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The art of Bonsai Pot making. 

– Written by Daniel Skeffington. 

   
 
 
 
When interrogating a made bonsai pot there’s more to it than meets the eye. 
One might think that  ‘anything goes’, after all – all that’s needed is a container with a 
hole in the bottom to allow water drainage. That's OK and the minimum requirement 
to keep the plant alive, but this is the very least of the bonsai artists’ requirements, nay 
desires. 
 
Bonsai pots have been made for centuries so that an evolved ‘must have list’ of 
essential criteria might now be considered when venturing into the making of a bonsai 
pot. ‘Bonsai’ literally means a ‘plant in a pot’ however this seemingly simplistic coupling 
of two objects – a plant and a pot, is deceptively hiding a complex symbiotic 
relationship – one worthy of serious interrogation of aesthetic outcomes - as in any 
other clay making endeavor. Making bonsai pots is not a ‘second order’ activity of a 
potters oeuvre, rather it can be a worthy legitimate extension of ones practice, revenue 
stream and one which can achieve soring artistic merit as much as any other clay-
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based pursuit. The art of the bonsai pot has become highly evolved in similar ways to 
the tea bowl and similarly, examples are highly sort-after worldwide. 
 
Bonsai enthusiasts 
 
Bonsai folk consider themselves artists. If for example we accept that art making is that 
process of turning an idea into a representative image or object – then bonsai making 
fits. Bonsai folk deal with many variables to achieve their outcomes, like any artist – 
often to a stage where a specimen becomes ‘exhibitable’, again like any other artists’ 
output. Their attention on each specimen is acute and often nears fanatical. Specimens 
are pruned, wired and shaped, root pruned, carved, re-potted, watered, fertilized and 
fiddled with constantly. This same attention is afforded to that vessel holding its 
precious cargo. So an interrogation of what makes a suitable bonsai pot, functionally 
and aesthetically, is a journey to catch the bonsai artists’ fanatical interest.               
Some enthusiasts have three pots for the one plant. Accepting the idea of a ‘complete 
composition’, some trees look completely different at various times, for example, when 
in flower, in fruit, in full leaf bloom and in the case of deciduous species, when left bare 
after the seasonal leaf drop. So three pots for three ‘’moods’. Now that’s fanatical! 
 
Golden rule 
 
The overriding ‘must have’ attribute of a bonsai pot is that it should be ‘supportive’ of 
the plant specimen itself. The tree is absolutely the main attraction. The tree’s choice, 
it’s form, (as a true reflection of it as it appears in nature), it’s health, it’s styling and it’s 
contextual space, are paramount – yet it must be contained in such a way that the pot 
compliments the specimen so the whole realized outcome ‘reads’ aesthetically, true 
and pleasing. None-the-less the pot’s role as a supportive agent doesn’t mean a bonsai 
pot is necessarily dull or boring. A tree will often come alive when the employment of 
the well-chosen pot makes the combination ‘pop’. There are many ways to skin this cat 
and this article seeks to review the solutions of some Australian clay artists  - who are 
often by proximity of the two disciplines – Ceramic Artists as well as Bonsai 
enthusiasts. Exploring successful attributes of making a Bonsai pot is important 
because a pot might often be a valuable commission to be used for a particular 
specimen or the making of a bonsai range can be a substantial proportion of a potter’s 
income. Both specimen and pot combine to make one complete composition. Each is 
an integral part of the whole exhibit. Regardless the pot’s magnificence it must take a 
second bow to the specimen. It’s akin to the art of framing an oil painting – the frame 
must be complimentary yet supportive. This is the golden rule. 
 



	 3	

 
 

                           
 
 
Consider these functional design needs. 
 
When making a bonsai pot and with an eye on the golden rule, the practical 
considerations, the ‘must have’s’ for a satisfying composition are as follows: 
 

• The pot must have some drainage holes – the size of which is proportional to 
the specimen’s need for dry or wet roots. (There are a range of piecing and hole 
making tools readily available at clay maker’s suppliers). 

 
• Smaller supplementary holes are often added to enable the lacing of wire 

through and around the specimen’s root system to attach to the pot, which 
makes the specimen stable in the pot. Bonsai specimens are often kept in full 
weather exposure so for example, they need protection from being disturbed by 
high wind. Wiring also helps to position the tree in that particular spot within the 
pot the bonsai artist requires to effect her overall design - (left of centre, leaning 
to one side, etc.) – so wiring holes are a design need as well. In a similar fashion, 
wiring holes are useful to attach sculptural rock forms or carved dead tree 
trunks upon which Bonsai specimens are sometimes grown. 

 
• The floor of the bonsai pot should be elevated from the ground upon which it 

sits to allow water to escape, preventing over-watering and root and plant rot.   

Westeria.  Styled 
2015. 
 
Bonsai Pot 
Denise Allen. 
(l )160 x (w)160 x 
(h)130 cm. 
Cascade Pot.  
Slab built. Keane 
White Raku. Zinc 
Glaze. ∧10 
Reduction. 2015 
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It also promotes airflow to the root system – preventing root infection and pest 
issues. Feet allow the plant to access oxygen, needed for it’s survival.             
When adding feet, turning a foot ring or designing a form that will accommodate 
this requirement, also consider that adding a foot of sorts to the vessel gives it 
aesthetic height and a sense of ‘lightness’. (Blog on Bonsai pot feet - 
https://bonsaiceramics.com) 

 
• The bowl structure of the pot should generally be concave or at least 900 vertical 

at its rim. This will allow for the specimen to be removed, changed or root-
pruned easily when the root mass becomes extensive. It prevents having to dig 
the plant out of the pot – potentially damaging the specimen, the pot, or both. 

 
• It is traditional not to glaze the inside of the pot - that part in contact with the 

soil. The idea is that a raw bisque surface will absorb some moisture, which the 
specimen can rely upon when it has lacked watering. The vessel itself acts as a 
moisture bank. This point is somewhat mute if the Bonsai is adequately 
watered. Some also suggest that if the internal walls are left unglazed, the root 
system will more likely adhere to the walls – adding further stability – yet again a 
muted idea if the tree is wired down. 

 
• There are two schools of thought about the nature of the glaze used on the pot’s 

external. Some Bonsai artists prefer a neutral finish such as a bisque finish or a 
textured clay body, and often only rub vegetable or olive oil on this surface for a 
silky finish. However many bonsai pots are gloss glazed – traditional’s being 
Shino’s, Chung’s, Tenmoku’s, Celedon’s or a plethora of contemporary glazes as 
well - subsequently pots can be quite colorful. Considering and matching the 
pot’s colour to the specimen itself – its trunk, its leaves, its fruits and flowers 
should also be a reckoning. The important note is that whatever the choice it 
should not pull focus from the plant, rather, add to the overall presentation as a 
fully resolved exhibit. Pots should be a ‘counter balance‘ to the specimen 
creating a satisfying composition. 

 
 

• Most bonsai pots are successful without excessive decoration the plant should 
be the narrative. Of course there are exceptions, for example Shohin pots.      
(See further). 

 
• The pot’s physical dimensions and proportions relative to the specimen should 

be a major consideration. This is where the chicken and the egg dilemma apply. 
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Should a pot be made to accommodate a particular plant or visa-versa?            
The truth is, by whatever route – the two should be complimentary. 
Proportionally and as a guide, Bonsai artists tend to combine a pot and plant of 
less than 1/3 pot size to 2/3’s plant size. The trend is to have the height of the 
pot walls as low as possible yet deep enough for the soil to fill and keep the 
specimen alive.     This has an added advantage of displaying the Nebari of the 
plant. (A Nebari is that part of the plant where the root turns into trunk and is 
thicker at the base at the soil surface. Some root thickness on the soil surface is 
part of the Nebari look). In addition, for the pot to be in a pleasing visual 
proportion, it should be slightly narrower than the spread of the tree’s canopy 
above it. 

 
• The pot style should reflect the species planted within, for example wide, 

spreading tree styles look good in pots that flair outward at the top or have a lip 
on the outer rim. Tall, slender trees are complimented by very simple round 
pots. Species that cascade over the side of a container look great in deep high 
pots.  

 
• Bonsai Artists dress their specimens with miniature pebbles – commensurate to 

the size of the specimen/pot composition, or use moss, or miniature figures or a 
combination of all three. Consideration should therefor be taken with the design 
to prevent this dressing from being washed off the surface when the specimen 
is watered. Consider a safety catch rim in your pot design – alternatively plant 
the tree lower than the rim. 

 
• A Bonsai pot must be robust. As discussed above there are many interventions a 

specimen might endure on an ongoing basis, none less than root trimming and 
re-potting. So a pot should be designed to endure ongoing handling and stress. 
The pot should be vitrified in the firing process. It may be subject to ice or frost 
in cold climates so hardness is important. Oh and from your author’s bitter 
experience, the pot should have no sharp edges. The bonsai artists’ hands are 
always about! 

 
• Consider also the weight of the pot. Although it’s not conventionally thought that 

some bonsai’s are big – some can get very big and necessarily need a large 
container – read heavy – this is a given. However most conventional bonsai’s are 
of a modest if not small size. None-the-less, the combination of specimen, wet 
soil and ceramic pot could add up to a heavy item making the composition 
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difficult to manage and to move about. If the pot part of the composition is 
designed to be as lightweight as possible – so much the better. 

 
 
Bonsai Pot functional design elements  
(Summary of previous points). 
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Advanced considerations 
 
While making a bonsai pot range consider other aspects of the discipline that may 
engage your clay making skills and leverage your revenue stream. 
 
Bonsai artists often use rock forms as props, known as ‘Saikei’, upon which to plant or 
position their specimens, these can be sculptured (and molded) by the clay artist and 
again be purpose-made to suit one particularly designed composition.  
 
 
Why not make a stand/plinth to further compliment the composition? 
 
 

        
  
 Slab built pot and plinth . Tracey Francis. Pot (l) 24.0 x (w) 15.0 x (h) 9.5cms. Stand  (l) 24.0 x (w) 15.0 x (h) 
5.5cms. Laguna WC409 Stoneware. Clotted cream Stoneware glaze (Artist recipe), with under glazes and 
slips. ∧ 7.5 Oxidation. 2018. 
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With compliments 
 
When exhibiting work, bonsai artists consider the negative space and visual principles 
of display, much like a sculptor does. The exhibited composition often appears more 
aesthetically pleasing if there were a smaller complimentary item supporting and 
completing the composition’s form.  This is called a ‘Complimentary’ addition.            
This might be a much smaller specimen in a much smaller pot. This adds to the illusion 
of scale a credible bonsai composition is seeking to achieve – that is, a miniaturized 
mature tree in a defined environment. In Bonsai lingo this is also referred to as a ‘Soe’ 
(pronounced “Sooee”) or a Kusamono.  Apart from adding the symmetry to the whole 
presentation a Soe can communicate additional information, for example, it can tell us 
botanically about the seasonality or growing conditions of the main specimen. 
 
The point of all this…your ceramic skills can be turned at this opportunity also, to 
leverage your sell to the bonsai pot buyer. 
 

  
 Demonstrating the concepts of Soe proving the harmony of adding a complimentary plant to 
 achieve asymmetry. Species main plant - Japanese Black Pine. Styled from 1994.     
 Complimentary species – Port Jackson Fig. Styled from 2015. Ashley Brown. 
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Bonsai pot makers  
 
 
 
 
So considerable thought should be invested into the design process – the potter’s 
creative agency is then called to complete a satisfactory aesthetic and functional pot. 
Some give a nod to bonsai pots of traditional Asian style – particularly Chinese and 
Japanese, some add a twist to tradition, and some seek to add new possibilities to the 
oeuvre. The goal is to create a pot and specimen composition that appears in 
‘harmony’. Our following alumni traverse a wide variety of solutions. 
 
 
 
 
  

 
 
Vintage Guangzhou rectangular, decorated pot. (l) 50 x (w) 33 x (h) 15 cms. C 20th.  
Photo courtesy Adelaide Bonsai Ceramics  
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“I haven’t seen a pot made by Pat Kennedy that I didn't like”. Says Denise Allen, Central 
Coast NSW potter, bonsai enthusiast and 2019/20 President of the Central Coast 
Potters Association. “Recently I was lucky enough to spend a 3-day solo workshop with 
Pat and my work has flourished from there.”  
“I like to make conventional shapes with traditional glazes, but I also have a range of 
freehand pots featuring raw, oxide wash and textured unglazed surfaces. I sell my pots 
at bonsai shows and find it satisfying to see a pot that I’ve made, married with a bonsai 
tree-ready for display. These experiences keep me learning as my work evolves. I also 
find commissions challenging and inspiring.” 
 
 
In 2019 the inaugural Bonsai Potter Exhibition and Sale was conducted in the 
north/west suburbs of Sydney. This was primarily organized by Boris Lomov and was 
judged a popular success so much so that the event ‘Fire and Earth’ is anticipated for 
2020. “Well-timed, just before the re-potting season, fourteen potters participated, we 
each had different approaches and we all sold well. My offer featured pots of 
‘earthiness’ that can only be got from reduction kilns and textured surfaces. The best 
part of the event was the collegiality between we exhibiting participants. There was a 
feeling that we’re involved in a groundswell of appreciation of beautiful custom-made 
bonsai pots in Australia, as the love of bonsai itself grows. We are not at the point of 
the reverence bonsai pots are afforded in countries like Japan, where there are whole 
museums devoted to bonsai pot art but there has been a positive shift.”  
 
	
 

Denise Allen 
 
www.bonsaiceramics.com 
 
Instagram – 
100pots100days 
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Bonsai Pot. Denise Allen. 2017.  22.0 diam x (h) 4.3cm. Keane stoneware 33, Tea dust glaze, fired ∧10 
reduction.  

 

     
 
Bonsai Pot. Denise Allen. 2017. (l) 14.5 x (w) 14.5 x (h) 7.0cm. Keane raku, Rutile glaze, fired ∧10 
reduction. 
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Compositions of detail and harmony. 
 
 
 
 

         
 
Bonsai composition Denise Allen. 2016. Conifer and pot. (R) pot in detail.  (d) 12.0  (h) 8.0 cm Keane 
stoneware 9, fired ∧10, Unglazed 2019. Tree styled 2016. 

  



	 13	

 
 
 
“My Bonsai pot practice includes the production of both a Style range available for 
general sale, and also the making of commission work. The commission part of my 
practice is the most satisfying.” Luke has been a Ceramic artist and Bonsai artist for 20 
and 25 years respectively. He is also the Vice President of the South Australian Bonsai 
Association.  I was first attracted to bonsai in my late teens. As my interest grew I 
sought to express the whole composition and not just the plant. The pots that were 
available to me seemed rather soulless and traditional but I wanted to be more 
expressive, yet within the limits of the genre - and so I learnt how to play with clay.    
I’m essentially a self-taught potter with a few lessons from Adelaide’s Alison Cooper. 
Now I combine both passions where I can articulate my artistic vision to an extent that 
it has become the backbone of my career”.  
 
“A commission involves the meeting of several minds and it’s this accord of 
collaboration that’s so exciting. The tree is presented to me after years of nurturing.   
It’s been sculptured by its owner to a point where it has reached a prime stage in it’s 
appeal and presentation. At this point I’m trusted to interoperate the Bonsai artist’s 
intentions and to compliment this with my contribution as a Ceramic artist to produce 
a fitting container. A successful bonsai and pot composition can truly be greater than 
the sum of its individual parts - so the care I take in my design is paramount.             
The agency I’m afforded requires me to examine the colour, (to glaze or not to glaze), 
movement, visual weight, sense of femininity or masculinity, and formal versus 
informal nature of each tree, and so I attempt to build the same qualities into the 
container. It’s also important to understand what the bonsai artist wants to 
communicate with the overall composition. This means taking a brief and developing 
clear communication with the owner. Investment in a commissioned pot means the 

Luke Parsons 
 
https://www.facebook.com/pg/
AdelaideBonsaiPottery/photos/ 
	
Represented at the National 
Bonsai and Penjing Collection 
of Australia. Canberra 
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tree is ready to be presented in a moment of its prime so the pot is considered a long-
term proposition and viable investment”. 
 
 
 
 
A composition with a nod to traditional pot form and surface finish. 
 

  
 
 Trident Maple. Commissioned Bonsai pot - Luke Parsons. 2017.  
 Tree styled for 7 years. Note the tree at its widest is slightly wider than the pot itself.                 
 This is a classic proportional ‘nice to have’. 
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Detail 
 
 
 

    
 
 Detail of pot.  Pot  (d) 21.0cm.  BRT. Electric kiln. ∧10 Oxidation. Copper stoneware glaze. 
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A bold and masculine composition 
 

         
 
 ‘Wild Olive’. Commissioned Bonsai pot - Luke Parsons. 2018.  
 Tree age unknown – collected material. Styled for 3 years. 
 

      
 
 Detail of pot. (d)33.0 x (h) 12.0 cm. DSW dark stoneware clay, Electric kiln. ∧10 Oxidation. 
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An avant grade / freehand /organic approach mirroring the 
tree’s form  

   
 
 ‘Olive’. Tree styled for 25 years - Luke Parsons. 2018.  
 Note the shallow depth of the pot verses the height of the tree and the reach of the pot 
 accommodate and reveals an extended root – this adds high drama to the composition.  

 

  
 
 Detail of pot. Pot (l) 45.0 x (h) 10.0cm. White Raku. Unglazed. Electric kiln. ∧10 Oxidation. 
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Tracey Francis’ work is represented at the Australian Arboretum National Bonsai 
Collection and is but one accolade in her string of achievements from the output of her 
Murrumbung Studio Ceramics art practice. But perhaps her most successful 
achievement is the considerable diversity and virtuosity of output. 
 
“I studied for a diploma of Ceramic Art at Box Hill Institute, where having acquired a 
technical foundation in all things clay has empowered my current practice and 
successful business. I found there was a niche for custom made and unique pots to 
cater for the rapidly expanding worldwide Bonsai artists market. Each Tree is unique; it 
follows that as part of its successful composition each pot must also be unique. This is 
the fundamental tenant in my business plan upon which I’ve built my business.  
 
As each item is unique, ‘production making’ is not possible. “It’s an opportunity rather 
than a restraint for me. I can command a premium for this exclusivity, made possible 
by my study and the skills acumen I employ. I’m a proud outcome of technical learning 
resulting in a sustaining business where I’m fully engaged and couldn't imagine having 
a better career.” 
 
Working in the Bonsai pot genre in Australia, with its distance from the big players in 
Europe, America and traditional bonsai Asian countries affords a creativity, agency and 
energy that Tracey can fully exploit. “I’m even able to add some classic Australian 
humor where even rusty corrugated sheet iron becomes inspiration for an Australian-
themed bonsai landscape.” (see following). 
 
My clay language is often used in collaboration with others. A particular adventure 
between myself, Engineer/Designer Graham Chappel and Bonsai Artist Hugh Grant, 

Tracey Francis 
 
Murrumbung Studio Ceramics 
 
http://www.murrumbungstudiocera
mics.com.au/  
 
https://www.facebook.com/murrum
bungstudio  
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proved enormously challenging yet satisfying. “Each new pot I make builds my skills 
and potential for artistic and business success”. Utzpa! 
 
  
 
 
 
A unique design is purpose made for a unique composition. 
 
 

 
 
Bonsai pot designed by commissioning owner. Graham Chappel, Made by Tracey Francis. 2016. (w) 60.0  
x  (l) 32.0 x (h) 6.0 cm. Feeney’s Dark Stoneware. Unglazed with engobes and oxides.  ∧ 9 Oxidation. 
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Bonsai pot made by Tracey Francis. Tree styled by Hugh Grant and Graham Chappel. 2016. 
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The impressive diversity and virtuosity of Murrumbung Studio 
Ceramics demonstrating masterful control and breath of 
knowledge of the artists’  chosen clay medium.  

 

  
 

  
 

  
 
Top – Slab Built ‘Bark’. (l) 30.0 x (w) 30.0 x (h) 15.0cms. Keane White Raku. Engobe washes.                         
∧ 9 Oxidation. 2016. 
Mid – Rectangular Celedon Pot. (l) 35.0 x 25.0 x 18.0cms. Keane Lumina. Slab built with impressions, 
textured panels, under-glazes. ∧ 9 Oxidation.  2016. 
Bottom – Wheel Thrown Blue. (d) 40.0 x (h) 10 cm. Feeney’s Dark Stoneware. Glaze overlays.                    
∧ 9 Oxidation.  2016.  
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Top  – Slab Built ‘Antique’. (l) 40.0 x (w) 28.0 x (h) 20.0cms. Laguna Los Altos. Carved with additional 
sprigs. Satin glaze and oxides for patina effect. ∧ 9 Oxidation.  2017. 
Mid  – Wheel thrown Anagama. (d) 40 x (h) 15cms.. Clayworks LGH. Ash glaze, Anagama wood-fired. ∧ 13.  
2016. 
Bottom – Slab built. Keane White Raku. (l) 50.0 x (w) 40.0 x (h) 5.0 cm. Engobes, BRT Slip, oxides and rust 
from the kiln door. ∧ 9 Oxidation.  2016.  
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Boris Lomov is an entomologist whose career extends back to his birth land, Ukraine. 
After a couple of working stints in India and Malaysia, Boris has settled in Australia for 
the past 20 years where he grew into a passionate bonsai and potter aficionado. 
  
“I first engaged with bonsai in India where I collected wild figs for a bonsai friend and 
grew a few specimens myself. In Malaysia, I was exposed to a magnificent bonsai 
collection owned by my boss. The collection was looked after by his house staff and 
bonsai professionals and I could admire the beauty of bonsai almost daily without 
engaging in their care. 
  
It was not until I’ve put down roots permanently in Australia when I’ve had the 
opportunity to engage in bonsai and bonsai pot making. I jumped into doing both at 
the same time, because I couldn't afford the antique Chinese and Japanese pots I 
admired.” 
  
For centuries bonsai pot making as a genre has been gradually refined and perfected, 
so why re-invent the wheel? That’s not to say there’s no room for new paths – but I’ll let 
others do this. I view bonsai in a broader context of art, history and culture of the Far 
East. For me, bonsai is intimately linked to the aesthetics of Japanese and Chinese tea 
culture.  Tea ceremony and  bonsai and bonsai pots are connected with Chinese and 
Japanese painting, calligraphy, architecture, garden design, performing arts and many 
other cultural aspects.  
  
In 2015, I undertook a residency at the Fujikawa Koukaen bonsai nursery in Osaka, 
which gave me some interesting insights into how Japanese bonsai professionals 
evaluate antique, vintage and contemporary bonsai pots. Earlier this year, I was 

Boris Lomov 
 
 www.bonsaiskosh.com 
 
Organiser – Inaugural Earth 
and Fire Bonsai Exhibition 
and Sale 2019, Sydney NSW 
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privileged to exhibit three of my bonsai pots at the Gafūten Shōhin Bonsai Exhibition 
held every year in Koyto. 
  
 
Acute attention to detail in the making can still fall victim to the kiln demons regardless 
of how much pampering you might invest in preparation. I’m generally inspired by the 
Japanese aesthetic concepts such as ‘iki’ (simplicity, sophistication, spontaneity and 
originality) and ‘wabi-sabi’ (humility, austerity and sombre beauty). 
  
“Selling pots is not my primary objective, however I’ve been fortunate to sell a handful 
of pots to collectors in Europe, America and Australia. It’s a salient quirk that some 
bonsai pots are regarded as collectables and ‘never see a tree’. My output is small 
because completing some pieces can be time consuming, while my full-time job, family 
and life in general leave little time for hobbies.” 
  
This is not to say Boris’ pots are a pastiche of what has come before, but to walk 
amongst giants. His reduced blue glaze miniature square pot, (see following), at once 
resembles the surface of spectacular tea bowls in Japanese museums, has all the 
functional requirements of a traditional bonsai form, yet is a thing of beauty 
triumphant. 
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Walking amongst giants 
 
 
 
 
              

 
 
 Winter scene, (Homage to Sano Daisuke) Bonsai Pot. Boris Lomov 2019.  
 (w) 9.2 cm x (l) 10.9 cm x (h) 5.3cm. Blackwattle stoneware, black under-glaze decoration, 
 stoneware clear, gold lustre trim, fired ∧6 Ox. Resin lustre firing ∧ 019.  
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Bonsai Pot. Boris Lomov 2019. (w) 6.0 x (l) 8.0 x (h) 5.5 cm. Blackwattle stoneware, Blue Stoneware glaze 
fired in reduction. ∧ 10. (see Appendix for glaze recipe) 
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The inaugural ‘Earth and Fire’ Bonsai Potters show 2019 NSW. 
Australia. 
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There is an elegant simplicity, a ‘less is more’ approach to Pete’s bonsai pot output.     
He uses Oriental glazes; Shino’s, Chung’s and Celedon’s which are used sometimes 
with oxide highlights that add depth and character. But predominantly Pete allows kiln 
process where clay and glaze communicate and combine to produce beautiful textured 
and marked responses. “Most often the chemical changes and transfers between clay 
and glaze taking place in the firing are enough.” 
 
“Shino’s and their class are very easy glazes. Easy to mix, easy to apply -producing 
pleasing results either thick or thin, easy to manage in the kiln and easy on the eye. 
Our familiarity with them as part of our ‘Asia vernacular’ and their ‘earthliness’ are 
perfect for a bonsai composition.” 
 
“My forms have strength, yet have an empathy and harmony with their accompanying 
specimen. I tend to produce a wheel thrown output and most times add detail by 
subtracting and carving foot details from the thrown form. It’s enough to pronounce 
the pot, but not enough to take over.” 
 

 
 

Pete Steggall  
 
https://www.facebook.co
m/peter.steggall  
 
 

Celedon Pot. Pete Steggall 
2020.  (d) 20.0 x (h) 5.5 cm. 
Keane Stoneware 5B.   
Fired in reduction. ∧ 10. 
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Beauty and simplicity 
 
 
 
 
 

 
 
Carbon Trap Shino Pot. Pete Steggall 2020. (d) 24.0  x (h) 20.0 cm. Keane Stoneware 33. Fired in 
reduction. ∧ 10. (see appendix note) 
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Carbon Trap Shino Pot. Pete Steggall 2020. (d) 35.0 x (h) 15.0 cm. Keane Toast.     
Fired in reduction. ∧ 10. (see appendix note) 
 

   
Shohin pot. Pete Steggall 2020. (d) 8.0 x (h) 8.5.0 cm. Hand built and altered.                    
Keane Stoneware 33. Stoneware clear glaze with stains. Fired in reduction. ∧ 10.  (see appendix note) 
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 Carbon Trap Shino Cascade Pot. Pete Steggall 2020. (d) 20.0 x (h) 25.0 cm.  
 Keane stoneware 33. Fired in reduction. ∧ 10. (see appendix note) 
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In May 2019 I attended a hands-on workshop conducted by Satoru Hoshino at the 
Newcastle Art Gallery, NSW, Aust. Satoru was visiting as part of a review show of the 
gallery’s ‘Sodeisha’ (Crawling through mud) collection, the gallery had acquired and 
added to since 1979. 
 
As well as the Newcastle collection, Satoru Hoshino is also represented in the ceramic 
collection at the Australian National Art Gallery, Canberra and the Sydney Powerhouse 
collection. 
 
Satoru instructed his participants to at once accept the limitations of clay yet its 
possibilities and to create through pure tactile expression. 
 
My routine art practice is predominantly wheel form and glaze interrogation, which 
involves different clay bodies, including clay harvested directly from the bush. I have 
built up a significant wastage stockpile and have been looking for an avenue to use it 
up. My research for this article has led to a light bulb moment where all that clay and 
Satoru’s making mantra have come together to produce my own bonsai pot solution. 
 

Daniel Skeffington 
 
Writer 
 
https://www.ceramic-
sweet-spot.com 
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   Satoru Hosino – Japan. The Sodeisha group of potters. 
 

     
 
 After Satoru Hoshino Bonsai Pot. Daniel Skeffington 2020 (l) 15.0 x (w) 12.0 x (h) 7.5 cm.              
 Clay hybrid with gathered bush clay. Celadon with red stain. Fired in reduction. ∧ 10.   
 Willow leaf Fig in styling for 12 years. Daniel Skeffington. 
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After Satoru Hoshino Bonsai Pot. Daniel Skeffington 2020 (l) 15.0 x (w) 12.0 x (h) 7.5 cm.     
Clay hybrid with gathered bush clay. Celadon with red stain. Fired in reduction. ∧ 10. Willow Leaf Fig in 
styling for 12 years. Daniel Skeffington.  
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Appendix 
 
Bibliography 
 
Bonsai - A pot and a tree 
 
Nebari - A very important aspect of a Bonsai is its Nebari (or: root-flare), the 
surface roots that provide visual balance to a tree. Creating a Nebari can be done 
using two methods; by regularly pruning the downward growing roots or by 
applying a propagation technique such as air layering. 
 
Penjing – (Shanshui penjing) Landscape penjing depicts a miniature landscape by 
carefully selecting and shaping rocks, which are usually placed in a container in contact 
with water. Small live plants are placed within the composition to complete the 
depiction. 
 
 
Shohin - Of the many types of bonsai, Shohin is among the most challenging and 
most rewarding. The word Shohin literally means “small goods“. Trees trained to the 
Shohin size are no more than 12 inches tall or wide, and can be much smaller. A good 
rule of thumb is that the potted tree should be small enough to be held on the palm of 
one’s hand. 

Saikei - a "planted landscape". Saikei is a descendant of the Japanese art of bonsai.      
It is the art of creating tray landscapes that combine miniature living trees with soil, 
rocks, water, and related vegetation (like ground cover) in a single tray or similar 
container. A saikei landscape will remind the viewer of a natural location through it’s 
overall topography, choice of ground materials, and the species used in its plantings. 
 
Soe - Adding an accent plant to the composition is done to accentuate the tree 
on display and create a sense of harmony. An accent plant (or companion 
planting) can be a (flowering) plant, bamboo, grass, ferns, a moss variety or even 
some mushrooms. It depends on the season, style of Bonsai tree and many other 
factors what kind and size of accent plant fits the design. 

 

Kusamono - (literally "grass thing") are a potted collection of plants designed to be 
viewed either in accompaniment with bonsai or alone. Normally, the term kusamono is 
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used when the planting is displayed separately in special pots, driftwood, or even 
stones.  

Plants used are typically moss, grass, lichen, small flowers, bamboo, or bulbs, that may 
heighten the beauty or reflect a certain season. While traditionally in Japan, plants 
gathered from mountains contributed to the bulk of companion plantings, modern use 
has extended to more creative and artistic design. 

 

∧ - symbol to denote Orton cone numbering. 
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Web addresses 
 
http://www.europeanbonsaipottercollective.com 
 
https://www.pinterest.com.au/rmcc42/bonsai-pots/ 
 
https://www.pinterest.com.au/kruseau/bonsai-pots/ 
 
https://www.nationalarboretum.act.gov.au/living-collection/bonsai 
 
 
You Tube tutorials 
‘All you need to know about Bonsai Pots’ – Herron Bonsai - UK 
https://www.youtube.com/watch?v=Rfj3-FBcubI&feature=share 
 
https://www.youtube.com/watch?v=LTkSquO-
Vds&fbclid=IwAR0bCHJfVlu3yZ_BVkv4FuctfkWcWTSKwmhciWE0kL-lGQYhl2vtgk3zRKo 
  
https://www.youtube.com/watch?v=BGldNvuMpNI 
 
https://www.youtube.com/watch?v=c4nbz2A8jBg 
  
https://www.youtube.com/watch?v=WV7UAUtD8Z4 
  
https://www.youtube.com/watch?v=dc8tk2XtqWI 
  
https://www.youtube.com/watch?v=nlDjHsASvuE 
  
https://www.youtube.com/watch?v=0xvRa3-xyDI 
 
Suggested further reading 
 
Sano Daisuke (1919 - 2000). https://japanesebonsaipots.net/2012/09/21/sano-daisuke/ 
 
Pete Steggall also featured in - 
https://cdn.shopify.com/s/fi les/1/1831/2109/fi les/surface_therapy_7.compressed-
3.pdf?16415909046380400024 
 
Satoru Hoshino - http://www.franklloyd.com/dynamic/artist_bio.asp?ArtistID=53 
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Blue Stoneware glaze used by Boris Lomov (above) 
 
 
 ∧ 10 Reduction 
 
Potash feldspar - 24% 
Silica - 32% 
Calcite - 12% 
Ekalite 2 - 12% 
Talc - 16% 
Rutile flour - 4% 
Cobalt carbonate - 0.8 
 
 
 
 
 
Shino and Carbon-trap Shino Glazes used by Pete Steggall,       
go to -  
 
https://cdn.shopify.com/s/files/1/1831/2109/files/    
surface_therapy_7.compressed-3.pdf?                             
16415909046380400024 
 
 
 
 
 
 
 
 
 
 
 
 
 
Thanks to  
 
Featured artists, Andrew Edge, with special thanks to Denise Allen for editorial assistance. 

	

	


