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1 Surface Therapy Issue 1,2,3,4 were originally published in an edited form by the Australian Ceramic Association under the tab 

2 Matt Horne. https://www.matthornepottery.co.uk 

	

Ted	Secombe	–	Vase	form.	Crystalline	Glaze.		
	



Crystalline Glazes 

– Written by Daniel Skeffington 

    2                       
The crystalline glazer/potter can produce results magnificent and breath taking leaving you to marvel, 
even to believe in some higher intelligence. Or you might wince as the kiln is opened with the words, 
“What the hell happened!” In fact crystalline glazing is the ceramic equivalent of playing God or going to 
Hell. 

       

Playing	God,	bad	crystal,	egalitarian,	kiln	controller,	a	dangerous	mistress,	
provoked,	IAC	alumni,	cabinet	of	curiosities,	oysters,	in	his	prime,	trope.	

 

Yuk 

The mix of clay choice, form, crystal type and colour pallet can lead to alternatively beautiful pieces or 
hideous things that you want to run away from. This second scenario was my first introduction to 
crystalline glazes. In Vallauris, on the coast of the French Rivera, just near Cannes, there is a subset of 

																																								 																					
	



makers in that clay-centric village. Vallauris is set up as part of that whole regions’ tourism focus and 
there is a lot of clay-making going on. It goes back generations and includes that period of the 20th 
century when Picasso collaborated with makers who made good his designs and for him to then 
decorate. On my first trip there, I came across shopfronts full of the most nasty, cheesy, made-for-
tourists pots with what I shall call ‘bad crystal’. Forms like ashtrays and quirky-shaped bowls that were 
ugly for their shape alone and were smothered in the most unattractive crystalline decoration akin to 
an over-blown makeup job on a not so attractive model. “You can put lipstick on a pig, but its always 
gon’na be a pig.” – credited to B. Obama and apologies to pigs. I was told they ‘walked out the doors’. 
Well let them. Of these examples, most were pieces of an idea that was overblown - the crystal glaze, 
unsuitable for poorly made forms. (Picasso didn’t do crystalline glazes.) 

   

  Vallauris	bad	crystal.	

Conversion. I  see the light crystal. 

I was traumatised by this experience and in an instant vowed not to explore this genre for my own 
work. I was however subsequently confronted by a succession of exhibitors at CAL (Ceramics Art 
London) and at SOFA Chicago (Sculpture Objects Functional Art and design), featuring makers of pieces 
the antithesis of my Vallauris experience. They were fantastic, exciting, challenging, compelling, and 
intriguing. Now I’m a convert. I guess the moral is – crystalline glazes are an acquired taste – you either 
like oysters or you don't. For Crystalline glazes there must be that magic combination of great form and 
‘good crystal’! 

Crystalline glazing is not for the faint-hearted as there are some very intricate steps in the production of a fine 
vessel. Yet this is not to deter folk from an attempt if you are prepared to learn and understand the known 
theory, know your kiln like the back of your hand and have heaps of patience. For those who have been doing 
it for a while, it’s like an old glove, and even for these makers they invariably seek new challenges and 
outcomes in the genre, so the bar is always self-rising – they’re always wanting to tweak their glazes to find 
something new. For the beginner it's a wise recommendation to workshop with someone who knows what 
they’re doing. You will not only be a happy taker of skills and know-how, but in seeing it done by a pro, your 
confidence will be fortified and empowered to venture out on your own. 



Playing God - imitate nature. 

Crystalline glazing is God-like in other ways. The man-made process mimics nature where for millions 
of years of extreme heat and pressure and the right mix of minerals and elements in each other’s 
proximity – crystals have formed so we can dig them up, cut them, polish them and sell them in gift 
shops – or make them into metal-based something’s. God has a new job description ‘Product designer’. 
Geology has given us boundless examples of crystals and gemstones and indeed a man-made version 
known, as ‘Micro crystal’ has been part of the glazing language of the Chinese for many centuries. 
These are Tea Dust and Hare’s Fur glazes where, if seen in detail and close-up, reveal small crystal 
formations that can be observed by the naked eye.  

 

      

	 Details	of	cut	and	polished	gemstones	showing	crystal	structures.	

   

Details	of	cut	and	polished	gemstones	showing	crystal	structures.	

	



 

Chinese	Tea	Dust	Glaze.	An	early	‘crystalline	Glaze’.	Rodger	Macready.	Central	Coast,	NSW	Australia.	

Rodger Macready was the first thrower employed by 
Robert Waterson at Redbyrne Potteries when it was 
established in 1975. Later, he and his wife Hilary set up 
the Pottery Loft at Erina Heights on the NSW Central 
Coast. They sold it to the current owners in around 1991. 
Works, many with a distinctive tea dust/leopard skin 
glaze, may be signed with a painted 'Rodger', 'Rodger M.’ 
'Rodger Macready', 'R. Macready' or 'Pottery Loft' and 
examples have also been found with a painted or 
impressed 'Rodger's Pots'. 
	

Maker	
profile	



	

Detail	of	crystal	formation	in	Tea	Dust	glaze.	 	



Evolution	of	the	idea	

In the 1800’s a staggered small output of ‘mistakes’ at Sévres in France highlighted the effect of a highly-
loaded zinc oxide formulation and it’s use with a finer kaolin-based porcelain, therefore able to be fired 
higher and becoming available, to produced overt crystal outcomes. These results and knowledge were 
left fallow because they were deemed too expensive to produce and too unpredictable in outcomes - 
until the Art Nouveau movement of the late 1890’s. In this time, makers sought expression for its 
sensuous forms with a collaboration of bold results that glaze crystals, like naturally forming geology 
might deliver. Then, inspiration by the jewellery creations of the Art Nouveau style made possible from 
fantastical geology dug from the ground, inspired leading ceramic makers aka Sévres, Royal 
Copenhagen, Meissen, Royal Dolton, Pilkinton and Ruskin to step up with their crystalline offerings at 
successive World Expo’s. The world opened up to crystalline glazes. Zeitgeist - They became ‘a thing’.  

They became a bigger thing in the 1930’s when the ‘Art Potter’/ ‘Studio Potter’ movement developed 
momentum and later formed a subset of crystalline potters when an International Symposium of 
Crystalline Artists was founded in 1982. Share of knowledge they did, but still a club of exclusion mainly 
due to the complexity of process. 

Yet another kick along in the crystalline story has been the recent, (2000’s) introduction of kiln 
controllers as part of our standard tool kit. Critically important in the crystal forming process is 
temperature control at critical points in the firing process. This new tool, available at reasonable prices 
to all of us, has made available the genre. No more waiting up in the wee hours to toggle the burners or 
relying on an imprecise firing regime. Crystalline glazes have become egalitarian, a trope. 

	

When	is	an	artwork	not	an	artwork?	

This article features the work of three internationally recognised artists whose work typically 
demonstrates each artist’s lived experience in knowing their craft. It is often said that the best art is 
that that doesn’t appear to be art. It just is!  It’s like believing the reality of a character in a work of 
literary fiction. Of our three subjects, we arguably cannot see the ‘work’ that goes into their work.  
It’s effortless – yet the paradox is there’s a truckload of blood, sweat and beers  - let alone talent and 
experience that goes into their output. True pros don't need to embellish their work – the work is self-
satisfying and exists as its own entity.  



Read	about	it	

Crystalline glazing is technical in detail and in the doing. ‘Surface Therapy’ could not possibly cover all 
the details needed to send an explorer on their way as there are many nuances to be learned and they 
need full expression. This is the work of a small group of must have texts, aka: Glazes for Special 
Effects, H.H.Saunders; The Art of Crystalline Glazing Basic Techniques, J & L Price; Ceramics Handbook 
of Crystalline Glazes, D Creber; Crystalline Glazes: Understanding the Process and Materials, F.Shimbo; 
and most recently a ‘Classic Reprint’ of Studies in Glazes, Vol 2: Crystalline Glazes, R.C.Purdy. Re-
published 2018. 

                          

These first three texts listed above are an excellent cannon of knowhow, particularly when cross-read 
at the same time. Of the remaining two texts listed above, your author has not had the opportunity to 
review. However some comments of amazon buyers attest to the value of one of them, particularly 
Shimbo’s text.   

   
 
“5.0 out of 5 stars Crystalline Glazes: Understanding the process and materials 
Reviewed in the United Kingdom on 14 August 2013 
I bought this and it's second edition as e books some years ago. I am now a professional potter working in 
porcelain and crystalline glaze. Fara's books are instructive and interesting, easy to follow and, where colour 
illustrations are available, a perfect manual for those wishing to take on the fascinating, often frustrating, discipline 
that is crystalline glaze.” 
 
 



“5.0 out of 5 stars Best book on crystalline glazes. 
Reviewed in the United States on 31 August 2014 
If you're going to buy only one book on crystalline glazes, this is the book to buy. Shimbo clearly and openly lays 
out her work in a replicable way. 
 
Many books on crystalline glazes have pretty pictures, and one or two pieces of helpful information. Rarely do you 
get the full picture. And that is what this book offers: colours, firing schedules, formulae, tips, tricks, techniques, 
the how’s and whys.” 
 
 
 
The other, Studies in Glazes – a Classic Reprint’, has not been reviewed from a buyers perspective. 
However given the adequacy of the previously mentioned texts, this should be regarded by the 
crystalline novice as a non-essential, supplementary reference – even a curiosity. 
 

   
	

Studies	in	Glazes,	Vol.	2:	Crystalline	Glazes	(Classic	Reprint)	Hardcover	–	April	19,	2018.		Ross	C.	Purdy.	
	
	
	

Ambition is a dangerous mistress 
	
Regardless of the constraints in documenting the process, it’s incumbent on this series to at least 
outline what makes crystalline glazes, Crystalline glazes. 
 
Crystalline glazes contain very little alumina, unlike conventional glazes, because it would be difficult for 
crystals to form in a ‘stiff’ non-viscous glaze. During the firing process the glaze must be fluid so that 
crystals can separate out from their seed origin, then form, align and grow. Consequently crystalline 
glazes contain zinc oxide, silica and other fluxes. These make the glazes more fluid. Crystal growth 
starts from a nucleation point and then spreads outward. Seed materials provide the point at which 
this occurs. From little things, big things grow - The size of the developed crystal is influenced by two 
factors; One: the rate of kiln cooling. A glaze cooling quickly inhibits the rate at which crystals will grow - 
beyond a certain temperature drop crystals won’t grow. The ‘temperature window range’, where 
crystals form is approximately only 720 C – The Goldilocks zone. So it’s important to have the kiln skills 
to keep the temperature at the prescribed temperature so that time is spent in ‘soak’. (Holding a 
temperature at a prescribed level for a given time). Viva kiln controllers. Two: the amount of seeding 
material present will reduce the space a crystal can expand into, therefor - limiting crystal size. (That is, 



the less seeding, the greater the crystal size.) To develop variations in crystal presentations it’s 
imperative to experiment, test, document and pray with not only these variables but of many other 
inputs. 
 
There are many considerations beyond crystal formation mechanics. Crystals are classified as 
‘Microcrystalline’ (little crystals), ‘Macrocrystalline’ (large crystals), or ‘Aventurine’ (not so obvious a term 
– it refers to the making of single ‘orphan’ crystals, as a result of feldspar containing iron. Aventurine 
crystals are separated from each other and easily observed, not like other classified crystals that 
generally form in clusters). Various types of crystal appearance is dictated by 1) the choice of clay body, 
conventionally a porcelain, 2) the vessel’s shape which influences how fluid the glaze will behave in 
firing, ((The more vertical the surface, the more movement, downwards slipping, in the glaze which 
could lead to thicker areas or uneven areas of glaze pooling)), and the ingredients of the glaze itself. 
There are many variations of colour, crystal type and size - many recipes are available in the texts 
suggested above. 
 
And then there are the functional making / firing requirements. Using a highly viscous and therefore 
runny glaze it is necessary to plan for and prevent the likelihood of vessels sticking to kiln and shelves. 
If the design is to have glaze to the complete base of the vessel each pot must be accompanied with its 
own pedestal and a collection dish, (to collect the glaze that has run off the pot). Given that each vessel 
is unique, so must be these two items for each vessel. They are made and bisqued with the vessel.    
Post firing, the pedestal and collection dish are snapped off the vessel. Invariably its not a clean 
separation, sometimes this damages the pot without redemption and often base grinding is necessary 
to achieve a pleasing finish.  
 

 
 
There’s a lot of anxiety for a novice to contemplate using Crystalline Glazes.   Ambition is a dangerous 
mistress that can lead to a pile of unsatisfactory outcomes in your backyard. So do yourself a favour, 
firmly attach yourself to a seasoned performer, soak up all their knowledge and reduce the size of your 
reject pile. 
 
 

Ginny Conrow suggests a way to deal with disposing of collection dish and pedestal:  
 
Because	many	of	my	pieces	both	slab	and	extruded	are	mostly	not	round	at	the	base,	I	use	a	
technique	suggested	by	William	Schram	many	years	ago.	A	combination	of	kaolin,	alumina,	
and	fine	sawdust	mixed	in	equal	parts	with	enough	water	to	make	a	sort	of	dough,	rolled	
out	into	about	a	1/2’	slab,	then	cut	into	rounds	and	ovals	that	are	bisqued,	then	cut	to	size	
to	fit	the	feet.	These	come	off	with	a	tap	on	wood	or	a	tap	with	chisel	and	
hammer.		Grinding	is	more	necessary	than	with	well	fitting	thrown	feet.		Both	are	helped	by	
a	seal	of	alumina,	and	or	kaolin	and	water	sealing	the	joint	and	swiped	off	the	outside	of	the	
piece.	I	found	that	using	a	torch	can	cause	some	cracking	problems	and	is	best	avoided.	
Keep	in	mind	that	this	technique	works	best	for	my	clay	and	glazes	and	should	be	tested	
along	with	other	finishing	techniques.	
	



Meet the makers – Matt Horne, UK 
 
“My work follows the paths of notable crystalline potters such as Peter Ilsley as I seek to explore the 
world of microcrystalline effects. I like to think my oeuvre has its own unique style with the extreme 
and challenging forms I throw and the colour experiments I have sough. I first came across the idea of 
Crystalline glazes while searching on-line and was immediately captivated. I self-taught along with the 
help of a classic text by Jon and Peter Price. The first few satisfactory outcomes were a starting point to 
a never-ending pursuit.” 
 
“The fact that each and every piece is unique is the deal breaker for me. I love the challenge of finding 
new pathways toward new solutions, and these are what appeal to my buying audience. They seem 
fascinated by what they have not seen before.  My work becomes a ‘must have’ acquisition. Most 
customers respond to a particular colour combination or form, so I try to have many options available. 
No one person ever has a typical response. Collectors respond to my work as well. I have several 
customers who have over ten pieces of my work. They say my forms look great when grouped together 
– like a cabinet of curiosities in a museum.” 
 

	 	

“I don't plan my forms, rather let my hands communicate with the clay on the wheel. Somehow it’s 
always a surprise. I use porcelain – it's the gold standard. I make the pedestal and dish, next making 
sure the pedestal exactly fits the foot of the vessel after the turning process. After bisque, I attach the 
pedestal and collection dish to the vessel with a mixture of alumina hydrate and white (PVA) glue.           
I brush my glazes on with three layers, making sure it’s thicker at the top of the vessel to account for 

Matt	Horne.	Why	wouldn’t	
you	be	proud	of	yourself?	



glaze slip during firing. I also add a CMC solution to my glazes, this is what helps the glaze stick to the 
vessel when first applied.” (see further). 

“My firing regime is generally conventional but it is sometimes changed pending my alterations to the 
glaze formulation. I generally fire to ∧10, (12700 C) and then cooled to my holding temperature of 
10600C to soak for between 5 and 8 hours. Then quickly rise to 11200C for 2 hours. Then end the firing 
and close down for an ‘organic cooling’. I love my kiln controller.” 

“The delicate process of removing the pedestal and dish from the vessel, is facilitated by using a 
blowtorch at the location until a ‘ping’ is heard. At this point it will knock apart and the vessel’s foot ring 
can be ground smooth with a diamond disc mounted on my wheel.” 

                        

   Matt	Horne.	UK. 

Two particular ‘wisdoms’ I can recommend: “Glaze the top of the pedestal as well as the pot to ensure 
the glaze flows off evenly into the dish. Also sand the base of the pot and pedestal where they come 
together before applying glaze, so they are an absolute fit. This will prevent the glaze from running into 
the join.” 
 
 
“Overall failure rates can be quite high – up to 50%, and very disheartening given the investment in 
materials, time and love given to a full kiln and when there’s a pending craft show or exhibition 
looming. But when it works, the effects can be so stunning it makes the hard work and disappointment 
all worth it.” 
 
 
 
 



              

                    



  
 
Christmas	decoration	-	Matt	Horne	–	(see	his	website).	
 



 

 
Matt gives it up – a glaze starting point 
 
A reliable glaze to start and has held me in good stead for my initial Crystalline journeys. It can be 
coloured by Copper, Cobalt, Iron or Manganese. 
 
Ferro Frit 3110 47g 
Zinc Oxide 24g 
Silica 19g 
Bentonite 3g 
 
A variation – add the following - 
 
3% Cobalt Oxide 
3% Red Iron Oxide 
3% Black Iron Oxide 
 
With the addition of all three colorants, the combination produces a dark blue/black background. It 
reacts well to Acid Etching. This process makes the crystals appear as a silvery finish and also lightens 
the background. (see next illustration) 

 



     

Acid	Etching	of	a	crystalline	glazed	vessel	–	Matt	Horne.	



 
Meet the makers – Ginny Conrow, USA 
 

    
Ginny was beguiled by a random pottery find in Adelaide, Australia in 1996 where she was conducting a 
workshop. It was a light green crystalline glazed plate and at this point she executed a right hand turn 
in her practice and started to explore crystalline glazes. Now almost 30 years later her explorations 
have taken her to places she could not have predicted. Her work is wheel thrown, slab built or 
extruded, usually in classic forms, but there’s always a twist, a slight alteration to the shape that adds a 
detail that distinguishes her work. “When using crystalline glazes there’s so much going on, it's a trap to 
want to do too much with the shape itself as there’s a risk of going overboard. But I find that I’ve 
developed an aesthetic in which I can get away with a detail that elevates the interest level on the 
finished piece – so that the pieces are always in some way altered out of round. It’s about keeping my 
work fresh.” 
 
“Becoming a crystalline glaze potter has opened a Pandora’s box of opportunity.  I airbrush layers of 
glazes, which gives an added depth to my work. The combinations of base ingredients and colour 
additives are endless. Recently I’ve been employing the magic of stains and post-fire reduction to my 
pallet. The world of possibilities is so very exciting.” 
 
“I’m essentially self-taught in all things clay but I’ve had many enriching experiences with notable 
practitioners like David Shaner, Peter Voulkos, Peter Ilsley, Toshiko Takeazu and Marsha Silverman.        
I especially like the way crystalline glazes enhance my altered forms, accenting curves and movement.   
I think my customers are first struck by the glass- like qualities of crystalline glazes, then the depth and 
variety of the surface effects. Then it is the form that further captures their gaze.” 

 
 
 
 

Ginny	Conrow	in	detail.	



A showcase of Ginny jewels 
 
                  

  

 
 
 
 
 

Ginny	Conrow	–	slight	form	detail	changes	make	a	big	impact	to	compliment	Crystalline	Glazes.	
	A	compelling	combination.	
	



 
 
 
         
 

 
 
 
Ginny	Conrow	–	Unique	form	complimenting	Crystalline	Glazes.		

 
    
 



 
                   
     

 
 
          
Ginny	Conrow	–	Unique	form	complimenting	Crystalline	Glazes.		



  
 
Ginny	Conrow	–	Unique	form	complimenting	Crystalline	Glazes.		



 
 
“My base glazes are quite routine and/or slightly derivative of those in the acknowledged source books. 
However I tend to add Magnesium Sulphate (Epsom Salt) x 1.5%. This has the effect of thickening the 
glaze without making it lumpy. ‘By adjusting the thickness of the glaze in this way, it can be made to 
adhere in any desired thickness even on non-porous surfaces.”3 I frequently warm the pot before I 
spray the glaze – this assist in adhesion as well. 
 

“I’d like to offer some guidence for colour development” 
 
For Opaque White – add 5-7% Titanium Dioxide. 
For Teal - 2-3% Copper Carbonate + 1-2% Colbalt Carbonate 
For Light Green – 2% Copper Carbonate 
For Dark Blue – 2-3% Cobalt Oxide + 3-4% Copper Oxide + 3-4% Manganese Dioxide + 2-3% Iron Oxide 
For White/beige – 5% Rutile 
For Metallic Green – 1-2% Cobalt Oxide + 3-4% Copper Oxide + 3-4% Manganese Dioxide + 2-3% Iron 
Oxide 
For Soft Rose/ White – 1-2% Manganese Dioxide 
 
Ginny is a much sort after Workshop maker/ presenter worldwide. Interested?   Check out where she’s 
next - https://conrowporcelain.com/workshops.php 
 

 
 

																																								 																					
3	Clay	and	Glazes	for	the	Potter.	Daniel	Rhodes.	

Ginny	Conrow	–	a	tumbler.	
	



Meet the makers – Ted Secombe, Victoria, Australia 
 

         
 
In 2019 Ted celebrated 40 years of practice with an exhibition in Victoria, Australia                                  
’40 pots of 40 years’ , and an invited celebratory solo exhibition in Delhi, India. At both events over 
80% of the work sold. Imagine that - 35 of 40 pots sold in one show. Now that’s success! The analytics 
seem even more amazing when you consider that a crystalline glazer’s work that reaches the audience 
is often about 50% of total work. The other 50% does not normally cut the mustard and goes to the 
‘gone to God’ pile. That’s a lot of work. 
 
Ted was provoked into crystalline glazes. “A ceramic lecturer in Queensland labelled the genre as 
grotesque. (Your author stands guilty of introductory ignorance). I’m not sure why, but I was offended 
by this rebuke of a friends output and sought to prove the teacher wrong. At the time there was only 
myself and two other exponents. So my success was in a small part thanks to the limited 
representation in the market. But as my skills and experience with thousands of firings have transpired, 
and a little bit of help from H.H.Saunders, (see text references), my collecting audience has become 
genuinely fascinated with my output. I’ve been doing this for 40 years now. It’s not the only line of work 
I’m into, but it’s certainly been a cherished relationship of passion, learning and livelihood. When I 
started I worked in a bubble, as there were few practitioners in Australia in the field using these glazes 
in a commercial output. I honour the opportunities to share my knowledge, but this in itself is enough 
encouragement to keep moving forward to use the glazes in different ways. To stand still is to not 
breath.” 
 
 



         
 
 

              
 

Detail	-		
Ted	Secombe.	



 

  
     

    

Ted	Secombe	-
Plate	with	detail.	



 
“I’ve explored Matte Crystal glazing as well. Their subtler appearance has proved to be as equally 
desirable. The processes involved are identical to gloss work.” 
 
Ted’s CV is exhaustive. Check out his website. Most recently and as a highlight to his career has been 
his investiture to the International Academy of Ceramics, an invited honour most only achieve after 
years of excellence and in the autumn of their work. Ted is only just reaching his prime – Watch this 
space! 

  

	

IAC	alumni	Ted	Secombe	with	a	Matt	Crystalline	piece.	



 

Ted	Secombe	–	Vase	form.	Crystalline	Glaze.		
	



 
 
 
 

 
 
 
 

Ted	Secombe	–	Vase	form.	Crystalline	Glaze.		
	



 
Ted	Secombe	–	Vase	form.	Crystalline	Glaze.		

 
 
Ted’s basic Matte Crystal glaze 
 
Potash Feldspar – 20 
Soda feldspar – 12.3 
Silica – 15.4 
Barium Carbonate – 25.2 
Dense Zinc Oxide – 20.5 
Titanium Dioxide – 6 
 
For colours add oxides of up to 2%. For example, 2% Copper for green; 1% Cobalt Carbonate for blue. 
 
Firing regime 
 

• Fire to cone 10 in 8 hours under oxidation 
• Cool to 1100C and hold temp for 2 hours 
• Cool to 1060C and hold temp for 1 hour 
• Turn off and close kiln till cool 



 
Appendix – Commercially available options 
 
There are several glaze preparations that are commercially available which imply they produce a 
‘crystal’ outcome. Mayco’s ‘Jungle Gems’, Amaco’s ‘Crystaltex’ and Chrysanthos ‘Fantasy Glazes’ are 
among them. Mayco claims “(they) are non-toxic gloss glazes that contain glass frit crystals and specks 
that melt during the firing process.  These crystal glazes "bloom" and spread to produce dramatic, 
colourful effects. Jungle Gems glazes feature a fluid base glaze which allows for greater crystal flow and 
movement.” 

The finished effect is not so much a crystal expansion, with a characteristic crystal defined-edge shape, 
but looks like blobs of colour with non-defined edges. It seems the ‘specks’ are simply less viscous 
particles of colour-stained frit, (so they melt differently), in the bulk of a more-viscous, low-fire gloss 
glaze. The action of these preparations under heat is like that action of balsamic vinegar when a drop 
drops into a blob of olive oil – two substances that don't mix perfectly. 

These are not crystal glazes, nor do they compare in appearance regardless of how generous 
interpretation the comparison.  Where they do compare, is only in that the fired outcomes are 
‘unpredictable’ in appearance from one firing to another – aka true Crystalline Glazes. 

What these glazes do however offer is a product that will achieve a visual effect that offers	a	random	
distribution	of	colour	that	can	be	fired	at	∧06,	(10000C)	in oxidation and can be used on earthenware, 
stoneware and porcelain. 

 

            
 

                                   
 
Mayco’s	‘Jungle	Gems	Crystal	Glaze’.	Top	row	–	from	the	makers	website.	Bottom	row	are	Author’s	tests.	1	Field	and	Flowers	
(CG-994),	2	Floral	Fantasy	(CG-969),	3	Fireflies	(CG-988).	
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You Tube 
 
Search You Tube for videos on Matt Horne’s work. 
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