
Surface Therapy #61 
	
Majolica, a decorator’s tool - Written by Daniel Skeffington		
	

	  
	
   Geoffrey’s Coat; Agalis Manessi. UK. 2016.  

Majolica, is the topic for the sixth in the series featuring historical perspectives, a 
special focus on international makers – including specialists Agalis Manessi (UK 
and Greece) and, Clara Biagi (Italy), Australian makers Stewart and Trish 
Scambler, basic theory and techniques, further reading references and working 
recipes suitable for you to try.  
 

					 			 		 		 		 	

																																																								
1 Surface Therapy Issue 1,2,3,4 were originally published in an edited form by the Australian Ceramic Association under 
the tab ‘Clay Stuff’ on the Association’s website.  Go to - http://www.australianceramics.com/category/clay-stuff/ 

Taxonomy, Chinese and Arabs,  Manessi method,  It ’s a drag, 
Ciao Buongiorno,  Western cluster. 

	



I  say Majolica you say Maiolica! -  taxonomy2 
 
 
‘Majolica’ is an anglization of ‘Maiolica’ where perhaps the word is derived from 
the Mediterranean island of Majorca – then an important trade port, European 
influencer of trends and namer of things. Curiously majolica is not maiolica as 
no Italian entity produced majolica but ‘Istoriato ware’- rather Maiolica was 
originated in England principally as Delftware. What Majolica and Maiolica do 
have in common is that they are both a type of pottery classified as tin-glazed 
ware. Tin has the property of whitening and opacifying a whitish clay-containing 
glaze. It simply has this effect because the micro-particles of tin oxide suspended 
in the glaze matrix refract light shining onto them, the surface then transmitting 
as ‘white’ to the human eye. 
		
	

Copying China (again)3 
 
Tin-glazed ware, particularly painted and decorated, have a century-long story, 
of the last 500 years significantly European, and in the preceding 500 years 
(before Europeans got their hands on it), the narrative is Middle Eastern. But 
further back yet again, we have those amazing Asians to thank for the glories of 
Majolica. In his ‘Tin-Glaze Pottery’ opus, Alan Caiger-Smith tells the tale of Harun-
al-Rashid the Caliph of Bagdad (786AD – 809AD), who received gifts of Chinese 
Porcelain, which caused a revelation in his court. It’s strength and hardness, 
fineness and white purity of colour were envied by the Arab craftsmen who were 
hitherto earthenware makers. The Chinese could not be copied, as the Arabs did 
not have the clay body or additive materials to withstand the high temperatures 
porcelain required at their disposal. A compromise was reached and a glaze 
applied on the surface of earthenware was developed. This contained tin oxide, 
which will whiten and opacify a clay-containing glaze that is itself whitish. Having 
achieved at least an approximate whiteness of porcelain, pottery headed off into 
a new direction for the next century which has left the archaeological sites of the 
Middle East riddled with shards of white-surfaced pottery and plenty of work for 
the ‘dirt boffins’ to do. 
  

																																																								
2 ‘Maioloca’ and Majolica are used interchangeably throughout this study. Predominantly the former relates to content 
with Italian contexts. 
3 Several sections of this material have been taken from ‘Tin-Glaze Pottery in Europe and the Islamic World’. The tradition 
of 1000 years in Maiolica, Faience and Delftware. Alan Cager-Smith. 1973 Faber and Faber. ISBN 0571093493	



                    
 

Traditional form and cobalt decoration. Stacking vase from the  
Pierluica Studio, Albissola Marina, Italy. 

 
And so a tradition began of Majolica (with a tin glaze), developed in 
Mesopotamia with a nudge from China, and then passed from the Islamic 
potters to Moorish Spain and Italy in the fifteenth century. From there to 
northern and central Europe in the sixteenth and seventeenth centuries, now in 
each region the tin glaze idea reached, was to make different use of it and 
express something quite individual through it. The range of wares is therefore 
vast. At one extreme are the luxury wares made for the Caliphs of Baghdad and 
Cairo, the splendid Hispano-Mooresque lustres, (taking advantage of the tin in 
the glaze to react with the copper and silver lustre metals). Adding tin gave 
opacity and a ‘precious’ look to their coarse buff-coloured bodies. After glazing 
they also started applying decoration, originally using cobalt oxide (for blues) 
and copper oxide (for green). Then to Renaissance Italian maiolica; at the other 
extreme, the bold patterns and images of the early popular Spanish and Italian 
pottery, ‘Istoriato ware’, and then to the more domestic and very British 
regionalised productions of English Delftware with an exhaustive list like,  



‘Milton ware’, Wedgewood ware’, ‘Royal Worchester’ etc. Majolica popularity 
reached halcyon days, (hitherto referred as ‘peak majolica’), in the later part of 
the nineteenth century – particularly lorded at the World Expositions starting 
with London’s in 1851, including Sydney in 1880 and peaking in Paris in 1889. 
Paradoxically however in this same period, the 7-year economic depression of 
1873 to 1880 in both Britain and America reduced demand for ‘show pieces’ and 
majolica ware was switched in use from luxury items to more utilitarian pursuits; 
a.k.a. dinner ware and crockery, where quality soon dropped and 
then......another twist - majolica was overtaken by new wares for new tastes. 
Today tin glazed ceramics are less mass-produced as the modern production 
methods of Porcelain Paste and Chinaware have advanced to favour their 
particular characteristic strength and versatility. Despite being superseded, tin-
glazed decorated ceramics have today a presence on every continent on the 
rock. By way of demonstration – try the Google search ‘Majolica Ceramics Cuba’4 
and be amazed. Majolica is ubiquitous with a global appeal. 
 
 

           
Google Image search ‘Majolica Ceramics Cuba’ for example - and be amazed. 
 
There are extensive tin glaze ceramics collections from all the before-mentioned 
epoch at the Victoria & Albert Museum5 in London, 
http://www.vam.ac.uk/collections/ceramics, as well as the incredible Wallace 
Collection6, in London also: wallacecollection.org. 
		
		
	
	
	

																																																								
4https://www.google.com.au/search?q=Majolica+Ceramics+Cuba%E2%80%99&client=safari&rls=en&tbm=isch&tbo=u&so
urce=univ&sa=X&ved=0ahUKEwiKoN6Xz7nQAhXCsJQKHb80DsgQsAQIGw&biw=1024&bih=707 
5 https://www.vam.ac.uk 
6 http://www.wallacecollection.org	



A clean, white, paintable surface – the idea of a tin glaze	
	
Modern majolica developed in stages. With the advent of a white surface on any 
clay body made extra white with tin oxide added, this came generally regarded 
in the sixteenth century as an alternative to fine art picture painting on canvas 
where images, story and narrative could be applied by direct brushwork to a 
paintable surface, all-be-it on the ceramic medium. Once this understanding was 
made and embraced for a ceramic substrate then came the need and 
consequent development for painting beyond the limited oxide range of iron, 
copper and cobalt oxides, prompting the development of a pigment pallet to 
parallel that available for canvas. There is one critical difference between canvas 
painting and painting on a tin-white glaze surface and that is, for the latter, you 
only get one go at it!  You can over-paint oils and acrylics on canvas but, as our 
profiled makers below will attest – not so with majolica technique. 
	
	

	
	
	

Twisted Willow. Agalis Manessi, UK. 2016.  
 
	



Practice makes perfect 
 
Tin-glazed pottery is usually painted on the powdery surface of the unfired glaze. 
The vessel is first bisqued, rendering it hard, firm yet still porous. It is then either 
dipped or poured with the tin glaze, the water is absorbed by the body and the 
suspended glaze remains leaving an even coating of powdered glaze on the pot’s 
surface. When dry, the surface can be painted and decorated with pigments and 
oxides. (Some makers will overspray the decorated result with a thin layer of 
clear glaze). In the subsequent firing process the painted marks and the tin glaze 
fuse together delivering the final illustrated outcome. 
 

It ’s a drag 
 
For Agalis Manessi7, U.K., the biggest challenge in the majolica process is the 
mark making. As the decoration is applied to an unfired powdery surface any 
application by brush will be caught by the surface and cause ‘grabbing’ or drag 
the brush in doing so, impeding the intention of the brush stroke. Furthermore, 
too heavily loaded a brush of pigment solution is prone to smudge the mark or 
image, while too light will result in a less than intended mark. Differing pigments, 
differing oxides will have their own individualistic ‘feel’ calling for familiarity or 
expertise of technique. Another snag is that the painted, powdery, unfired glaze 
is easily smudged when knocked or rubbed or handled. The work prior to its kiln 
positioning must be handled very delicately. Above all, there is the imperative of 
getting the decoration, the mark making right the first time. Given the nature of 
the surface to be worked, it, the surface, ‘takes in’ the markings made which is 
impossible to undo or alter. In addition, with majolica technique you cannot re-
fire successfully nor add more colour after the glaze firing.  These difficulties are 
the challenges of Agalis Manessi. Why endure?  
 
“I was attracted to Majolica for its painterly and colourful yet subtle nature and 
its apparent look of freshness and energy. I started by coiling platters that after 
bisque firing and dipped in the glaze provide a flat ‘canvas’ to paint on. 
Observing and drawing is an essential part of my practice. My inspiration comes 
from looking at classical and contemporary portraits of people and animals from 
paintings in museum collections and church frescoes, as well as working from 
life. My clients and buyers respond to it for its appearance, unaware of the 
difficulties involved, as successful pieces can look effortless. Of my particular 
work, often they may be drawn to the subtle humour in the illustrations.  

																																																								
7 Agalis Manessi - http://www.agalismanessi.com 



They tell me that something stays with them and that they feel compelled 
sometimes to return to buy a piece and feedback too that the work has given 
them a lot of pleasure over many years.” She sums it up, “My reward”. 
 
	

												 	
 

Agalis Manessi @ Ceramic Art London. CAL 2016. 

 
 
Manessi Majolica Method8 
 
 “For me the most pleasing colour response combination is a red terracotta clay 
in conjunction with a white tin glaze. Diluting and mixing a great range of oxides 
and underglaze stains with some of the liquid glaze and water I create a subtle 
and rich palette to paint with. The surface being chalky and powdery was a 
challenge as there is just one chance to get it right, deciding how colours may 
react, balancing and complementing each other. It is similar to watercolour 
painting, immediacy and sureness of touch are essential - errors are hard to 
erase or disguise. I mix a large quantity of glaze, sieved through a 100 mesh and 
let it rest for at least two weeks – then to drain excess water; (sponge the water 
from the top – simply hold a dry sponge on the surface of the mix and this will 
bail out the top percentage of liquid that is mostly water and not glaze mix – 
stop before you get to the level of darker pigment. A transparent-walled bucket 
will help see the levels), as it must not be too thin to allow the painted oxides 
																																																								
8 For two Agalis Manessi’s Tin Glaze recipes go to: CeramicSweetSpot/Surface Therapy#5/Glaze recipes/ 



and stains to sink when firing the glaze. The tin glaze is applied by dipping and 
occasionally pouring. Once dry I may lightly sketch with a soft pencil my ideas on 
the surface. The colours, mostly metal oxides and underglaze colours are mixed 
with a little glaze and water and are directly painted on the powdery glaze 
surface. (Mixing the pigments with watered down glaze makes a better ‘fit’ and 
the colours have a more subtle depth). Taking care not to use too much colour 
as it can act as a flux and give a boiled or crawled effect, layers and washes are 
gradually built up. I tend to under-load my brush of pigment and over-work the 
marks in layers avoiding the grabbing effect the powdery surface has. I use a 
variety of brushes from broad hake brushes to very fine watercolour ones, each 
brush has its own characteristic, shape and function and of course a good range 
of Japanese brushes are a good way of exploring line and density.  I glaze-fire at 
1060 C in a slow firing with a 20-30min soak. The firing temperature is critical as 
gravity plays a role and illustration marks across vertical surfaces can slip or run 
during firing. If care is not taken this can change the character of the image”. 
 
Agalis regularly exhibits throughout Great Britain, in fact in a period of 6 months 
she will have exhibited at Contemporary Applied Arts, ‘Making a Winter’s Tale’ 
exhibition, at the Ruthin Craft Centre in North Wales for their Christmas show  
‘A Clowder of Cats’; in the new year of ’17, work will be shown at Farmleigh in 
Dublin in the show VASE: Function reviewed, curated by Brian Kennedy; and at 
the end of March ’17 she will be exhibiting at CAL (Ceramic Art London) - “Again!” 
A busy girl! 
 

 
 

Clara and Dario of Pierluca Studio Albissola Marina and a  
contemporary take on Mailoica. 

 



Ciao da Albissola! 
 
Tin glaze can be a life-long thing. For Clara Biagi9 and her kin and neighbours in 
the Mediterranean sea-front town of Albissola, in the region of Liguria, Italy, it is 
today and has been for centuries. Here ‘peak majolica’ lasted for considerably 
longer than for most of the other producing areas of the world given the 
preference of locals for local stuff, (undoubtly because the makers aesthetic 
matches that of the intended audience). Mass Chinese production in the 1960’s 
however, simply made their output of functional wares uneconomic.  
Now majolica-centric towns in Italy like Albissola have scaled down outputs 
producing primarily for the tourist and the art market.10 
 
“And why not a life with Maiolica? I was born into it, it's all I know, it’s all my 
family have known for generations, and my son Dario, works in our studio 
continuing the tradition. We responded to the threat of Chinese mass 
production by making our town a centre of excellence in Maiolica. We invited 
celebrated artists and designers, and not only from a ceramics field, from all 
over Europe, from Cuba and China to come and workshop and do Master 
Residencies. This brought a new lease of life to our take on the Maiolica story. 
We were delivered to the modern indium and aesthetic. Internationally 
renowned artists such as José Antonio Rodríguez Fuster, Tulo Mazzotta and 
UgoLa Pietra all spent time here. They inspired me to go beyond the traditional 
style and motif of Maiolica. Other Italian Maiolica-based towns did not fare as 
well and are no longer recognised as ‘Maiolica centres’. 
 
Maiolica technique is relatively standardised, so I'll leave it up to others to detail. 
What I can advise or recommend is for beginners to pay attention to their 
illustrating skills. When applying your images you must be sure you use the best 
brushes you can afford. They will last forever if you take care of them so the 
investment is rewarded. My best results are always got from my best brushes, 
these are made of Ox hair, Beaver or Wild Boar. I always test my mark making 
with pigment in water on paper first. Always when applying onto the unglazed 
Maiolica surface, be sure of hand and purposeful yet have a fluidity and freedom 
of stroke. There’s also the issue of the tin glaze powdery surface absorbing light 
pigment colours which will materialise in the firing but not when your working, 
so you need to remember where and what you have worked to a certain extent 
and how each colour relates to each other – the ‘invisible ink problem’11 ”.  
																																																								
9 Pierluca fabbrica ceramiche d’arte: www.ceramichepierluca.it  
10 see: Italian Art Ceramics, 1900 – 1950. Published 2007. Distributed in English by Thames and Hudson, London. 
ISBN1397876246869 
11 Add different food colourings to your pigments. This will tell you where you’ve been and what pigment is where on the 
surface. The food colouring will burn out in the firing and not affect your pigments at all and will help you solve the 
‘Invisible ink problem’.	



“Ciao, Buongiorno.” 
	

																 		 	
	
              Clara and son, Dario, of Pierluca Studio Albissola Marina, Liguria, Italy. 

 
 
  



Cluster in the West - Australian contemporary 
context. 
 

	
	

The work of dynamic duo Stewart and Trish Scambler.  Mixed domestic ware, 
platters, bowl, jar.  
	

Over in Western Australia Stewart and Trish Scambler12 live, in part off their 
Majolica expertise. They formed a partnership in the 1990’s identifying a time 
when decorative functional ware was all the rage and understood that Majolica 
could be one of the four pillars to their financial livelihood. (The others being:  
1. teaching at the Fremantle Technical College, 2. an output of domestic 
stoneware and 3. wood-fired pieces). 
 
But why Majolica? – “Well Trish is a natural decorator – she’s stealth with that 
brush and a natural for the decorating skills Majolica requires; Fremantle is 
essentially an Italian ex-pat community – so there’s a ready market; and its easy 
to get decorative and design inspiration for dinnerware in a beautiful and 
relaxed location like this. It all came together and Majolica is the outcome”. 
 

																																																								
12	Stewart	and	Trish	Scambler	-	http://www.stscambler.com.au/#about-us	



But they’re not alone. Jenny Dawson of J Shed Studios13 in Fremantle is a design-
based artist who counts Majolica as one of her many artistic attributes. So too 
does Cate Cosi who practices her craft with the appropriately named ‘la 
Miolica’14 company, studio and retail outlet, also in Fremantle. La Miolica was 
established by the partnership of Cate and her late Italian-born husband, Gigi. 
“He was incredibly talented”. Stewart Scambler. 
 
 
There’s something in the water over there. 
	

																							 				 	
	

Majolica makers: Jenny Dawson of ‘J  Shed Studios’ 	and Cate Cosi’s work 
at ‘la Majolica’  Fremantle. Western Australia. 	

	
So where does majolica fit in the scheme of Australian contemporary ceramics? 
Stewart continues: “Good domestic ware always survives regardless of trends. 
We take particular pleasure in always being in peoples lives”. How so, you ask? 
“It’s like the most intimate thing between maker and user is a coffee mug - and 
we make many of them: They’re cuddled for warmth, we kiss the rim of the mug 
with every sip, a chosen cup is always a personal thing, they deliver to us our 
sustenance, and above all, coffee always tastes better in a mug made with love.” 
As the song goes…  
 

“Oh how I wish I could be the cup that touches those lips 
And feels your fingertips ….I could be like the morning sun to you.” 

																																																								
13	Jenny	Dawson,	J	Shed	Studios	-	http://www.jennydawson.com.au/contact.php	
14	Cate	Cosi,	la	Miolica	-	http://lamaiolica.com.au/contact/	



 
 

3 Faces of Eve. Blonde teapot; 250mm w x 295mm h; Trish Scambler. WA 
 
Its not for nothing we are the most isolated urban population in the world – 
Stewart and Trish do Majolica a little bit differently. “We don’t use the traditional 
terracotta as our body. We use Keanes’ White Eathernware15 – It’s a fantastically 
versatile body. This choice is in response to our basic aesthetic. It suits the forms 
I throw and the decoration Trish applies”. 
 
Our work has been well received over the period of twenty years of making. 
Trish’s “Three Faces of Eve” are collectables and as soon as they’re available, they 
disappear. Our work has been collected by the Art Gallery of W.A., Fremantle 
Gallery, and University of W.A. and in Italy. He offers words of wisdom: “For 
Majolica to work well it must ‘read true’. Decoration must be appropriate to form 
and technical expertise and experience will ensure no glaze irregularities such as 
pin holing will spoil the work – but skill will add to its overall result.  
	
 
 
 
 
 
 

																																																								
15 Keane’s White Eathernware – Keane Ceramics: http://keaneceramics.com.au 



 
 

We, the Scamblers, also have a twist on traditional glaze recipe that 
were willing to share: 

The Scambler’s Majolica Glaze 
	
Cone 03 Ox. (with the last 100 C fired slowly at 50C per hour) 
 

• Frit 9146  90%   (Dense zircon white leadless frit) 
• BBR         10%  (Clay Ceram Kaolin - ball clay like 

properties. It contributes high plasticity and green strength to 
ceramic bodies with excellent fired properties).  

• USA Bentonite 1% (Adds plasticity, helps in glaze fit) 
• Tin Oxide 3%  (Opacifys and whitens) 

 
Optional extras: 
Try adding up to 3% 300 mesh Silica to improve ‘fit’ on some bodies.  
Also try adding up to 10% Frit 4113 to help with ‘fit’. 
 
Note also: 

• This glaze will crawl if too thick.  
• Need to slip all turned surfaces to avoid pinholes and bisque 

to 1080C prior to this glaze firing 
 
The Scambler’s decorating colours  
(mixed volumetrically) 
 
Any colour commercial stain - 1 part 
Tin Glaze – 3 parts (Substitute with a clear gloss glaze for a 
brighter colour result) 
H2O  -  3 parts 
Bentonite Colloid - 3 drops for every teaspoon of water (stops the 
brush grabbing and allows for fine brush strokes) 
  
 
To make the above Bentonite colloid – (also mixed volumetrically): 
Half-fill a 1litre jar with water. Sprinkle a tablespoon of USA 
Bentonite on top of the water and stand overnight. (NOTE do not 
stir or shake). Next day shake the jar vigorously for 2 minutes.  
Top up the jar to 1 litre and shake for another 2 minutes. 
This makes a very cheap brushing medium as the colloid blocks 
the pores in the dry tin glaze layer and prevents brush drag. 
	
	



 
Three faces of Eve Jugs, each 250mm w x 280mm h; Trish Scambler. 

		

While elsewhere…. 
 
On the world stage – check out the beautiful free hand of Linda Arbuckle16 from 
the USA and also Matthias Ostermann, author of ‘The New Maiolica’.17 
 

     
Pic 1 and 2: Linda Arbuckle, USA;  Pic 3: Matthias Ostermann, USA. 
	
Australia-wide and in the not too distant past, Italian migrants brought Majolica 
technique to Australia and in other parts of Australia, Studio Artists of 
international renown such as Alan Peascod18 and Pippin Drysdale19 included the 
technique in their early oeuvre – obviously informing their later global success. 
Majolica – world domination! Drysdale, now famous for her exquisitely 
decorated vase forms, developed her ‘Totem Poll Series’ of platters in 1991 
during a residency at the Deruta, Grazia Family Factory, Italy. (“The world’s most 
ancient ceramic factory - now five centuries old” ). 
																																																								
16 http://lindaarbuckle.com/lindaarbuckle-blog/ 
17 The New Maiolica. Contemporary Approaches to Color and Technique, Matthias Ostermann 
Pennsylvania Press. 1999 | ISBN 9780812235135 
18 Alan Peascod, Artist of exceptional talent. Mansfield Press. Gulgong, NSW Aust. 2010. ISBN 9780646524733. 
http://www.mansfieldpress.com.au/alan_peascod.html 
19 Lines of Sight. Pippin Drysdale. Freemantle Arts Centre Press, Perth 2007. ISBN 10: 1920731199	



   
  

 
 

 
Decoration taking 21 hours to complete. Totem Poll Series - 1,2,3.  
Pippin Drysdale. 1991. During a residency at the Deruta, Grazia Family Factory, Italy. (Photography: 
Victor France, Perth. Western Australia). 
http://www.ubaldograzia.com/wp/museo/?lang=en 



     
 
  Alan Peascod does Maiolica. 

 
 
Do you want more? 
  
  
‘Majolica’ is the sixth topic in this planned on-going series. Next is ‘Carbon Trap 
Shino’. We are keen to know what you want. Please contribute to feedback on 
this series. Tell us what you want more of and less of:  
 
Go to - CeramicSweetSpot.com/feedback.  
 
Thank you		
		

  



Suggested resources 
 
JAC online resources – Formula (recipes) and glaze record template: 
  
• Glaze recipes - www.australianceramics.com/journal/surfacetreatment/recipes 
• Glaze record template - www.australianceramics.com/journal/glazerecordtemplate 

  
Web-based resources and ‘go to’ sites 
 

• http://www.vam.ac.uk/collections/ceramics, 
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Glaze Record  (Agalis Manessi, Tin Glaze 1) 
	
Glaze type Tin Glaze   
 
Glaze name AGTG1 Group    Number  
 
Description  For Majolica production 
 
Attributed to:   Agalis Manessi 
 
Firing temp/ Cone range 1060oC (Cone x “Touching”) 
Firing condition/ process   Oxidisation ✔   Reduction   Soak time 20 – 30 min 
 
Comments/ instructions 
 
Material Recipe X 1 kilo X 5 kilo 
    
Lead Bisilicate 62%   
Cornish Stone 30%   
Whiting 5%   
China Clay 3%   
Tin 10%   
 
 
Firing Schedule/ log 
 
Firing cycle   Cone   Kiln position 
	
Time Temp Rack rate 	
	 	 	 	
	 	 	 	
	 	 	 	
	 	 	 	
		
Cone response: 
Fired glaze result: 
 
 
 
 
 
 

 
 
 



Glaze Record  (Agalis Manessi, Tin Glaze 2) 
	
Glaze type Tin Glaze   
 
Glaze name AGTG2 Group    Number  
 
Description  For Majolica production 
 
Attributed to:   Agalis Manessi 
 
Firing temp/ Cone range 1060oC (Cone x “Touching”) 
Firing condition/ process   Oxidisation ✔   Reduction   Soak time 20 – 30 min 
 
Comments/ instructions 
 
Material Recipe X 1 kilo X 5 kilo 
    
Lead Bisilicate 62%   
Calcium Borate Frit 10%   
Flint 5%   
China Clay 10%   
Tin Oxide 10%   
Zirconium 5%   
 
 
Firing Schedule/ log 
 
Firing cycle   Cone   Kiln position 
	
Time Temp Rack rate 	
	 	 	 	
	 	 	 	
	 	 	 	
	 	 	 	
		
Cone response: 
Fired glaze result: 
	

 
 
	
	
	
	
 
	


