
at a different rate than the kiln shelves; hence, 
the interiors of the plates may be heating at a 
slower rate than the rims. The rims and interiors 
also cool at different rates, as the kiln shelves 
hold more heat than the ware.

There are many ways to minimize or elimi
nate this problem. Using open setters to de
crease the hard refractory mass of the shelves is 
one way to transfer more heat to the piece. 
Lifting the platters from the kiln shelf is an
other. In our studio, we press a 6x6x1/2-inch 
tile, which frequently cracks if fired directly on 
the kiln shelf. To ensure more even heating and 
cooling, we used a diamond saw to cut thin 
strips of kiln shelves; these are placed under the 
tiles, creating stacks of tiles that are separated 
not only from the shelf but from each other.

There are many commercial refractory shapes 
that perhaps could be used as setters for your 
plates. You could also use a wide stilt with metal 
pins. Sometimes, even a layer of medium- to 
large-sized grog helps. Another possibility might 
be firing these platters on edge, again, minimiz
ing contact between the shelf and the ware.

It may also be prudent to contact the clay 
manufacturer to see if the component clays are 
high in silica or, for that matter, what the 
percentage of flint is in the total mix. Find out 
if any DTA testing has been run on this particu
lar clay body as well. This test will give a visual 
footprint in graphic form of the quartz inver-
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sions that occur both on heating and cooling— 
the evidence of silica-related problems.

Jonathan Kaplan 
Ceramic Design Group 

Steamboat Springs, Colo.

Q Who, or what organization, gives a person the 
designation of “master potter”? I once met a potter 
who claimed this title and, quite frankly, his skills 
and knowledge were not overly impressive. —E.F.

I do not know of any organization in the 
United States that bestows the title “master 
potter” on individuals, but there are certainly 
many institutions in the United States (and 
throughout the world) that grant degrees desig
nated as masters. The most common of those 
degrees in the United States is the master of arts 
degree and the master of fine arts degree. These 
degrees are earned in many of the studio art 
disciplines. The fact is, however, there is little 
real external evaluation of the individuals who 
receive these degrees.

The quality of work produced by an indi
vidual holding such a degree is largely based on 
the standards of the institution. The curricu- 
lum/facilitieslfaculty of some programs are 
evaluated by external accreditation agencies. 
The most well-known and I think well-re
spected of these accreditation agencies in art is 
NASAD (National Association of Schools of Art 
and Design). Certainly, once a student leaves 
the institution there is no ongoing evaluation of 
the quality or merit of the individual’s work.

I, too, would be very leery of an individual 
calling himself a master potter. It seems work
ing with clay is a little like parenting. We learn 
as much as we can in the beginning; we dig in 
and sometimes find ourselves exceptionally 
messy; we learn from trial-and-error, and the 
daily observations of our own and others’ ef
forts. Every day we know a little more than we 
did before. But, do we master the process? I 
don’t think so.

My best advice to you is to read the work and 
not the title. Look beyond the pretty surface to 
the form beneath. Learn what you can from 
what you see. I believe that as we continue this 
enterprise ofworkingwith and wondering about 
clay, we will, from time to time, have the great 
pleasure of meeting a master potter. I also 
believe that he or she will not have to announce 
his or her status. It will be self-evident.

W. Lowell Baker 
University of Alabama 

Tuscaloosa, Ala.

Subscribers’ questions are welcome and those of 
general interest will be answered in this column. 
Due to volume, letters may not be answeredperson
ally. 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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Comment
Waiting by Dick Lehman

We had come from many places with 
varied motivations. We had “caffeined” 
through the night, our trucks weighted 
down with “the goods.” We had traveled 
all day, through three or four states, car- 
top carriers groaning under the pounds 
of pots that had “wonder” wedged into 
them, “purpose” pulled through the 
throwing rings and “hope” hardening as 
pots dried on the ride. Others of us merely 
walked from dorm or home, or from 
“real” jobs, with boxes of yet-to-be-sin- 
tered forms in tow.

We were English majors and nurses, 
orchid growers and builders. We were 
professional clay artists and administra
tors. We were teachers, writers and cooks. 
We were all potters.

Our life stories were like yours: we 
had carpenter ants in our attics, drive
ways that needed to be shoveled, exams 
for which to study. Our pantries were 
stocked for the winter; there was venison 
in the freezer; we had good books to 
read. We were falling in and out of love. 
Our relatives were very ill, were recover
ing, were fine. We felt inquisitive, senti
mental, nervous, bored, contented. And 
our pots told all these stories—to those 
who listened.

The clays themselves must have 
thought it a convention, being gathered 
as they were from the corners of the na
tion, and from Europe. Oh, the stories 
that could have been told from eons of 
geological time spent waiting—stories far 
more complex and interesting than the 
ones that of late had caused this clay to 
change shape and be gathered here. One 
can almost imagine those conversations 
as the pots sat by the hundreds awaiting 
loading, arranged by height, by maker, 
by clay type, by firing preference.

“Did you hear the story about the 
silica—how it rested in the light of this 
same Huntingdon moon for centuries, 
waiting, only to be uprooted, crushed, 
ground, sieved, bagged and shipped off 
halfway across the continent? Now it re
turns to Huntingdon to sit once more 
under the same moon, and to await an 
experience that will change it forever.”

The mountains of pots were dwarfed 
only by the stacks of firewood ready to
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collaborate in bringing the clay to a new 
place of waiting—slab wood with rela
tively brief 70- or 100-year stories, trees 
that had no doubt been nourished by, 
and now stored, some of the mineral 
solubles that had accompanied the silica 
through the eons of prehistory, wood that 
in the inferno of the firebox would soon 
redeposit these same minerals on the very 
material that had held it for so long.

As the last of the side stoldng was 
completed, the kiln seemed to shudder, 
to shiver. And I shivered a reply, inhaling 
a soul full of new energy, feeling momen
tarily like I could stoke for another three 
days. But it was time to close the stoke 
holes, to join the others for supper and 
make a small toast to hope, to our own 
time of waiting and to a full night’s sleep.

What had been a restful slumber was 
abruptly ended by a fitful dream—a rau
cous woodpecker rapped incessantly. Ex
asperated, I cracked one eye and the bird 
flew off, disappearing mysteriously into 
the swirling steam of a fresh cup of coffee 
just a few inches from my nose. The 
pecking sound ended—a distant chuckle:

my host had tired of waiting for me to 
wake up—breakfast was served.

After breakfast, our host announced 
that we would be going on a secret mis
sion: “dress warm” was the only instruc
tion. After a short drive, we arrived at 
Sinking Valley, then walked to the mouth 
of the cave. Tytoona Cave was formed by 
a stream cutting under a mile-long hill. It 
was a low anagama-shaped bluff, and the 
cave’s interior seemed to mimic the shape 
of the exterior. Having just completed 
three and a half days of firing, I believe 
we all saw the similarity.

Flashlights were distributed at the cave’s 
foreboding entrance. The intense cold 
had caused the seeping water at the cave’s 
mouth to freeze into giant “stalac-teeth,” 
rows of uppers and lowers, giving the 
mouth a beastly appearance. We picked 
our way through and around the fangs, 
and progressed past the second curve, 
where light from the outside could no 
longer penetrate.

The water was high, and the noise 
inside had the moaning rush of a firing at 
its height: the rocks around which the 
water rushed were the pots; the darkness 
in the cave as efficient as the blinding 
white light of the kiln, the orchestration 
of resonance as thunderous and delicate

as the flames. We each found our way to 
a spot of our own, mesmerized by the 
tympanic thunder, waiting in the music 
of the stream.

We returned to the mouth of the cave, 
having had the chance to make peace 
with something larger than ourselves. 
Traveling to the opposite end of the kiln- 
hill, we stopped at the base of the last 
bluff to unpack our politically correct 
lunch: sandwiches made of Jewish rye, 
Swiss cheese, Korean kimchee, Norwe
gian sardines. It wasn’t much—almost 
more a sacrament than a lunch.

We were silent as we climbed through 
knee-deep snow to the crest. Looking 
down a hundred feet or more, we saw the 
flue of the cave: mysterious swirling 
plumes of water, not unlike the orange- 
red curls at the top of our chimney not so 
long ago. Our host told us the tragic tale 
of the scuba diver who had attempted 
but failed to negotiate the entire route of 
the underground river. I winced at her 
misfortune, but used the last bite of my 
sandwich to toast her courage.

Only four more days of waiting: we 
unload on Thursday.

The author Dick Lehman maintains a 
studio in Goshen, Indiana.
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