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Functional Pottery is a complex book which 

analyzes the history, design, and aesthetics of 

handmade utilitarian pots. It is designed to 

be of use to anyone who makes or who is in- 

terested in making pottery, or who just loves 

ceramics and wants to further understand 

some of the qualities to be found in a “good 
pot.” 

Robin Hopper offers a great deal of practical, 

down-to-earth information gathered during 

thirty years of pottery making and teaching. 

His aim here is to encourage the search for a 

personal style, with emphasis on the “why 

to” rather than just the “how to.” 

His concerns are with pitchers that pour 

readily, without clogging, dripping, or 

splashing; with mugs and goblets that one 

can easily grasp with wet or slippery fingers; 

with casserole and teapot lids that stay firmly 

seated on their galleries. Hopper’s concerns 

are those of all potters who earn a living from 

their craft by producing tableware, cookware, 

and storage vessels: the pots of everyday 

purpose made to be lovely and to be loved— 

but, above all, made to be used. 

Functional Pottery is heavily illustrated, with 

hundreds of photographs and drawings. 

Special “museum” sections provide brief pic- 

torial histories of the development of footed 

forms, pouring forms, lidded forms, handled 

forms, and pottery in imitation of other ma- 

terials. Color and black-and-white portfolios 

showcase the work of eight contemporary 

potters, from different parts of the world, 

who make functional objects ranging in style 

from rustic to space age. Each featured ce- 

ramist discusses his or her work in detail, of- 

fering insight into the ways that potters 

achieve personal artistic goals while produc- 

ing useful wares that are much in demand. 
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Making pottery is a timeless occupation, and the 

best of pots through the ages have a quality of 

timelessness about them that transcends chrono- 

logical and cultural boundaries. Their appeal is uni- 

versal. The essence of form, the movement of a 

brush, the quality of surface, the hidden meanings, 

and the integration with mankind's daily existence 

over several thousand years, all add to the signif- 

icance of the art. 

This book is about pots of purpose—their 

forms, meanings, and functions. I hope that it will 

stimulate new vigor and understanding into the 

process of making pots for use. It is not a history 

book, although approximately a quarter of it is given 

to historical concerns. It is not a design book, al- 

though a similar space is concerned with design. 

It is not a “how to” book, although almost half of 

it does concern this aspect. It is also not a contem- 

porary this -is-the- state - of - the - art - of - functional- 

pottery book, although this is included too. It is a 

book that concerns the development, design, and 

making of utilitarian pottery, and the thought pro- 

cesses behind it. It is primarily a “why to” book 

that attempts to draw together the many diverse 

approaches to making domestic, functional, or util- 

itarian pottery. It is about a process of discovery. 

This book is, in effect, a compilation of essays, 

arranged in four parts, each having its own intro- 

duction. The concerns of the parts are: (1) histor- 

ical, cultural, and ethnic variations; (2) form, growth, 
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and design; (3) practical and analytical approaches 

for the working potter; and (4) a view of eight con- 

temporary clayworkers. 

There has been little written on the art of mak- 

ing functional pottery, perhaps because in the past 

making utilitarian wares has largely been viewed 

as a means to an end rather than an end in itself. 

In the contemporary art arena, pottery has been 

looked at as the poor cousin to painting and sculp- 

ture, in much the same way that the graphic arts 

once were viewed. Pottery is neither painting nor 

sculpture, although it has elements of both. It is 

significant that in many of the world’s languages 

there is no word for art. Art is the result which 

comes from the activity known as craft. There may 

be good art or bad art, the quality being largely 

dependent on the combination of skill, under- 

standing, emotion, and intent. 

Pottery has concerns that are quite different 

from most other media of expression. First is its 

process of transformation from maleable mud to 

hard ceramic. Second is its associations with the 

rigors of daily life and the rituals of religious life. 

Third is in its multiplicity of uses. Fourth is in the 

infinite variety of form that may be created. Fifth 

is in its range of technical variation, giving a pos- 

sibility of expression that is at least equal to all of 

the variants of painting and graphics, from water- 

color to oils, and from etching to photo-lithogra- 

phy. And lastly, the degree of skill that is needed 
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to bring all these concerns to the focal point of a 

finely made piece of work. 

In his book The Lesser Life, William Morris, the 

great nineteenth-century designer-craftsman says: 

I should say that the making of ugly pottery was 

one of the most remarkable inventions of civiliza- 

tion. 

He was talking about the visual monstrosities of 

the Victorian (nineteenth century) period of in- 

dustrial pottery production. This period of ques- 

tionable aesthetics heavily influenced North Amer- 

ican art pottery of the early twentieth century. A 

hundred years after the Victorians, we still have 

a remarkable abundance of visual pollution all 

around us. 

In compiling the illustrations and writing this 

book, it is my hope that potters might be both 

stimulated by, and take courage from, the past in 

the search for an individual style, and to look at 

the making of pottery with fresh vision. Through 

looking at objects from the past, finding out a little 

of their genesis and the needs of their makers, we 

may establish the similarities and differences of 

thought between those cultures that we are at- 

tracted to and our own work. Through an aware- 

ness of form and the forces that both create and 

control it and its proportions, we may find the dis- 

tinct direction that each individual potter must travel. 

Through an analysis of use and usefulness, we may 

establish the parameters that help us to produce 

work that satisfies needs. And through a knowl- 

edge of the paths of others we may establish an 

individual identity for ourselves. 

Pottery is an art form with its roots based in 

science. In his collection of essays, ‘’The Visionary 

Eye,” Jacob Bronowski observed the following: 
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All created works, in science and in art, 

are extensions into new realms. All of them 

must conform both to the universal experience of 

mankind, and to the private experiences of each 

man. The work of science or of art moves us pro- 

foundly, in mind and in emotion, when it 

matches our experience and at the same time 

points beyond it. This is the meaning of truth 

that art and science share; and it is more impor- 

tant than the differences in factual content which 

divide them. 

Pottery is undoubtedly the most scientifically 

based art form, and at the same time one of the 

most universal experiences of mankind. Makers of 

pottery for use are part of a continuum from man’s 

earliest experiences in fired clay in a search for 

usefulness, truth, and beauty. In the words of the 

poet, John Keats: 

Beauty 1s truth, truth beauty,—that ts all 

Ye know on earth, and all ye need to know. 

Historically, pots were seldom made with 

specific considerations or analysis of how they might 

best perform their duties. However, since the early 

Twentieth Century edict of Walter Gropius and the 

Bauhaus movement that ‘form follows function,” 

both potter and public have become much more 

aware of how things work most efficiently through 

the study of ergonomics. In the short term, this 

will probably affect how the work suits the mar- 

ketplace. In the long term, the potter must decide 

whether to make pots to suit specific functions, or 

to find, or allow the buyers of his or her work to 

find, functions to suit the pots that he or she wishes 

to make. In reality, most of us probably do a little 

of both. 
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Part One 

Made to be Used 

Opposite: 
From Jost Amman and Hans Sachs, Eygentliche Beschreibung 
Aller Stande auff Erden [The Book of Trades] 
(Frankfurt am Main: Sigmund Feyerabend, 1568. 



INTRODUCTION 

Part One is a short exploration of the growth, de- 

velopment, and change in utilitarian or domestic 

pottery made throughout history. It relates partic- 

ularly to form, function, and detail. It is heavily 

illustrated with photographs and drawings of pots 

from a variety of cultures. In the space available, 

it is impossible to do more than give a taste of, and 

hopefully whet the appetite for, the incredible wealth 

of historical pottery that graces the museums of the 

world. I have selected photographs of objects which 

emphasize the intent of this book. They are mainly 

arranged in groups which focus on form and de- 

tails: spouts, handles, feet, and lids. They come 

from a wide geographical range, but by no means 

can be thought of as all-encompassing. Each is a 

fine example of a specific style of work which will, 

I hope, prompt the reader to look further into the 

styles he or she is most attracted to. 

This book is not intended to be a chronolog- 

ical survey, rather an outline of what pots are and 

what they do. The forms of functional pottery 

through history may be used as a reference for 

potters of today to learn from and draw from to 

produce new work, as potters of the past often did. 

Each major culture had its own chronological growth 

and history, often in competition and contempo- 

rary with other cultures. These cultures were in- 

dependent on one another prior to the develop- 

ment of trade routes around the Mediterranean Sea, 

through the Middle East to the Orient, and among 

various areas of the Orient. Later, they were to 

become linked through trade, war, religion, and 

the migration of peoples from one area to another. 

Since the beginning of the current craft revival 

in the 1950s, clayworkers seem to have had a huge 

ambivalence toward the study of ceramic history. 

One large segment has been deeply concerned with 
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understanding the paths that have been trodden 

from the beginning of pottery making, stepping 

back, as it were, in order to go forward. Another 

large segment of the clayworking community tends 

to remove itself from and ignore all that has gone 

before. This group attempts to live and create in a 

vacuum, where the medium is the only thing that 

matters and contact with things past is at best ir- 

relevant, and at worst counter-productive and an 

infringement on personal growth. Total isolation 

from all outside stimulus is virtually impossible, 

since the nature of the artist’s imagination is to get 

ideas and concepts from a variety of sources, no 

matter how unlikely or trivial they may seem to 

anyone else. The mundane processes of daily living 

bring one into contact with things to cook in, eat 

and drink from, wash or urinate in; things that can 

definitely form object images in our minds, leading 

to a potentially wide source of inspiration for future 

development. The familiarity that we may have 

with everyday household objects can easily lead to 

further visions. All forms of functional object have 
developed and changed throughout history, as new 

needs or fashions came into being, requiring dif- 

ferent objects to suit different purposes. Mankind 
has always learned from his past; not always very 

well, one has to admit, but he has used the past 

to forge new tracks into the unknown. 

The history of pottery making goes back at 
least 8000 years, to Neolithic times, when the no- 

madic hunter settled to the life of crop farming and 
animal husbandry. Exactly where and when pot- 
tery making first developed nobody can be quite 
sure. What is most likely is that it developed spon- 
taneously in different places during roughly the 
same period of time. Ceramic history could be a 
great deal older than what is currently accepted. 
Recent finds in Australia claim archaeological re- 
mains containing rudimentary ceramics dating back 



30,000 years. The area usually credited with being 

the cradle of civilization, that of the Mesopotamian 

basin in the Middle East, is also credited with hav- 

ing the first pottery-making cultures. Japan pos- 

sibly has a ceramic history at least as long as any 

in the Middle East. One recurring fact is that, in 

what are often labelled primitive cultures, the qual- 

ity of claywork and its decoration had become ex- 

ceptionally well-made and sophisticated at such an 

early period in man’s cultural history. Regardless 

of where the actual first developments took place, 

the rudimentary forms from early pottery-making 

cultures also have an astonishing similarity. 

Archaeologists generally agree that, like most 

of mankind’s major discoveries, the earliest pottery 

probably developed by accident. There are two basic 

theories of development. It may have come from 

observations of the way the earth became baked 

around firepits, with the subsequent experimen- 

tation of making and firing pinched clay pots. On 

the other hand, it may have come from the acci- 

dental burning of clay-lined baskets. Baskets were 

the original storage containers. They were made 

from grasses, reeds, roots, or soft, pliable tree 

branches, primarily for carrying and storing grain 

and seeds, the major part of the diet at that time. 

Baskets are anything but impervious to the loss of 

small seeds, which easily find their way through 

the basket weave. After a while inner coatings of 

clay were probably smeared into the baskets to pre- 

vent loss. Some of these mud-lined baskets were 

possibly accidentally burnt, leaving a fired clay lin- 

ing. Pottery could even have developed from the 

process of wrapping foods in a skin of clay and 

placing them in the embers of a fire, or on heated 

rocks, to cook. This method was common among 

the Indians of North America, and may also have 

been the precursor of the common cooking pot. 

From these simple beginnings has developed an 

art form which has served mankind for thousands 

of years, for his daily needs from birth to the grave, 

and beyond. Throughout man’s pottery-making . 

history he has developed a huge repertoire of shapes 

and surfaces to fill his many needs. This book is 

mainly concerned with those needs, and of the 

development of the shapes and details which were 

made to fill them. 
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Origins 

Clay is one of the earth’s most abundant raw ma- 
terials. It is constantly developing from the decom- 

position of certain igneous rocks. The earth’s crust, 

to a depth of at least four miles, is primarily com- 

posed of igneous rocks, which decay and break 

down as they become exposed to weather condi- 

tions. Clay is in fact forming more quickly than it 

is being used. Since it is a common material over 

most of the earth’s surface, pottery making prob- 

ably emerged in sporadic developments, quite iso- 

lated from one another. 

Throughout the civilized history of mankind, 

after the gradual change from nomadic hunter and 

gatherer to settled farmer and animal breeder, clay 

has probably been the most consistently used ma- 

terial for improving the quality of life. Ceramic ob- 

jects made since Neolithic times have included fig- 

urines and sculptures; lamps; bricks of all kinds; 

walls; roofing; flooring and decorative tiles; gran- 

aries; feeding troughs; chimney pots; pot stands; 

ovens; kilns; tannurs; beads; sickles; hoes; wall 

hooks; molds for foods; molds for pots and figures; 

molds for metallurgy; crucibles; waterwheel jars; 

drains; dovecotes; beehives; churns; latrines; sling 

stones; spitholders for cooking; potter’s wheels; 

pipes for smoking; pipes for water, irrigation, and 

sewage; cuneiform writing tablets; ostraca; exe- 

cration figures and bowls; jar stamps; ossuaries; 

coffins; libation vessels; tax measures; tokens as 

coin substitutes; medical pastilles; gaming pieces; 
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toilets and wash basins; and an endless variety of 

vessels. 

Looking at pottery in museums, or as illus- 

trations in books, one can’t help but be amazed by 

the huge and subtle diversity of forms that man 

has molded clay into, for a wide variety of possible 

uses. Beyond the natural instincts of enjoying the 

purely manipulative quality of the material, and 

the function which is required of the formed ob- 

jects, ceramic form has been influenced and altered 

by many factors and forces. 

Pottery developed as a response to the needs 
of mankind. Pots became containers and dispens- 
ers: pots of purpose. The forms that they took de- 
veloped for a variety of reasons: the use required; 
religious associations; as a substitute emulating 
other, more precious, materials; geographical and 
climatic considerations; and the many variations in 
cultural customs. Once the basic needs became ev- 
ident, forms were developed and made to serve 
them. The variety of ceramic vessel forms that have 
been created is almost infinite. 

Religious associations also had a profound ef- 
fect on form development. Pots were made for fer- 
tility rites, deflowering of young girls, ritual liba- 
tion vessels for the pouring of wine or oils, usually 
over sanctified ground, through to flower vases for 
temples and shrines of many Oriental countries. 
They also include pots made for funeral rites and 
ceremonies dating far back into the earliest of cul- 



tures. In Ancient Egypt, rulers and other people 

of power were embalmed and mummified after 

death. Their internal organs, or viscera, were re- 

moved during the embalming process and were 

later interred with the mummy in four canopic jars, 

surmounted with modeled heads of the jackal (the 

stomach), the baboon (the lungs), the falcon (the 

intestines), and the human (liver). 

Clay form has been greatly influenced by ob- 

jects made from materials other than clay. Func- 

tional objects in use by different strata of any so- 

ciety might simultaneously have included objects 

made in gold, silver, bronze, pewter, copper, stone 

(mainly onyx, alabaster or limestone), glass, wood, 

bone, leather, roots, reeds and grasses, or clay. Not 

all these materials were used by all cultures, but 

in each culture there was a hierarchy of materials 

that were used, mainly as a symbol of status. Clay 

was usually at the lower end of the status scale and 

often used to simulate objects made in a material 

of a higher value (see page 28). Chinese porcelain 

was perhaps the only early ceramic development 

which was afforded the recognition of being a ma- 

terial of substantial value. In some cultures, notably 

in India, pottery was the disposable material, like 

today’s paper, Styrofoam, or polystyrene. In some 

parts of India, everyday pottery was thrown away 

after use, either as a measure of hygiene or by 

religious doctrine, or both. 

Geographic and climatic considerations are 

responsible for many form variations. Firstly, the 

availability of clay, and the types of available clay, 

determine to some extent the objects that can be 

made in any given area. For instance, there may 

be only alluvial or silty red clay, or buff clay with 

a large amount of sand in it, as one finds in many 

parts of the Middle East and Africa. The pottery 

there is of a very direct nature with little oppor- 

tunity for excessive manipulation. In other areas, 

where there may be an abundance of highly plastic 

clays, pots of a much more fluid nature may de- 

velop. Plastic clays will usually tolerate a great deal 

more manipulation, and therefore more complex 

forms are likely to emerge. Different pots are made 

at high altitudes than those made at sea level, not 

only because of the clay content but also because 

of the firing variations at higher altitudes. 

Climatic conditions have also played an im- 

portant role. In hot countries water is a precious 

commodity. Pots made for storing water are usu- 

ally shaped to conserve it from excessive evapo- 

ration; therefore, they usually have comparatively 

narrow necks. Water is either tipped out, or lifted 

out with a small ladle or dipping pot attached to a 

string. A vessel may even be a totally enclosed form 

with just a minute spout and small filling hole (Fig. 

1.1). The forms themselves may be quite extended 

and bulbous to expose a maximum of surface to 

condensation on the outside of the pot, in order to 

keep the water cool inside. There are usually a 

considerable number of insects in hot countries, 

which are kept out of the containers by various 

cunning devices, such as enclosed forms, objects 

that fill from the base, strainers, and many anti- 

insect lid and spout variations. In cold or temperate 

climates, forms of cups and bowls are often more 

closed than open so that hot foods don’t cool too 

quickly, and the pots can also be a source of heating 

for the hands. Other climates will undoubtedly have 

their special effects. 

Mankind’s varied cultural customs and living 

habits have yet other influences on the develop- 

ment of form in functional pottery. The way that 

the pottery is used, and in what sort of environ- 

ment, has a strong effect on the way that the bases 

of ceramic objects are made, for instance. In cul- 

tures which use tables, the base of the object needs 

to be flat, or nearly flat. In other cultures which 

may have little use for tables, pots may be hung 

Fig. 1.1 Indian and African water jars. 
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Fig. 1.2 Pre-Columbian vessels from Peru. Designed for easy 
carrying and to prevent insects from entering. 

from branches, walls, hooks, or ceiling joists: pots 

used in this way often have pointed bases. In yet 

other cultures, the objects may be placed directly 

on earth or sand floors: in this case, we often find 

pots with rounded bases that can be made to tip 

or roll easily in use. These forms would often be 

set on a braided fiber ring, or even a ceramic ring, 

to facilitate tipping (Fig. 1.4) In a further devel- 

opment of form, pointed or round-based pots were 

half-buried for the storage of liquid that needed to 

be kept cool. It is much easier to bury, or half-bury, 

a pot with a rounded base than one with a flat 

base. In some places, where the contour of the 

ground was uneven, tripod or multiple feet were 

developed to keep the piece stable. 

Carrying methods also have a strong bearing 

on form. In many cultures, particularly in Africa, 

objects are made with round bases to fit onto the 

head, separated and kept secure by a ring of fibrous 

material. In others, particularly in mountainous parts 

of South America, the pots were carried on the 

upper part of the back, or slung behind the neck 

by a rope or cloth sling placed through the pot’s 

low level handles and around the person’s fore- 
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Fig. 1.3 Mycenaen. Late Helladic side-spouted, necked jar with 
basket handle and insect strainer. Buff clay with decoration. 
Height, 27.4 cm. Courtesy of the Brooklyn Museum: Museum 
Collection Fund. 

head. The handles that were the support loops for 

the slings were carefully contoured so that they 

had no sharp edges that might cut the fabric. Their 

placement was also critical to good support and 

mobility (Fig. 1.6). 

The ways and means of preparing and serv- 

ing food and drink have also had their effect on 

form development. In early primitive societies, food 

was mostly consumed in its raw or uncooked state. 

The diet of early civilizations consisted of little more 

Fig. 1.4 Braided fiber rings. 



Fig. 1.5 Tripod vessels: (1) Cooking pot, 13th-14th century 
A.D., North Germany; (2) and (3), spouted vessels, 

2000-3000 B.c., China. 

than various forms of grain with the occasional 

portion of meat or fish, and beer made from fer- 

mented grain to wash the food down and aid diges- 

tion. The earliest forms of cooking were by either 

direct cooking of meat or fish by impaling bits of 

flesh on sticks and holding them in front of a fire, 

or by a form of steaming. This was done by heating 

rocks in a depression in the ground, or by placing 

hot rocks in a basket. In both cases, the rocks were 

covered with a thin layer of damp leaves, or sea- 

weed, and the food placed on top. This was then 

covered with further layers of leaves, and some- 

times earth or sand to contain the heat and steam. 

Both of these simple cooking methods were, and 

are still, common to many areas; other timeless 

methods are cooking on top of embers, as well as 

on both charcoal and peat. As cooked foods became 

Fig. 1.6 Aryballus, Inca; burnished earthware. Height, 8%". 
Courtesy of the Metropolitan Museum of Art (1978.412.68). 

more widespread, different ways of cooking also 

developed. 

Pottery was developed to serve these needs, 

although in some cultures, notably India and Islam, 

iron, copper, and brass cooking pots were pre- 

ferred. Of all the pottery that we can see in the 

museums of the world, cooking pots are perhaps 

the least in evidence, most likely because of their 

fragility from continual use, but also because they 

may not have been held in high enough esteem to 

be placed in tombs to accompany the deceased in 

the afterlife. Most of the pots that one finds in 

museums were made to be used rather than just 

to be looked at. Often they had a special signifi- 

cance, and were mainly used for the less damaging 

actions of daily life. With a gradually changing role 

from utility to contemplation at certain periods of 
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history, the pots of some cultures attained a glo- 

rified role and were made expressly to be looked 

at. This happened particularly in England, Europe, 

and Czarist Russia from the mid-eighteenth to the 

mid-nineteenth centuries, where a large volume of 

interior ceramic accessories had little or no function 

other than a decorative one. Among these one would 

find mantelpiece garniture sets, obelisks, and cen- 

terpieces, often based on structures and forms from 

the Classical world of Egypt, Greece, and Rome. 

In many cultures, simple pottery forms were 

often endowed with spiritual or symbolic signifi- 

cance which has become lost with the passing of 

time. Vessels generally are the universal feminine 

symbol, the womb of the Great Mother, shelter, 

protection, preservation, nourishment and fertil- 

ity. They also represent inwardness and inner val- 

ues. Bowls represent giving or offering, and fertil- 

Fig. 1.7 Variations on Classic Greek and Apulian drinking ves- 
sels: kylix, skyphos, kantharos, and mastos. Kylix, courtesy of 
The Montreal Museum of Fine Arts; skyphos, courtesy of the 
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ity. The seven small bowls placed on a Bhuddist 

shrine represent the seven offerings for an honored 

guest: flowers, incense, illumination, perfume, food, 

water for drinking, and water for washing with. 

Lidded forms, covered jars, boxes, urns or bottles 

represent the feminine principle of containing, en- 

closure or the womb. The chalice, cup or goblet 

represents the source of inexhaustible sustenance 

or abundance, the heart and salvation, plenty, im- 

mortality and receptivity. The ewer is a symbol of 

purity, and of washing the hands in innocence. 

Gourd-shaped vessels represent mystery and lon- 

gevity. The vase, water-pot, and pitcher symbolize 

the cosmic waters, the Great Mother, fertility, per- 

petual harmony and the heart. 

Even games have had their effect on shaping 

some pottery forms. In Classical Greece, a game 

called ‘‘Kottabos” was played using the wine cup 



or kylix. The kylix is a stemmed cup with elegant 

handles. In the game, a finger was crooked through 

the handle and then, with a flick of the wrist, the 

dregs of remaining wine were flipped at a target 

across the room. If the aim was accurate, the thrower 

dislodged a flat metal disc from the top of a metal 

stand, which then fell to the floor with a resound- 

ing crash. Both the shape of the cup and the handle 

had some effect on the efficiency of the game, and 

the resultant kylix form was one of great elegance. 

Variations on the kylix form have been abundant 

since the neo-classic period of the eighteenth cen- 

tury (Fig. 1.7). 

A piece of pottery, then, is an amalgam of 

many things. In the late twentieth century, we may 

not be aware of many of the attributes, consider- 

ations, and hidden meanings that are built into 

pots of old, or of their importance to the cultures 

that made them. More often than not, we are only 

aware of the form or surface itself, and of one cul- 

ture’s forms in relation to those of another. Through 

television, books, and magazines we have become 

aware of the two-dimensional graphic image of what 

a pot may be, often becoming more interested in 

profile and surface than with inner qualities. Much 

of the pottery of the western hemisphere has be- 

come more concerned with the clothing that goes 

over the body, than with the basic form itself. In 

some oriental cultures the pot is seen as soul, where 

volume and form grow from the depths within, 

and the outside shape is a direct result of the inner 

form. Perhaps in the western hemisphere, we are 

more concerned with appearances than with truth 

or meaning; with clothes that obscure the form rather 

than glory in it. Maybe by contemplation and study 

of the uses and meanings of pots of the past, we 

can infuse a greater understanding and content into 

our own developing works. 

Thirty spokes share the wheel’s hub; 

It is the centre hole that makes it useful. 

Shape clay into a vessel; 

It is the space within that makes it useful. 

Cut doors and windows for a room; 

It is the holes that make it useful. 

Therefore profit comes from what ts there; 

Usefulness from what is not there. 

From Tao-Te Ching by Lao Tsu. New Translation by Gia-Fu Feng 
and Jane English. New York: Vintage Books. 
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Functions, Methods, Shapes, and Details 

The regular functions of life for which mankind 

has generally developed and used clay vessels are 

eating, drinking, storage, carrying, serving, cook- 

ing, lighting, washing and perfuming, planting, 

decoration and the rites of death. Individually, each 

variant of use suggests and controls some aspects 

of the shape of the object. 

PORSIOEVRUREOSE 

Eating 

The utensils for eating from have always been either 

flat or bowl-shaped, starting with leaves and the 

cupped hand. When pottery was developed, the 

natural forms were emulated, and remain the basic 

forms to this day. In most western cultures, the 

use of leaves for plates has long since passed, but 

there are still many cultures in other parts of the 

world where the leaf is the ultimate plate: useable, 

disposable, and biodegradable. The use of leaves 

and flowers for serving food, and for making of- 

ferings to deities, has left a legacy in both the form 

and decoration of a great variety of plates and shal- 

low bowls, where veined, floriated, and foliated 

edges and forms are common (Figs. 2.1 through 

2.3). The bowl form is an extension of the natural 

cupped hand, originally made to feel comfortable 

when placed in the hand. Pottery bowls from many 

world cultures have a special and almost imper- 
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ceptibly contoured surface with slight ridges that 

fit the hand. In more recent times, in so-called so- 

phisticated society, it has become the norm to eat 

one’s food at a respectable knife and fork’s distance 

from the ware. The sense of touch among people 

who seldom hold the plates and bowls they eat 

from has become considerably diminished as a re- 

sult. Perhaps as a further consequence, the table- 

ware made for mass consumption is less and less 

enticing to pick up and nestle. 

Drinking 

Vessels used for drinking probably developed from 

the shape of the cupped hand, shells, or from the 

horns of animals. Early historical pottery examples 

can easily be found which draw on these elemen- 

tary forms. Horn and shell forms often had small 

double or tripod feet to allow for stability, a design 

detail which later probably led to the development 

of the stemmed drinking vessel, goblet, or chalice. 

Pottery refinements and form also develop con- 

sistently from the process of making, and the flu- 

idity of the clay. Although refined and beautifully 

formed and handled cup shapes were made on the 

island of Crete as early as 1750 B.c., the develop- 

ment of the cup and saucer most likely comes from 

the civilized and sophisticated court customs of the 

Tang and Song dynasties in China, where the cup 

and stand were in use for drinking rice wines. For 



the most part, the oriental cup has no handle. Cups 

made for later Ming and Qing dynasty export trade 

to Europe carried a wide range of handle styles to 

satisfy the elegant European demands of the day. 

These styles were embellished in European copies 

to all manner of confections. The fads and fashions 

of specialized beverages, such as coffee, tea and 

chocolate, also had their effect on the styles of pot- 

tery made to suit different needs. 

Storage 

After Man the Nomad settled, one of his earliest 

needs was to store the bounty of the summer’s 

harvest, to allow him to get through the cycle of 

autumn, winter, and spring, before fresh crops were 

again available. His initial storage containers were 

most likely granaries built like small houses on stilts, 

much as they still are in parts of Africa. The place- 

Fig. 2.1 Porcelain bowl, celadon. Yuan, 14th century A.D., 

China. Height, 53". Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 

Fig. 2.2 Stoneware bowl, celadon glazed. Sawankhalok, 
14th-15th century A.D., Thailand. Height, 3%". Courtesy of the 
Asian Art Museum of San Francisco: The Avery Brundage 
Collection. 
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Fig. 2.3 Stoneware plate. Yuan, 14th Century A.D., China. 
Height, 2". Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 

Fig. 2.4 Greek rhytons, 600-450 B.c. Based on the form of a 
drinking horn (center). 
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Fig. 2.5 Hajiki jar and stand. Earthenware, painted with red 
pigment. Mid-Kofun period, Japan. Height: jar, 6"; stand, 53". 
Courtesy of the Asian Art Museum of San Francisco: The Avery 
Brundage Collection. 

Fig. 2.6 Stem bowl with flange foot. Buff-colored earthenware. 
Sialk culture, mid-fourth millenium, Persia. Height, 9.1". Cour- 

tesy of the Asian Art Museum of San Francisco: The Avery 
Brundage Collection. 



Fig. 2.7 Cup and saucer with Samgam decoration; celadon- 
glazed porcelaneous stoneware. Koryo dynasty, 12th-13th cen- 
tury A.D. Height: cup, 376"; saucer, 2%". Courtesy of the Asian 
Art Museum of San Francisco: The Avery Brundage Collection. 

Fig, 2.8 Terra cotta beaker. Romano-Britain, 2nd century A.D. 
Height, 3". Courtesy of the Fine Arts Museum of San Francisco: 
given anonymously through the Docent Council and de Young 
Museum Society. 

ment off the ground helped to keep them free of 

vermin. This detail might well have been the start- 

ing point for a large variety of both storage and 

cooking vessels that use the tripod base form. 

Granaries, often up to ten feet high, were usually 

made with a clay and straw mix. In tropical climates 

with little rain, there was no need to fire them. In 

more temperate and colder zones, however, large 

storage containers needed to be resistant to rain, 

snow and frost. Ways of making and firing large 

storage jars were developed in areas such as Crete, 

where jars up to 6 feet high and 3 feet wide have 

been unearthed at the palaces of Knossos and 

Phaistos (Fig. 2.11). These jars were usually placed 

in interior locations. Perhaps the most important 

single vessel type throughout history has been the 

water storage pot. Depending on whether it is car- 

ried back and forth to the well, or is static in the 

house and filled with water from a smaller carrying 

pot, its shape is quite variable. Its many variations 

Fig. 2.9 Mug, salt-glazed stoneware. Westerwald, late-17th- 
century, Germany. Height, 5%". Courtesy of the Royal 
Ontario Museum. 
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Fig. 2.10 Jar, lead glaze with copper. Eastern Han, 225-220 
A.D., China. Courtesy of the Montreal Museum of Fine Arts: 

F. Cleveland Morgan bequest. 

Fig. 2.12 Wine jar, Changgun white porcelain. Y1, 17th-18th 
century A.D., Korea. Height, 36.2 cm. Courtesy of the Asian 
Art Museum of San Francisco: The Avery Brundage Collection. 
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Fig. 2.11 Storage jar, 6 ft. high. Knossos, Crete, ca. 1800 B.c. 

in form generally have one common theme—a fairly 

narrow neck to keep evaporation to a minimum 

and to keep insects out. 

Carrying 

Pots made for carrying are basically of three types: 

those that are balanced on the head, usually on a 

fiber ring; those that are slung by a rope or cloth; 

and those that are held in the hand and carried by 

various forms of handles and lugs. Some were made 

to be carried by two people, and have substantial 

side handles to allow this. The placement of han- 

dles on head-carried pots is usually low down, and 

the forms themselves are made wide and low, with 

a low center of gravity to allow ease of both lifting 

and carrying. Forms intended for hand carrying 

over long distances have handles placed high up, 



Fig. 2.13 Ring-shaped Sueki bottle. Late Kofun, 6th century 
A.D., Japan. Height, 12". Courtesy of the Asian Art Museum of 
San Francisco: The Avery Brundage Collection. 

often over the top of the pot, bale fashion, to min- 

imize the likelihood of spillage. Some forms, such 

as pilgrim flasks, have been flattened for easy car- 

rying, and sometimes attached to a belt or shoulder 

strap. They were often made to emulate the form 

of silver or leather bottles, or flat gourds. These 

were the historical equivalent to the hip-flask, for 

liquid sustenance on long journeys. 

Cooking and Food Preparation 

Cooking pots developed in extreme variety, due to 

the wide range of foods being prepared, as well as 

the variety of cooking methods. Historically, food 

preparation has mainly used a variety of bowls, 

grinding mortars, sieves, colanders, and pouring 

vessels, depending on the types of food being pre- 

pared. Early cooking methods were described in 

the last chapter, but with the development of more 

sophisticated control of cooking methods, partic- 

ularly with the invention of the enclosed oven, dif- 

ferent styles of cooking developed. Food may be 

baked, boiled, steamed, broiled, roasted, poached, 

fried, stewed, or casseroled. With the variations in 

cooking methods, the need for alternate forms of 

pottery grew. Some cooking pots function best when 

made wide and shallow, whereas others are better 

tall and bulbous. Some need lids, spouts and han- 

dles, while others don’t. Some pots are to contain 

mainly liquids; others, mainly solids. Some cook- 

ing utensils are obviously better in materials other 

than ceramic, such as tin-coated copper or heat- 

proof glass, but these are comparatively recent de- 

velopments in man’s culinary and epicurean her- 

itage. 

Serving 

Cooking and serving are closely related. With more 

and more variation and sophistication in cooking, 

the attention to presentation and serving became 

Fig. 2.14 Bellarmine bottle, salt-glazed stoneware. Rhineland, 

16th century A.D. Height, 12". Courtesy of the Royal Ontario 
Museum: anonymous gift. 
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Fig. 2.15 Casserole with cover; burnished earthenware with 
impressed pattern. Nigeria. Courtesy of the Royal Ontario 

Museum. 

Fig. 2.17 Animal-shaped vessel, buff earthenware. Amlash 
culture, 1,000-800 B.c., Iran. Height, 54". Courtesy of the 
Asian Art Museum of San Francisco: The Avery Brundage 

Collection. 

Fig. 2.16 Vessel and cover, burnished earthenware with 

impressed pattern. South Congo. Courtesy of the Royal 

Ontario Museum. 



much greater, with the attendant requirement of a 

huge range of pottery variations. Often these were 

made emulating other, more precious, materials 

such as gold, silver and glass, but equally often 

they used pottery serving dishes made in the forms 

of leaves, fruits, vegetables or even animals, birds 

and fish (Fig. 2.17). Much current industrially made 

pottery is a throwback to these imitative formal 

developments, in particular, to those made in the 

eighteenth century. 

Lighting 

Mankind’s need for illumination and night-time se- 

curity was originally met with the discovery of how 

to make fire. Fire is not easily contained for interior 

use except in large spaces. The invention of bra- 

ziers and fire pits later made fire more convenient 

_ and safer, and the discovery that animal fats and 

oils, and vegetable oils, could burn in a contained 

space gave rise to the various forms of oil lighting. 

The addition of small grass or fiber wicks gave small 

amounts of localized light, which was long-lasting 

and eminently portable. Multiple holes for wicks 

gave more light for larger areas. The forms of oil 

lamps (Fig. 2.21) devised in various cultures have 

also influenced the forms of many other types of 

pottery, from flower vases to sauce-boats. 

Washing and Perfuming 

Pots for washing are usually in the form of large 

bowls, depending on what is being washed. They 

may be for food preparation, toiletries, and per- 

sonal hygiene, or the washing of the deceased be- 

fore burial, cremation, or mummification. In some 

cultures, washing was often a ritual affair, where 

servants were employed in the bathing, perfum- 

ing, and oiling of the nobility. Apart from the bath, 

which in some cultures was ceramic, small pots 

were used in the process for perfumes, oils, and 

unguents, often having forms designed for hang- 

ing from a belt or chatelaine. The ritual of washing 

the deceased often gave the pots a symbolic sig- 

nificance. It is suggested by archaeologists that in 

the pre-Columbian Mimbres culture of the Amer- 

ican Southwest, bowls used for cleansing the dead 

were ritually “killed” at the tomb by breaking a 

small hole in the base, and releasing the spirit. The 

Fig. 2.18 Figure of a woman, earthenware. Amlash culture, 

1,000-500 B.c., Iran. Height, 11". Courtesy of the Asian Art 
Museum of San Francisco: The Avery Brundage Collection; gift 
of the Asian Art Foundation of San Francisco. 
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Fig. 2.19 Jar, earthenware. Jomon period, 2000-1000 B.c., 
Japan. Height, 113". Courtesy of the Asian Art Museum of 
San Francisco: The Avery Brundage Collection. 

Fig. 2.20 Handwarmer, earthenware. Meiji period, late 19th 

century, Japan. Height, 20.4 cm. Courtesy of the Art Gallery of 
Greater Victoria: Fred and Isabel Pollard Collection. 
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Fig. 2.21 Oil lamp shapes. 

bowl was then placed covering the head of the 

deceased (Fig. 2.22). 

Funereal Use 

From the earliest times of pottery making, mankind 

has used the ceramic form in relation to the burial 

of the dead, either as a ceramic coffin, ossuary, or 

ash jar. The funerary or canopic urn features in 

many cultures, and in many forms (Figs. 2.23 

through 2.27). In various places, the funerary urn 

has modeled ancestral or other effigy figures. In 

others, the figurative additions relate to deities. 

The forms themselves vary considerably, depend- 

ing on the source. The different methods of dis- 

posing of human remains varies from culture to 

culture. For the most part, only figures of political, 

religious, or social importance were given glorified 

funeral rites. After cremation, the ashes were usu- 

ally scattered unless the deceased was sufficiently 

important for the remains to be interred in a reli- 

quary or shrine. In other cultures the deceased might 

be put out for nature to take care of, on anything 

from an ice floe to a desert sand dune. 

Planting 

The growth and regeneration of plants for both 

indoor and outdoor use has been done with the 

use of ceramic containers since time immemorial. 

Pots for planting directly into are usually shaped 

as a cylinder which flares toward the top. The rea- 



Fig. 2.22 Two bowls, Mimbres classic period, 1000-1150 A.D., 
New Mexico. 

Fig. 2.23 Large vessel with features of the God Bes. Dynasty 
XXVI, Egypt. Height, 16.2 cm. Courtesy of the Brooklyn Mu- 
seum: Charles Edwin Wilbour Fund. sons for this shape are the ease of removal for re- 

potting, planting out, or root pruning, and to ac- 

commodate the normal shape of the root system 

of most plants. Plant containers have also been 

specifically developed for bulb culture, particularly 

in Delftware from Holland. Many vase forms have 

developed for a single specimen plant, corm, bulb, 

cutting, or for the special growing of dwarf plants 

or bonsai (Fig. 2.28). 

Decoration 

Pots whose sole function is to be decorative have 

also been in evidence for several hundred years. 

The major growth in this area started in Ming dy- 

nasty China, followed by the Ching dynasty, and 

spread to Europe through international trade, par- 

ticularly in the late seventeenth and eighteenth 

centuries, arriving at a time when European court 

culture was ripe for change. The impression on the 

courts was such that European pottery and later 

porcelain companies, mostly attached to the royal 

households of Europe, developed heavily the “Chi- 

noiserie’’ styles in the field of decorative ceramics 

for interior use. All manner of huge vases and lid- 

ded containers, obelisks, centerpieces, garnitures, 

Functions, Methods, Shapes, and Details 19 



and sculptural pottery forms served as embellish- 

ments for palaces and stately homes. They were 

often confections, developed from a combination 

of oriental and classical Mediterranean origins, and 

often showed an uneasy amalgamation of both. 

This short historical overview gives a glimpse 

at how pottery forms are affected by use. Purely 

decorative pots have total freedom of expression, 

while functional considerations impose compro- 

mise in both form and aesthetic development in 

pots that are made to be used. The various needs 

Fig. 2.25 Funerary urn, Fukien ware. 10th century, China. 

Height, 22.5 cm. Courtesy of the Art Gallery of Greater Victo- 
ria: Chen King Foh Memorial Collection. 
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Fig. 2.24 Funerary urn with male figure. Mosquito, Columbia. 
Height, 39 cm. Courtesy of the Brooklyn Museum: Frank L. 

Babbott Fund. 

that domestic pottery serves predetermine to some 

extent the forms that were and are made. Within 

all of these basic forms there has usually been con- 

siderable room for invention, variation, and im- 

provisation within a theme. 



Fig. 2.26 Funeral urn, Ch’ing-pai glazed porcelain. Koryo, 13th 
century A.D., Korea. Height, 10%". Courtesy of the Asian Art 
Museum of San Francisco: The Avery Brundage Collection. 

MAKING METHODS 

The other major factor in the development of pot- 

tery forms is process. In order to further consider 

the forms themselves, it is necessary to have some 

knowledge of the process of making pottery, as 

this also partially controls the end result. Although 

the majority of this book is related to the process 

Fig. 2.27 Funerary vase and cover, stoneware. Yuan dynasty, 
12th-13th century A.D., China. Courtesy of the Asian Art Mu- 
seum of San Francisco: The Avery Brundage Collection. 
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Fig. 2.28 Crocus pot, hard paste porcelain. Pinxton, ca. 1800 

A.D., England. Courtesy of the George F. Gardiner Museum of 

Ceramic Art. 

of throwing clay objects on the potter’s wheel, there 

are several other production methods in common 

use for making pottery. There are many cases where 

the body of a pot may be thrown, pressmolded, or 

slip-cast, with handbuilt appendages and details 

added to the basic form. With many pots made 

from a combination of methods, it is often very 

difficult to tell where one method ends and a new 

one starts. As new technology and more tech- 

niques became available, potters took full advan- 

tage of their creative opportunities to explore them. 

The processes of handbuilding pottery are ba- 

sically three in number, with many slight variations 

employing common techniques. The basic three are 

pinch pots, coil pots, and slab pots. 

Pinch Pots 

Pinch pots are the primal pottery-making method 

where clay is literally pinched from a maleable mass 

and, through a series of squeezing movements, 

molded into shape. The method is generally limited 

in scale to what will fit comfortably in the hands. 

Larger pots may be made by joining two or more 

pinch pots together. The technique of pinching can 

be adapted to forming pots from squeezed and flat- 

tened clay balls, or short lengths of clay, which are 

then built up like scales to the required form. 

pap. Made to be Used 

Coil Pots 

Coil pots are the most widespread form of hand- 

made pottery in most cultures around the world, 

from the earliest times to the present. Coil pots are 

made from lengths of clay that have been rolled 

between the hands, or on a flat surface, or even 

extruded. The length and thickness of the coils var- 

ies considerably, dependent on the scale of the re- 

quired object. Coils are often flattened into ribbons 

which are then joined to one another. The process 

of making the pots requires the individual coils to 

be laid one on top of the other, generally with a 

great deal of careful joining between one layer and 

the next. Almost any shape can be made with the 

coil process. Forms are often made on some kind 

of saucer, part of a gourd, or a curved pottery shard 

as a primitive turntable or wheel. 

Slab Pots 

Slab pots are made with clay in a sheet or slab form. 

The slabs may be used in either a stiff boardlike 

consistency or in a soft state. In the stiff consis- 

tency, pottery forms are often constructed from 

pieces cut from the clay sheets using a template for 

accuracy. The prepared pieces are stuck together 

with slip or water. Soft clay slabs may be formed 

in or over molds, or used in a free way, exploring 

the soft qualities of clay. 

Pressmolding 

Pressmolding is an extension of slab-building, done 

by pressing slabs or pieces of clay into or over molds 

to create a form. Pressmolds have been in existence 

for at least two thousand years, and have usually 

been made of bisque-fired clay. The forming uses 

clay in a soft plastic state. Molds may be in multiple 

parts to allow complex forms to be made. They may 

also be carved to produce repeatable low-relief sur- 

face decoration. Molds for pressmolding can be 

either single hump or drape for simple forms, or 

multiple pieces for more complex forms. 

Extrusion 

For some objects, clay is pressed through an ex- 

truder as a long tube or sheet. An extruder is es- 

sentially a simple machine fitted with various dies 



which shape the clay as it is forced through under 

pressure. Until comparatively recent times the ex- 

truder has mainly been used for the making of tiles 

and pipes. Contemporary potters often use the ex- 

trusion principle to develop a variety of shaped, 

tubelike forms. 

Slip Casting 

Slip casting uses clay in its liquified form, poured 

into a mold that is usually made of plaster. It is a 

comparatively recent technique which has been in 

common use for less than 200 years, and is essen- 

tially an adaptation from the pressmolding tech- 

nique. The liquid clay is poured into the mold, then 

left for a short time for a clay skin to attach itself 

to the mold walls. The excess liquid clay is poured 

off, leaving a thin cast skin which draws away from 

the mold as it shrinks. Casting is one of the major 

industrial making processes. 

Thrown Pots 

The potter's wheel was developed at least 4000 years 

ago in the Middle East, possibly in Egypt or Syria. 

It has been in more or less constant use ever since. 

It is one of the most flexible tools ever devised by 

man. As a vertical lathe, where only one end of 

the material is attached, it allows almost any vari- 

able of symmetrical form to be developed with 

comparative ease. It is a deceptively simple tool, 

being basically a flat or nearly flat circular surface 

made to revolve by a power source. This may be 

from the human hand or foot, electricity, or belts 

driven by water turbine or animal movement. The 

clay is attached to the damp wheel and, while ro- 

tating, compressed to a central position. From there, 

it is pulled up into a variety of forms. The pulling 

up is done with the revolving clay being pressed 

between the hands with the fingers in various po- 

sitions, while being kept moist by the use of water 

or liquid clay slip. The throwing process is a sem1- 

fluid one, where the clay becomes sensitive to the 

slightest internal and external pressures. The form 

is made fatter by pressure from the inside and made 

narrower by pressure from the outside. Most wheels 

are capable of a variety of speeds that are used at 

various times during the throwing action, usually 

fast at the start, and slowing as the form nears 

completion. In skilled hands, the wheel is a fast 

and efficient production tool that demands contin- 

uous practice, as well as the utmost sensitivity, to 

get good results. The wheel is also often used in a 

semi-mechanical process called jigger and jolley- 

ing, where a mold holds one surface, while the 

other surface is formed by a template that cuts and 

compresses the revolving clay, at the same time 

pressing it firmly down into or over the mold form. 

Jiggering is one of the major industrial methods for 

producing tableware and flatware. 

Other Methods 

The above are the most used pottery-making meth- 

ods ona worldwide scale, although there are others 

common to industry, but not common for the craft 

potter. These are mainly processes that utilize hy- 

draulic presses to form clay objects from either plastic 

clay or moist clay dust. They require a mold that 

forms the outside and another that forms the in- 

side, with the clay sandwiched between the two 

and squeezed into shape under high pressure. 

THE DEVELOPMENT OF SHAPE 

The most natural and elementary vessel is the 

cupped hand, or both hands cupped together as 

one. As one of our basic built-in tools, it is used 

for scooping, holding, carrying, eating, and drink- 

ing from. It is the basic form from which the earliest 

pottery took shape. The primal pottery form is where 

a thumb or finger has been pushed into a respon- 

sive lump of clay to form a cavity capable of holding 

something. From this most basic of forms, all other 

pottery forms have developed. The primal form 

became thinned through pinching the clay between 

the thumb and fingers, initially in a form loosely 

resembling cupped hands. Primal pots of most cul- 

tures are remarkably similar, like the object that 

occurs when anyone experiences clay for the first 

time: usually a round based, slightly flaring, short 

cylinder. With experience in forming the clay, dis- 

covery of its wide range of potential uses, and the 

response to fulfilling various needs, the basic form 

developed in a multiplicity of different ways. 

In his fine book on aesthetics and apprecia- 

tion, Ceramics, Philip Rawson goes into the growth, 
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development, and change of pottery form in more 

depth than I have space for here. | would recom- 

mend that anyone who is making ceramics of any 

type read his inspired and perceptive writings on 

pottery. lam merely touching on things with which 

he deals in depth. 
Figures 2.29 through 2.31 show how the de- 

velopment from the original primal form may have 

occurred. The primal form has three basic off- 

shoots: first, the rounded bulbous vessel; second, 

the cylindrical form; and third, the shallow bowl. 

From each of these, there develops a family of re- 

lated forms, which, in the main, also have related 

functions. If we call these types 1, 2, and 3, type 

1 are forms mainly used for storage and pouring; 

type 2 are mainly related to drinking and pouring; 

and type 3 are mainly related to food preparation, 

eating, serving and cooking. The outlines of pots 

in these drawings are easily recognized pottery types 

from many different cultures, through an extensive 

Fig. 2.29 The development from primal form through ovoid 
form. Used mainly for storage and pouring vessels. Based on 
drawings by Philip Rawson. 
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time period. The drawings may be read both hor- 

izontally and vertically, to compare and contrast 

profiles. Although drawn profiles and photo- 

graphs give some idea of what a pot may be, it is 

not until one holds a pot, and rotates it in one’s 

hands to feel the movements and rhythms left by 

the potter's fingers, that one can begin to appre- 

ciate the complexities that may be there. If one adds 

to this the various social, symbolic, and ideological 

content that may be included in the ware, we will 

probably come to the conclusion that individually 

we know little about the total qualities of the objects 

that we may be visually stimulated by and wish to 

emulate. 

DETAILS 

The details of pottery forms are found in their ex- 

tremities and appendages: the top and bottom, and 

any additions. In this book I am not particularly 



Fig. 2.30 The development from primal pot through cylinder. 
Used mainly for drinking and pouring vessels. Based on draw- 
ings by Philip Rawson. 

Fig. 2.31 The development from primal pot through bowl. Used 
mainly for eating, cooking, and serving. Based on drawings by 
Philip Rawson. 
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concerned with their glaze coating, decoration or 

color, exept where the decoration is an integrated 

element of function. An obvious example of this 

would be the chicken or phoenix-headed ewer 

shown on page 33. A pot’s extremities of form are 

the base or foot, and the rim or lip. In either case 

they may both be part of an extension; the foot by 

a stem, tripod or multiple foot, and the rim by an 

extension of the neck. Appendages are parts that 

are either stuck on or complete the form by their 

intended use. They may include feet, spouts, lids, 

knobs, handles, and lugs. The scale of a pot is often 

determined by the size of the details and additions 

in relation to the whole. For example, small knobs 

on a big form can give it a monumental quality. 

Through history there are many ways that the 

treatment of the variations of extremity and ap- 

pendage have been explored and attended to. 

The mechanics of making details are dis- 

cussed at length in Chapter 12. Here we are more 

concerned with some of the historic and aesthetic 

considerations. 

Feet 

The simple base of a pottery vessel may be ex- 

tended and given more importance in the overall 

form in many ways. Feet may be cut away from 

the base of the thrown form by trimming or turn- 

ing, by the use of a knife, wire, or trimming tool, 

or profile cutter. Feet may be added on by throwing 

or handbuilding methods. They may give great va- 

riety by creating graceful or solid terminations to 

lines of form. They may be added to make lifting 

and holding easier, or just to develop a greater 

stability. The bottom of pots with untrimmed bases 

are usually pushed to a concave form. Pinched or 

thumbpressed bottom edges were in common use 

in Medieval English earthenware and fourteenth- 

century German stoneware pottery (Fig. 2.32). 

Spouts and Pouring Lips 

The form used for pouring has every variation, 

from the nonexistent to the heavily exaggerated 

spout. In many cultures, pouring vessels have no 

special lip, except for a slight sharpness to the in- 

side of the top rim, to cut the flow of liquid. The 

pouring lip or spout has historically been one place 
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Fig. 2.32 English Medieval jugs with thumb-pressed bases. 

where the potter has given full rein to his inventive 

freedom. Rims and added-on spouts have been 

thrown, cut, pulled, modeled, squeezed, beaten, 

bent, and cajoled into an astonishing variety of 

functional stream-producing edges. See Pouring 

Forms, page 68. 

Lids, Covers, and Knobs 

The earliest form of lid was probably a large flat 

stone, placed over the opening of a vessel to keep 

dirt and insects out. The other early cover was sim- 

ply a skin tied down onto small, loopy handles. 

From these simple beginnings, all manner of covers 

have developed to fulfill simple needs. Apart from 

keeping out dirt and insects, lids also help to cut 

down on evaporation, control the spillage of con- 

tents, keep out air in pickled food or fermented 

liquor storage containers, allow selective pouring 

to be achieved through small apertures, and gen- 

erally enhance and terminate a form with a flour- 

ish. Lids that are wider than the simple span of a 

hand usually have a knob or handle to make the 

grasping action easier. Knobs and finials are an- 

other point of consummate interest for the fancies 

of the potter, from the use of knobs which carry 

religious or spiritual overtones, such as the com- 

mon lotus-bud, or lotus flower knob found on many 

pots from China, to the miniature Stupa, or Bhud- 

dist shrine found on some Korean pots. The Lotus 

plant is full of various symbolic meanings almost 

universally, from Greece and Rome to the Far East. 

On the other hand, there are many modeled ref- 



erences to both mythological beasts, such as drag- 

ons, and the spoils of war, such as decapitated 

heads or effigies. These often occur on spouts and 

handles too. (See Lidded Forms, page 100). Han- 

dles are often used in place of knobs, where they 

may be seen as miniature bridges across a depres- 

sion or valley. 

Handles and Lugs 

Handles and lugs vary from the almost impercep- 

tible to the exuberant and major component of the 

overall form (see Handled Forms, page 112). Han- 

dles on some objects are often vestigial references 

to past customs, such as the tying down of lids or 

skin covers. In others, they may be a combination 

of carrying device and spout for either pouring or 

drinking from. As with other details, the handle is 

a place where play and interest may be focused. 

Apart from doing its job of lifting, carrying, tip- 

ping, and suspending, it is often a major point of 

interest in the overall form, tying disparate sections 

of a form together in a linear fashion. Handles both 

take off from points of emphasis, and cause a point 

of emphasis to develop by the process of their 

movement. 

Prior to any additions being made, the basic 

unadorned form of any vessel usually takes care 

of itself, once its considered use and its process of 

production are decided upon. Between the top and 

bottom diameters of a round object there stretches 

a line which is the profile. One may think of a 

profile as an elastic line that may be expanded or 

contracted at will by pressures from inside or out. 

The line may be fluid, with no marked angular 

changes, or it may have many points of angular 

change. Points of angular change are usually called 

articulation. In some cases, where the profile of the 

form might resemble the head-on view of a boat, 

the change in linear direction is often called a car- 

ination. 

Pottery is full of references to the human body. 

Fig. 2.33 Pre-Colombian Inca water jar and cooking pot. Note 
the strong and finely placed handles. 

Parts of a pot may be referred to as lip, neck, throat, 

shoulder, belly, waist, and foot. They are often 

endowed with human characteristics and qualities; 

strong, robust, rotund, fat, vigorous, sensuous, vir- 

ile, pregnant, weak, mean, thin, slight, tight, loose 

or jolly. Smooth, soft, fluid, elegant lines are spo- 

ken of as feminine, while articulated angular lines 

are spoken of as masculine. Once the form is taken 

care of, the fun and interest for both potter and 

user alike lies in the details. 

The vessel is an extremely complex entity. It 

not only does a job of some kind, but also displaces 

space as does sculpture, and often has surfaces that 

resemble paintings. It is integrated with the rigors 

of family life in a way that painting and sculpture 

seldom are. With all its body references, and the 

symbolic attributes which are historically attached, 

such as giving, receiving, nurturing and cleansing, 

perhaps pottery should be thought of as the ulti- 

mate human art form. 
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Pottery Forms 
in Imitation 
of Other Materials: 
An Historical Collection 

Basalt vase. Egypt, Nagada II. Height, 28.9 
cm. Courtesy of the Brooklyn Museum: 
Museum Collection Fund. 

Cycladic stone water jar. Greek, ca. 2500 B.c. 
Height, 22.2 cm. Courtesy of the Brooklyn 
Museum: Museum Collection Fund. 
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Pottery jar, following form and handle styles of 
stone vessels. Egypt. Height, 14 cm. Courtesy 
of the Brooklyn Museum: Museum 
Collection Fund. 

Pottery jug, painted to resemble stone. Egypt. 
Height, 21 cm. Courtesy of the Brooklyn 
Museum: Charles Edwin Wilbour Fund. 
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Pot with cover, imitating bronze forms; buff 
stoneware. China, 3rd century B.C. Height, 
22.4 cm. Courtesy, Museum of 
Fine Arts, Boston. 
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Vessel in the shape of a stag; earthenware. 

Marlik style, 10th century B.C., Iran. Height, 
11". Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 

Tripod form with animal-shaped handles in im- 
itation of bronze; earthenware. China, 5th-3rd 
century B.C. Height, 19.1 cm. Courtesy of 
the Asian Art Museum of San Francisco: 
The Avery Brundage Collection. 



Jar with carinated shoulder, typical metallic 
form. Ban Kao type, Thailand. Height, 23 cm. 
Courtesy of the Asian Art Museum of San 
Francisco: gift of Joy French Black. 

Covered vessel, stoneware. Old Silla period, 
5th—6th century A.D., Korea. Height, 103". 

Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 
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Jar in the form of a leather bag, Sueki ware. 
6th century A.D., Japan. Height, 54". Courtesy 
of the Asian Art Museum of San Francisco: 
The Avery Brundage Collection. 

Saddle gourd (traveling flask); green glazed 
earthenware. Liao Dynasty, China. Height, 

93". Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 



Cup in the form of a tree trunk, stoneware. 
Yixing ware, 1573-1619 A.D., China. Height, 

23". Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 

Phoenix headed ewer in imitation of repoussé 
metalwork; earthenware with three-color glaze. 

Tang dynasty, China. Height, 33 cm. Courtesy 
of the Montreal Museum of Fine Art. 



Covered box; hard paste porcelain. Frankenthal, 
ca. 1770 A.D., Germany. Courtesy of the 
George R. Gardiner Museum of Ceramic Art. 
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Pair of baskets; soft paste porcelain. Worcester, 
ca. 1765 A.D., England. Courtesy of the 
George R. Gardiner Museum of Ceramic Art. 



Covered bowl and stand; soft paste porcelain. 
Chelsea, ca. 1765 A.D., England. Courtesy 
of the George R. Gardiner Museum of 

Ceramic Art. 

Vessel in imitation of bone; burnished earthen- 
ware. Mayan, 550-950 a.D., Mexico. Cour- 

tesy of the George R. Gardiner Museum 

of Ceramic Art. 
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Ethnic Variations and Historical Eclecticism 

Pottery from different areas reflects not only cul- 

tural, religious, geographical, and social variations, 

but also exhibits a surprising degree of regional 

variation within quite small areas. The stylistic vari- 

ations of different domestic wares are often most 

profound in the surface enrichment, but subtle 

changes in the forms and details certainly have 

their place. In Nigeria, until a few years ago, a 

central watering place or well would bring together 

women from a number of small villages. They car- 

ried their pottery vessels on their heads, and often 

the pots would be quite different stylistically from 

villages placed a mile or two apart. Each carrier’s 

home village was immediately known by the style 

of her water jar. Unfortunately, much of this va- 

riety has now given way to the use of plastics and 

metal containers. The same sort of regional varia- 

tion takes place in other countries having a long- 

standing pottery-making tradition. If one were to 

look at all of the variations in contemporary folk 

pottery in Spain or Mexico, for instance, and select 

a type of form that is produced for the single pur- 

pose of liquid storage, the subtlety of variation would 

be considerable. Figure 3.1 shows a variety of ‘’can- 

taros and botijos,”’ vessels for wine storage, coming 

from different regions of Spain. 

A similar comparison could easily be made 

with the forms produced for most utilitarian pot- 

tery. Figure 3.2 shows a small selection of tradi- 

tional cooking pots. They are all variations on a 
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theme, and are made to suit different styles of cook- 

ing using both open and lidded, or closed, vessels. 

Whether any one variation performs its job better 

than another is questionable, but the excitement in 

the diversity of form is obvious. The efficiency of 

the various types of cooking pot generally derives 

from an acute awareness of the foods being cooked. 

Until comparatively recent times, in many cul- 

tures—particularly in what are now referred to as 

Third World countries—household pottery was 

made by the women of the society. In some cases 

it still is, yet in other cultures it is an entirely male 

affair. Once the combined female skills of both 

cooking and potting were developed, it would be 

quite easy to adjust and improve the efficiency of 

forms as it was observed that one variant seemed 

better than another. These changes would proba- 

bly go on until the most satisfactory solution was 

arrived at to suit a specific food or range of foods. 

Food, in all its universal variations of diet and 

cooking, is perhaps most responsible for the variety 

of pottery forms that exist. In most cultures of Eu- 

rope, at least until the Middle Ages, the diet con- 

sisted largely of grain, usually made into a form of 

gruel, plus onions, mutton, and beer. Food in parts 

of the Americas consisted of tomatoes, potatoes, 

maize, fish, and game. In the Far East, rice formed 

the major part of the diet, augmented by seaweed, 

soybeans, fish, and eggs. Although the diet in dif- 

ferent parts of the world is quite varied, the vessels 



used for its preparation and cooking are essentialiy 

either open or closed, varying not so much in the 

form, but more in the quantity that a given vessel 

might hold. The forms used varied in subtle ways, 

often influenced by the maleability of the clay being 

used. The character of the product usually seemed 

to depend on what segment of society the pottery 

was made for. High quality wares, usually glazed 

or highly refined, were usually associated with no- 

bility or officialdom; low quality wares, usually un- 

glazed and unrefined, were usually associated with 

the general population. 

Regional and cultural variations are more pro- 

nounced in pottery used for serving and for dec- 

oration, where it is not subject to the same degree 

of damage. Pots made for these functions are usu- 

ally more lavish in form, with many decorative de- 

tails, and may be adorned with a wide variety of 

surface enrichment techniques. 

THESRITOUAL OF THE KITCHEN 

AND) THE TABLE 

The large amount of pottery that has been produced 

through man’s history has been either for cooking, 

or eating and drinking. These daily rituals are at 

the core of life itself, and can vary from the mun- 

dane to the exalted. Pottery vessels used in the 

rituals can be likewise, depending on the degree 

of importance of the event taking place. In many 

cultures, there is regular pottery for daily use, and 

then there is the “best” for special occasions. There 

are also many myths, customs, and superstitions 

that have been built up around pots in use, such 

as the Orthodox Judaic tradition of one set of pot- 

tery for cooking and eating meat, and another for 

dairy products, and the ritual breaking and renewal 

at Passover; and the tradition in some parts of In- 

dia, of breaking household wares after use follow- 

ing the dictates of both Buddhist and Jain religions. 

HISTORICAL ECLECTICISM 

Throughout mankind’s pottery-making history, he 

has always been quick to absorb and adapt forms 

and decoration from cultures other than his own. 

Fig. 3.1 Regional variations in cantaros and botijos from Spain. 

These adaptations have been most pronounced in 

the Old World cultures from countries bordering 

on the Mediterranean sea, through the Near East 

to the Far East. They are found most particularly 

in areas directly affected by the land trade routes 

from China to Persia, and the sea routes that took 

in most of the eastern hemisphere and ports of 

Europe. Another, more sinister, effect of changes 

in influence comes from war and subsequent dom- 

ination, where the land of one culture is occupied 

by the forces of another. Sometimes the occupying 

force has a strong effect on cultural change, such 

as the effect that Imperial Rome had on its prov- 

inces and dominions, particularly in the northern 

areas. At other times the reverse is the case, such 

as the effect of Korean pottery on the Japanese. 

The Shogun Hideoshi, whose armies invaded Ko- 
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Fig. 3.2 Traditional cooking pots from France, Italy, Britain, 
Mexico, and China. 

rea in 1592 but came away with only a small amount 

of plunderings and a number of Korean potters, 

had developed a love of Korean pottery for the tea 

ceremony. The forced abduction of Korean potters, 

and their subsequent pottery work in Japan, gave 

rise to changes that altered the history and devel- 

opment of Japanese pottery from the late sixteenth 

century onward. 

Since early times in the development of trade 

from one culture to another, there has always been 

an exchange of influences. In the ceramics of most 

cultures, these varied influences are quite obvious, 

such as the copying in clay of objects made in re- 

poussé-decorated metals, like silver and gold. Re- 
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poussé metalworking techniques were well devel- 

oped in Egypt from at least 1500 B.c., and in classical 

Greece and Rome much later. The repoussé tech- 

nique is done by hammering the metal to produce 

patterns in low relief from the body of the form. 

The method used to produce a similar result in clay 

was a process of pressmolding, usually using mul- 

tiple-piece molds. The nature of metalworking often 

produces angular forms that can be made with rel- 

ative ease from beaten or rolled sheets of metal. 

Cultures with strong metalworking traditions have 

often produced ceramics with an affinity for an- 

gular forms, or forms reflecting metallic origins (see 

Pottery Forms in Imitation of Other Materials). 

With the continual peddling of goods back- 

ward and forward across the trade routes, recog- 

nized styles of work became blurred by the inter- 

action and integration of new and varied techniques 

and technologies. Porcelain was developed in China 

in the early Tang dynasty toward the end of the 

sixth century A.D. Trade between China and Islam 

was relatively brisk during the Tang dynasty, and 

the porcelain wares being transported from China 

were infinitely more refined than the earthenwares 

being made in Islamic countries. Islamic potters 

tried, in self-defense, to copy the porcelains but 

had neither the necessary raw materials nor the 

chemical knowledge or firing technology to do it. 

Their copies led to the development of tin opacified 

glazes that to the layman gave a similar appearance 

to brush-decorated porcelain. The wares could be 

painted over the glaze with a result that iooked like 

porcelain. Through the trade routes the develop- 

ment of both porcelain and tin-glazed wares was 

spread to the Mediterranean, and subsequently all 

over Europe, where further copying and devel- 

opment went on. The shipping routes from China 

and Japan also brought a wide variety of pottery 

to Europe from the sixteenth century onward, 

strongly affecting the stylistic development of Eu- 

ropean pottery. It became fashionable in certain 

circles to collect the wares of China and, where 

fashion dictated the “rightness” of one type of ware, 

those who produced other types were likely to find 

themselves out in the cold. So styles once again 

became very highly copied and plagiarized. Almost 

inevitably, when one culture is superimposed with 

an alien one, a hybrid develops; much of what 



Fig. 3.3 Bowl painted with birds and calligraphy. Earthenware 
with decoration painted under turquoise glaze. Iran, 12th—13th 
century A.D. Height, 6". Courtesy of the Asian Art Museum of 
San Francisco: The Avery Brundage Collection. 

affects the development and visual stimulus of 

present-day potters are hybrids of the past. 

New forms and decorative techniques gen- 

erally take quite a long time to become assimilated, 

but when they do, there is usually a blurring of 

the origins that gave rise to that form, which makes 

tracing the changes in historical pottery form some- 

thing of a detective adventure. One looks for clues 

and makes an investigation aiming at a long-term 

buildup of evidence, often through a series of in- 

formed hunches. One assumes some things based 

on an acquired knowledge of various cultures and 

their development. Accumulated assumptions and 

educated guesswork may lead to authentication of 

the truth or originality behind an object, but doesn’t 

prove the directions that a potter of the past may 

have traveled in forming his work. We can infer 

all manner of ideas, but as we can no longer speak 

to the potter concerned, we can never be quite sure 

just what historical influences, if any, there may 

have been in his work. If it is as complex as it seems 

to evaluate and authenticate works from the past, 

think how difficult it will be for archaeologists and 

historians of the future to form educated guesses 

on the multiple eclectic influences on potters of 

today! 
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Footed Forms: 
An Historical 
Collection 

Egyptian two-footed vase, polished red ware. 
Metropolitan Museum of Art, Rogers Fund, 
1910 (10.176.113). 

Incense burner with three legs; glazed porce- 
lain. Jingdezhen, 18th century, China. Height, 
11 cm. Private collection. 

Tripod form; cord-marked grey earthenware. 
Neolithic, 2000-3000 B.c., China. Height, 9". 
Courtesy of the Asian Art Museum of San 

Francisco: The Avery Brundage Collection. 

40 



Wine pot with three feet, handle, and spout in 
the form of a chicken head; stoneware. Yue 
ware, 6th-7th century A.D., China. Height, 18 
cm. Private Collection. 

Below left: Incense burner; stoneware. Shoji 
Hamada, 1894-1978, Japan. Height, 8.5 cm. 

Courtesy of the Art Gallery of Greater Victoria: 
Fred and Isabel Pollard Collection. 

Below right: Jar; red earthenware with lead 
glaze. Han dynasty, ca. 100 A.D., China. 
Height, 15.7 cm. Courtesy of the Art 
Gallery of Greater Victoria: gift of 
Mrs. Mary Morrison. 
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Tripod vessel with legs surmounted by monkey 

heads; burnished red earthenware with ochre 

and red pigments. 300-800 A.D., Mexico. 

Courtesy of the George R. Gardiner Museum 

of Ceramic Art. 

Tripod jaguar effigy plate with rattle legs; bur- 
nished earthenware with polychrome decora- 

tion. Guancaste, 1200-1500 A.D., Nicoya. 

Courtesy of the George R. Gardiner Museum 

of Ceramic Art. 

Tetrapod vessel. Mayan, 250-550 A.b., Mex- 
ico. Courtesy of the George R. Gardiner 
Museum of Ceramic Art. 

Tripod vessel with the head of a ruler. Mayan, 

250-550 A.D., Mexico. Courtesy of the George 
R. Gardiner Museum of Ceramic Art. 

Bowl on a pedestal foot; tin-glazed earthenware 
with luster decoration. Deruta, 16th century 
A.D., Italy. Courtesy of the George R. 
Gardiner Museum of Ceramic Art. 



Stem cup; stoneware. Lonquan, 14th-15th cen- 
tury A.D., China. Height, 11 cm. 

Private collection. 

Spittoon; soft paste porcelain. Worcester, ca. 
1765, England. Height, 11.8 cm. Courtesy of 
the Art Gallery of Greater Victoria: Ann and 
Joseph Pearson Collection. 



Above: Rhyton in the form of a lion; earthen- 
ware. Pre-Hittite, 1870 B.c., Turkey. Height, 

73". The Fine Arts Museums of San Francisco: 
gift of Alma de Bretteville Spreckels through 
the Patrons of Art and Music. 

Four-panel pedestal plate; earthenware. Pan- 
ama. Height, 73". The Fine Arts Museums 
of San Francisco: gift of Dr. and 
Mrs. Larry Otis. 
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Opposite: Warrior vase; earthenware. Mixtec 
culture, 1000-1500 A.D., Oaxaca, Mexico. 

Height, 103". The Fine Arts Museums of 

San Francisco: museum purchase, 
Phyllis Wattis Fund. 
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Part Two 

Form, Proportion, Relationships: 
The Measure of All Things 



INTRODUCTION 

Man is the Measure of All Things. 

—Protagoras, Fifth century B.C. 

The essays which make up Part Two analyze form 

and proportion, and their relationship to each other 

and to us. They consider form from organic, geo- 

metric, architectural, and human origins, relating 

them to the production and development of func- 

tional pottery. You may question why and how 

these relate to the contemporary process of making 

pots. All I can say is that some thirty years ago, 

when I was a student and starting to formulate 

ideas on aesthetics for any type of pottery, my per- 

sonal research led me into some areas which have 

been a source of constant use and growth ever 

since. At that time I didn’t know just how impor- 

tant to my personal growth they would be, and 

many things learned are soon forgotten. However, 

some facts bury themselves deep in the brain and 

reemerge almost in an intuitive way to control and 

guide one’s thoughts and ideas. I have never been 

a mathematician, but have always been interested 

in form. The more one looks at form, the more one 

realizes how closely allied to mathematics it really 

is. It all seems quite abstruse and unconnected to 

clay. One has to realize that mathematics is at the 

core of life itself, and permeates everything that 

we are and do. For me personally, it has given a 

foundation of understanding and developing form 

for both functional and one-of-a-kind pottery that 

has served and continues to serve me well. Pottery 

is, at the same time, the most abstract and the most 

domestic of the arts. 

Experiencing the fluid process of making pot- 

tery on a wheel may seem far removed from con- 

siderations of a mathematical or architectural na- 

ture. Yet we all work with geometric forms. Our 

wheel sends clay in a spiral from a circular base, 

and our finished results are as miniature arch- 

itecture, beset with many of the same structural 

problems as full-scale buildings. In reality the 

interaction between seemingly formless clay and 

mathematics starts as soon as the ball of clay hits 

the wheel. It becomes a spinning mass revolving 

on an axis—a microcosm of our own planet spin- 

ning in space. Each ball of clay represents a new 

world, governed by natural laws and sciences. These 

essays hope to explore some of them. 

Webster defines geometry as: “the branch of 

mathematics that deals with points, lines, surfaces 

and solids, and examines their properties, mea- 

surement, and mutual relations in space.’’ Two- 

dimensional images such as circles, squares, tri- 

angles, etc., are called plane geometry. When a circle 

is transformed into a three-dimensional object, it 

becomes a sphere. This is called solid geometry. 

Looked at in its most abstract form, pottery is solid 

or three-dimensional geometry, much as oranges, 

the earth, sun, and mineral crystals are. The in- 

teraction of solid geometrical forms creates com- 

pound form. The potter working on a wheel sel- 

dom creates pure geometric solids, as did the power 

that created oranges, planets, or mineral crystals. 

The forms are more or less geometric. Geometry 

and Universal Symbols deals with these aspects, 

and is echoed in the essay, Forms and Forces, Na- 

ture and Growth. 

The principles of solid geometry and the de- 

velopment of ceramic forms are closely integrated. 

Potters often feel the process of throwing to be an 

organic movement. So it is. But the forces of con- 

straint (gravitational force toward the center), con- 

fronting the force of movement (centrifugal force 

outward from the center), sandwiching clay be- 
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tween them, invariably causes a form with a geo- 

metric basis, no matter what shape that form even- 

tually ends up with. The whole process of throwing 

is a balance between these forces. 

The force which a potter uses to counteract 

the centrifugal forces of clay on a revolving wheel 

is similar to the forces which mold planets in space. 

In the case of the potter, the hands control this 

outward movement by pressure toward the center 

of the form. In the case of the earth, the force of 

gravity contains the outward thrust. Without these 

external pressures, the pot would probably spin 

itself off the wheel, unless its axis is absolutely true, 

and the planet would gradually disintegrate, with 

earthen projectiles hurtling off into space. 

Gravity affects the way things grow and the 

way things are built. Thrown pots combine growth 

and building. They are structures which grow ina 

spiraling organic way from a soft inorganic mass. 

When the soft forms become hard and are fired, 

they become like Lilliputian architecture with arches, 

buttresses, cantilevers, and domes. These forms 

are subject to the forces of gravity, vacuum, and 

pyroplastic deformation (deformation under the ef- 

fects of heat). Forms and Forces, Nature and Growth 

is an essay that explores these relationships. 

A structure is composed of interrelated parts 

forming an organism or organization. Pots are 

structures, as are the people who use them. Pots 

are solid geometrical structures, and people are solid 

anatomical structures. Pots and people go together. 

Consideration of how the structure of a pot relates 

to the configurations of a human frame are often 

overlooked by potters. The essay Pots and Anat- 

omy deals with this topic. 

The parts of a structure may be related to each 

other by proportion. If we take the adult human 

frame, for example, we find that the average head 

is one-eighth of the body height, the eyes are half- 

way between the chin and the top of the head, and 

the navel is more or less halfway between the soles 

of the feet and the middle fingertip of the up- 

stretched hands. Many such examples of propor- 

tion can be found. An innate understanding of pro- 

portions like these is central to much artistic 

endeavor. The relationship or proportion of one 

part of a form to another part of the form can be 

either harmonious or discordant. According to 

Webster's dictionary, ‘‘aesthetics is the study or the- 

ory of beauty, and of the psychological responses 

to it; specifically the branch of philosophy dealing 

with art, its creative sources, its forms and its ef- 

fects.” The struggle to balance proportions of an 

object in a harmonious way is part of what aesthetic 

concerns are for the potter. Throughout history, 

various forms of proportion have been developed 

which can help in making decisions of an aesthetic 

nature. These are explored in the essay Proportion 

and Ratio. 

Roots, Growth, Rhythm, and Balance is an 

essay that looks to the development of harmony 

between many things, and in essence is the focal 

point of the functional potter’s art. Balance is the 

midpoint between two opposing forces. Among 

other things, it represents the point of compromise 

that all producers of functional pottery must come 

to grips with. Aesthetics change from one culture 

to another and it would be impossible to under- 

stand all of the variations. Most potters are eclectic 

by nature and are emotionally drawn to many things 

and forms. They may be forms from nature or in- 

dustry, from pots or basketry, or just about any- 

thing that might cause the mind to visualize what 

may be thought of as a ‘new form.” With an art 

form that goes back for six to eight thousand years 

at least, it is almost impossible to do anything rad- 

ically new, even though it may seem like it to the 

potter struggling to develop his special identity. 

This essay looks to some of the springboards in the 

creation of new forms. 

Iam not suggesting that every person work- 

ing in clay will profit from these ideas and guide- 

lines, since we are all different and the intellectual 

interplay of mathematics is certainly not for all. 

However, if I can give my readers insight into con- 

siderations which have strongly affected my work, 

then it may possibly help them with theirs. 

Introduction 49 



Geometry and Universal Symbols 

Geometry is full of figures which have symbolic 

meaning far beyond the obviously simple graphic 

outline which we see as circle, square, triangle, 

rectangle, and oval. In many cultures there are a 

host of hidden meanings in these two-dimensional 

or planar figures, and in their three-dimensional or 

solid counterparts. To what extent these hidden 

messages were understood by the cultures con- 

cerned can only be a matter of guesswork. To us 

now they may or may not be relevant, depending 

on the attitude and perceptions of the maker and 

the viewer. Most of the time when we make pots, 

or any objects, we are either unaware of these sym- 

bols, or they are so deeply imbedded in the back 

of the psyche as to be outside the process of making 

forms with which we may be completely preoc- 

cupied. It may be interesting to know a little of the 

symbolism of these forms and figures, as they had 

definite meaning for our forebears, and may well 

have unconscious meaning for ourselves and the 

viewers and buyers of our work. Most symbols 

come from an association of ideas, and these may 

well relate to our works in clay. 

SYMBOLISM IN GEOMETRIC FORMS 

Circle 

The circle represents totality, wholeness, the self- 

contained, original perfection, eternity, timeless- 

ness, movement, celestial unity, water, dynamism, 

manifestation, completion, fulfillment, God, the 

heavens, and all cyclic movement. As the sun, it 

represents masculine power, but as the soul or psy- 

che, it is the feminine maternal principle. A circle 

with a dot at its center depicts a complete cycle and 

cyclic perfection, and in astrology it depicts the 

sun. 

Square 

The square represents the earth, as opposed to the 

circle of the heavens, earthly existence, static per- 

fection, immutability, integration, the totality of the 

Godhead—three sides being its threefold aspect 

and the fourth being totality. It also denotes hon- 

esty, integrity, straightforwardness, and morality. 

It is the fixation of death as opposed to the dynamic 

circle of life, while in architectural symbolism it 

represents the fixation of the buildings of agricul- 

tural and sedentary peoples in opposition to the 

dynamic and endlessly moving circular formation 

of nomadic tents and encampments. It represents 

limitation and therefore form. In Pythagorean phi- 

losophy, the square represents the soul. 

Triangle 

The triangle represents the threefold nature of the 

universe: heaven-earth-man; father-mother-child; 

man as body-soul-spirit; and the mystical number 
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Fig. 4.1 Universal symbols. 

three. The equilateral triangle depicts completion. 

The upward-pointing triangie is solar and sym- 

bolizes life, fire, flame, heat, the masculine prin- 

ciple, the linga, the spiritual world, and the trinity 

of love, truth, and wisdom. The downward-point- 

ing triangle is lunar and represents the feminine 

principle, the matrix, the waters, cold, the natural 

world, the body, the yoni, and the Great Mother 

as genetrix. 

Rectangle 

The rectangle is the lateral development from the 

square, and represents the same things. In its up- 

right form, it represents the masculine principle, 

the linga or phallus, resurrection, and the renewal 

of life. 

Oval 

The oval in its upright form represents the female 

life symbol, the vulva. It has many similar mean- 

ings to the circle. 

INTERRELATIONSHIPS OF 

GEOMETRIC FORMS 

In many cultures these various forms are incor- 

porated into architecture, art and artifact. Perhaps 

the most complete is in the Japanese sacred stone 

tower, from which both the five-storied pagoda 

and stone garden lantern were to develop (Fig. 

4.2). The five parts symbolize the five elements of 

the universe in ancient Japanese cosmology: sky, 

wind, fire, water, and earth. A simplified three- 

part version symbolizes spirituality, consisting of 

heaven (the triangle), earth (the square or rectan- 

gle), with man (the circle) between them. 

Universal symbols in combination with one 

another take on a mass of different meanings. For 

those interested in the symbolism of forms, names 

of several books on the subject may be found in 

the Bibliography. 

oN 
Fig. 4.2 Japanese stone lantern, employing basic 
geometric forms. 

If we look at these plane geometrical figures 

in their solid forms, we find sphere, cube, pyramid 

or cone, cylinder or parallelipiped or prism, and 

ellipsoid. In their three-dimensional forms they 

maintain their original planar symbolism (Fig. 4.3). 

Geometric solids are basic forms of beauty, 

and have been appreciated as such by different 

Fig. 4.3 Plane geometric figures to solid geometric figures. 
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cultures throughout the world at all periods of time. 

We can call these pure forms. They are just as beau- 

tiful now as they ever were, and the forms of ob- 

jects which are based on geometric solids, or com- 

binations of geometric solids, generally receive 

greater visual appreciation than those which are 

not. When these forms are cut into sections, they 

retain elements of beauty found in the basic form. 

The most obvious of these sections would produce 

hemispheres, parabolas, truncated cones, discs, 

domes, and arches. 

Geometric solids form the basis of most of the 

world’s architecture. Architecture is the art of en- 

closing space. Pottery is, in essence, miniature ar- 

chitecture, displacing and enclosing space by the 

development of three-dimensional forms. Spheres, 

cylinders, domes, arches and cones are forms which 

may be equally associated with both architecture 

and pots. Architecture and pottery have much in 

common; they can be the purest or the most de- 

based of forms (Figs. 4.5 through 4.8). 

The development of complex forms by the 

interaction of these solids is infinite in variety, and 

the following two-dimensional drawings give a small 

idea of the complexity that can develop (Fig. 4.9). 

One thinks of forms as being positive, and the 

spaces around and between them, and between 

the main form and its details, as negative. In pro- 

ducing the composition that is a piece of pottery, 

an understanding and awareness of the interplay 

between positive and negative shapes can have a 

profound effect on the potter’s ability to visualize 

form. Negative shapes that are left between a pot’s 

handle and its main form, for instance, are part of 

the overall outline. If the negative shapes are vi- 

sually satisfying between one part of a form and 

another, the total aesthetic quality is enhanced, since 

everything has been considered. Negative spaces 

can be further used to echo or contrast with other 

aspects of the form. Ideas for new forms can easily 

develop from looking at the negative spaces be- 

Fig. 4.4 Hemisphere, parabola, truncated cone. 
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tween a group of similar forms (Fig. 4.11). Devel- 

oping an awareness of positive and negative shapes, 

like any other form of aesthetic understanding, is 

a slow process, but an important one to learn, as 

it deals with the totality of composition—how all 

parts relate to one another. Looking at objects up- 

side-down also gives a fresh view that concentrates 

the senses. One becomes aware more quickly of 

relationships of form that are either pleasing or not. 

A lack of awareness often leads to visual battles 

taking place within a form, and an inability to cor- 

rect visual problems. 

Perhaps the easiest way to clarify some of 

these forms and relationships is to look at a few of 

the objects shown in Part One, and analyze their 

form and structure. In doing this analysis, Iam not 

trying to intellectualize the objects as geometrical 

solids, but show how these geometric volumes af- 

fect the way that we see objects, and what a large 

percentage of the world’s population perceives as 

beautiful form. The essay Proportion and Ratio 

(Chapter 6) also reflects this. 

The relationship between historic pots in the 

photographic sections and those being made by 

studio potters today is not really that distant. I 

don’t suppose for one minute that the potters of 

old sat down with drawing compass and ruler and 

concocted a variety of pleasing outlines. Most of 

the process of developing useful forms came from 

diverse cultural backgrounds, and the needs of a 

particular society at that particular time. They 

produced pots that were eminently suited to par- 

ticular functions, and for the most part did it with 

no intellectual overtones. The fact that they are as 

aesthetically pleasing as they are is probably due 

to an intuitive joy in form and proportion. 

The only valid reason here for intellectualiz- 

ing over and analyzing forms is to try to bring 

things down to a basic simplicity, from which one 

can perhaps grow with a fresh view. The combi- 

nation of the discovery of porcelain manufacture, 

mass-production methods and a revival of interest 

in the classical world of art and architecture brought 

about a new vigor. The Industrial Revolution to 

some extent reestablished some classical values and 

formed a counterpoint to the simple potter whose 

work showed the quality of materials and process. 

As with all new directions, the Industrial Revolu- 
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Fig. 4.5 Forms where the major volume contains a sphere or 
hemisphere. Pots made by the author. 
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Fig. 4.6 Forms where the major volume is contained within a 
square or rectangle. Pots made by the author. 
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Fig. 4.7 Forms where the major volume is contained within the 

outline of a parabola. Pots made by the author. 
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Boa a es ee a a ee ee Fig. 4.10 Form showing positive and negative spaces. 

Fig. 4.8 Two architectural designs determined by the propor- 

tional scheme of the circle and square. Top: the arch of Titus, 
Rome, 81 A.D. Bottom: the Loggia Dei Lanzi, Florence, 1376. Fig. 4.11 The use of negative space to develop new forms. 

Fig. 4.9 Montage of forms using the circle, square, triangle, 

and ellipse. 



Fig. 4.12 Looking at objects upside-down often helps to develop 
satisfying relationships in proportion from one part to another. 

tion brought with it both good and bad. One of 

the bad aspects has been the massive volume of 

questionable ceramics that has since cluttered our 

world with visual debris and ugliness. Unfortu- 

nately, this has had a disastrous effect on people’s 

ability to see innate qualities of form. Pure forms 

capture an essence of beauty, and a form of in- 

nocence missing from the majority of pottery 

produced since 1850 A.D. 

Perhaps it is time to individually take another 

look at where our forms have been, where they 

may be going and why they may be going that 

Fig. 4.13 The form of this ewer is a combination of circles and 
truncated cones, also called a double gourd shape. The curvature 
of the spout is the same as the handle and also the same as the 
negative shape of the waist of the pot. Courtesy of the Brooklyn 
Museum: Museum Collection Fund. 

CIRCLE 
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Fig. 4.14 This jug is a combination of geometrical forms. The 
negative space between the handle and form contains a circle. 
Jug, silhouette ware; late 12th century, Persia. Courtesy of the 
Montreal Museum of Fine Arts. 

way. The eclecticism that we potters practice in the 

development of what we consider to be new forms 

may be a type of seduction. Once seduced, it is 

difficult to be pure again. The road is not neces- 

sarily one that leads to ruin, but one needs to be 

acutely conscious of its direction. For many, purity 

is not a comfortable state, possibly because they 

either enjoy the clutter of visual debris which sur- 

rounds us, or have never been able to see beyond 

it. For these people, the luxurious and opulent, or 

the chintzy, froufrou nostalgia of the late Victorian 

period might be just their idea of heaven. On the 

other hand, many people enjoy the classic no-non- 

sense purity of a perfect form, like living in a white 

cube, unadulterated by extraneous material. Most 

of us probably fall somewhere between these ex- 

tremes, and while the work that we produce will 

at times reflect both extremes, we are comfortable 

in our niche in the middle. 
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When casually looking at or thinking about nature, 

one doesn’t usually see or think of forms as struc- 

tured as those found in geometry. One tends to 

think of things of nature as random or organic, 

meaning amorphous or formless. Nothing could 

be further from the truth. All matter has form, from 

its molecular structure up. When people talk of 

organic forms they usually mean those seemingly 

disorganized, not-quite-geometrically-true, assy- 

metrical objects of nature which often become the 

idea source for pottery that is handbuilt, as op- 

posed to being made within the constrictions of a 

potter’s wheel. Spheres, cubes, cones, pyramids 

and ellipsoids somehow don’t seem to fit. They are 

too pure. Yet all of these geometric solids are there 

in nature in abundance if one goes looking for them. 

We live in a world of wonders, but often pass 

through seeing nothing. 

Mineral crystals give us the majority of the 

angular solid forms, as can be seen in Fig. 5.1. 

Spherical and ellipsoidal forms are found in abun- 

dance in the shapes of fruits, vegetables, suns and 

planets (Figs. 5.2 and 5.3). 

A great deal of organic growth is twisting or 

spiral, and may be seen as analogous to the spi- 

raling growth of a pot being formed on a wheel. 

From the rhythm of wedging to the final pull on 

the wheel, clay goes in a spiral form. Sometimes 

the spiral movement affects the way things work, 

as the thrown clay twists slightly during firing. The 

Forms and Forces, Nature and Growth 

twisting of long necks or spouts are examples of 

this (see Part Three, page 146), as is the vortex 

motion of liquid coming from the finger ridges of 

a thrown spout. Spiral or helical growth in nature 

is found in many flowers, seed pods, pine and fir 

cones, animal horns, ferns, coiled snakes, the ten- 

tacles of an octopus, ears, shells, movements of 

water, galaxies, clouds, cells, fingerprints, or any 

form of vortex (Fig. 5.3). 

The spiral is another of man’s symbols which 

has been in use since paleolithic times, appearing 

in pre-dynastic Egypt, Crete, Mycenae, Mesopo- 

tamia, India, China, pre-Columbian America, Eu- 

rope, Scandinavia, Britain and Oceania. It repre- 

sents solar and lunar powers, the air, the waters, 

the increase and decrease of the sun, the waxing 

and waning of the moon, birth and death, fertility, 

and the manifestation of energy in nature. The dou- 

ble spiral represents all rhythms of nature, the yin 

and yang, androgeny, and the continuity between 

cycles. 

Forms, whether they are geometric or or- 

ganic, man-made or the product of nature, are the 

potter’s stock-in-trade. Everything that he or she 

produces has form. For most of the last essay I was 

referring to form stripped down to its essence: pure 

form. In reality, most functional pottery cannot be 

just pure form, since it is expected to do something 

and thus usually requires ancillary parts and at- 

tachments such as handles, lugs, lids, knobs, feet, 
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Fig. ‘5.1 Angular forms in nature. 

spouts, or pouring lips. If a relatively pure form is 

the basis for the object concerned, the likelihood 

is that it will probably be visually pleasing. How- 

ever, when one adds various parts to make it func- 

tion, one is then creating a composition of inter- 

acting or interlocking forms. At this point, the 

making of a functional object assumes a new di- 

rection, becoming sculptural or architectonic. 

Concerns that the potter has to deal with at 

this point relate to the combination of aesthetics 

and function. How long does a spout have to be 

to function both visually and physically? What an- 

gle should it be from the body? Is it to be a thin 

tube or a truncated cone? Where does a handle 

have to go? What relationship has a lid or cover to 

the overall form? If there is a spout, handle, and 

lid on the pot, how do these relate to each other, 

as well as to the form? Some of these aesthetic 

questions will be looked at in the next essay, Pro- 

portion and Ratio, but in concert with the problems 

of aesthetics and function there are also some con- 

siderations of a purely technical nature. 

Depending on their placement, handles and 

spouts are, to some extent, unsupported extremi- 

ties. They are loops or thrusts of clay growing away 

from the basic form. If a clay is fired to a maturing 

point that approaches vitrification, or turning to 

glass, as most properly fired pottery clays do, the 

clay will soften and begin to sag and slump. At 

this point a combination of both pyroplastic defor- 

mation and the force of gravity takes over. If a 

spout is excessively long, and placed at a near hor- 

izontal angle, it will possibly begin to slump. The 

same thing is true of the excessively large or loopy 
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handle. The basic principles here are similar to those 

in architecture, related to cantilevered structures. 

In the historical pots of many cultures, one notices 

supporting structures which hold the spout from 

drooping (see Figs. 5.8, 5.11, 5.12). There are two 

ways of resolving the possible problem of these 

drooping details, both of which are common in 

architecture, particularly in bridge design. The jut- 

ting section of the form is either supported from 

above, like a miniature suspension bridge, or has 

a wide base that forms a graceful self-supporting 

curve, similar to cantilevered bridges which have 

a solid base moving to a relatively thin center point. 

The structure of a bowl also needs a self-sup- 

porting curve, or it may well collapse or deform. 

It is rather like a bridge, but upside down and in 

reverse. A bowl is usually marginally thicker in the 

center than at the outside edges. This thickness 

lends support to the curve, where the interior base 

flows into the walls with little or no perceptible 

angular articulation in the form. There is a clear 

flowing line, like a hemisphere, or half an ellipsoid. 

If the foot is improperly placed, the bowl may slump. 

If the structure is right it can support a huge form, 

as the trunk of a tree supports a framework that 

thins toward its edges. 

The architecture of a dome is similar to the 

form of a lid, especially if the lid is quite wide. The 

shallower the dome, the less it will support itself. 

Domed forms have to be self-supporting or they 

will likely fall in. If they are not self-supporting, 

they have to have some form of buttress to absorb 

stresses and tensions. We don’t often put but- 

tresses on pots, but there are times when the pot 

itself performs the function of a buttress (Fig. 5.10). 

For example, casseroles often have handles on the 

sides and carry a lid. If an arched or domed lid sits 

on a gallery on the inside of a stoneware casserole, 

and is fired in place, the form of the pot will absorb 

much of the downward pressure that can occur as 

the clay softens and the lid begins to slump. Firing 

the lid in place does two things in actual fact: first, 

it stops the lid from slumping and, secondly, by 

being there, stops the likelihood of the pot warping 

into a slightly oval shape from the added side weight 

of the handles. It is much like a roof on a building 

which not only covers and protects whatever is 

inside, but also helps to stop the walls from falling 

Fig. 5.2 Curvilinear forms in fruit and vegetables. 

in or out! Roofs and lids are both details of their 

respective forms that we tend to take for granted, 

but to have a building that works and a lidded pot 

that functions well, these details need thorough 

consideration. 

Gravity is the force that tends to pull all bodies 

in the earth’s sphere toward the center of the earth. 

Combined with the effects of heat, it is responsible 

for most accidental deformation that occurs in a 

kiln, as the objects slump downward. Gravity is 

also the force to be reckoned with when one lifts 

and pours from a vessel such as a teapot. The vol- 

ume of liquid contains a center of gravity. The 

placement of a handle can improve or impede the 

use of the teapot, and can radically alter the amount 

of strength needed to lift the pot and pour out the 

liquid. Handles on pots fulfill much the same func- 
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Fig. 5.3 Spiral forms in nature. 
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Fig. 5.4 The spiral. 

tion as levers do in mechanics. They should make 

the object easier to use. 

The principles of leverage as they relate to 

functional pottery apply primarily to objects that 

are to be poured from: pitchers, teapots, coffee pots, 

etc. If one makes a 23” cube of solid clay, it will 

weigh approximately 1 pound. To lift that cube 

requires no great strength or output of energy. 

However, if one were to put the cube on one end 

of a 12” wooden ruler, and try to lift the ruler by 

only holding the opposite end, the apparent weight 

would seem to be many times the actual weight. 

If this principle is applied to a pouring vessel which 

in itself weighs only a little, it may seem to be far 

heavier than it actually is, and thus awkward to 

use. 

In the great majority of cases, handles are 

placed on pouring vessels in such a way that en- 

ergy needed to use the object is two or three times 

what is necessary, and therefore puts excessive strain 

on the user’s wrist. If one takes any pouring vessel 

and looks at how far the center of the weight (also 

the center of gravity) is from the handle in a hor- 

izontal direction, one can easily judge how awk- 

ward that object will be in use. The center of gravity 

of a pouring vessel can easily be found by doing a 

small exercise. Make a small thin cardboard profile 

cutout of the object complete with handle, draw a 

vertical line from the center of the base to the center 

of the top (Fig. 5.13). Then take the cardboard form 

in the right hand and tilt it so that there is a vertical 

line from the bottom left part of the base, through 

to the center top part of the handle. Draw this line. 

Where the two lines cross (point A) is the center 

Fig. 5.5 The double spiral. 
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of gravity, and also the point of balance. The fur- 

ther the handle is from the center of gravity, the 

more awkward the object is to pour from. Con- 

versely, the closer the handle can be to the center 

of gravity, the easier it will be to use. 

For maximum efficiency in use, the placement 

of handle and spout are subject to the following 

simple law: Find the center of gravity. Then draw 

a line from the center of the handle through the 

center of gravity to the extremity of the pot. The 

spout should be at right angles to this line for ef- 

ficient leverage and, therefore, easy action. 

A pouring vessel designed with these prin- 

ciples should pour freely by being hung on a finger 

or thumb with little wrist action being needed. If 

followed, this law will always enable liquid to be 

poured from a vessel without its appearing heavier 

than it actually is. 

To what extent a potter may have to compro- 

mise his artistic concept of a pouring vessel by the 

use of such a law is a private decision. It becomes 

a balance between visual aesthetic and ease of func- 

tion. With a great deal of thought devoted to the 

framework in which the potter has to operate, he 

or she can accommodate both. It is an interesting 

problem. 

The forces of nature often have an unseen 

effect in our work, but if one can bear these effects 

in mind it will possibly help in the production of 

good work. Often when one has made something, 

one senses that there is something wrong, but it is 

difficult to put a finger on the problem. Analysis 

of both form and function will usually help to cor- 

rect things. Most of the time, a potter works in 

isolation with only his or her own aesthetic sen- 

sitivity to fall back on. Our time of study is limited 

in various ways, and we are thrust into the world 

to do our work with a less than complete under- 

standing of forces that control it. We make our own 

aesthetic decisions without the backup facility of a 

teacher to assist. Often, through limitation or lack 

of study, we feel intimidated by the work we want 

to do, and end up copying what somebody else 

has already done. Who is to say that the person 

copied is any more proficient than the copier? The 

clone is then at a point of double deficiency: first, 

a lack of his own creative input, and second, an 

inability to analyze what works. As the Chinese 
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Fig. 5.6 Curvilinear forms in architecture. 
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Fig. 5.7 Curvilinear forms in household objects. 
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Fig. 5.8 Various methods of support. 

Fig. 5.10 Lid acts as a buttress to hold form in place. 

Fig. 5.11 Spouted pitcher, painted pottery. 8th century B.C., 
Iran. Height, 12". Courtesy of the Asian Art Museum of San 

Francisco: The Avery Brundage Collection. 
Fig. 5.12 Olive oil jar, earthenware. Tunisia. Private collection. 

Fig. 5.13 How one finds the center of gravity. 

66 Form, Proportion, Relationships: The Measure of All Things. 



Fig. 5.14 The angle of the spout in relation to the handle and 
the center of gravity. 

philosopher Confucius is reputed to have said in 

the sixth century B.C.: 

The superior man knows what is right, 

The inferior man knows only what sells. 

Fig, 5.15 The optimum placement of spouts and handles. 

The more that one becomes aware of the many 

concerns relevant to the making of functional pot- 

tery, the more one will develop an intuition and 

deep understanding of how things relate. If we 

learn to ask “why?” before “how?”, we are well 

on the way to understanding the problems that we 

set for ourselves, and possibly becoming superior. 
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Pouring Forms: 
An Historical Collection 

Effigy bowl, vulture. Veracruz, Mexico. Cour- 
tesy of the Metropolitan Museum of Art: Mi- 
chael C. Rockefeller Memorial Collection; pur- 
chase, Nelson A. Rockefeller Gift, 1961 
(1978.412.81). 

Jug. 17th Century A.D., England. Height, 
22.5 cm. Courtesy of the Vancouver Museum: 
Department of Decorative & Applied Arts. 

Ewer with bird's head spout; earthenware, 
black decoration under a turquoise glaze. Ka- 
shan, 12th-13th century A.D., Islamic. Height, 
93". Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 
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Oinochoe (oil jug); unglazed earthenware. Pos- 
sibly Cypriotic, 750-550 B.c., Greek. Height, 
16.7 cm. Courtesy of the Brooklyn Museum. 

Beak-spouted bottle. Middle Bronze Age, 
2000-1500 B.c., Cyprus. Height, 36.7 cm. 
Courtesy of the Montreal Museum 
of Fine Arts. 

Jue, earthenware. Late Shang dynasty, 
13th-11th century B.c., China. Height, 43”. 

Courtesy of the Asian Art Museum of San 

Francisco: The Avery Brundage Collection. 

Ce. ye ” Left: Pitcher; salt-glazed stoneware. 18th-19th Al ‘ 7 salt-s AHN : century A.D., England. 
| Private collection. 

Opposite: Double-gourd shaped bottle; porce- 
lain, blue and white. 14th-15th Century, 
Annam. Height, 6". Courtesy of the Asian 
Museum of San Francisco: The Avery 
Brundage Collection. 

Spouted bowl. Shigaraki, contemporary, Japan. 
Collection of the author. 
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Ewer; green-glazed earthenware, lotus bud 
knob on lid. Liao dynasty, 907-1126 A.D., 
China. Height, 64". Courtesy of the Asian Art 
Museum of San Francisco: The Avery 
Brundage Collection. 

Ewer; porcellanous stoneware. Tang dynasty, 
8th century A.D., China. Height, 93". Courtesy 
of the Asian Art Museum of San Francisco: 
The Avery Brundage Collection. 

Opposite: Phoenix headed ewer; porcellanous 
stoneware. Probably 10th century A.D., Chi 
Height, 37.2 cm. Courtesy of the Brooklyn 
Museum: Frank L. Babbott and Ella C. 
Woodward Fund. 

Ewer; porcelain, celadon. Song dynasty, 
11th-12th century A.D., China. Height, 9". 

Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 

Ewer with lid; porcelain. Qingbai ware, Song 
dynasty, 12th—-13th century A.D., China. 
Height, 6". Courtesy of the Asian Art 
Museum of San Francisco: The Avery Brundage 
Collection. 

Chicken headed ewer; stoneware. Yue type 
ware, Six dynasties, 200-600 A.D., China. 
Height, 7". Courtesy of the Asian Art Museum 

of San Francisco: The Avery 
Brundage Collection. 
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Opposite, top: Teapot. Yixing ware, Qing dy- 
nasty (17th—18th century A.D., China. Height, 

2". Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 

Opposite, bottom: Narcissus teapot; stoneware. 
Yixing ware, Qing dynasty, 17th—-18th century 
A.D., China. Height, 22". Courtesy of 
the Asian Art Museum of San Francisco: 
The Avery Brundage Collection. 

Lusterware pitcher; earthenware. Staffordshire, 
early 19th century, England. Private collection. 

Ewer; stoneware. Koryo, 14th century A.D., 

Korea. Height, 104". Courtesy of the Asian Art 
Museum of San Francisco: The Avery 

Brundage Collection. 
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Ewer; porcelain with enamel decoration. Imari 

ware, Edo period, 1615-1868 A.D., Japan. 

Height, 14.7 cm. Courtesy of the Montreal 

Museum of Fine Arts: Miss Adeline 
Van Horn Bequest. 

Coffee pot and milk jug; porcelain. Capo dt 
Monte style, ca. 1840-1880 A.D., Italy. 

Height, 17.8 cm. Courtesy of the Art Gallery 
of Greater Victoria: Gift of Mrs. Rosita Tovell. 

Jug; soft paste porcelain. Worcester, ca. 1775, 

England. Height, 12.8 cm. Courtesy of the Art 
Gallery of Greater Victoria: Ann and Joseph 
Pearson Collection. 
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Sauce boat; soft paste porcelain. Worcester, ca. 
1770, England. Courtesy of the Art Gallery of 
Greater Victoria. 

Teapot with lid; soft paste porcelain. Worcester, 
ca. 1770-1780 A.D., England. Height, 17.5 

cm. Courtesy of the Art Gallery of Greater Vic- 
toria: Ann and Joseph Pearson Collection. 
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Jug; earthenware. Mycenean, 1400-1100 B.c., 
Greek. Height, 21.7 cm. Courtesy of the 
Montreal Museum of Fine Arts: gift of 
F. Cleveland Morgan. 

Bridge-spouted jug; earthenware. Minoan, 
2000-1800 B.c., Greek. Courtesy of the 
Brooklyn Museum: loaned by Mr. and 
Mrs. Thomas S. Brush. 
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Jar with spout; earthenware. Near East, ca. 
1000 B.c., Luristan. Height, 20.3 cm. Cour- 
tesy of the Montreal Museum of Fine Arts: gift 
of E. Rokhsar. 

Cylindrical wine jar. Qing dynasty, Kangxt pe- 
riod, 1662-1722 A.D., China. Height, 163”. 

Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 
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Melon-shaped teapot; stoneware. Yixing ware, 
Ming dynasty, 1609 A.D., China. Height, 23". 
Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 

Spouted jar; earthenware. Mesopotamia, 

1200-600 B.c., Luristan. Height, 19.3 cm. 

Courtesy of the Montreal Museum of Fine 
Arts: gift of E. Rokhsar. 



Spouted pitcher; earthenware. ca. 10th century 
B.c., Iran. Height, 62". Courtesy of the Asian 
Art Museum of San Francisco: The Avery 
Brundage Collection. 

Above: Spouted vessel; burnished grey earthen- 
ware. ca. 1200 B.C., Iran. Height, 17.5 cm. 

Courtesy, Museum of Fine Arts, Boston. 

© 

81 



Teapot; hard paste porcelain. Meissen, ca. 

1720, Germany. Courtesy of the George 

R. Gardiner Museum of Ceramic Art. 

82 

Pair of covered ewers; hard paste porcelain. 
Meissen, ca. 1730 A.D., Germany. Courtesy 

of the George R. Gardiner Museum of 
Ceramic Art. 

Teapot; tin glazed earthenware. London, early 

18th century A.D., England. Courtesy of the 
George R. Gardiner Museum of Ceramic Art. 



Spouted vessel in the form of a house; earthen- 
ware. Central Andes, Recuay, 100-300 A.D., 
Peru. Courtesy of the George R. Gardiner Mu- 
seum of Ceramic Art. 
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Pitcher with feline spout; burnished earthen- 

ware. Mixtec, 1200-1500 A.bD., Mexico. Cour- 

tesy of the George R. Gardiner Museum of 

Ceramic Art. 

Owl vessel; burnished earthenware. Chimu cul- 

ture, coastal Peru. The Fine Arts Museums of 

San Francisco: Gift of Herbert Fleishhacker. 

Painted whistle vessel; earthenware. Central 

Andes, Lambayeque, 900-1250 A.D., Peru. 
Courtesy of the George R. Gardiner Museum 
of Ceramic Art. 
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Proportion and Ratio 

Proportion is the power that brings out the smile 

on the face of things. 
—Le Corbusier 

The dictionary definitions of proportion and 

ratio are as follows: 
Proportion: A portion or part in relation to the 

whole. The relation between things or magnitudes, 

as to size, quantity, numbers, etc. The relationship 

between parts or things, especially harmonious, 

proper, or desirable relationship; balance or sym- 

metry. 

Ratio: The relation between two similar mag- 

nitudes, in respect of quantity, determined by the 

number of times the one contains the other. 

If one looks at an object from a long distance 

and one is unable to visually pick out the details 

of the object, the first thing that the eye and brain 

combine to do is to look at the ratio of height to 

width, and somehow relate these to previous ex- 

periences and ratios. As the brain does this shuf- 

fling act, it will ask itself what are the particular 

relationships that this object may have that can 

define what it is that the eyes are looking at. From 

previous experience the brain can tell whether the 

distant form is a house, car, person, sculpture, an- 

imal, or whatever else, by an unconscious process 

which recognizes ratios, proportions, or forms. We 

don’t have to think about these ratios; they have 

become intuitive. As we look at the world around 

us, we intuitively analyze ratios of one shape against 

another. This unconscious process occurs to us much 

more than we may realize. Concern with ratio and 

proportion has been a major preoccupation with 

philosophers, artists, architects, and mathemati- 

cians for at least two thousand years. 

A famous Greek philosopher-mathematician 

named Eudoxus is said to have carried a walking 

stick with him, which he asked friends to visually 

divide into two parts at whatever point they sensed 

to be the most pleasing. Much to his satisfaction, 

the great majority of people chose a point at or 

close to the same place on the stick. From this he 

deduced that most people are spontaneously drawn 

to the same ratios. 
This is a useful way of testing people’s feeling 

for ratios. Ask a number of people to divide a line 

so that a pleasing relationship exists between the 

two parts. Figure 6.1 shows the results of such a 

test. The divisions are all at or very near the same 

point. If one averaged a large number of these di- 

vided lines, one would get the result in Fig. 6.2. 

The division of the line into two unequal parts finds 

that the ratio of the whole length to the longer part 

is the same as the ratio of the longer part to the 

shorter part. Most people find this to be a partic- 

ularly happy division, where neither part is too 

large or too small. We can say that their relation- 

ship is harmonious. A division in the center would 

lack interest, and a division with one part very 
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Fig. 6.1 The results of the line test. 

Fig. 6.2 (Heavy bar at right) the average of the divided lines. 

short and the other very long would be unbal- 

anced. 

A similar test, also dating back to classical 

Greek times, can be applied to rectangular shapes. 

A series of different rectangles are arranged as per 

Fig. 6.3, with their ratios marked beneath, i.e., 1:1 

= a square, etc. People are then asked to choose 

the one which they feel is the most perfect shape, 

with the greatest harmony between the short and 

the long sides. With this test, an overwhelming 

number of people will pick one particular rectangle 

(G), or the immediate and very similar neighbors 

(F) or (H). If you compare the ratio of the short to 

the long sides of the rectangle, you will find it to 

be the same ratio as the two parts of our previously 

divided line. Unconsciously, it is also the ratio found 

between the top of a standing person’s head and 

their navel, and from the navel to the ground. The 

pleasing proportions of the divided line and rec- 

tangle became basic to the development of Greek 

architecture and pottery of the period 550 to 350 

BG: 

Fig. 6.3 The test for the most pleasing rectangle. 
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Fig. 6.4 The Most Favored or Golden Rectangle. To construct a 
Y rectangle, take a square (A, B, C, D) at a halfway between 

A and B. Mark the center of an arc whose radius touches at 
point C. The arc will cut an extension of line AB at point F. 
Raise a perpendicular from point F to meet an extension of line 
CD at E. The rectangle A, F, E, D has a ratio of short to long 
sides of 1:1-618. 

Another important mathematical feature which 

was developed for land surveying in Ancient Egypt, 

and possibly came from earlier cultures, was the 

use of a knotted cord to measure both length and 

surface. The cord had 12 equally spaced knots, 

probably a cubit apart. A cubit is the distance from 

the elbow to the end of the outstretched middle 

finger, more or less 18 to 20 inches. The cord is 

angled at the fourth and eighth knots, as in Fig. 

6.5, and forms a right-angled triangle. The right- 

angle triangle and knotted cord ideas were taken 

back to Greece by a philosopher, mathematician, 

and olive oil tycoon named Thales of Miletus. He 

operated along the coasts of Asia Minor between 

600 and 550 B.c., and in his travels came into con- 

tact with the old folklores of mathematics and as- 

tronomy. The Greeks at this period were a su- 
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Fig. 6.5 Knotted cord forming a right-angled triangle. 

premely logical group, and the knotted cord with 

its right-angled triangle became the focal point of 

an endlessly fascinating series of geometrical forms 

and relationships, explored and debated by such 

men as Pythagorus, Eudoxus, and later, Euclid. 

During this time, some of the world’s finest archi- 

tecture was built using simple geometry as a base. 

The science of arithmetic, with addition, subtrac- 

tion, division, and multiplication, was not devel- 

oped until some time later. 
Back to the line and rectangle. If you compare 

the two parts of the divided line, or the two sides 

of the most favored rectangle, you would find that 

the longer is approximately 1-618 times as long as 

the shorter. In other words, the ratio between them 

is 1:1-618. About the year 300 B.c., Euclid, the father 

of modern geometry, first noticed many interesting 

qualities about the number 1-618. Since then, it has 

always been considered to be an important num- 

ber, and mathematicians have given it the name 

g, pronounced fie. The Artists of the Renaissance 

called it the Divine Proportion. Not only did the 

Greeks use the J proportion rectangle or Golden 

Rectangle for their architecture, but they also used 

the Pentagon, which contains a number of # rela- 

tionships, as a holy symbol. This fascinating num- 

ber which is also known as the Golden Mean, Golden 

Section, Golden Ratio, Golden Number, or Golden 

Rule, is also a significant factor in the living world. 

We find that natural organisms, including the hu- 

man body, contain an astounding number of # re- 

Fig. 6.6 Geometric shapes containing Golden Mean relation- 

ships. The pentagon, or five-sided figure, a Greek holy symbol, 

and the pentacle or five-pointed star—a symbol used in magic. 

All relationships can be expressed by @. It is easy to see why the 

Greeks thought the pentagon a perfect shape. 

lationships. In preferring proportions based on g 

we are therefore following natural laws. It is these 

natural laws which create intuitive preference for 

pleasing forms and relationships. 

Architects, artists, musical composers, and 

craftsmen have always sought to establish pleasing 

relationships in their works, some of which can be 

expressed by ratios. Plans and drawings of the ar- 

chitecture of the past show how preoccupied ar- 

chitects have always been with the problem of ra- 

tio, not only of the overall shape of a building, but 

also of the smaller shapes within it. They consid- 

ered the ratios of doors and windows, and related 

them to the ratios of the outside walls. They also 

calculated the height, length, and width of each 

room in relation to one other. A building was a 

complicated system of ratios. In order to make it 

possible to arrive at a pleasing set of proportions, 

they often related their measurements to g. In many 

cases they found 9 by instinct, as many people do 

in the line and rectangle tests mentioned earlier. 

In other cases all the relationships were worked 
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Fig. 6.7 The width of the widest part is equal to one-third the 
height. The top and base are two-thirds the width of the 
shoulder. Lekythos, Greece. Height, 28 cm. Courtesy of the 
Montreal Museum of Fine Arts: Gift of Miss Mabel Molson. 

out mathematically. In this way they created struc- 

tures whose ratios were related to each other and, 

through §, to the living world. 
As stated earlier, mathematics and living things 

are closely related, and numbers related to living 

things have often been thought to have magic pow- 

ers. The number 1-618 or J is one of those numbers. 

Another series of numbers which has a close con- 

Fig. 6.8 The width of the top is equal to the height of the neck. 
The width beneath the lip is equal to the width of the foot. The 
width of the form where the foot joins is half the width of the 
widest part. The widest part is approximately half of the height. 
Vase, porcellaneous stoneware, China. Courtesy of the Montreal 
Museum of Fine Arts. 

nection to. G 1ssthiss 1 12973 755.85 16 7214 5b, 

89, 144, etc. This series is called the summation se- 

ries, since each succeeding number is the sum of 

the two which precede it. It is also known as the 

Fibonacci series, after Leonardo (Fibonacci) da Pisa 

(1170-1250 A.D.), the mathematician who first used 

it. There are a number of interesting things about 

this series. If you examine the ratios between any 

number in the series and the preceding one, 34 and 

21 for example, and work out their ratio by dividing 

the higher number by the lower, 34 + 21 = 1-619. 

If one repeats this with higher numbers in the se- 

ries, 144 + 89 = 1-6179. You will notice that the 

higher you go in the summation series, the closer 

the ratio will be to the Golden Mean of J. Mathe- 
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maticians know that however high you go in the 

series, J is never reached exactly, but is remarkably 

close and consistent. The summation series is not 

just an interesting series of numbers. As with g, 

these numbers are closely related to nature, and 

are found in an uncanny and infinite number of 

places. 

If one looks at plants such as daisies, chry- 

santhemums, pyrethrums, sunflowers, and fir 

cones, it quickly becomes obvious that there are 

spiral patterns. In fact there are two sets of spirals, 

one in one direction and one in the other. The 

number of petals, sepals, or seeds differ from one 

spiral to the other, but almost always relate to the 

adjacent numbers of the Fibonacci series. In a pyr- 

ethrum you will usually find 21 right-hand spirals, 

and 34 left-hand spirals. In sunflowers, different 

varieties will have combinations of 34 and 55 spi- 

rals, 55 and 89 spirals, or even 89 and 144. A fir 

cone has sets of 5 and 8, a daisy 13 and 21, anda 

small flower like a ranunculus or buttercup has 2 

spirals in one direction and 3 in the other. 

All these numbers are part of the summation 

series, which, as explained earlier, is closely con- 

nected to the Golden Ratio J. We can see that many 

of the relationships that we could previously only 

sense, can in fact be expressed and measured in 

mathematical terms. Nature is a logical system, and 

only a study of mathematics will reveal certain of 

its secrets. 

The Golden Mean is not the only proportion- 

ate system used by man, of course. There are var- 

ious others, the most recently developed one being 

the Modular System of Swiss architect Le Corbu- 

sier. This is a system of ratios designed for the 

practice of architecture. However, all systems have 

some similarity to either the Golden Mean or the 

Fibonacci series. Perhaps the most obvious of these 

systems is that used in the traditional architecture 

of Japan, where the controlling module for the size 

of rooms, and ultimately the size of buildings, is 

the tatami or floor mat. The tatami is considered as 

the space needed for a person to live in—making 

man the module. A tatami is a mat made of rice 

straw, always measuring 3 shaku by 6 shaku. A 

shaku is approximately 12 inches. As you will no- 

tice, the mat has a ratio of 1:2, found early in the 

summation series. The size of the mat controls the 

room size, and consequently one finds rooms sized 

as 3 mat, 4 mat, 43 mat, 6 mat, and so on. Figure 

6.10 shows how these mats would be placed. This 

controlling module has the effect of giving the rooms 

and buildings great harmony, similar to the har- 

mony seen and felt in the great buildings of Clas- 

sical Greece, such as the Parthenon and Erechtheon 

in Athens. Greek architecture is an attempt to cre- 

ate an image that, like Greek poetry, music, or 

ceramics, expresses the idea that proportion is one 

of the highest values of human life. 

In the pottery of both ancient Greece and Ja- 

pan, although outwardly the absolute antithesis of 

each other, we can find strong mathematical rela- 

tionships. To a large extent, the pottery associated 

with ancient Athens, generally called Attic pottery, 

was conceived and made according to preordained 

mathematical proportions and ratios. These were 

the same ratios that controlled the architecture and 

were based on the Golden Mean. The harmony 

between the building and the objects used in the 

building must have been quite delightful since they 

related to each other, and also to the users, as they 

were derived from mathematical principles based 

on the form of man. The elegance and sophisti- 

cation of aristocratic Greek life was also related to 

both the drawings on the pottery, and the frescoes 

and relief sculpture that adorned the palaces. 

In Japan, unlike Greece, any mathematical re- 

lationship between pots and architecture is much 

more complex to discover. However, it is there, 

and is a subject which could do with a good deal 

of research. 

To really understand these relationships it is 

necessary to understand much of the background 

of Japanese aesthetics, particularly coming from the 

religions of Zen Buddhism and Shintoism. These 

are the two main faiths of Japan. They both relate 

closely to natural laws, and most people relate to 

both faiths, and through them to a love and deep 

intuitive appreciation of nature. Shintoism looks 

after birth and life, while Zen looks after death and 

afterlife. Zen is a derivation from Chinese Budd- 

hism, brought to Japan in the eighth or ninth cen- 

tury A.D. Gardens, flowers and rocks were part of 

the meditative aspects of Chinese Buddhism. With 
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Fig. 6.9 Relationships between the Golden Rectangle, logarith- 

mic spiral, chambered nautilus, and ammonites. 
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Fig. 6.10 Placement of tatami mats in traditional Japanese 

architecture. 

Fig. 6.11 Classical forms in Greek architecture and pottery. 



the growth of Zen Buddhism, particularly in the 

fourteenth to sixteenth centuries, garden making 

developed as a powerful art form. Although it ap- 

pears to be quite natural, the Japanese temple or 

shrine garden is actually a heavily manicured and 

mathematically organized space. The placement of 

rocks is part of a geometric outline, usually equi- 

lateral or right-angle triangles. They are generally 

placed in groupings of three or five. Both shapes 

and numbers should be quite familiar. The overall 

effect is one of peace and harmony. 

This harmony is further noted in the devel- 

opment of the teahouse and tea ceremony, cha-no- 

yu. The Japanese tea ceremony is the ritual cele- 

bration of the simple joys of life. This ritual evolved 

from the traditions of Zen Buddhism, which teaches 

the value of limits by the discovery of “greatness 

in little things’” (Okakura, The Book of Tea). It is a 

meditative process, bound up with natural law, 

that recognizes and worships the imperfect, pur- 

posely leaving something unfinished for the play 

of the imagination to complete. Teahouses are usu- 

ally set in gardens, often with wall openings or 

windows which give a tantalizing partial view of 

the garden. The relationship of inside and outside 

is very important here. Bringing the outside in 

brought about the Japanese styles of floral arrange- 

ment. Originating as altar offerings in the temples, 

floral art contained many symbolic meanings in 

various geometrical relationships. The flower con- 

tainers probably had a mathematical relationship 

to the space in which they were used, as did the 

utensils of the ceremony, creating an extraordinary 

harmony within the small space of the teahouse. 

The teabowl had a special relationship with both 

the space and the user. The teahouse combination 

of objects of beauty and natural simplicity, in a 

space of harmonic relationships, with the peace 

and serenity of a meditative process, must have 

given the Samurai warriors of the Feudal Lords a 

sense of total tranquility and thusness before battle. 

It does much the same for businessmen today, and 

there is still the same reverence for beautiful objects 

being used in this way. 
The Tatami mat module has a relationship of 

1:2. This is the same ratio as the standard 8’ x 4’ 

sheet of wallboard, plasterboard, or plywood that 

are in use today as the basic forms of interior wall 

Fig. 6.12 Flower vase, stoneware. Edo period, 1615-1868 A.D., 

Japan. Height, 25.1 cm. Courtesy of the Art Gallery of Greater 
Victoria: Fred and Isabel Pollard Collection. 

covering. To some extent, this is the module which 

has standardized much of the world’s contempo- 

rary domestic architecture. Standard ceilings are 8’ 

high, for example. For economic use, both of the 

material and the time used in cutting and fitting, 
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Fig. 6.13 Bowl, stoneware. 18th century, Japan. Height, 18.5 

cm. Courtesy of the Art Gallery of Greater Victoria: Gift of 

Mrs. T. C. Davis. 

rooms and buildings are often designed with this 

module in mind. In theory we should have much 

better-looking house architecture that we actually 

do, since the module has a harmonic relationship. 

It would be an interesting exercise to make 

pots which were designed to fit into contemporary 

architecture, using pleasing proportional systems, 

as the Greeks and Japanese did. Most urban living 

environments are a clutter of unrelated forms, since 

they are a combination of what is available for a 

given purpose, but with little continuity. They have 

little or none of the serenity that seems necessary 

to and compatible with a busy life away from the 

home, be it fighting battles or doing business. If 

the relationship between objects and environment 

could be made more harmonious, it might well 

have a very beneficial effect on the psyche of the 

people who use them. This is not necessarily an 

impossible limitation on aesthetic choice. In music 

the composer has only a limited scale of notes of 

predetermined value, but the possible configura- 

tions within these limits is almost infinite. 

So what do all these proportionate systems 

have to do with making functional pottery? One 
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can look at this in three ways. First, the object itself. 

All three-dimensional forms have a relationship of 

height to depth to width, even in the simplest thrown 

cylinder. As soon as one alters the form by any 

articulation or movement, one alters the basic pro- 

portions, and thus the relationship between one 

part and another. When one adds spouts, lids, han- 

dles, and feet, the relationship becomes more and 

more complex, and the proportion between the parts 

of the object, in conjunction with the basic form, 

becomes the power that makes that object pleasing 

or otherwise. Secondly, we must be aware of the 

proportion of the object, in relation to its function. 

Some objects need to be big and some need to be 

small. Thirdly, one can look at the object in relation 

to other objects, as well as to the space in which 

it will serve its function. 

Figures 6.12 through 6.16 show forms where 

a particular proportion has been developed both 

for visual and functional-ends. The considerations 

of proportion in conjunction with the physical feel 

when holding the form can add immeasurably to 

the qualities that any object may have. 

To suggest conformity to any particular pat- 

tern of ratio and proportion would seem to suggest 

sameness; it does not. By having an awareness of 

proportion, and its relationship to the work that 

we do, and to the environments that will house 

our works, we can and do enhance the quality of 

the surroundings and, by extension, the quality of 

life. Although a pot with a good form and pro- 

Fig. 6.14 Serving plate, stoneware. 18th-19th century, Japan. 
Height, 11 cm. Courtesy of the Art Gallery of Greater Victoria: 
Fred and Isabel Pollard Collection. 

Fig. 6.15 Stem bowl, stoneware. ca. 1810, Japan. Height, 14.5 
cm. Courtesy of the Art Gallery of Greater Victoria: Fred and 
Isabel Pollard Collection. 

portion isn’t necessarily more efficient than a bad 

one, it is certainly infinitely more pleasant to live 

with. 

As Sir Herbert Read stated in his book, The 

Origins of Form in Art: 

What I am searching for, in conclusion, 1s some 

formula that would combine individual initiative 

with universal values, and that combination 

would give us a truly organic form. Form, which 

we discover in nature by analysis, ts obstinately 

mathematical in its manifestations—which ts to 

say that creation in art requires thought and de- 

liberation. But this is not to say that form can be 

reduced to a formula. In every work of art it 

must be recreated, but that too is true of every 
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work of nature. Art differs from nature not in its 

organic form, but in its human origins: in the 

fact that it is not God or a machine that makes a 

work of art, but an individual with his instincts 

and intuitions, with his sensibility and his mind, 

Fig. 6.16 Analysis of functional objects made by the author. 
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searching relentlessly for the perfection that ts 

neither in mind nor in nature, but in the un- 

known. I do not mean this in an other-worldly 

sense, only that the form of the flower is un- 

known to the seed. 
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Functional pottery is made for people to use and 

many potters feel that the pot isn’t complete until 

it is physically used for its job. If it is to do its job 

totally, it should be efficient, easy to use, com- 

fortable in the hands, and give pleasure to the user 

at the same time. One should consider how it is to 

be used and what parts of the human anatomy will 

be in contact with it for optimum satisfaction on 

all counts. Judging by a large volume of pottery 

that one finds in the marketplace, a great number 

of potters and pottery manufacturers seldom con- 

sider the anatomy of the user when making their 

wares. 
Figures 7.1 through 7.3 show X-rays and pho- 

tographs of the human head and hands. These are 

the parts of the body that generally come into con- 

tact with utilitarian pottery. Showing photographs 

of how objects may relate to the human frame isn’t 

nearly as good as testing it on oneself, to find what 

may or may not be comfortable in use. Just how 

does a cup, mug, or goblet rim feel between the 

lips? How does a handle feel? How many fingers 

fit comfortably between the handle and the body 

of the object? How many fingers are needed to 

comfortably lift the object without any undue strain? 

Would the handle be better if it were curved in 

another way? 

Pots and Anatomy 

MOUTHS, LIPS, AND NOSES 

Most forms of eating and drinking vessels come in 

touch with the mouth and lips. The lips are fleshy 

muscular tissue covered with a highly sensitive thin 

skin. They are particularly sensitive to objects being 

placed between them. The surface quality, thick- 

ness, curvature and width of the object are all sensed 

very quickly, and an instant reaction of pleasure 

or displeasure is sent to the brain. Ultimately the 

interpretation of this message might mean the dif- 

ference between a piece that is enjoyed or one that 

is avoided. 
The shapes and sizes of mouths are infinitely 

variable, but basically consist of two lips, the upper 

one of which generally protrudes slightly more than 

the lower. The distance from the bottom of the 

upper lip to the bridge of the nose averages 3” to 

33”. In between, of course, comes the nose. The 

sizes and shapes of noses also vary infinitely. If 

one is to make comfortable drinking vessels, this 

distance is an important consideration. If the open- 

ing of the vessel is more or less than 3” to 33”, it 

will probably feel awkward in use. If it is larger 

than this dimension, the rim will probably force 

the mouth into an uncomfortably wide shape, caus- 

ing it to dribble. At the same time, it will probably 
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touch the lower part of the forehead when the ob- 

ject is tilted to its fullest point for drinking. If the 

vessel is less than the above dimension, it may feel 

awkward to both the lips and nose at the same 

time. 

FINGERS, HANDS, WRISTS, 

ELBOWS, AND SHOULDERS 

The joints of the arms are pivot points, which come 

into action whenever an object is lifted or tilted. 

The shoulder and elbow basically work like ball 

and socket joints, with only a limited amount of 

flexibility. The wrist is like a universal joint and 

can go in a variety of directions. The knuckles are 

like small ball and socket joints, limited in move- 

ment by the web of skin between the fingers. The 

finger joints are like small hinges. The combination 

of differently engineered joints gives the arm a 

Fig. 7.1 Anatomy of the hand. wonderfully complex range of possible move- 

ments. 
If everybody conformed to a set pattern, and 

the width and length of fingers were constant, it 

would be easy to design objects which served the 

needs of all. It would also be very boring! Part of 

Fig. 7.2 Finger/mug fit. 
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the great challenge of making pottery for use is to 

make things which can satisfy either the individual, 

or the masses. 

The way that hands are used in the lifting and 

holding of objects varies from person to person, 

depending on the length and thickness of the fin- 

gers, the strength of both fingers and wrist and, 

to some extent, the cultural background of the user. 

The finger is made of three parts, with two joints 

within its length from the knuckle. The thumb has 

two parts, and one joint within its length. When 

the fingers or thumb are bent, the muscles on the 

inner part of the finger are compressed to half, or 

less, of their normal length. In many fine-quality, 

generally industrially produced cups, the handle 

is made in such a way as to make it impossible to 

get a finger through, necessitating a pinching ac- 

tion between the forefinger and thumb, with the 

middle finger supporting beneath. Most potters 

usually make handles where at least one finger 

goes through the aperture between handle and pot. 

The thickness of the thickest part of an average 

forefinger is approximately 1 inch. For a cup or mug 

to contain hot liquid, and not burn the finger hold- 

ing the handle, the space between the finger and 

the body of the pot need be no more than 4", or a 

total space of 13” from the inside of the handle to 

the body of the vessel. Although this might change 

slightly depending on the shape of the object, it 

won't change much. An excessively large handle 

is likely to feel awkward in use, as there will prob- 

ably be too much lateral movement to feel totally 

secure. The forefinger is used most often for pick- 

ing up and holding cups and mugs. Since the finger 

is in a crooked or bent state, a handle that is ex- 

cessively wide or thick will also feel awkward. 

For objects larger than drinking vessels, the 

placement and spacing of handles is equally cru- 

cial, since it also concerns leverage (see Forms and 

Forces). The human wrist is one of the more fragile 

parts of our anatomy, being made up of a number 

of interlocking, moveable bones. The angles that it 

has to operate at, and the weights it has to carry 

or move, make it quite vulnerable in use, and com- 

paratively easy to damage. Pots, becoming exces- 

sively heavy with their contents, should be care- 

fully balanced so that they can be made as easy as 

possible to pick up or to pour from. A liter of water 

Fig. 7.3 For comfortable drinking, the width of the mouth of a 
drinking vessel should be no more than the distance from the 
lips to the bridge of the nose. 

weighs 2 pounds, 2 ounces, or 1000 grams. An 

average pitcher with enough capacity to contain a 

liter of water will itself weigh about the same as 

the liquid. The total combined weight of pitcher 

and water will therefore be a minimum of 4 pounds, 

4 ounces, or 2000 grams. If the handle of the pitcher 

juts out at an excessive distance from the center of 

gravity, the apparent weight will be considerably 

more than the actual weight, as discussed in the 

leverage test, page 63. This could cause a severe 

strain to the wrist, and be very uncomfortable in 

use. 
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Fig. 7.4 Varying hand positions in holding a goblet. The form is 
designed with comfortable variations in mind. 

Elbows and shoulders act as pivot points, 

raising and lowering the wrist to a point where it 

can most efficiently do the job required. In the lift- 

ing of some heavy weights, both arms, as well as 

the pectoral and stomach muscles, may come into 

use. This is often the case when lifting a large fam- 

ily casserole from a hot oven. The more easily the 

user can grip the object, the less strain is put on 

the individual parts of the anatomy. It is particu- 

larly important with hot kitchen utensils, since, in 

addition to the heat and weight factors, there is 

also a likelihood of the pot being somewhat greasy 

and slippery. 

EARS 

One might not think of the ears as having much 

of a role in the function of pottery. However, sound 

is quite important to many people. We can all re- 

member the sound of a teacher screeching chalk or 

fingernails down a chalkboard to get our attention. 

It is asound which, even in memory, sends shivers 

down the spine. There are many sounds which can 

do this, and some of them are found in pottery. 

The type and surface of glazes or clay bodies 

that might be selected for use may bring about 

abrasive sounds. Some pots have pleasant ringing 

sounds and some have dull thuds. The oriental 

user of a pot often flicks it before use to hear its 

voice. Sometimes it sings, sometimes it whispers, 

and sometimes it moans. When one cuts food on 

some surfaces there is often an unpleasant sound, 

and the same is true of some unglazed surfaces in 

contact with each other. 

All of these things may seem excessively fas- 

tidious, but they are questions which concern a 

great number of pottery buyers and users to some 

extent. Any concern that a buyer may have is likely 

to be a legitimate one, and listening to these con- 

cerns might just help us to make better pots. 

1 Are the top rims and the edges of the 

handles sharp to the touch for either lips or 

fingers? 

2 Is the curvature at the top of a drinking 

vessel suitable for drinking from? Does it 

curve in, or out, or is it straight up? 

3 Is the shape of the object suitable to be held 

or drunk from? 
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4 Does the handle have sufficient room for 

fingers? 

5 Does the handle fit the hand, or do the 

fingers have to conform to the handle? 

6 Is it balanced? 

7 Does the shape of the pot need handles to 

fulfill its intended use? 

8 Does the sound or texture of the surface 

aggravate the user? 

9 Does the object as designed get too hot to 

hold? 

10 Could it work better and be more 

comfortable to use than it is? 
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Lidded Forms: : 

An Historical Collection 

Honey jar with lid; stoneware. Yi dynasty, 

19th century A.D., Korea. Height, 8%". Cour- 

tesy of the Brooklyn Museum: lent by 
Robert T. Anderson. 
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Pyxis (cosmetic box). Attic, 465-460 B.c., 
Greece. Courtesy of the Metropolitan Museum 
of Art: Rogers Fund, 1907 (07.286.36). 

Hes vase with cover; Faience. 2500 B.c., Tomb 
of Tutankhamen, Egypt. Height, 20.5 cm. 
Courtesy of the Brooklyn Museum: Charles 
Edwin Wilbour Fund. 
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Ribbed jar with cover; porcelain with ch’ing pai 
glaze. Qing dynasty, Yongzheng period, 
1723-1785 A.D., China. Height, 6%". Courtesy 

of the Asian Art Museum of San Francisco: 
The Avery Brundage Collection. 

Firsts — 

Ribbed covered jar; porcelain, celadon glazed. 
Longquan, 14th century A.D., China. Height, 
8.2 cm. Private collection. 

Deep bowl with cover; porcellanous stoneware. 
14th century A.D., Vietnam. Height, 14 cm. 
Private collection. 

Lidded jar with lotus knob; earthenware with 

blue lead glaze. Tang dynasty, 8th century 

A.D., China. Height, 25.9 cm. Courtesy of the 

Montreal Museum of Fine Arts: gift of 

F. Cleveland Morgan. 
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Covered urn with miniature stupa knob; stone- 

ware. Great Silla dynasty, 8th-9th century 
A.D., Korea. Height, 10". Courtesy of the 
Asian Art Museum of San Francisco: The 
Avery Brundage Collection. 
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Vase with four looped handles; porcelain inlaid, 

with celadon glaze over. Koryo dynasty, 
12th-13th century A.D., Korea. Height, 8". 
Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 

Large, deep bowl with cover. Ming dynasty, 
16th-17th century A.D., China. Height, 20 

cm. Private collection. 

Ewer with knob in the form of a peony or lotus; 
stoneware. Koryo dynasty, 918-1392 A.D., Ko- 
rea. Height, 17.6 cm. Courtesy of the Brooklyn 
Museum: gift of Mrs. Darwin R. James III. 

Opposite: Altar jar; porcelain. Song dynasty, 
ca. 11th century A.D., China. Height, 93" 
Courtesy of the Asian Art Museum of 
San Francisco. 
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Tripod vessel with cover; knob decorated with a 
head wearing an elaborate headdress. Mayan, 
400-600 A.D., probably Quatemala. Height, 
24.5 cm. Courtesy of the Brooklyn Museum: 

The Francis Pratt Fund. 
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Roots, Growth, Rhythm, and Balance’ 

ROOTS 

Roots are the part of a plant that lie unseen, holding 

it in position, drawing nourishment from the soil, 

and storing it. Roots are also ancestors, those who 

have gone before. For most potters both of these 

meanings have great validity. As artists and crafts- 

men, we have all grown from somewhere, and the 

combined experiences that have emotionally moved 

us in some way become part of the structural net- 

work that supports, nourishes, and makes us do 

the things we do. 
In the last few essays, I have tried to put to- 

gether some of the aspects which have concerned 

many cultures about the making of pottery, art, 

and architecture. In Part One, I outlined some of 

the growth and development that has occurred in 

worldwide pottery since it was first developed. Now 

comes the delicate task of trying to draw together 

from this mass of possible visual stimulus the way 

that one finds one’s own direction in this incredibly 

complex discipline. 

One of the first things to realize is that making 

pottery is a rigorous discipline, demanding con- 

stant and continuous effort to grow and develop. 

There are few short cuts. Development goes on 

through life, sometimes in major strides, some- 

times with almost imperceptible movement. It is 

probably the most frustrating of the art disciplines, 

being an amalgam of art and science, sculpture and 

painting, and form and surface. To survive as a 

potter, one needs to be an artist, craftsman, busi- 

nessperson, carpenter, laborer, chemist, techni- 

cian, pyromaniac, fireman, artisan and innovator— 

in all, a thoroughly practical person. Pottery mak- 

ing is a discipline that, once one is thoroughly 

hooked on, is like an addiction and almost impos- 

sible to separate from. At the same time, it can be 

seductive, sensuous, and so hedonistically satis- 

fying as to occasionally make one feel pangs of 

guilt. The joy of making useful objects that please 

the senses out of seemingly formless and inert clay 

is hard to adequately describe. Those who do it 

well are seldom financially successful in the way 

that “success” is usually measured in a money- 

oriented society. But looking at the overall quality 

of life, they are rich beyond measure. However one 

evaluates success, there is really nothing that I have 

found in life that gives me as much satisfaction as 

the practice of being a potter. Most potters that I 

know from various countries around the world 

wouldn’t voluntarily change their vocation for any- 

thing else. 

Relatively ““new’”’ countries, such as Canada, 

Australia, South Africa, New Zealand and the United 

States, have few long-term indigenous pottery tra- 

ditions beyond a small number of aboriginal ones. 

The societal makeup of these countries is an amal- 

gamation of different cultural and ethnic groups 

from many parts of the world. During the pioneer- 
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Fig. 8.1 Unity. 

ing period, little time was available for the niceties 

of life, such as the arts. Life itself was a process of 

survival, and in this process the arts took a place 

of little immediate importance. The net result of 

many generations with a very limited experience 

of the arts tends to be cultural starvation, and a 

resultant quest for individual identity. How differ- 

ent this is from many countries of the Orient, Eu- 

rope, the Middle East and Islam, where ongoing 

ceramic traditions have developed over hundreds, 

if not thousands, of years. It is like a huge tap root 

of steady growth and intermittent flowering. 

The contemporary potter in “new” countries 

often feels rootless and at a loss for a source of 

meaningful inspiration and personal growth. We 

are bombarded with visual stimuli through books, 

magazines, television, and so on, to the point that 

excessive confusion of the senses tends to obliterate 

clear vision of the directions we should take. The 

net result of this bombardment is often immersion 

into alien or exotic cultures for sources of stimu- 

lation, as an alternative to the natural growth com- 

ing from things of the potter’s immediate environ- 

ment, experience, and local needs, which it always 

did in the past. In some ways this rootlessness is 

healthy, forcing the potter to evaluate the self, and 

to make decisions based on his or her own indi- 

vidual aesthetic, while developing it at the same 

time. This is particularly the case with people hav- 

ing a strong individual identity. For others, root- 

lessness may lead to a dependence on eclecticism, 

picking little bits from various places and sand- 

wiching them together with little knowledge of or 

consideration for their origins or their relevance. 

GROWTH 

The development of a personal statement in any 

form of pottery making usually comes with a long 

and thorough immersion in the mechanics of the 

craft, and a tightly selective view of those stimuli 

that spiritually move one. Thorough discipline gives 

the skills needed to enable freedom of expression, 

so that one is not bound up with the “how-to,” 

and can concern oneself with the ‘“why-to.” It is 

like the musician who practices endless scales and 

arpeggios, without which he cannot make music. 

If we are to ““make music” in our clay works, an 

understanding of form, functions, details, and vari- 

ations is our equivalent of the musician’s scales and 

arpeggios. Without them, our compositions are 

amorphous and limp. 

Discipline can be its own form of stimulus, 

through the gradual control that is gained from 

experience. [t encourages a natural security, much 

as a child progresses from lying to walking, through 

a series of known and expected learning processes. 

For the potter, it is not until the equivalent of the 

child’s running stage that one begins to feel the 

confidence that one is not going to fall over, and 

make a fool of oneself. As with a child running, 

the concern usually tends to be not with the like- 

lihood of taking a fall, but with getting somewhere 

fast. It usually takes a child two-and-a-half to three 

years of constant daily effort, through every wak- 

ing moment, to become confident enough to run. 

If the child wants to become an athlete, or a dancer, 

it takes many more years of rigorous training and 

practice to reach a peak. There are parallels here, 

since the time and effort needed to reach any peak 

as an artist is much the same as the period from 

infancy to athlete—approximately fifteen years. 

There are a few precocious developers, but not 

many. For most it is a hard slog to get to the point 

of being able to dance. 

Roots, Growth, Rhythm, and Balance 109 



Part of the path to understanding oneself, and 

to developing a strong personal root structure, lies 

in learning how to discern and use visual stimuli. 

This can come from any source: natural forms, 

mathematics, architecture, periods in history, tin 

cans, engineering, or anything else. The important 

thing is that the stimulus sparks the imagination 

in such a way as to open new doors to making 

objects. One can call it inspiration or whatever one 

wishes, but it boils down to the same equation: 

stimulus and response. Without stimulus of some 

kind, the work is likely to be either stagnant or 

plagiaristic. 

Many potters who have developed particu- 

larly strong visions of design or new concepts in 

work, suffer through the slavish plagiarism which 

seems rampant in potting circles. What usually 

happens is this: A potter studies and works for 

years to develop something which is his or her own 

personal statement. No matter what the original 

stimulus, the response is to develop a personal 

idiom based on an individual search. The new vi- 

sion is most likely an amalgamation of various stim- 

uli which fuse together in the maker's brain and, 

through a period of considerable gestation, emerges 

in its new metamorphosed state. This new state 

will probably have taken that maker months if not 

years to arrive at. Much of this growth and devel- 

opment occurs unconsciously, but the final state- 

ment is a very personal digestion of whatever stim- 

uli has affected him. Through exposure in books, 

magazines, and often in workshops and demon- 

strations, the potter's work becomes widely known, 

and often the source of stimulus for others. If the 

original work has a strong personal style, this can 

unfortunately lead to many feeble and insipid cop- 

ies. The copiers understand neither the full growth 

of the original, nor the potter’s digestion of the 

stimulus that is the basis of his work. 

Copying the styles of well-known claywork- 

ers brings about a sort of ceramic kleptomania, which 

inevitably leads to debasement. If one is influenced 

or inspired by any contemporary artist, to the point 

of wishing to emulate that person’s work, it is best 

to find out what the stimulus was that gave that 

person his or her new vision. If one looks back to 

the source material, whatever it may be, one is less 

likely to become a clone and to develop ina parallel 

yet different way. No person is the same as an- 

other, yet there is a vast sameness about much of 

the pottery being produced today. If one is cog- 

nizant of the work being done around the world, 

it becomes obvious that there are few originals but 

many clones. 

Not only is the work of well-known individ- 

uals copied, but also well-known styles from other 

countries and cultures. Throughout the western 

and southern hemispheres, for about fifty years, 

there has been a heavy concentration of Orien- 

talia—slavish imitation of the work done in various 

cultures of Asian countries. More often than not, 

the perpetrators of these imitations are aware of 

neither the qualities of the objects that they imitate, 

nor of the cultural significance behind them. Real 

oriental pots can be wonderful and valuable, but 

the copies, most often, are insipid and valueless. 

How out-of-place are the quasi-oriental country 

pottery objects produced by caucasian urban-living 

clayworkers. The originals relate to their environ- 

ment, have strength, power, and an inner beauty: 

the copies are merely a pastiche with little or no 

meaning. 

The contemporary studio potter who delves 

into his own inner feelings to find out what it is 

that excites his visual imagination will likely produce 

work which has honesty and integrity. True style 

cannot be forced. It is the result of an intense 

searching and personal analysis, much of which 

will probably be intuitive. When fully developed it 

will have harmony, rhythm, and balance. 

RHYTHM 

All organisms have rhythm, whether it be the cycle 

of birth to death, or any movements and heartbeats 

along the way. Once a potter’s root structure is 

established, he or she goes through a series of growth 

and flowering cycles, which are themselves influ- 

enced or controlled by other rhythms. These are 

cycles of nature, life itself, personal biological 

rhythms, and rhythms of work, from preparing 

clay, shaping it, firing, glazing, decorating, glaze 

firing, to the eventual selling. Each has a rhythm 

and cycle of its own. 

Part of being a potter lies in balancing the 

purely practical with the purely aesthetic. Our con- 
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cerns on one hand are form, function, technique, 

and economic survival. These are constants. On 

the other hand, surface, color, vision, and intent 

are variables. Many of these aspects flow from the 

rhythm of various phases of the work, each of which 

plays an important role. It would be good if we 

could ignore some of the cycles, such as the eco- 

nomic ebb and flow, but it too has its effect on 

what we do, and how and why we do it. The de- 

gree to which any potter subjugates himself to that 

particular rhythm is an individual concern. Many 

concern themselves heavily with the financial as- 

pects of making, usually to the detriment of the 

work itself. To work to the extent of one’s capability 

and at the same time grow and flourish, one has 

to adapt one’s own rhythm in order to strike one’s 

own balance. 

BALANCE 

Balance is the point of equilibrium where stimulus, 

analysis, and concern is matched by skill, imagi- 

nation, and understanding. It is the Yin and Yang 

principle applied to clay works, and perhaps can 

best be summed up with a series of antonyms: 

freedom or limitation 

continuity or change 

design or accident 

subjectivity or objectivity 

tradition or innovation 

conservative or radical 

prudence or abandonment 

harmony or discord 

With an art form as old as pottery making, 

nothing much is new, and most of what is done is 

a variation on a theme from another time and place. 

The contemporary studio potter has more liberty 

in pursuing new directions than any potter of the 

past. He can be as expressive and expansive as he 

likes. He can make objects of beauty or ugliness, 

of whimsy or classicism, of coarseness or refine- 

ment. The confines in which he has to work are 

often more economic than artistic. With today’s 

eclectic society, almost anything goes in the form 

of art and craft works. What makes something 

beautiful or good is continually questioned but rarely 

answered. 

For most studio potters, a balance also vac- 

illates between life and work, to the point that they 

become totally integrated with each other. It is dif- 

ferent for each person. The striking of some kind 

of balance is crucial to the stability and growth of 

the individual, as it forms the foundation that al- 

lows for personal exploration in whichever direc- 

tion seems valid to that person. Balance, more than © 

anything else, is the springboard which we can use 

to grow in our own ways. It is the state of being 

from which we can then become what we choose. 

Weare an amalgamation of whatever we have ever 

seen, heard, eaten, drunk, felt, or loved. We are 

individuals searching for meaning and growth in 

existence. When we can achieve a balance the world 

is wide open for further exploration. 

Making utilitarian pottery inevitably involves 

compromise to fulfill the needs required of a given 

object. The balance comes from the question, ‘‘What 

is most important to the maker—self-satisfaction 

or satisfying needs?” There is no reason on earth 

why one can’t do both at the same time. From my 

experience, the nature of the functional potter is 

usually such that he or she wishes to produce ob- 

jects that give pleasure to the user through their 

use, things designed with people in mind, and made 

with love, conviction, honesty, and integrity. If one 

can do this, whatever one’s personal aesthetic likes 

may be, one will probably produce objects that not 

only reflect their maker, but through their honesty, 

receive notice and bring pleasure to others. 
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Handled Forms: 
An Historical Collection 

Vase with high handle (probably a ladle); pol- 
ished red earthenware. Early Bronze Age, Cy- 
prus. Courtesy of the Metropolitan Museum of 
Art: The Cesnola Collection, purchased by sub- 
scription, 1874-76 (74.51.1168). 

Water container; stoneware. Iga ware, early 
Edo period, 17th century A.D., Japan. Height, 

7%". Courtesy of the Asian Art Museum of San 
Francisco: The Avery Brundage Collection. 
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Storage jar. Northern Qi, late 6th century 
A.D., China. Height, 9". Courtesy of the Asian 
Art Museum of San Francisco: The Avery 
Brundage Collection. 

Aryballos with panther and bird; earthenware. 

Proto-Corinthian, ca. 600 B.c., Greece. Height, 
27 cm. Courtesy of the Brooklyn Museum: 
loaned by Nasli and Alice Heermanneck 
Collection. 
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Long-necked jar; stoneware. Kuangtung type, 
western Han dynasty (2nd—Ist century B.C., 
China. Height, 9". Courtesy of the Asian Art 
Museum of San Francisco: The Avery Brun- 

dage Collection. 

Stirrup jar with two squatting figures; bur- 

nished earthenware. Mochica culture, 300-500 

A.D., Peru. Height, 9 cm. Courtesy of the 

Brooklyn Museum: gift of the Eugene Schaefer 

Collection. 
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Gourd-shaped water jug. Congo, late 19th cen- 
tury, Africa. Courtesy of the Royal Ontario 

Museum. 

Ceramic bowl with handle. Ogata Kenzan, 
1663-1743, Japan. Height, 5§". Courtesy of 
the Asian Art Museum of San Francisco: The 
Avery Brundage Collection, gift of Ney Wolf- 
skill Fund. 

Spouted jar with lion handles. Minai ware, 
early 13th century A.D., Persia. Height, 16 
cm. Courtesy of the Montreal Museum of Fine 

Arts: gift of Harry A. Norton. 
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Coffee pot with twisted handle; soft paste porce- 
lain. Worcester, ca. 1770, England. Height, 

20.9 cm. Courtesy of the Art Gallery of 
Greater Victoria. 

Large, handbuilt bowl with integrated handles; 
earthenware. Emily Carr, 1871-1945. Height, 

6.8 cm. Courtesy of the Art Gallery of 
Greater Victoria: gift of Commander and 
Mrs. A. J. Tullis. 
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Kyathos (ladle) with finial; earthenware. Buc- 
chero ware, 6th—5th century B.C., Etruscan. 

Height, 16.8 cm. Courtesy of the Brooklyn 
Museum: loaned by Miss Iris C. Love. 

Teapot; thrown form, press-molded handle and 
spout. Contemporary Japan. Collection of 
Judi Dyelle. 



Ewer; glazed stoneware. Tang dynasty, 8th 
century A.D., China. Height, 53". Courtesy of 
the Asian Art Museum of San Francisco: The 
Avery Brundage Collection. 

Cup with dragon handles; porcelain. Qingbai 
ware, Song dynasty, 960-1279 A.D., China. 

Height, 2%". Courtesy of the Asian Art Mu- 
seum of San Francisco: The Avery Brundage 
Collection, gift of the Asian Art Foundation of 
San Francisco. 
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Spouted vessel; earthenware. Southern Apu- 

lian, ca. 550 B.c., Italy. Height, 3.8 cm. 

Courtesy, Museum of Fine Arts, Boston: 
Pierce Fund. 

Cylindrical ewer, with dragon spout and han- 
dles. Dehua ware, 17th-18th century A.D., 
China. Height, 11". Courtesy of the Asian Art 
Museum of San Francisco: The Avery Brun- 
dage Collection. 



Amphora. Sui or early Tang dynasty, 6th—7th 
century A.D., China. Height, 13". Courtesy of 
the Asian Art Museum of San Francisco: The 
Avery Brundage Collection. 

Amphora with dragon handles; stoneware. 
Tang dynasty, 618-906 A.D., China. Height, 

40 cm. Courtesy of the Montreal Museum of 
Fine Arts. 

Red figured oinochoe; earthenware. Taliscan, 
4th century B.c., Etruscan. Height, 15.8 cm. 
Courtesy of the Brooklyn Museum: 
anonymous gift. 

119 





Opposite: Tankard; tin-glazed earthenware. 
London, ca. 1690, England. Courtesy of the 
George R. Gardiner Museum of Ceramic Art. 

Fuddling cup; tin-glazed earthenware. London, 
1639, England. Courtesy of the George R. Gar- 
diner Museum of Ceramic Art. 

Double-handled urn; tin-glazed earthenware. 
London, ca. 1660, England. Courtesy of the 
George R. Gardiner Museum of Ceramic Art. 
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Jug; hard paste porcelain. Vienna, Du Paquier 
factory ca. 1725-1735, Austria. Courtesy 
of the George R. Gardiner Museum 

of Ceramic Art. 

Teapot, copied from a Chinese original; hard 

paste porcelain. Meissen, ca. 1740, Germany. 
Courtesy of the George R. Gardiner Museum 

Ceramic Art. 
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Opposite, top: Covered bowl; hard paste porce- 
lain. Meissen, ca. 1725-30 A.D., Germany. 

Courtesy of the George R. Gardiner Museum of 

Ceramic Art. 

Opposite, bottom: Chocolate cup and saucer; 
soft paste porcelain. Derby, ca. 1795, England. 

Courtesy of the George R. Gardiner Museum of 

Ceramic Art. 
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Butter dish; hard paste porcelain. Plymouth, 

ca. 1768-70 A.D., England. Courtesy of the 

George R. Gardiner Museum of Ceramic Art. 
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Teapot. Meissen, ca. 1730, Germany. Courtesy 
of the George R. Gardiner Museum of 

Ceramic Art. 

Covered jar; hard paste porcelain. Vienna, Du 
Paquier factory ca. 1720-25, Austria. Courtesy 
of the George R. Gardiner Museum of 

Ceramic Art. 

Lemon tureen; hard paste porcelain. Meissen, 
ca. 1745 A.D., Germany. Courtesy of the 
George R. Gardiner Museum of Ceramic Art. 
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Stoneware crock; saltglazed. Brantford, 19th 
century A.D., Canada. Courtesy of the Royal 
Ontario Museum: gift of the McGills, 

Brantford. 

Watercooler with lion head handles; saltglazed 
stoneware. Brantford, 19th century A.D., Can- 
ada. Courtesy of the Royal Ontario Museum. 
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Part Three 

Mechanics: 

Analysis, Practice, Considerations 



INTRODUCTION 

The basic process of composition in pottery as in 

any other art appears to depend upon an intut- 

tive perception of the way in which similar and 

dissimilar elements can be coordinated into a 

new whole. 
—Bernard Leach, A Potter's Portfolio 

The first part of this book has been a brief survey 

of the development of functional pottery, an anal- 

ysis of its forms, and details of those forms. Part 

Two was concerned with the roots of those forms, 

be they organic or mathematical, and their validity 

for use by contemporary craftsmen and artists pro- 

ducing functional pottery. This part is a down-to- 

earth section dealing with the pragmatic approach 

to the production of functional pottery by the use 

of the potter’s wheel. I have chosen to focus on 

wheel-made pottery since the wheel is still the most 

efficient and most widely used tool for the pro- 

duction of most styles of handmade, or limited run, 

pottery throughout the world. Although functional 

studio pottery can be, and often is, made by meth- 

ods other than using a wheel, as outlined in Chap- 

ter 2, the great majority of studio pottery is made 

on the wheel. For those who prefer to make things 

by other hand methods, much of what is stated 

here in terms of design analysis and attention to 

detail is just as relevant. All methods have their 

good points, and it is a purely personal matter how 

one approaches their development. To make a liv- 

ing at any form of pottery making requires a high 

degree of efficiency and discipline, as well as a 

sound personal vision. 

The potter’s wheel is a simple mechanical de- 

vice, little changed in principle and use since its 

origins somewhere in the Middle East about 5000 

years ago. Although it is now powered by various 

128 Mechanics: Analysis, Practice, Considerations 

methods in addition to the human hand and foot, 

its basic form is the same, namely a flat surface 

made to revolve at either constant or variable speed. 

It is a deceptively simple tool, requiring great skill 

to manipulate. Learning to guide the spinning mass 

of soft clay into myriad limitless forms of space 

confined within a clay skin, generally takes many 

years to master. The process of gaining control is 

full of great frustration, and mastery of this simple 

tool and material does not come easily. 

This book is not designed to teach anyone to 

throw. This, I feel, can’t be done through words 

and pictures, although some pictures can serve to 

clarify the finger positions which the demonstrator 

uses to achieve certain ends. Learning to throw is 

like learning to write: one starts with a basic dis- 

cipline and personal style develops naturally through 

experience. Since we are all built slightly different 

from each other, and since we all use our fingers 

with slight variations from one another, it follows 

that photographs of the process in action leave much 

to be desired in such a sensitive, tactile, and fluid 

art form. Even a teacher is limited to expressing 

the need of “a little more or less pressure” at this 

point or that. The art of throwing clay on the wheel 

involves an intimacy with the manipulated mass 

which incorporates both strength and sensitivity in 

an unusual balance. Although heavy muscle power 

can be beneficial in the early stages of throwing, 

such as centering and opening up, it is the sensi- 

tivity which the potter uses that gives finesse to 

the objects being formed. The refinements of the 

form and its details are achieved with the slightest 

of pressures, using a variety of movements with 

both fingers and tools. No pictures, words, or vi- 

carious actions can convey this sensitivity, nor can 

they give any inkling of the time and concentrated 

effort needed to master this exceptionally difficult 

discipline. 



More than showing multiple variations of the 

throwing process in picture form, I feel that it is 

better to discuss and illustrate the reasons why 

certain objects and details do or do not work. As 

the process of throwing is more or less a mechanical 

one, I therefore call this part of the book Mechanics. 

In the way I choose to explore it, mechanics in- 

corporates the actions of design analysis, and the 

practicality of production. Design analysis deals with 

the considerations required to make an object func- 

tion properly according to both desire and need; 

what it is that makes one object function more ef- 

ficiently than another. Practicality is the concrete 

approach to making objects which work. It is the 

concern for the details of functional objects and 

considerations in the manipulation of clay that 

achieve the desired ends. Utilitarian pottery needs 

a great deal of thought in design, and skill in mak- 

ing, before satisfactory works are likely to emerge. 

In the hope of simplifying the process of de- 

sign, the next stage is to take a number of regularly 

produced functional objects such as cooking pots, 

pouring and drinking vessels, pots for eating from, 

for storing things in, for rituals, and for putting 

flowers in, and to analyze their intended function. 

Perhaps the easiest way for a potter to begin is to 

develop a good understanding of the needs which 

any potential purchaser sees as priorities before a 

purchase is made. Just what is it that is required 

in an object? Can the maker match the require- 

ments within a satisfactory degree of compromise? 

This can be developed in what I call a ““mini-mar- 

ket-research” approach, accomplished by getting a 

group of potential buyers and users together and 

asking their opinions on what they might be look- 

ing for in a specific object. If a dozen or so people 

are questioned, there will undoubtedly be a good 

variation in perceived priorities. I call these consid- 

erations, and they can be made up ina graph form, 

similar to the accompanying sample I made for cas- 

seroles. While I am not suggesting that the potter 

should kowtow to the whims of the buying public, 

he can at least have a fair idea of needs to be con- 

cerned with and which may be incorporated in the 

final object. For example, if you ask a dozen or so 

people just what they might look for in purchasing 

a mug, you will probably find at least five varia- 

tions, not counting shape or volume, related to the 

size and placement of a handle alone. There are 

the one-finger people, two-finger people, whole 

fist people, people who put their thumb through 

the handle and hold the mug from below, not to 

mention those who turn the handle away and hold 

the mug by the handleless side, like an oriental 

teabowl. It is obviously impossible to satisfy every 

single person’s desires and in so doing produce the 

ultimate mug, but one can at least see the logic be- 

hind the analytical process. The more of these per- 

ceived priorities that can be accommodated, the 

more likely the objects are to sell. It is an interesting 

exercise to question potential buyers in this way, 

as they often have clearcut views about what they 

will put out money for. Bearing the perceived needs 

in mind, the potter can then superimpose his own 

aesthetic view, and the resulting object should most 

likely look good, work efficiently, satisfy the de- 

sires of both maker and buyer, whilst simulta- 

neously sell well. Each of the previously mentioned 

groups of functional objects is analyzed in this way 

from criteria which I have found by experience to 

work well. 

Many potters seem to feel that they can im- 

pose ill-conceived and badly made objects on the 

public, with the result that they receive limited suc- 

cess in the marketplace. There will always be com- 

promise. Even the most basic of needs causes the 

potter to effect change on what might be a pure 

art aesthetic. However, an analytical approach cou- 

pled with a meticulous attention to detail is usually 

the most satisfactory way to develop a viable prod- 

uct for either short or long-term production. In the 

following chapters, each type of functional form is 

considered and analyzed, along with relevant me- 

chanical requirements. Throughout Part Three, 

analysis refers to what the object is intended to do, 

and also includes some discussion on aesthetics. 

Practice refers to technicalities which one should be 

aware of, such as spouts and handles which twist, 

forms that alter in firing, and lids which seem to 

change in size. Considerations refers to a list of prior- 

ities gained from group discussions, put in ques- 

tion form. These three concerns, analysis, practice, 

and considerations, in concert with the potter’s own 

aesthetic and intuitive sensitivity, should help in 

the development and production of well-designed 

and well-made objects for use. 
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Along with these considerations of form and 

details come some technical concerns, such as clay 

bodies and glazes, and their attendant problems; 

storage concerns with smaller houses; and hy- 

giene. 

There are certain generalities which many pots 

have in common. I refer to these as details, and 

they may be applicable to many different types of 

functional object. Details include such things as 

lips; galleries or flanges; lids and covers; spouts 

and pouring lips; handles, lugs, and knobs; and 

feet. To a large extent the basic form of a functional 

object looks after itself once design considerations 

have been analyzed and a suitable shape decided 

upon. Details are much more difficult to deal with, 

not only in technique, but also in aesthetics. It is 

the attention to detail, how they look, how they 
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feel, and how they work, which marks the work 

of a master and separates it from the rest of the 

crowd. 

The making of pots is an intensely private 

affair. Doing battle with apparently lifeless chunks 

of prepared mud, in the process extracting some 

form of aesthetic satisfaction, is, at the same time, 

both masochistic and stimulating. If and when 

beauty is achieved, it is a personal triumph. On 

the other hand, the making of pots designed to 

function is a very public affair. They are used, eaten 

from, drunk from, and poured from in the presence 

of company. When their inadequacies come to light 

it is usually in the public arena. In the hope of 

minimizing the number of inadequacies, I offer these 

observations from thirty years of making pots with 

a purpose. 



Quite a lot of concern is required to balance the 

functional with the aesthetic considerations of any 

object. To function properly the needs may be one 

thing, whereas to be visually satisfying they may 

be another. Although this is a difficult balance to 

achieve, any measure of imbalance should most 

likely be geared more toward making the object do 

what it is intended to do, rather than making it 

look a little more enticing. I am not suggesting that 

making ugly pots that work is any more com- 

mendable than making beautiful pots which don’t 

work. Rather, that one should do all that is in one’s 

power to make the balance between function and 

looks as equitable as possible, without the one com- 

promising the other. 

Unless they are done for a special effect, the 

use of oversize appendages and details of any kind, 

be they lids, spouts, knobs, or handles, is usually 

visually destructive to the total aesthetic quality of 

the pot, while at the same time not necessarily 

helping it to function. There is a right size for all 

appendages to work properly, both functionally 

and visually, on any object. However, achieving 

this balance and finding the right size only comes 

with considerable experience, coupled with astute 

observation. In this section, J am more concerned 

with the practical aspects in both the design and 

in the making, but I would like to make it clear 

that no matter how much attention is paid to the 

details, if the form or basic intention of the object 

Attention to Details 

is weak, the final object will be a dud. If the form 

is strong and satisfying, the attachment of weak 

details will likely also render this piece a dud. If 

both form and details are well related, the piece is 

likely to be good. If the form and details are good, 

and the object functions as desired, then it should 

be a winner. 

Unless a pot is a complete sphere, or some 

other totally enclosed form, it will have a beginning 

and an end. In the usual method of anthropo- 

morphic association, we normally name these parts 

lip or mouth, and bottom or foot. In between, we are 

likely to find some or all of the following: neck, 

throat, collar, shoulder, belly, and waist, depend- 

ing on the form of the object. We talk about forms 

being masculine or feminine, their relative strength 

or sensuousness, and of how they sit or stand. We 

also give them other human characteristics. They 

are sometimes called weak, mean, thin, slight, tight, 

loose, robust, rotund, vigorous, sensuous, virile 

and many others. 

Simple (meaning made in one piece) thrown 

forms grow from the base upward, moving in a 

sometimes fluid line, often called feminine; some- 

times in an interrupted line with angular changes 

in direction, often called masculine. These points 

of movement or change in linear profile from one 

part of a form to another are known as articulation. 

Forms that are made on the potter’s wheel do 

not necessarily have to be round and symmetrical. 
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Fig. 9.1 Simple forms that can easily be beaten from round 
thrown forms. 

Fig. 9.2 A variety of wooden paddles with patterns cut 
into the surface. 
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The wheel may be used as the basic tool for forming 

almost any shape. Pots can be adjusted to the pot- 

ter’s desire by the use of a paddle when the pot 

has stiffened to some degree. Cube-shaped thrown 
forms are best developed from a totally enclosed 

sphere. Pyramidal and parabolic forms are best made 

from a cone shape made without a base, and a slab 

base attached later. Any sort of free asymmetrical 

forms can be developed quite simply through gentle 

beating with a variety of paddles. Paddles may be 

made of wood, and may have patterns carved in 

them to create surface variation while altering the 

form. Any development of asymmetrical form al- 

lows great freedom for the potter, freedom which 

can easily lead one into the trap of novelty for nov- 

elty’s sake. If one is not careful to impose some 

parameters to the forms to be explored, things may 

easily get out of hand. 

Of all the possible variations of altered thrown 

forms, perhaps the one most commonly asked for 

is the oval form. Oval forms can be made in various 

ways using the potter’s wheel. Figure 9.3 shows 

three. First, the most traditional way of making 

oval dishes is to cut an elliptical or long leaf-shaped 

piece from the base of a stiffened but not yet leather- 

hard dish. The sides are then squashed together 

so the long sides of the ellipse meet and can be 

joined. The cut-out ellipse is often placed across 

the join, and pressed in to complete and strengthen 

the base. If they are not carefully compressed in 



Fig. 9.3 Oval thrown forms, three variations. 

the base, dishes made in this way are prone to 

cracking. The second method takes a thrown form 

at the same stage of stiffness as the first. A thin 

knife, or cutting wire, is inserted through the walls 

at the level of the inside base, and a horizontal cut 

made for what will become the length of the side. 

This is done on both sides. After cutting, the sur- 
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face is coated with a light slip or water, and the 

walls may be slid across to form an oval shape. 

When the shape is satisfactory, the walls are stuck 

down in their new position, and any excess clay 

trimmed away. The third methed uses a thrown 

clay wall, made without a base. If it is thrown on 

a batt, the walls should be abie to be slid into any 
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form after first undercutting with a wire. Once the 

altered form has stiffened to leather hard, it can be 

attached to a slab base to make the oval dish. Method 

three is widely adaptable to make freeform shapes. 

For any pot to be aesthetically satisfying, the 

basic form has to be well considered. The devel- 

opment of form was explored in Parts One and 

Two. Here, Iam mainly considering details, either 

the beginnings and ends of pots themselves, or 

appendages, such as lids, spouts, and handles. in 

the historical review of Part One, I attempted to 

outline the general growth, implementation, and 

change of these details as they appear to have de- 

veloped through the ages. Now they are consid- 

ered in a more analytical vein in how they function, 

a more practical vein of how they are made, and 

what are the relevant considerations which should 

be looked at in their production. Since there are 

many ways to achieve the different ends employed 

in making pots on a wheel, I will try to show as 

many variations as space will allow. There will un- 

doubtedly be some omissions in the complexities 

of clayworking, and individuals reading this book 

will almost certainly have their own variations to 

just about everything which I might mention. 

However, without somewhere to start, one can’t 

imagine getting anywhere at the finish. In order to 

start on firm ground, we will start with base ter- 

minations, namely bottoms or feet. 

BASE TERMINATIONS: 

BOTTOMS AND FEET 

One tends to think of the bottom as the part of a 

form which is heavy, rotund, and gets sat upon. 

Feet are the foundations from which a form grows 

and develops. They can have many diverse qual- 

ities from heavy, solid, and earthbound as in mil- 

itary, to light, ethereal, and dancing, as in ballet. 

Feet, in pots as in people, create the stability needed 

to stand properly. Are they on duty, or may they 

dance? 

Decisions in shape and size of feet demand 

aesthetic, structural, and practical consideration. 

Small feet reflect elegant, delicate, and refined forms, 

more suited to contemplation and display, whereas 

large bottoms and large feet suggest stolidity, sta- 
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bility, and an ability to deal with the stresses and 

strains of daily family living. The relationship of 

foot size to the rest of the form, as well as to its 

efficiency as a stabilizer, is partially controlled by 

the type of use which will be made of the object. 

For instance, a small elegant foot, well suited to a 

purely decorative bowl, is unlikely to satisfy the 

needs of a soup bowl where stability on a flat sur- 

face is paramount, or where moving volumes of 

liquid make them vulnerable. The foot is also im- 

portant structurally, as it supports the object in the 

drying and firing processes. If it is made too nar- 

row, it may well cause the pot to slump due to the 

weight above. If it is made too wide, then the inner 

part of the foot might sag and deform the interior. 

_ The outside of a form must relate to the inside, 

otherwise not only will sagging and slumping likely 

occur, but cracking from uneven wall thickness 

might also develop. Practicality can refer both to 

the practical nature of the foot itself, and also the 

trimming of a shape that makes later gripping eas- 

ier during the glazing process. 

It is not always necessary to finish a piece 

with a trimmed, turned, applied, or cut foot. De- 

pending on what the object is to do, combined with 

the aesthetic considerations which go with that ob- 

ject, pots are often cut from the wheel with a wire, 

and left with little or no further working. Profiles 

can be used to give the bottom edge a range of 

interesting linear effects (Fig. 9.5). A slight cleaning 

or softening of the bottom edge, by rolling it on a 

hard surface or rubbing with a moistened finger, 

is often all that is needed to satisfy the needs of 

function. Slight indenting of the whole base, by a 

gentle pressure of the palm, assists in alleviating 

the problem of bases warping into a convex and 

wobbly, and thus unstable, state: a recurrent prob- 

lem with untrimmed bases. A further alternative 

to, or even addition to, wire-cut bases can be small 

buttons of clay or modeled feet. If this is done, 

indenting of the base is not necessary. 

Cutting wires of different types, from twine 

and smooth nylon filament fishing line, to thin 

stretched springs or curtain wires, can be used to 

create differing decorative effects. The most usual 

wire-cut effect is commonly found on untrimmed 

wares from Romano-Britain to modern peasant 

wares from Europe, although it is most associated 



Fig. 9.4 Variations in trimmed or turned feet. 

with the Far East. A fine twisted metal, or cord, 

cutting wire is pulled through the soft clay while 

the wheel is slowly revolved to create a shell-like 

pattern (Fig. 9.6). By using various forms of twisted 

wire, many variations of cut can be made. Other 

W 

\7 

> 4 
patterned bases can be made by pressing the me- 

dium-soft clay on textured surfaces, such as basket 

weave, burlap, or even corduroy fabrics. Textured 

bases, like most feet, are only noticed when the 

pot is lifted and the base exposed. As such, they 
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Fig. 9.5 Profile ribs can be made with wood, metal, or plastic, 
depending on the size and flexibility required. For small 
ribs, old credit cards work well. For larger ones, samples of 
formica or arborite sheet are good, and can easily be cut with 
fret saw and files. 

Fig. 9.6 Shell-like pattern produced from cutting cord or wire. 
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can become an important decorative adjunct to the 

rest of the form. In parts of the Orient, the first 

part of an object to receive the close scrutiny of 

collectors and users is often the foot. To connois- 

seurs, the foot tells a great deal about the person 

who made it, quite apart from it being the most 

usual place where a piece might be signed. The 

way a potter finishes the base is read like a sig- 

nature, knowledgeable people often being able to 

tell the identity of the maker from the foot alone. 

The suitability of the base is an important concern 

of the overall form, and although it is underneath 

the piece and seldom seen, nevertheless needs 

careful consideration. Good houses need good 

foundations. So do pots! 
Once a decision on the final desired form is 

made, the inverted piece can be centered on the 



wheelhead, over a chuck or in a chum for trimming 

or turning (Fig. 9.8). The consistency of the clay at 

this point is critical. If too soft, it will deform; too 

hard, and it won’t cut properly, and may well crack 

in the process. The clay should be what is called 

leather hard, a consistency similar to cheddar cheese 

in the way that it cuts, able to be pared away cleanly 

without clogging the tools or dragging on the sur- 

face of the clay. The clay should be evenly dried 

to the cheese or leather-hard state throughout the 

object for even trimming to take place. Unevenly 

thrown or dried, or off-center pieces, or pieces being 

trimmed with blunt tools, will all be harder to trim 

efficiently. Tools should be kept sharp to eliminate 

the likelihood of chattering, where the tool bounces 

Fig. 9.8 Chucks or chums should be contoured to support the 
object at its most vulnerable point. 

Fig. 9.7 Trimmed feet on Korean (left) and Japanese tea bowls. 
Collection of the author. 

on the clay, forming slight ridges and depressions 

and giving a corrugated effect. There may be times 

when this effect is desirable for a decorative treat- 

ment, as in a number of oriental surface effects 

where chattering is encouraged by the use of extra 

long and springy metal tools called kanna. This 

technique has the Japanese name kasuri-mon. For 

the most part, however, chattering is an annoying 

fault, which can be easily rectified by sharpening 

the tools and possibly holding them a little tighter, 

in a different way, or at a different angle. Tools for 

trimming can be of several kinds (Fig. 9.9), and 

their efficiency for different uses can only be felt 

by experience. The great majority of potters make 

their own tools, suited to their own needs or to the 

needs of the pieces being made. 

In trimming, the relationship between the 

shape of the inside to that of the outside is vital. 

(Different styles of trimming are shown in Fig. 9.4.) 

Foot trimming for production work is most easily 

accomplished when the objects are placed on a chuck 

contoured to fit the inside of the object (Fig. 9.8). 

Quick, efficient trimming of small numbers of low 

forms such as bowls and plates is often best done 

on the flat wheelhead. By dampening the head and 

the edge of the piece to be trimmed, and applying 

slight downward pressure once the piece is cen- 

tered, it can be trimmed without the need for small 

dots or coils of clay being used to hold the pot in 

place. This results in a clear view of the total ex- 

terior of the piece, and the slight pressure exudes 

a small amount of air from beneath, holding the 

object in place by means of a vacuum. If the trim- 

ming is done quickly, the vacuum will hold firm 
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Fig. 9.9 Tools used in throwing and trimming: A. surform 
plane, a rasp for removing heavy excesses of clay, particularly 
on altered forms; B. Wire-ended modeling tools; C. Metal loop 
tools; D. Solid paint scraper for heavy work; E. Flat strip metal 
tools, ends made to a variety of shapes; F. Heavy duty hand 
grip tool for preliminary trimming of large forms. G. Calipers; 
H. Double-ended calipers; J. Knife; K. Ruler. 

for several minutes, at least long enough to easily 

trim most forms. To break the vacuum and remove 

the piece, all that is needed is a light tap on the 

side. The pot can then be removed easily. One may 

lose a few pieces in learning the exact dampness 

required, and the right consistency of the clay; but, 

once learned, this method of trimming saves a con- 

siderable amount of time with no compromise to 

the quality. Vacuum trimming is most useful for 
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objects which are low and wide, as taller, slimmer 

pieces can sometimes detach themselves from the 

wheel, due to side and lifting pressures. After trim- 

ming, feet may be further adapted and altered by 

cutting or modelling. These practices can also be 

the basic way of foot development as is often found 

in Japanese teabowls, where the entire foot is cut 

with a tool while the bowl is rotated in the hands. 

Feet can also be thrown with soft clay directly onto 

the trimmed leather-hard form, or be thrown sep- 

arately and joined at the leather-hard stage. 

Single feet are the most obvious and most 

used forms, although it is, of course, possible to 

make an infinite variety of feet in ways other than 

throwing. Thrown feet can also be made separately 

and added either individually or in multiples. The 

most common multiple foot is the tripod, which 

has been used throughout history (see Footed Forms 

in Part One). A tripod is a good stable form if the 

legs are the same length and applied with the same 

angle and vertical thrust. The applications of feet 

in functional pottery discussed in this book refer 

mainly to the single foot, since it would be quite 

impossible to cover all possible variations. 

The foot is an important aesthetic and func- 

tional detail that is often made in ways which re- 

flect the individual maker. It plays an integral part 

in the form of a pot, whether one views it as the 

beginning or the end of the piece. Since the ends 

of the line are so important, the one being where 

it springs from and the other being where it ter- 

minates, it follows that these points should receive 

prime consideration in both the design and the 

making stages. 

TOP TERMINATIONS: 

RIMS, MOUTHS, AND LIPS 

The most quickly noticed detail, after the eye takes 

in the general form of any pot, is usually the lip, 

mouth, or edge. Strangely, it is the part which so 

often betrays the potter, showing weakness, by 

looking as though the clay ran out just before it 

got to where it was supposed to go. Lips and edges 

often have a starved or pinched look, which not 

only is aesthetically displeasing, but also leaves the 

thin edge vulnerable to easy chipping and break- 



age. If anything, edges of functional ware need to 

be slightly thicker than the rest of the piece as a 

protection. There are, of course, exceptions to this, 

such as in drinking vessels, where extra thickness 

is uncomfortable, but in the main edges should be 

strengthened. This is usually done by a controlled 

downward pressure being applied to the rim in a 

compressive action, as one of the very last move- 

ments in the throwing stage. With some clays, such 

as porcelain, which are often finely thrown, late 

compression might lead to deformation of the form, 

so the answer here is to keep the edge fairly com- 

pressed throughout the throwing process. The range 

of lip variations made possible by slight pressures 

and finger positions is great, and it is often a stim- 

ulating process for the developing potter to spend 

a good deal of time practicing them on simple cy- 

lindrical forms. Such continuous practice forms the 

basic discipline necessary to gaining some mastery 

in the making of any pottery. A fine edge, or a 

refined piece of pottery, can often demand a more 

reverent approach by the user. It can, and perhaps 

should, affect the way that the object is used. 

In the making of any object which is designed 

to pour liquids from the top edge of the basic form, 

rather than through a spout, special notice should 

be made that the inner surface of the form be very 

smooth for the top two or three inches. It is also 

preferable that there be a sharp edge at the top of 

that inside surface (Fig. 9.10). This ensures that 

when a pouring lip is pulled out from the basic 

form, it has a sharp edge to pour over when the 

form is tilted. When the form is returned to its 

upright state the sharpness of the edge makes sure 

of cutting the flow of liquid, resulting in less like- 

lihood of dripping. Pots that pour are like minia- 

ture waterfalls, and those with sharp pouring edges 

will normally function best. Extended pouring lips, 

which can also improve the pouring ability, can be 

made by pinching the clay to a thinner wall at the 

point determined to be the site of the lip. This is 

best done with a pressure between thumb and fore- 

finger, gently pulling the clay up before attempting 

to pull it out from the form (Fig. 9.11). When the 

clay has been pulled up adequately, it is then teased 

out to complement the vessel, and at the same time 

create a good throat to direct the liquid in its path. 

There are a number of other ways which can be 
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Fig. 9.10 Interior of vessels designed for pouring liquids. 

used to form pouring lips. These will be explored 

in the section, Spouts, later in this chapter. 

One form of top termination that is some- 

times found, and could be much more developed 

than it has been, is that of cutting the top of thrown 

forms. It is often used for pitchers and jugs, but 

could easily be incorporated in a wide range of 

other ways. The clay is usually cut when leather 

hard, and can be softened by misting with a water 

spray, with a damp sponge, or being wrapped with 

wet newspaper, to re-form the shapes of the cut 

areas. The flat side of a knife can be used to com- 

press the newly cut areas. Any rough edges can 

easily be sponged to make them smooth (Fig. 9.12). 

A common form of top termination is that 

requiring the seating for a lid or cover. For some 

lids this will be a simple termination of the pot’s 

wall. For others it may be in the formation of an 

inner gallery, or in a seating on the exterior below 

the pot’s top edge. The latter may only need a 

variation in curvature of the form, combined with 

accurate lid measurement, to suffice. As a general 
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rule in the making stages, the simpler top termi- 

nations require the more complicated lid forms. For 

pots which have a gallery on the inside, or a sup- 

port form on the outside, the simpler lid forms are 

more often appropriate (Fig. 9.13). The inner gal- 

lery needs to be made very carefully to avoid de- 

forming the pot in the process of applying pressure 

at or near the termination point. The best way to 

make sure that the form beneath the gallery is not 

weakened is to put an embryonic gallery thickness 

in place fairly early on in the throwing process. 

This not only allows greater pressure to be applied 

later, but also ensures that there is, in fact, enough 

clay to be able to make the flange. Running out of 

clay is a common fault in inadequately made lid 

seatings, resulting in a thin to almost nonexistent 

flange. Should the lid also be badly made, there is 

a strong likelihood of it warping into the pot during 

the firing process, due to a lack of support when 

the maturing clay is softened. It is possible to use 

tools for the entire formation of the gallery, or to 

do the main formation with the fingers, followed 

Fig. 9.11 Pulling a spout: 1-3. Pinching out the thickened lip 

to thin the edge; 4. Starting a pouring lip; 5. Sponging the Fig. 9.13 Top terminations with internal flange (A), or simple 
curve of the lip; 6. Pulling the pouring lip; 7. Easing out the support for more complex lid fittings. (B and C). 
throat to give a good inner pouring surface. 

Fig. 9.12 Cut rims. 
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with a cleaning and finishing operation with a flat- 

edged tool, such as the end of a flat metal trimming 

tool. The actual finishing of the gallery should be 

almost the last thing done in the throwing of a form 

designed to take a lid. Only a little base trimming 

should follow, in order not to disturb or deform 

the lid seating. It is easy to push the form into an 

oval shape at this time, making proper lid fitting 

nearly impossible. 

LIDS AND COVERS 

Lids and covers might seem to be the simplest part 

of the pots for which they are made. Nothing could 

be further from the truth! They are perhaps the 

most demanding and frustrating of the pot’s details 

to deal with and, once again, quickly show the 

degree of skill which the potter may have. First, 

they should fit properly. Second, they should be 

carefully related proportionately to the pot which 

carries them. Third, they should seem to belong to 

that piece by the extending fluidity of the line from 

the base through to the top, so that they don’t look 

as incongruous as either a top hat on an elephant 

or, alternatively, on a mouse. There are, of course, 

times when an extra small or extra large lid might 

be desirable for the form being made, usually for 

special effect or aesthetic concern. Fourth, they 

should fulfill the intended function; select from the 

different lid types that which is most suitable for 

a specific use. 

As | explained earlier, lids fit on three differ- 

ent types of top termination (see Fig. 9.13). Gen- 

erally, simple terminations require a more compli- 

cated lid, and the more complex, galleried 

termination receives the simpler lid. No matter which 

combination is used, if the piece is intended to 

function, the lid should fit properly. Proper fitting 

is usually achieved by a combination of careful 

measurement and observation of what the lid has 

to fit onto. Measurement can be done quite simply 

with a ruler, a piece of bent stiff wire, a pair of 

simple calipers, or sophisticated double-ended cal- 

ipers which give the dimension of both inside the 

form and outside the lid. It is also possible to use 

an oriental T-shaped bamboo measure which can 

measure both width and depth at the same time 

or, for some lids, a measure attached to the wheel 

PEPrH 

Fig. 9.14 Tools used for taking lid measurements. A. Calipers; 
B. Japanese ‘’Tombo’ measures height and depth of form at the 
same time; C. Bent wire; D. Double-ended calipers. 

tray or surround. Tools for measuring are shown 

in Fig. 9.14. Simple calipers can be used in two 

ways, either by measuring the gap between the 

points, or across the closed caliper to the two points 

(Fig. 9.15). No matter how one takes the measure- 

ment, the prime concern is that it be accurate. It 

Fig. 9.15 Caliper measurements may be taken across the 
gap for outside measure (A), or between the points for inside 
measure (B). 
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takes far more time to try to rectify a bad fitting 

than it does to measure and make it right in the 

first place. 

If a lid is required to fit onto a pot which has 

an internal gallery, and at the same time has a 

pulled pouring lip, the part of the gallery where 

the lip is going to be can be cut away with a pin- 

tool or simple wire tool, as in Fig. 9.16. This should 

be done straight after the piece is thrown, to allow 

for easier pulling of the lip. After the gallery section 

is removed, the pouring lip can be pulled as nor- 

mal, taking care not to deform the rest of the top 

edge and gallery of the pot. Once the piece is stiff- 

ened, drying the lid on the form usually helps to 

minimize potential warping. 

There are some instances when lids may shrink 

more than the body of the pot. If this happens, it 

is usually due to the degree of stretching which 

the clay undergoes during the throwing process, 

in comparison to that which the basic form under- 

goes. Clay is formed from myriads of microscopic 

platelike crystals, sliding over each other with water 

as the lubricant surrounding each platelet. In the 

process of throwing and stretching clay, the lubri- 

cation between platelets becomes extended, de- 

pending on the degree to which the clay has been 

pulled. Since there are only a certain number of 

platelets available in a given piece of clay, the ex- 

cessive extending process of the throwing will cause 

a small increase in the shrinkage, due to the evap- 

oration of water used to assist in pulling the clay 

to its extreme. In the drying stage, where the clay 

usually shrinks significantly, the platelets return 

again to close contact. This process is somewhat 

elastic in nature, and has given rise to what is some- 

times termed clay memory, or elastic or plastic mem- 

Fig. 9.16 Tools for removing sections of flange or tops of forms. 
A. Homemade tool with taut metal wire; B, C. Pin tools. 
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ory. It is particularly prevalent in some clays, and 

some forms, notably lids, necks, and spouts (see 

Spouts). However, it is not a consistent problem. 

Different people throwing the same forms with the 

same clays will likely experience different degrees 

of change, depending on the speed and strength 

of the throwing. It should be looked at as a diffi- 

culty of making which is relative to the individual, 

and therefore it is up to the individual to accom- 

modate it in his own work. 

There are approximately eleven different types 

of lid, with countless variations. Some varieties of 

lid forms are made the right way up, more or less 

as they would appear when sitting in place on the 

pot. It is, of course, much easier to visualize the 

completed object in this way. Most, however, are 

made upside-down. The reasons for this are the 

ease of measurement, accuracy in making some 

lids, and the fact that some can’t be thrown in any 

other way. Once the required type of lid to suit the 

form is decided upon, and relevant measurements 

taken, the piece is thrown. Some lids are easily 

thrown from a hump of clay, others with weighed- 

out amounts are thrown directly on the wheelhead 

or ona batt. The illustrations show the lids in sec- 

tion form, as they would usually be thrown, and 

as they would probably be after trimming. Average 

weights for weighed-out lids are included in the 

list of Weights and Measures for production ware, 

page 197. 

Trimming lids, like trimming feet, is accom- 

plished by using a wide variety of possible tools. 

Lids needn’t be trimmed on a wheel, although this 

might be the quickest way. They can be cut with 

different wires, wire-ended tools, or knives, to 

achieve variety. It is often a wise precaution to 

leave the edge of lids with a slight thickness to 

make them more resistant to the chipping and abra- 

sion which occurs with the wear and tear of normal 

use. 

Lids Thrown Upside-Down 

1. This is one of the simplest lids, usually 

thrown off the hump, and made like a small shal- 

low bowl sitting on a short stalk (Fig. 9.17). The 

stalk should have enough height and volume of 
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Fig. 9.17 Lid type 1. 

clay to allow later trimming of the knob. It needs 

to sit on a gallery inside the pot. 

2. This lid is thrown in the same way as Type 

1, except that it is pulled out as a flat disc, in order 

to make a flat lid (Fig. 9.18). This lid also has to sit 

on a gallery. Depending on its size, it might be 

more difficult than Type 1 because of the difficulty 

of maintaining a flat disc unsupported on a hori- 

zontal plane. 

3. This type of lid (Fig. 9.19) is probably the 

most commonly seen, and is made with a flange, 

therefore not necessarily needing a gallery on the 

pot. It can be thrown off the hump, with enough 

excess clay for a knob to be trimmed, or may be 

thrown on a batt, with weighed-out clay. For larger 

lids, the latter is probably the best method. This 

lid type is useful for most lid applications. In sizes 

larger than 6” diameter, it is probably best to throw 

a knob on after trimming has been done. 

4. Type 4 (Fig. 9.20) is like those used on 

Chinese ginger jars. Owing to the difficulty of lift- 

ing it cleanly from a hump, this lid is often best 

thrown on a batt. It is thrown like a small bowl, 

usually with short, straight sides. It has to fit over 

the top of a pot, or into a recessed gallery, to make 

sure that it doesn’t fall off. Angling the inside top 

edge to the reciprocal angle of the top of the pot 

helps to give a clean profile to the finished object. 

5. This lid is a more complicated version of 

Type 4, being made as a double-walled piece (Fig. 

9.21). The top termination of the pot fits between 

the two walls of the lid. It requires two sets of 

measurements to fit properly. It is used to seal in 

either the aroma or moisture of the pot’s contents. 

It is also best made with an angled edge on the 

outside wall, to fit the shoulder of the pot. 

Fig. 9.18 Lid type 2. 

Fig. 9.19 Lid type 3. 

O 
Fig. 9.20 Lid type 4. 
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Fig. 9.21 Lid type 5. 
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Fig. 9.22 Lid type 6. 
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6. This lid is made like a small, shallow bowl 

thrown with a flattened dome in the center (Fig. 

9.22). It is best thrown on a batt with weighed-out 

clay. In trimming, the dome is hollowed out, leav- 

ing a recess which may be bridged with a pulled 

handle or decorative recessed knob. It usually fits 

on an internal gallery. 

Lids Thrown Right Way Up 

7. To make large lids similar to the finished 

Type 2 lid, the simplest way is to throw a flat disc 

on a batt, measured to fit, and leave enough clay 

in the center to throw a knob if desired (Fig. 9.23). 

It is basically finished in one operation, save for a 

little cleaning up when the lid is leather hard. 

8. This is perhaps the fastest lid to make. It 

can be done off the hump, or with weighed-out 

clay. It has its own built-in flange so therefore fits 

onto the simple pot termination (Fig. 9.24). After 

centering, the knob is formed first, followed by 

pulling up a small cylinder around it. The outside 

width of the cylinder is measured to fit the opening 

of the pot and, when accurate, the top half-inch or 

so is bent to conform with the top of the pot. It 

Fig. 9.23 Lid type 7. 
eek. 
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Fig. 9.24 Lid type 8. 

generally needs a little cleaning to finish it. A com- 

mon variation of this is where the walls of the lid 

are only pressed out at a slight angle, to conform 

to the inside of the pot’s top section, which is sim- 

ilarly angled. In this way the lid forms a friction 

fit, rather like a wedge. This fitting is often used 

on storage jars or kitchen containers. 

9. Another lid that is thrown off the hump is 

Type 9 (Fig. 9.25). In process, it looks a little like 

a mushroom. After centering, the lump of clay is 

pressed into two directions, one becoming the knob, 

and the other a flange which is initially pulled out 

straight and, when the knob is finished, pulled to 

its full measured width, and either left flat or curved 

down. When leather hard, it is inverted on the pot, 

or a small chuck, and the “stalk” of the mushroom 

is trimmed away. 

10. This lid (Fig. 9.26) is very tricky to throw, 

but is quite useful for certain objects. It is often 

used on large crocks, or places where a hollow lid 

might be beneficial. It is thrown as a shaped pot, 

Fig, 9,25 Lid type 9. 



Fig. 9.26 Lid type 10. 

by establishing the necessary width first and then 

collaring, or narrowing, the top to the form re- 

quired. It is usually trimmed to fit the opening, by 

inverting it on the top of the pot. It can either fit 

a gallery or a simple termination. Hollow lids can 

also be made by cutting a hole through the center 

of a solid knob, or by using lid Type 3, throwing 

a small hollow knob onto the trimmed form, and 

boring a hole through afterward. 

11. This is an example of throwing the pot 

and lid as a complete, enclosed form (Fig. 9.27). 

When the throwing is finished, a small, straight- 

edged tool is pressed against the rotating pot to 

form an indentation almost the thickness of the clay 

wall. When the clay has stiffened to leather hard, 

Fig. 9.27 Lid type 11. 
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a needle tool, scalpel, or sharp knife is used to cut 

the narrow joining part. A small amount of trim- 

ming is usually necessary to clean up the edges 

and get a good fit. Many variations of this form 

can be made, with a wavy line cut at an angle 

replacing the tool indentation. This form of cutting 

should be done when the piece is leather hard, and 

deformation is less likely. With any of these forms, 

it is necessary to make a small pin prick somewhere 

in the form to allow air to escape while drying to 

leather-hard takes place; otherwise, the piece will 

crack or deform at the weakest point. 

These are the basic variations of lid types. 

When one adds the variety of knobs, handles, and 

modeled finials which may be attached to this group 

of lid types, one realizes that this part of the pot 

alone allows an infinity of interpretations. 

Locking Lids 

If lids are made properly, and are made to fit, rarely 

will they fall off—or into the pot which carries them. 

However, there are some occasions when locking 

devices may be incorporated into the design of a 

lid, form, or both, so the lid can’t easily be knocked 

off. Most lids can be made to lock by adding a small 

tongue of clay at a point where it will inhibit move- 

ment. Figure 9.28 shows how these tongues may 

look. Sometimes it may be necessary to cut out a 

Fig. 9.28 Lid locking devices. 
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small section of the inner gallery to accommodate 

the tongue. On lid Type 3, a small pressure can be 

made like small pulled spouts on each side of the 

lid flange. These will hook under the inner gallery, 

and are particularly useful on such objects as coffee 

pots and teapots. If one bores the vent hole on the 

same side of the lid as the tongue, it is easy to 

remember where the tongue is situated. This is 

particularly useful in the dry stage, where lifting 

the lid might inadvertently break off the tongue. 

For inset lids with no built-in flange, it may be 

necessary to add a small piece of clay to the rim of 

the pot. If it is a pot for pouring from, it should be 

located on the opposite side from the spout or 

pouring lip, usually, but not always, on the same 

side as the handles (Fig. 9.28C). 

It is possible to make lids which fit with a 

screw thread, either as an internally threaded neck 

which receives a stopper, or externally, like a stan- 

dard jam jar lid. Either way, it is necessary to de- 

velop a tap and die system to cut the matching 

threads. This is an involved process which usually 

requires the cooperation of a small engineering 

company, unless one is a competent technician 

oneself. Since a description of the process of mak- 

ing screw thread lids, and the accoutrements re- 

quired to make them, is likely to take longer than 

it warrants here, I would suggest that any reader 

who may wish to explore this form of locking de- 

vice look at Michael Cardew’s excellent book, P1- 

oneer Pottery, published by Longmans, 1969. This 

has the best description that I have seen. It is often 

difficult to tell whether the end result achieved by 

the process is worth the time spent mastering it, 

or whether it is just an engineering conundrum. 

Interestingly enough, after using screw lids for quite 

a time, Michael Cardew confided that he had come 

to regard it as a time-consuming gimmick. 

SPOUTS 

Spouts can be press-molded, slip-cast, pinched, 

coiled, slab-built, or thrown. There are some prac- 

tical advantages to making spouts by ways other 

than throwing. These are mainly in the consistent 

quality of the finished article, in producing a spout 

that is not likely to twist in the firing stages, and 

146 Mechanics: Analysis, Practice, Considerations 

Fig. 9.29 Swan or goose neck spout with multiple curves. 

in a spout which has multiple curves (Fig. 9.29). 

The main uses of spouts are in lidded jugs, coffee 

pots, teapots, pitchers, and a few other items. The 

main consideration in their function is that they 

pour properly, preferably in an even flow, without 

dripping or clogging. As with pouring lips, the 

sharpness of the edge is an important factor in 

whether spouts function well or not. As long as 

the final edge which the liquid has to go over is 

sharp, the flow should cut off without dripping. 

The edges of spouts which are rounded are almost 

always prone to dripping. Many potters clean the 

glaze off the very end of the spout to assist in the 

flow-cutting action. There is no foolproof way of 

making spouts that don’t drip, as there is a com- 

bination of factors which come into play, such as 

length, angle of attachment, width of aperture, and 

complexity of curves. Factors which assist in clean 

flow are a sharp edge, good angle, and smoothness 

of the inside of the spout. 

Thrown Spouts 

Throwing spouts is usually done off the hump, as 

it is easier to get one’s hands around a larger piece 

of clay. Spouts are made like a funnel, with the fat 

end at the bottom. In the process of throwing, the 

clay is often constricted into a small, tight form, 

with a narrow aperture in the middle. It is impor- 

tant to remember just what sort of liquids may be 

flowing through the spout. If the aperture is too 

tight, it may become clogged by a coagulation of 



viscous liquid. Even milk, and certainly any thicker 

liquid, can possibly cause this to happen. 

Thrown spouts often have a tendency to twist 

in the firing, due to the previously mentioned phe- 

nomenon known as elastic memory. If the clay is 

compressed into a small space while spinning, the 

alignment of particles is stretched as the torque of 

the clay goes in the opposite direction to the ro- 

tation of the wheel. The tension that is put into the 

movement often continues the direction during the 

drying and firing stages. This creates an annoying 

problem, where the cut end of the spout is some- 

times twisted to the point where it is almost im- 

possible to pour the liquid cleanly. One solution 

to this is in having a narrow spout, and not cutting 

the end. With a narrow spout more pressure is able 

to build inside the pot, which can result in a clean 

flow. With a larger aperture spout, a cut end aids 

in the pouring action, allowing a passage of air 

from the vent to the pouring edge. For a clean flow 

it is often best to smooth the inside of the spout, 

to eliminate the vortex action of the liquid, which 

would otherwise be caught up in the throwing ridges 

inside the spout, making the liquid pour from the 

spout in a spiraling movement. The problem of the 

twisting spout is one of an individual nature, and 

can only be correctly solved by the individual. As 

with lids that sometimes shrink excessively, the 

torque developed in the same clay used for the 

same forms will vary considerably from one thrower 

to another. It will also vary with different clays 

thrown by the same thrower. The usual solution, 

Fig. 9.30 The torque or twisting action of clay in spouts. 
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Fig. 9.31 The placement of spouts and angle of cut. 

if the problem is a consistent one, is to apply the 

cut end of the spout at an angle slightly down to 

the left as one looks at it end-on (Fig. 9.31). It gen- 

erally takes some time to gauge the right degree of 

slant, and it is never totally foolproof. 

Spouts may also be made from ordinary thrown 

spouts cut in half lengthwise, or sections cut from 

bowllike forms and applied to the outside lip of 

the main form. Both of these spouts should per- 

form well, particularly for thicker and more viscous 

liquids (Fig. 9.32). 

Press-Molded and Slip-Cast Spouts 

Many potters use the processes of press-molding 

and casting spouts to eliminate the aggravating habit 

of spout twisting. Casting, particularly, can also be 

extremely useful in making spouts in shapes not 

suitable for the wheel, or which may be needed in 

quantity. Press-molding is a slower process, but 

can also be very useful for asymetrical shapes not 

Fig. 9.32 Thrown and cut spouts. 
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suitable for wheel making. In either case, plaster 

or bisque molds need to be made from a model. 

Molds for press molding can be less carefully pre- 

pared than for casting, since press-molding doesn’t 

pick up as much detail, and imperfections can be 

cleaned up later. Molds for casting need to be more 

carefully made in order to cast properly, and also 

as the liquid slip shows every mark. A well-fin- 

ished model saves a lot of cleanup time in removing 

unwanted seams and marks. 

The process for making molds shown in Fig. 

9.33 is as follows. First, a model must be made as 

accurately as possible, with a small amount of ex- 

cess at each end to facilitate cutting to fit the body 

of the pot at one end, and for developing a good 

pouring edge at the other. For the simple conical 

type of spout, made by pressing, a simple one- 

piece mold is all that is necessary. The model is 

made as a solid cone-shaped form, which can be 

made on the wheel. When leather hard, the end 

which attaches to the pot is cut to the required 

angle. The individual press-molded spout can be 

altered easily to exactly fit each body after pressing. 

Once the model is complete, a wall of clay or li- 

noleum cottle is made to surround it, in order to 

contain the setting plaster. Plaster is mixed and 

poured into the mold, to a line penciled on the 

model giving the length needed. Once the plaster 

is completely set, the model is removed, and the 

edges of the mold cleaned to make sure that pieces 

Fig. 9.33 Simple spout molds. 
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of plaster can’t chip off into the clay, causing prob- 

lems later in the firing. The mold is then ready for 

use. A small cone of clay is pressed into the mold, 

and a modeling tool or sharpened piece of dowel 

or a pencil is used to both make the hollow and 

compress the clay against the side of the mold. Any 

excess is removed with a knife. When the clay has 

stiffened, it can be removed from the mold and 

fitted to the pot. 

For pressing or casting more complicated 

forms, a two-or-more-piece mold is necessary. The 

process starts with making a model, with a small 

amount of excess at each end. The model is then 

marked with a seam line, along the most logical 

point, making sure there are no undercuts. This 

usually cuts the spout into two equal parts. A mold 

is made by first placing the model in soft clay up 

to the drawn seam line, with a retaining wall, or 

cottle, placed around it. Plaster is then poured over 

the model to cast half of the mold. When the plaster 

is set, the cottle is removed, the plaster part is 

turned over, leaving the model in place. The excess 

soft clay bed that the model was set in is removed, 

and the first half of the mold is cleaned. Indenta- 

tions called keys are cut into the plaster to enable 

the two halves of the finished mold to fit back to- 

gether in use. Keys can be cut by rotating the end 

of a knife in the plaster, or plastic keys can be 

purchased and cast into the mold. The plaster is 

then cleaned, and given four to six coatings of soft 

soap, to allow easy separation. The soap should be 

burnished between coatings or the two halves of 

the mold might stick together or have a rough sur- 

face. The second half of the mold is made by form- 

ing a cottle around the first part, and then pouring 

the liquid plaster to the depth necessary, and al- 

lowing it to set. After setting, the cottle is removed, 

the mold separated, and the model removed. All 

that is needed now is for the mold to be cleaned 

and left to dry out. The drying should be done 

with the two halves of the mold held in place with 

casting straps, usually made from old automobile 

inner tubes. This process produces a rough mold, 

sometimes called a wastemold, which is suitable 

for taking a limited number (150 maximum) of casts. 

For greater numbers, working molds need to be 

made. This is done by taking a solid plaster cast of 

the model and then repeating the procedure above 



to create a working mold. The advantage of this is 

that there is always the plaster model to make an- 

other working mold. Casting slip can usually be 

made from the same body as the basic pot form, 

with deflocculants added to produce a smooth liq- 

uid. For large numbers of spouts, battery molds 

for producing several at the same time might be 

considered. For further information on mold mak- 

ing, I recommend that you select one of the more 

specialized books in the Bibliography. 

Both casting and press-molding are good al- 

ternatives to throwing for spouts, particularly where 

non-round or modeled spouts are required. Since 

there is no throwing required, there is no problem 

with twisting or other distortion. Although some- 

times questionable from the aesthetic viewpoint, 

spouts are often made by either slab or coil meth- 

ods. It is extremely difficult to effect a happy mar- 

riage of thrown body with handbuilt additions. If 

handbuilt spouts are preferred, since they also do 

not twist, it is often a good idea to make small 

templates, so that the slabs can be cut, with ease 

and accuracy, for rolling and sticking (Fig. 9.34). A 

small cone of plaster or fired clay or a tapered dowel 

can be useful for wrapping the spout around, so 

that some pressure can be applied for sticking the 

ends together. Another method consists of pinch- 

ing a small ball of clay flat to create an oval lip or 

overlapping spout. No matter how one makes the 

spout, its need to function properly remains the 

same, and hints given earlier for clean pouring 

should also be kept in mind here. However, if all 

else fails, one can always stick a piece of angle-cut 

plastic tube on the end! It may not be aesthetically 

pleasing, but it usually does the trick! In Japan, a 

great many teapots are sold with the plastic tubes 

Fig. 9.34 Template model for a handbuilt spout and placement. 
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in place. It not only helps with the pouring action, 

but also protects the vulnerable end of the spout. 

One must admit, however, that there is really no 

aesthetic comparison between the beautiful, well- 

made teapot with a spout that pours properly, and 

a teapot which may be just as beautiful to look at, 

but which needs a prophylactic in order to function 

properly! 

KNOBS AND FINIALS 

The knob or finial, finishing point of a lid, is a point 

of the form where the potter has great license for 

play, giving a flourish to the top termination of the 

piece. Likewise, the lugs and handles which are 

required to function properly, may also be an av- 

enue for freedom and inventiveness. They are all 

points of definition, where the attention of the viewer 

is likely to be caught, and sometimes captivated. 

Sometimes the knob is used to make or show some 

kind of sculptural statement, which is of greater 

importance and artistic concern than the function 

required of the pot. 

There are, of course, a few qualifying require- 

ments to these handling details which should be 

borne in mind, such as the ability to efficiently pick 

the object up, particularly if its function is generally 

in kitchen use. Greasy fingers, or residual grease 

which may be found on the surface, can cause po- 

tentially dangerous situations to develop in the 

preparation and cooking of hot food or liquids, or 

even in their storage. If cooking pots or storage 

containers are not easy to pick up, even with slip- 

pery fingers, the user may drop them, and lose 

both pot and contents, burning themselves at the 

same time. Potters who make pots such as these 

should perhaps consider product liability insur- 

ance! 

Knobs are the top finials of lids, although not 

all lids necessarily have them. To function fully, 

the knob should be easy to pick up, without risk 

of it sliding or dropping from the user’s fingers. If 

a lid is smaller than the span of a hand, or can be 

picked up easily because of its shape, a knob may 

not be necessary. Knobs can also be replaced by 

handles of many types, or by modeled details, like 

miniature sculptures. Not only is the knob the fin- 
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ishing point of the lid, but usually it is the finishing 

point of the pot which carries that lid. Its size should 

be considered carefully, as a point of emphasis, or 

as a point of quietude. It can be trimmed from the 

mass of clay specifically left in throwing, or can be 

thrown or modeled onto the leather-hard, partially 

finished lid. No matter how it is made, it should 

relate to the overall form. Some of the ways of 

achieving this can be through an echo of the form 

itself in miniature, repetition of part of the form, 

of a movement or line within the form, or of an 

inversion of any of these. The interplay between 

form, lid, and knob can become a compulsive ex- 

ercise where the form may stay constant, and the 

details change, creating a vast series of variations, 

in a similar vein to musicians creating improvisa- 

tions on a theme. It is a form of intellectual play, 

which usually leads to exciting results, as well as 

to an acute awareness of the effect that can be 

achieved by subtle variation, not only in shape, but 

also in scale. A small knob on a large form em- 

phasizes its monumentality. 

Trimming Knobs from Existing Clay 

Perhaps the most important point of concern here 

is that the clay be of the right consistency through- 

out the form to be trimmed. This is usually done 

with leather-hard clay, to allow for proper cutting. 

It is also important that there is enough clay left, 

in the throwing stage, to enable the trimming to 

be done without the final knob being starved. It 

usually takes a good deal of experience to be able 

to judge this amount, but as a general rule it is 

better to err on the side of excess. Unless an off- 

center knob is required, the lid should be centered 

on the wheelhead, batt, or a stiffened clay pad. It 

is sometimes useful to place a small ball of clay 

underneath the lid to support the downward pres- 

sure during trimming. The clay is trimmed away 

to leave a lid having much the same thickness as 

the pot it is to fit. 

Throwing or Modeling 

Knobs onto Trimmed Lids 

In throwing small pieces of clay onto the trimmed 

lid to develop a knob, the clay of the lid should be 

sufficiently moist to allow the knob to stick without 
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Fig. 9.35 Dual-purpose lid-plate. 

later cracking, but not so moist that it might cause 

the lid to deform with the pressure and weight. 

Once the lid is sufficiently trimmed, a small scratched 

area in the center can be dampened either with slip 

or water. A small piece of clay is then pressed on, 

centered, and formed quickly to make the knob. It 

is often better to use slightly softened clay for this, 

as it allows easier forming with less pressure. As 

little water as possible should be used so that the 

danger of deforming the lid is lessened. 

Thrown knobs or finials can also include the 

throwing on of coils, or short walls of clay, to give 

the knob a dual function. It can be both the handle 

for the lid and, when inverted, the foot of a shallow 

bowl for serving, or for holding serving tools (Fig. 

9.35). Trimming can also accomplish a similar re- 

sult. 
Modeled and thrown knobs can be made sep- 

arately and applied by scoring and slipping, or may 

be modeled directly onto the lid, preferably when 

it is placed on the form. This makes it easier to 

relate the scale of the modeling to the rest of the 

form, and facilitates determining the relevant im- 

portance of each part. 

In place of knobs, lids may also be fitted with 

handles which may be pulled, coiled, slabbed, wire- 

cut, press-molded, extruded, or slipcast. There is 

an incredible potential variety for finishing the top 

of forms, and it is up to the potter to explore wher- 

ever he can, to satisfy his own aesthetics, and to 

create interesting details. 

HANDLES 

The word handle suggests something which is to fit 

or, at least be used, in the hand. This seems to be 



an element often forgotten by people making pots, 

where little consideration is given to how the han- 

dle is related to the natural shapes of the hand. 

(See Chapter 7, Pots and Anatomy.) Different peo- 

ple find different types of handles comfortable to 

hold as the handle either fits, or doesn’t fit, their 

hand. There are many different ways to hold pots, 

and the same type of handle will not always suit 

everyone who may wish to use the object. There 

are also different wrist actions being used, from 

that of pouring from a pitcher, to that of tipping a 

cup for drinking. As long as the potter is aware of 

the principles behind these variations, it becomes 

easier to accommodate them into the work. Aes- 

thetic and practical questions of the relative size 

and flow of the handle in relation to the pot are, 

to some extent, resolved by the intended use of 

the object. The use of an extra large handle on a 

large form such as a pitcher tends to diminish the 

visual impact that a smaller hand-sized handle would 

give. One often sees handles that fly out from the 

pot, exaggerated in size, and unrelated to the form 

or its function. For lifting and pouring hot liquid, 

for instance, all the space that is actually needed 

between the knuckles of the user and the body of 

the pot is in fact a maximum of a quarter of an inch, 

or half a centimeter. Even when the object is at its 

hottest, the small air space from knuckles to pot 

acts as an adequate insulator from the heat. A large 

flowing handle generally gives a sense of insecurity 

when pouring liquids, since it is much easier for 

the slopping movement of liquid inside to disturb 

the balance of the pouring action. 

Handles are difficult things to make well, and 

particularly difficult to fit to the variety of forms 

that may call for them. As with knobs, there are 

many ways in which they can be made. They may 

be thrown, pulled, wire-cut, pinched, coiled, coiled 

Fig. 9.36 Pitchers with excessive handles. 

and braided, slabbed, extruded, press-molded or 

slipcast. For many forms they may also be made 

from other materials, such as bamboo, rattan, wood, 

metal, leather, bone, or many materials in combi- 

nation. The decision on which method of handle- 

making is best, or which material might be used 

for any one piece is a very personal one, coming 

from a combination of aesthetics and experience. 

A badly made handle is a very detrimental detail 

to any pot, as it is the one part of that pot that is 

continually in contact with the hand of the user. If 

it feels inadequate it will be a constant reminder of 

its inadequacies. Other details don’t have such an 

intimacy about them except, perhaps, for knobs on 

lids and lips on vessels we drink from. It is hard 

to feel any joy in using something that is contin- 

ually uncomfortable, and holding hands with either 

a flaccid or bony, pinched handle can quickly quench 

the desire for further contact. 

Another problem encountered in making pots 

with handles lies in the decision of where to place 

the handle. Much of Part Two was related to form 

and its relationships, as well as to the physics of 

lifting, leverage, gravity, and structure. In the de- 

sign of forms which require a handle, the shape 

should be considered with this in mind, and not 

as an afterthought. Whether one makes an artic- 

ulation change in the form, or simply makes a groove 

or raised linear emphasis, that emphasis is best 

placed where it marks a suitable point for handle 

attachment. The placement of a handle should be 

at the point where the maximum efficiency in use 

is found, or where, because of the shape con- 

cerned, efficient leverage is found. 

Attachment of Handles 

Handles, and indeed any additions, may be at- 

tached to the basic form by various methods. Es- 

sentially what usually happens is that the basic 

form is scored with a knife point, an old fork, or 

similar sharp tool, at the points where the handle, 

or other attachment, is to be fixed. The area is then 

dampened with water or slip made from the same 

clay, and the attachment firmly pressed into place. 

Some potters don’t bother to roughen the surface, 

but it usually does help in gaining a secure fasten- 

ing of one piece of clay to another. Some clays stick 
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together easily, with little or no scoring, slip, or 

water, and some require a lot before they will stick 

without cracking off. Only firsthand experience with 

any given clay will tell what that particular clay 

requires. 

It is important that the ends of handles care- 

fully and effectively adhere to the vessel, and here 

is yet another point for inventiveness by the potter. 

Handles can be pressed into place leaving finger 

or thumb marks, they can be smoothed into thé 

form leaving no marks, or they can be pressed with 

stamps, seals, or have sprigs or other modeled de- 

tails attached. 

Having decided what the handle is to look 

like, how it is to be made, where and how it is to 

fit, the next stage is in making it. 

Thrown Handles 

Thrown handles are mainly used as an attachment 

on side-handled casseroles, some soup bowls, ori- 

ental sauce pots, teapots, and coffee pots. They 

can also be made as a circular form, which may be 

used as lugs. When full of liquid, larger pots re- 

quire a strong wrist to lift and pour, so the thrown 

side-handle is generally used on smaller pieces. 

They may also have a small lug on the opposite 

side. Thrown handles should be shaped with the 

inner shape of the half-closed hand in mind to make 

gripping easier, either as a tapering tube, or a con- 

toured tube (Fig. 9.37). If the end of the handle can 

be completely sealed, it saves the annoyance of 

filling with water during washing. A small pinhole 

underneath, allowing steam to escape, makes sure 

that the handle will not explode during firing. In 

use, this small hole will allow any dishwashing 

water that may have inadvertently got in, to drain 

out. The lower end of the handle is cut to fit the 

contour of the pot, and attached. 

Pulled Handles 

Pulling handles is probably the most widely em- 

ployed method of handle forming used by potters. 

It is quick and efficient, and when done well, is a 

joy to make, to hold, and to look at. It is done by 

gently applying pressure, and water or slip for lu- 

brication, to a pear-shaped piece of clay, and pull- 
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Fig. 9.37 Thrown handles. 

ing from the narrow end into a long tapering sau- 

sage. Depending on the required size of the handle, 

the clay can be cut or torn from the basic clay lump, 

trimmed of any excess, and applied to the pot. If 

the clay is too soft, the freshly applied handle may 

tend to droop. This is usually rectified by placing 

the pieces upside-down, until they have stiffened. 

Once the clay has stiffened slightly, adjustments 

to its form can easily be made by exerting slight 

pressures wherever needed. The way in which the 

hands and fingers are manipulated will make wide 

variety in the cross-section. Different placements 

of the thumb or first two fingers can form ridges 

or grooves down the length of the handle. Some 

people prefer to attach pieces of clay, or partially 

pulled sections of handle, directly onto the pot, 

and then pull that into the finished handle form. 

Others prefer to pull the handles separate from the 

object. After they are pulled, they are formed into 

the required curve and laid on a smooth flat surface 

to stiffen before attachment. When they have stiff- 

ened sufficiently, they are trimmed to fit and at- 

tached. From my experience, there seems to be no 

particular benefit to any one method, except per- 

haps that the handle pulled directly from the pot 

may be a little more integrated with the form, than 

those pulled separately and then attached. The 

quality of a good handle of any scale is in its in- 



vitation to be held. A good pulled handle usually 

has a form which tapers slightly from the top end 

to the middle, and thickens again slightly at the 

bottom. The tapering effect is found in both its 

thickness and its width, and conforms to the nor- 

mal thickness variations of the fingers, where the 

first and baby fingers are usually slimmer than the 

middle two. Some potters prefer to make the heav- 

ier attachment at the lower end, on such forms as 

pitchers and mugs, pulling toward the top and 

thinning at the upper end. For comfort in use, the 

inner surface should be convex rather than con- 

cave. It should seem to grow out of the form rather 

than being merely stuck on, giving the feeling that 

the form would be incomplete without its presence. 

There should be a satisfying and related negative 

space between the handle and the form of the pot, 

a fluidity of curve, and a strength at the joins. Above 

all, it needs to feel good to hold and have a built- 

in sense of security. — 
On forms which in use might be excessively 

weightly, a thumb-stop is often used. This is usu- 

ally a small piece of clay, either a compressed ball 

or preformed wedge-shaped piece. It is attached to 

the handle at a point where its incorporation will 

help the user to get a better grip. They are partic- 

ularly useful on larger pots such as pitchers and 

teapots, but largely redundant on small objects such 

as mugs, except as a decorative detail. 

Wire-Cut Handles 

Wire-cutting of handles is done with shaped wire- 

ended tools. The shape of the aperture in the wire 

is what makes the cross-section of the handle (Fig. 

9.39). Handles made in this way are even in section 

throughout their length. The process is done by 

cutting through a block of clay, with the tool either 

held upright, or at an angle, as long as the angle 

of cut is constant. After cutting, the length of con- 

toured clay is lifted from the block, and curved as 

desired. It is better to let the handle strips stiffen 

slightly before attachment, particularly if the con- 

tour shaping is complex, with ridges. When the 

clay has stiffened, the handle is then cut to fit and 

attached to the pot. Any ragged edges along the 

ridges may be smoothed off with a sponge at the 

time of attachment. 

Fig. 9.38 Pulling and attaching handles: 1, 2. Scoring the sur- 
face for handle placement; 3, 4. Attaching partially pulled han- 
dle; 5. Pulling the handle from the pot; 6. Creating a center 
groove; 7, 8. Attaching the lower end. 

Pinched Handles 

The total freedom of expression in handbuilding 

techniques gives rise to many variations in handle- 

making. Freely shaped handles can easily be pinched 

either from the basic form itself, or from small balls 

of clay. When formed into suitable handles they 

can be attached in the usual way. 

Coiled Handles 

Coils, or rolled sausages of clay, can also make 

interesting handles. They may be rolled with an 

even thickness throughout their length, or with 
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Fig. 9.39 Tools for wire-cut handles and cross-sections of 
shaped handles. 

variations in thickness built in, either accidentally 

or by design. The process is simply done by rolling 

the clay between the hands and a solid surface, 

until the desired thickness is achieved. Short lengths 

of over-thick clay can be cut off, and then further 

rolled to thin out sections such as the middle or 

ends. When the handle is formed, it is often left 

to stiffen before being applied to the base form. 

Coiled handles can easily be modified using short 

lengths of wood, either longitudinally or across the 

length to produce a concertinalike effect (Fig. 9.40). 

Fig. 9.40 How one can modify coiled handles to create 
added interest. 
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Coiled and Braided Handles 

Once rolled, coils can be joined together and braided 

in a variety of ways. Two, three, or five-strand 

braiding can be done in exactly the same way as 

with hair, cord, or rope. Any more than five strands 

will become very difficult to control. In order to do 

braiding without too much difficulty, the clay should 

be reasonably soft, and long enough lengths pre- 

pared to allow for interlacement. The clay is braided 

without the use of slip. If it should seem necessary 

to use slip to fill gaps, or to stick coils together, 

this is best done with a brush after the handle is 

attached. Braided coils may be flattened by a light 

pressure from the hand, or with a rolling pin. This 

not only flattens them, but can make extremely 

interesting free patterns develop from the inter- 

twined coils. 

Slabbed Handles 

The slab allows all manner of possibilities in han- 

dle-making, from the hard architectural aspects 

suggested by stiff clay, to maleable pillowlike pos- 

sibilities of soft clay. Differing degrees in the dry- 

ness of the clay offer a wealth of potential. 

Extruded Handles 

Extruded handles are made with a small machine 

or hand-press tool which pushes clay through a 

shaped die into a continuous length. The die can 

be cut to form almost any cross section, and the 

clay pushed through it can be either used in its 

length, or as a cross-cut (Fig. 9.41). The final result 
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Fig. 9.41 Extruded shapes used for handles. 



of an extruded length is visually similar to a simple 

wire-cut handle. Cross-cut extrusions are done by 

making the extrusion, and then slicing it across to 

make handles like small slabs, sometimes with fin- 

ger holes already in place. A small amount of trim- 

ming of rough edges is all that is needed before 

the handle may be attached. Pug mills used in clay 

preparation can easily be adapted to make die ex- 

trusions, although there are currently many dif- 

ferent makes of small extruder available in the mar- 

ketplace. 

Press-Molded Handles 

The basic method of making press molds was ex- 

plained earlier in this section, as related to spouts. 

They are quite simple to make, and particularly 

useful for handles which might have simple model- 

ing included in the design of the handle. Molded 

impressions make it possible for numerous copies 

to be made of an original, and thus cut down on 

the time which may be required for each one. Press 

molding is limited to fairly simple impressions, but 

does allow considerable freedom for expression in 

repetitive work. 

Slip-Cast Handles 

Slip-casting was also discussed earlier, in the sec- 

tion on spouts. Cast handles can be made in single 

molds, or in battery molds when a great number 

are needed. Battery molds usually make twelve to 

eighteen handles at a single pouring of slip and 

consequently save much time. The technique is ba- 

sically an industrial one, although it can easily be 

put to good use by the studio potter. Depending 

on the skill of the mold-maker, almost any form of 

handle can be made by slip casting. Extremely de- 

tailed forms might need complex molds. In volume 

production, the use of slip casting can offer a viable 

alternative as it can be done with semiskilled labor, 

thus freeing the potter’s time for something else. 

Once slip-cast pieces are removed from the mold, 

they should be trimmed of any seam lines, and are 

then ready to attach. Provided that the basic form 

is leather hard, only water or the smallest drop of 

slip is needed to effect a good bond. 

LUGS 

The word lug comes from Old Scandinavia and 

means to pull or lift. In Old Scots, it means an ear. 

In pottery, the term means a small handle or earlike 

projection. Originally these small handles were in- 

tended to tie lids or skin covers down to, or to sling 

cords through to hang or carry objects. The term 

is usually applied to any small handle which may 

be used for lifting or carrying, particularly on kitchen 

wares, casseroles, and on teapots as a base to attach 

a handle of some other material. Now, they are 

often used in a purely decorative way, as an em- 

phasis to the basic form. 

Lugs on kitchen and cooking wares are usu- 

ally applied horizontally, and may be attached to 

the basic form either at the ends, or throughout 

the length of one side of the lug. The placement 

and method of attachment is usually dependent on 

the function to be served. On teapots, the lug is 

the attachment point for handles which may be 

made in bamboo, rattan, wood, metal, or leather. 

Lugs may be made in the same way as any other 

form of handle, and attached by simply using slip 

or water. Where lugs are used on cooking pots, 

they should be substantial enough for the user to 

hold and carry while probably wearing oven mitts. 

Also on cooking ware, it is often useful to press a 

soft clay coil into the crevice which usually occurs 

where the lug joins the form. This not only 

strengthens the join, but also makes sure that 

cleaning of any burned-on foods or liquids is easier. 

Other lugs may be made by cutting away part 

of the rim on some types of bowl, or casserole, 

where the handle is in fact the clay remaining (Fig. 

9.42). Coils of soft clay can be wrapped around a 

form requiring handles, attached, and thrown on 

in a wedge-shaped flange, with the thick end stuck 

to the pot. When this flange is pressed down, han- 

dies are formed directly, and the excess flange can 

be cut away either completely or partially. The par- 

tial cutting leaves a wide soft ribbon between the 

handles on each side. This soft area can be used 

in a variety of decorative ways, such as fluting or 

stamping, or just left as it is. 

Details of pots are very important parts. They 

certainly tell very quickly the degree of mastery 
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Fig. 9.42 Handles that are formed when sections from the 
thrown form are cut away. 

which any potter has over his medium. Sadly, 

however, details are often neglected in the degree 

of consideration which is given to them, and many 

a potentially good pot suffers needlessly as a result. 

Pots which are designed to function should do just 

that. There is really no excuse for objects to func- 

tion badly just because they are made by hand. In 

fact, they should really function better than the 

industrial model because they have the caring close 

attention to detail which the industry cannot closely 

control. The potter has a responsibility to thor- 

oughly think out the object he makes, and to make 

it as well as it can be made. 

The buying public is often badly underesti- 

mated by potters, and all manner of functional in- 

adequacies are lavished upon them. There is no 

limit to the expression which an individual potter 

Weights and Measures for Basic Production Items 

can put into his functional pottery, but it should 

be done with great concern for the real require- 

ments of that object. Certainly this represents a 

great and often frustrating challenge to the maker, 

as it makes the need to compromise a major factor 

in production. Objects made to function can also 

be works of art, as the past has so often shown us. 

One only has to see tomb objects from almost any 

period to realize this. There is nothing mundane 

about making functional pottery for use by people; 

it is a demanding process, requiring all of the art- 

istry and skill that can be mustered to solve the 

problems which the design and making of any given 

object deserves. Making good functional pottery is 

not making art for art’s sake, it is making art for 

people’s sake. 

WEIGHTS AND MEASURES 

If one is doing a great deal of repetitious throwing, 

it is convenient to keep a chart of weights and 

measures, giving the amounts of clay needed and 

sizes of objects at the throwing stage. Following is 

a list of weights and measures of standard items 

produced in my studio. These are for an average 

throwing thickness of 7 inch (5 mm) for smaller 

objects, and # inch (1 cm) for larger objects. If you 

throw either thinner or thicker than this, you will 

have to adjust accordingly. 

WEIGHT HEIGHT WIDTH 

ITEM Grams Ib./oz. Inches cm Inches cm 

Drinking Vessels 

6-0z. coffee mug 27D 10 oz. 3 HS) 3 The) 

8-oz. coffee mug 400 14 oz. 5 12.5 3 75 

14-0z. beer mug 600 Libs. -5°0z. 7 L735 32 8.5 

chalice (cup only) 500 Libs 2 oz. 4 10.0 4 10.0 

goblet (cup only) 340 12 oz. s) 12.5 ) 75 

cup 300 11-0z; 274 7.0 3% O° 

saucer 350 13 6Z. 1 25 Oy2 13.5 
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Weights and Measures for Basic Production Items 

WEIGHT 
ITEM Grams Ib./oz. 

Plates 

large dinner plate 1800 4 |b. 

medium dinner plate 1350 3 Ib. 

side plate 1000 HS), 

bread and butter 600 1 Ib; 

glutton plate 2300 5 |b. 

Bowls 

large, general purpose 2600 5) Illex 

medium, general purpose 1800 4 Ib. 

small, general purpose 600 1 Ib. 

onion soup 600 IIb: 

large mixing bowl 1800 4 lb. 

Casseroles 

4-quart 2600 > Ib: 

lid 1600 3 Ib. 

2-quart 1800 4 |b. 

lid 1000 2 |b. 

1-quart 1000 2 Ib. 

lid 750 Ib: 

individual 600 dub. 

lid 450 

Pots for Pouring 

cream pitcher 400 

1-pint pitcher 675 shel, 

4-pint pitcher 2600 5 Ib. 

coffee pot 1800 4 |b. 

lid 400 

large teapot 2000 4 |b. 

lid 250 

medium teapot 1500 3 Ib. 

lid 200 

small teapot 1000 2 Ib. 

lid 150 

1-liter decanter 2000 4 |b. 

small decanter 1200 2 |b. 

liqueur or sake bottle 1000 2 |b. 

3 oz. 

SrOZr 

2 OF 

WW Oye. 

6 OZ. 

5 OZ. 

WD ove. 

8 oz. 

3 O%, 

3) OF 

1D O% 

6 OZ. 

16 oz. 

ATOZ 

8 OZ. 

I OROZe 

14 oz. 

6 OZ. 

©) OVA. 

6 OZ. 

aOZp 

3) OA. 

5) YZ, 

6 OZ. 

IITOZzs 

3) OVA. 

HEIGHT 

Inches 

4 

cm 

3.0 

Bo 

PISS) 

2.0 

3.0 

IKS)0 

11.0 

WIDTH 

Inches 
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Weights and Measures for Basic Production [tems 

ITEM 

Storage Containers 

large storage jar 

medium storage jar 

small storage jar 

jam or honey pot 

Serving Dishes 

large cooking/serving dish 

small cooking/serving dish 

cheese bell 

base 

butter dish 

base 

salt and pepper shakers 

egg bakers 

WEIGHT HEIGHT WIDTH 

Grams Ib./oz. Inches cm Inches cm 

2250 5 |b. 12 30 5 DFS 

1500 Silos © Gz, 10 D5 4 10.0 

800 iL Noy, 1 OZ 7 WAS 3 LD 

450 16 oz. 3% 8.5 4 10.0 

2500 5 lb. 8 oz. 3Y2 8.5 15 SoD 

1350 3 Ib. 2s 6 10 25.0 

2000 4\b. 60z. 6 15 10 25.0 

1500 3 lb. 6 oz. 

600 illo. Bx. 3 hs) D2 B.S 

600 lls, 5 @z, 

400 14 oz. 4Y, ill 3 Hod) 

400 14 oz. 1% 3 372 8.5 

158 Mechanics: Analysis, Practice, Considerations 



Eating must be one of the most pleasant rituals of 

human existence, whether it be in the simple pro- 

cess of daily nourishment, or as a major celebra- 

tion, such as a banquet or even a dinner party. 

Quite apart from its role of giving sustenance, the 

breaking of bread with members of one’s family, 

friends or acquaintances becomes a time of special 

significance. It is a time of discussion, compassion, 

contentment, and contemplation. Food and drink 

act as lubricants to tongues and stimulate the flow 

of speech. The whole ambience of the dining room, 

from the warmth and lighting, to the table and its 

accessories, can serve to make the mundane into 

the memorable. With visually satisfying objects to 

eat and drink from, even the simplest of meals can 

feel like a special occasion. It always amazes me 

just how much better food can seem to taste just 

because one is eating from aesthetically pleasing 

ware, normally bowls and plates. The interaction 

between the senses seems at its most profound 

when contemplating food, from the obvious of smell, 

taste, and sight, to the less obvious of touch and 

sound. Apart from certain cacophonous cereal 

products, which go snap, crackle, and pop, various 

sounds made in cooking, chewing and slurping, 

and some esoteric sounds made during various eth- 

nic food and drink rituals, sound plays little part 

in the process of eating and drinking. Eating is a 

mute enjoyment. 

Pots for Eating From 

Touch, however, is often very important. In 

various parts of the world, foods are eaten in dif- 

ferent ways. Over large tracts of the globe, people 

sit on the ground and eat with their fingers, usually 

with their right hand, pinching food from the sur- 

face of leaves, plates, or bowls held in the left hand. 

Sometimes the serving vessel is cradled between 

the thighs or knees, depending on the sitting po- 

sition. There is an intimacy, and immediate contact 

with both the food and its container. Eating in this 

way, one feels close to the core of life, which is 

part of the joy of outdoor life, camping, and pic- 

nics. 

In most so-called civilized countries, in what 

is termed ‘‘polite society,” 

to elevate oneself above the ground, and sit on a 

chair at a table. The food is served on or in an 

object that one doesn’t touch or seldom touches, 

and it is eaten, at a proper distance from barbaric 

finger contact, by the use of knives, forks, and 

spoons. Granted there are a few foods that are 

socially acceptable to eat with the fingers but, in 

the main, we have lost contact with much of our 

tactile sense. Now, it is somewhere between these 

two extremes of eating style that the most usual, 

and most socially acceptable, form of eating is found. 

People often hold bowls in their hands, drinking 

from their edges. In today’s less formal society, it 

is also quite common to hold plates in one hand, 

it is considered normal 
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while holding a fork or spoon in the other. At this 
point one is again in close contact with the vessels 
of daily use. Pots made for eating from are probably 
the main, if not only, pots with which we come 
into daily physical contact. It follows that pottery 
makers should carefully explore the visual and tac- 
tile qualities of them. In the culinary arts of Japan, 
for example, this sensitivity to these qualities seems 
to be unquestioned, and yet, in the western hemi- 
sphere, they are looked at with suspicion. We tend 
to look for shapes that are machine-pure, with per- 

fect surfaces. Machine-pure shapes are, more often 

than not, made for the convenience of the machine, 

while the slick perfect surface is made for the sake 
of hygiene. Perhaps in a society where the dish- 
washing machine is in common use, cleaning with 
water that is much hotter than hands can bear, 

there is a place for using glazes of varying surface 
qualities, including pitted and crazed ones. Surface 
quality serves to satisfy both visual and tactile sen- 
ses, and adds to the pleasure of the eating ritual. 

BOWLS 

Bowls come in many forms and have many uses. 
Their sizes vary from those small enough to be held 
in a cupped hand to large communal serving bowls. 
Many have multiple uses. Specialized bowls, such 
as mortars, may be made for grinding foods. Col- 
anders and sieves may be used for straining and 
steaming. Bowls may come with spouts and lids 
depending on their potential use. Perhaps bowls 
are the most useful of household objects, as their 
functions are so numerous. The considerations in 
making bowls are mainly related to their generally 
determined function. Their shapes may vary from 
shallow and wide, to deep and tall. Since the bot- 
tom of the form is normally curved, they usually 
have a foot of some kind. They may have a rim at 
their top edge either for decorative or functional 
purposes. 

Soup Bowls 

Bowls for serving soup are usually of two basic 
forms, either shallow with an almost flat base, or 
deeper with a noticably rounded base. Differing 
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preferences among users, as well as the consider- 

ations of the type of soup being served, account 

for the two basic shapes. Occasionally, even the 

time of year and the climate influence the style of 

bowl preferred. A wide, shallow bow] with an out- 

ward-flaring rim is often used in summer, or for 

cold soups, whereas the deeper bowl, often with 

an inward-turning edge, is more often used for hot 

soups, and in winter, when it can also be used for 

warming the hands. Soup bowls occasionally have 

lids and handles. 

Rice Bowls 

In the Orient, rice bowls are often lidded. They are 

usually shaped in a convenient way for holding 

comfortably. Rice bowls and bowls for Asian foods 

sometimes have a slight depression in the top rim, 

as a convenient place to lay the chopsticks. This 

depression can be cut into the rim, or pressed with 

chopsticks into the soft clay rim to get the right fit. 

In many lidded rice bowls, the lid acts as a sec- 

ondary container for pickles or condiments, giving 

dual purpose. The way that the lid is to be used 
will determine its style. 

Dessert Bowls 

Dessert bowls are usually of the wide, shallow type, 
often with a rim. This can be a convenient place to 
put unwanted cherry or grape pits, or for serving 
biscuits or wafers. In making sets of dinnerware, 

which also contain cups or mugs with saucers, 
matching the foot of the bowls to fit the saucer 
depression is often worth considering. 

Salad Bowls 

Individual bowls for salad can be just about any 
shape, as long as they are wide enough to con- 
veniently use with the eating utensils. Salad serv- 
ing bowls need to be big enough to allow for the 
salad, and also the movement of the salad servers 

or tongs used in the tossing process. Salad serving 
bowls and individual bowls are often made in sets. 

Mixing Bowls 

Mixing bowls need to be both solid and stable for 
the functions they perform. The pressures of beat- 



ing tools and whisks make any fragility a liability. 

Many mixing bowls have a flattened side which 

may be used as a second foot for tilting the bowl 

while beating. Mixing bowls often have a pouring 

lip, or short half-spout. They can be made as nest- 

ing sets for the convenience of space. 

Serving Bowls 

Serving bowls can be just about anything, and there 

are few restrictions, if any, in their form. Whether 

they do the intended job or not is the question and, 

since there is such a variety of things which may 

be served, almost any bow] will fulfill the needs of 

serving something. 

Grinding Bowls 

Mortars for grinding of foods are usually low, with 

a very stable foot. They should be solidly made as 

they are likely to take considerable hard wear. The 

inside of the bowl is usually unglazed, and may 

have a serrated surface to assist in the crushing 

and grinding action of the pestle. 

Colanders and Sieves 

Colanders and sieves are basically bowls with holes 

cut through them for washing and straining foods. 

Pottery sieves can also be used for steaming foods 

by placing them with the food contents in a sauce- 

pan with a little water, and boiling until cooked. 

The placement of holes can be random, or carefully 

controlled as a part of pattern making. 

Practice 

Bowls are deceptively simple things to make. In 

the earliest learning stages of throwing, they hap- 

pen almost by accident, especially when one is aim- 

ing to make cylinders! The control of the inner curve 

of the form and, subsequently, the outside form, 

takes considerable practice. The best way to de- 

velop this is by continual repetitive practice of sim- 

ilar forms, using a constant weight of clay. Potters 

often throw bowls and other smaller items “off the 

hump” (see Fig. 10.1). A large lump of clay is at- 

tached to the wheel, and roughly centered. A small 

part of the lump is centered and thrown, the initial 

size being gauged by the volume of clay in the 

Fig. 10.1 Throwing off the hump: If the bases of 
hump-thrown pieces are not adequately compressed, an ‘’S” crack 
may result. 

hand. This process continues until the lump is to- 

tally consumed. In throwing off the hump, 

compression of the base is very important to alle- 

viate possible problems of ‘’S’” cracks occurring. 

PEAES 

Plates are made in a variety of sizes to serve various 

functions, including eating from and serving on, 

as well as for pure contemplation. Their form and 

structure need careful consideration, particularly 

in relation to the placement of the foot; see Fig. 

10.2 A and B. Depending upon the clay which is 

being used, and also on the temperature to which 

it is fired, plates may be subject to various prob- 

lems. If any clay is fired to its maturity, it will soften 

at the top end of its temperature range. At this 

temperature, the rims are liable to slump slightly 

if there is not adequate support from a foot, fairly 

Fig. 10.2 Trimming and placement of foot rim. 

FOOT T0O WIDE 

CENTRE COULP SLUMP. 

FOOT Too NARROW 

RIM couLD SLUMP. » 
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close to the edge. Unfortunately, if the foot is placed 

close to the edge, then the middle of the plate might 

slump. To cover these eventualities, it is quite com- 

mon to have two foot-rings, an outer one which 

supports the rim, and an inner one which supports 

the center of the plate. On extra large plates, even 

a third foot or center point might be considered. 

Practice 

Depending on the size of the plate, throwing re- 

quires a heavy downward pressure as the clay is 

squeezed outward to form the flat interior. This 

can be done with the full palm of the hand, with 
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the side of the hand, or with a rib. This compres- 

sion minimizes the likelihood of ‘’S’” cracks in the 

base. When the full desired width is arrived at, the 

rim is usually pulled up and out to its final form. 

Trimming plates is most easily done over a chuck, 

which is made to support as wide as possible a 

section of the inner surface. Figure 10.2C shows 

the supportive fitting of a chuck. If the chuck is 

thrown at the same time as the plates, it will prob- 

ably have stiffened to the same degree, giving sup- 

port to a substantial part of the plate’s interior, 

especially where pressure may be applied during 

the trimming. It also relieves pressure on the rim 

of finely thrown plates. 



Drinking is the natural companion to eating. There 

is a wide and varied group of objects that are used 

for drinking from, including beakers, mugs, cups 

and saucers, teabowls, goblets, and chalices. My 

concerns here are with fairly standard drinking ves- 

sels, which are in common use around the world. 

Drinking vessels are invariably held in the 

hands, some by means of a handle, and others by 

directly holding the body of the pot. Some gen- 

erally hold hot liquids, and others cold. The design 

of drinking vessels should take into account the 

shape of hands and fingers, the shape of mouths 

(see Pots and Anatomy, Chapter 7), the type and 

temperature of liquid generally being used, and the 

volume of that liquid which may be desirable. 

BEAKERS, TUMBLERS, 

AND HANDLELESS CUPS 

These are the simplest form of drinking vessel, usu- 

ally used for cold drinks. A beaker is basically de- 

rived from the earliest forms of pottery, being a 

simple cup. Its form is either cylindrical, slightly 

barrel-shaped, or lightly flaring from the base to 

the top. 

Drinking Vessels 

MUGS 

The one object which potters in the western and 

southern hemispheres probably make more of than 

any other is the simple mug. It would seem that 

there is an inexhaustible need for them, although 

there seem to be amazingly few really well-thought- 

out ones. Although a mug is a simple object, it is 

a very intimate pot which often becomes cherished 

by its owner. Because of this intimacy, the com- 

position of a satisfying form, with handles which 

fit the hands, and rims which fit the mouth, poses 

a number of problems for the potter. After ten years 

of trying all manner of variation in the shape of a 

mug, I finally settled on one. This was a composite, 

based on requirements which I had, related to the 

space I required for decoration and pattern making, 

in conjunction with what I had observed were the 

priorities of several other people. When asked about 

form, the major concern seemed to be with the 

handle, and whether it could accommodate the re- 

quired number of fingers! Shape, it seems, is quite 

secondary to many people. Yet, the space for var- 

ious numbers of fingers is a vital concern. 

A great variety of forms can be suitable for a 

mug, somewhat depending on the size required. 
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Although mugs may vary in size for different bev- 

erages, demitasse, coffee, and beer, for example, 

it is not always possible to scale one suitable form 

up toa larger version of the same form, and retain 

the satisfaction that the smaller form gives. This is 

in part due to the way that the design, size, and 

placement of the handle has been solved. Simply 

enlarging the form of a small coffee mug, where 

the handle was designed to accommodate one fin- 

ger, to a large beer mug where a whole fist may 

be needed to securely hold the mug plus contents, 

usually ends in an unsatisfactory solution. The rea- 

son for this is that the shape of handle required for 

one finger on the small mug will be out of pro- 

portion in the enlarged form. Instead of being eas- 

ily held, it will most likely pinch the edges of the 

hand, while sticking out like an ear away from the 

form. In the large mug, one needs a quite different 

shape of handle to fit the clenched fist. 

CUPS AND SAUCERS 

The cup and saucer is the western equivalent of 

the teabowl. The most important difference is that 

the teabowl has to be held in the hands, whereas 

the cup is usually held by a handle. The form there- 

fore has to be considered with this addition in mind. 

Most of the time the cup is used to hold hot liquids, 

therefore the design of cup and handle shapes and 

the handle placement need to be well thought out. 

As with the teabowl and the soup bowl, there are 

two basic common forms, wide and squat, and tall 

and deep. In between there are a lot of slight vari- 

ations. 

Handles for cups vary from the florid, ornate, 

or sinuous appendages which we see on most of 

the industrially produced cups in common use, to 

the simple, pulled, no-nonsense variety made by 

most potters. The former are derived from the 

eighteenth and nineteenth centuries and are a 

throwback to the days of elegance, where this type 

of handle forced the fingers into unnatural contor- 

tions, ending with the baby finger pointing out- 

ward (Fig. 11.1). They are difficult to hold with any 

sense of security, since most have no space to ac- 

tually place a finger. The alternative is to grip the 

handle hard between the thumb and forefinger. 
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Fig. 11.1 Cup handles from 18th and 19th century European 

pottery and porcelain. 

Fortunately, current industrial design trends usu- 

ally consider anatomy, and recent pottery often 

reflects this. 

Practice 

Cups are like small bowls and mugs are usually 

variations of a cylinder. Both can be either thrown 

off a hump of clay, or with weighed-out amounts. 

Special consideration in any drinking vessel should 

be given to the rim which touches the mouth. The 

lips are very sensitive, and an overly thick edge 

usually feels most uncomfortable in use. A slight 

thickening of the clay just beneath the rim helps 

to make a thin edge less vulnerable. Saucers made 

for cups and mugs may often serve a dual function 

as a saucer for soup or dessert bowls. The way that 

saucers stack together is also a question of concern 

for some people. If the foot is too narrow, the stack 

will be prone to tipping over. For the best stacking, 



A SLIGHT THICKENING BELOW THE ZIM 
MAKES IT COMFORTABLE For THE UPS 
AND STRENGTHENS Foe HANDLE JOINTS. 

STACKING SAUCERS NEED 

WIDE FEET FOR STABILITY, 

Fig. 11.2 The placement of a cup in a saucer and the 

stacking of saucers. 

width of the foot should be double the width of 

the cup depression (Fig. 11.2). 

TEABOWLS 

Bowls have become more widely used in the last 

few years for everyday tea drinking. The most fa- 

mous type of teabowl is used in variations of the 

Japanese tea ceremony, Cha-no-yu. These bowls have 

their aesthetic roots mainly in the peasant rice bowls 

of Korea. As a bowl of exquisite simplicity, it had 

the qualities deemed desirable as a meditative bowl 

for an extremely formalized and spiritual cere- 

mony. All of the senses are brought into contact 

with a good teabowl, or Cha-wan. Perhaps the most 

obvious are the senses of sight and touch, where 

both are satisfied through the processes of looking, 

both at the form and the surface, and the tactile 

experience which reinforces the visual one. There 

are different forms for different times of the year, 

the winter bowl being a somewhat closed form, 

and the summer bow! being generally more flared 

and open. The tea ceremony formalities require the 

bowl to be held in a special way, with the left hand 

held flat beneath the bowl, while the right hand is 

placed lightly cupping the top edge of the bowl. 

Although both winter and summer bowls are de- 

signed to be cupped in the hands, the shape of the 

winter bowl is more conducive to close contact, 

giving warmth to the body as well as the soul. The 

sound of the bowl is also considered, as the move- 

ment of the teawhisk, or Cha-sen, in stirring the 

green tea against the side of the bowl gives a par- 

ticular pitch. Lower tones, such as those found in 

a raku bowl, are likened to the pleasant gurgling 

sounds of mountain streams running fast over 

stones. In comparison, the teawhisk used in a por- 

celain bowl will produce high-pitched sounds, 

reminiscent of a buzz-saw or a cicada, and not too 

conducive to meditation and contemplation. The 

shape of the winter teabow] assists in the dispersal 

of the aroma, much as a brandy glass does, where 

the confluence of imaginary lines extending from 

the bowl itself intensifies the perfume. Other points 

of consideration in the teabowl include the depres- 

sion, either naturally formed by the movement of 

the fingers, or induced by later cutting, at the bot- 

tom of the bowl’s interior. The way that the residue 

of the tea sticks to the walls of the bowl, and runs 

to a small pool at the bottom, is said to be evocative 

of small pools of water found in wooded areas. The 

faiths of both Zen and Shinto are deeply concerned 

with nature, and the esoteric qualities that are looked 

for in a fine teabow]l are appreciated by few but the 

Japanese. Enthusiastic aficionados of the tea cere- 

mony and collectors of tea ceremony wares will 

pay many thousands of dollars for a choice bowl 

made by a famous potter. 

The second type of bowl is more commonly 

used for the everyday drinking of tea. It is not 

concerned with the formalities and subtle qualities 

attached to Cha-no-yu. In Japan, these bowls are 

called yuonomi. They are often made in pairs, for 

the male and female, with the male bowl being 

slightly larger than the female. They are usually 

taller than they are wide, somewhat barrel shaped, 

and have a deeply cut foot. This facilitates holding 

between the first two fingers placed beneath the 

foot, and the thumb placed on the rim. In Japan, 

yuonomt teabowls are usually served on a saucer 

made from wood, bronze, or lacquer. 

The special qualities of both types of oriental 

teabowl! have, to a large extent, been overlooked 

in the western hemisphere. The teabowl as a spe- 
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Fig. 11.3 Bowls for Japanese tea ceremony, cha-no-yu: (A) Ko- 
rean summer bowl; (B) Japanese summer bowl; (C) Japanese 
winter bowl; (D) Japanese red raku winter bowl. 

cial object, venerated in Japan for some 350 years, 
has, in many parts of the world, become debased 
by many pretentious potters’ productions of it. More 
often than not, it seems, these teabowls are little 
more than clumsy, badly made parodies, with little 
understanding of the original aesthetic that they 
try to emulate. 

Practice 

Most oriental-type tea bowls are thrown off a hump 
or mound of clay. If they are made to any measure, 
it is usually a cross-shaped piece of bamboo which 
measures both the depth and width of the interior 
at the same time. Many oriental teabowl makers 
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concern themselves primarily with the interior of 
the bowl. For them, this is where one finds the 
soul, while the outside is mainly cosmetic. 

GOBLETS AND CHALICES 

Goblets and chalices are essentially cups placed on 
an elevated foot, often in a form similar to a wine 
glass. Although the chalice is usually larger and 
wider, they are similar objects, and therefore can 
be considered to have much the same problems. 
The physical nature of clay makes it unsuitable for 
very fine stems to be made without considerable 



vulnerability. In the firing stages, fine-stemmed 

goblets are likely to deform easily. The clay softens, 

and the weight of the cup is likely to cause the 

stem to bend toward the heat source. Depending 

on the sort of form one decides to make, the foot 

or stem needs careful consideration. Goblets and 

chalices are usually used for water, beer, or wine, 

as well as for hot drinks such as Irish coffee or rum 

toddies. These beverages are most often served in 

glasses. There is often a built-in reluctance amongst 

purchasers to use pottery vessels for these liquids, 

since part of the quality of the liquid may also be 

judged by its color. There may be good reason for 

this reluctance, but it might not all be related to 

the desire for transparency. Many goblets which 

are found in the market place are badly designed 

in various ways. Common problems are: too-small 

feet, making it easy to knock over the goblet and 

contents, too-tall stem, causing instability: too-nar- 

row cup for comfortable drinking: too-thick rim for 

comfortable drinking: too-short stem for comfort- 

able handling; and weight too much to feel com- 

fortable. 

In order to make pottery goblets which will 

satisfy a good segment of the market, various con- 

siderations must be made. There will always be 

those people who prefer glass; however, a well- 

made and well-balanced goblet or chalice can give 

a great deal of user satisfaction quite different from 

that given by the use of glass. There is usually a 

weight to clay goblets which imparts a feeling of 

well-being and stability. The fact that they are opaque 

gives mystery to their contents. The conductive 

quality of clay assures that pottery drinking vessels 

keep their contents at the desired temperature longer 

than glass. 

Practice 

Depending on size and design, goblets and chalices 

can be made in one piece. However, it is more usual 

to make them in two parts, which are joined to- 

gether when leather-hard. Sometimes a foot is 

thrown onto the trimmed base of the leather-hard 

cup, using soft clay to minimize deformation of the 

cup. To ensure equality in the portions of liquid 

they contain, cups are often best made to a measure 

with weighed-out pieces of clay. Stems may be 

Fig. 11.4 Japanese yuonomi tea bowls by Tatsuzo Shimaoka. 
Private collection. 

Fig. 11.5 Trimming chucks for goblets and chalices. 
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thrown off the hump, and later attached when both movement, and gives stability during the trim- 
they and the cup are leather-hard. Trimming of ming. The chuck is best made at the same time as 
taller goblet forms is easiest when the cup is fitted the cups, and should be shaped to accurately fit 
over a chuck. This minimizes the likelihood of the interior of the cup. 
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Throughout the last 8000 or so years, pots have 

been used for storing things in. In the last forty 

years, plastics have probably superceded clay as 

the most universally used material for the making 

of storage containers. Since the inception of the 

plastics industry, there has always been some ret- 

icence against the inherent qualities of the various 

materials. For quite a long time, a large volume of 

plastic objects were made to represent another ma- 

terial, basketry and pottery being the most obvious. 

The design end of the plastics industry has, in re- 

cent years, produced a much more satisfying prod- 

uct which recognizes those special qualities that 

plastics do possess—clean, crisp, machine-efficient 

objects. There are undoubtedly some jobs which 

plastics can do better than clay, but clay still has 

some qualities which make it preferable for many 

uses. 
Clay is abundant and comparatively inexpen- 

sive, and is a constantly renewing resource. It is a 

good conductor of both heat and cold. In many 

countries, clay pots are made from low-tempera- 

ture red clays purposely left porous for cooking 

purposes. The pot doesn’t crack on the open flame 

due to its conduction properties. They are used for 

water storage, where the evaporation or conden- 
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sation on the outside of the container keeps the 

liquid cool inside; and for food storage, where the 

ability of the clay to “breathe” allows stored or- 

ganic materials to be kept safely for long periods 

of time. 

Most studio potters making functional ware 

work with clays fired at high temperatures, where 

the clay is more or less vitrified. Vitrified clay is 

generally unsuitable for some of the jobs that po- 

rous Clay is used for, particularly open flame cook- 

ing, and evaporation cooling. However, its con- 

ductive qualities combined with its incredible 

decorative potential, make it a far more valuable 

material for many other uses. It can be frozen, 

heated, used in a microwave or regular oven and, 

if the clay body is specially prepared for thermal 

shock, may even be used for cooking on a direct 

flame. Its surfaces can be as smooth and sanitary 

as plastic, impregnable to even the strongest acids. 

Our main concern here is with its use in mak- 

ing pots for storing things in. The above digression 

serves mainly to show that clay is alive and well, 

and not surpassed by plastics, for many necessary 

jobs around the home. It is a serviceable alternative 

to plastics for most things, and far superior for 

others. 
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Storage refers to anything that may need to 

be kept in a container, for reasons of tidyness, 
freshness, odor, aroma, dryness, wetness, sticki- 

ness, oiliness, and cleanliness. Differently de- 

signed storage containers can do all of these jobs. 

KITCHEN CANISTERS 

Commonly used to hold such things as flour, tea, 

coffee, rice, nuts, pasta, biscuits, and dried foods 

of many kinds, kitchen containers are subject to a 

strong possibility of slight residual grease from 
cooking to be on the surface. The user’s hands are 
often wet from food preparation, and the combi- 

nation of wet hands and this slippery coating on 
the container can make picking them up hazard- 

ous. The design of the jars should be such that 
they are as easy to hold as possible. This can be 
done by making indentations or ridges in the form, 

by various types of surface decoration, or by in- 

cluding a handle or lugs. Most containers need lids, 

and the type of material being stored is the deciding 

factor on which type of lid is best. Some lids can 

be loose fitting, while others need to be tight to 

keep moisture in or out. Considerations of space 

should also be made, since spherical forms take up 

much more space than cylindrical ones. 

Fig. 12.1 The difference in space taken by pots of a 
similar volume. 
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TEA CADDIES AND TOBAGCEO WARS 

These are similar pots, one for keeping its contents 

moist, and the other for sealing in an aroma. The 

tea caddy is usually smaller than the tobacco jar. 

Tobacco needs to be kept in a container which is 

as airtight as possible to prevent the escape of mois- 

ture, and the resultant drying out of the tobacco. 

Obviously the fit of the lid is critical for optimum 

efficiency to take place. There are various ways of 

achieving this, either through the design of lid being 

made, the use of two ceramic lids, or one ceramic 

lid and a cork interior cover, or the addition of cork 

linings to the lid, and/or container. The choice is 

up to the potter, and the efficiency of the pot is 

really dependent upon his skills. 

BISCUIT OR COOKIE JARS 

For a lot of parents, the ultimate jar for this use is 

one that the children can’t get into! Short of putting 

some sort of locking device on the lid, or a series 

of three interlocking loops, one on the lid and two 

on the body, secured with a padlock, a totally im- 

pregnable, childproof lid is just about impossible! 

Since most cookies are highly susceptible to hu- 
midity, it follows that a container be as airtight as 
possible. It should also have an opening that allows 
access to a hand, and space for the added cookie 

on the way out. If it is too big, it might encourage 

the user to take the cookies by the handful! 

JAM AND HONEY POTS 

Jam and honey pots often perform a dual function 
of storing and serving. The fact that their contents 
are always sticky should have some bearing on 
their design. They can be simple forms with simple 
lids, which usually have a cutout section to accom- 

modate a small spoon. The cutout need only be 
quite small, since the thickness and width of a 

spoon’s shaft is usually a maximum of 2mm x 
8mm (32" x 3"). The wooden or plastic servers for 
liquid honey are usually a maximum of 8mm in 
diameter. Any excessively large aperture will pos- 
sibly allow the contents to dry out, or insects to 
get in. 



BREADCROCKS 

Breadcrocks are large lidded pots, usually used for 

storing homemade bread. In today’s society, with 

freezers and refrigerators, breadcrocks are largely 

redundant, however, they are still used in many 

country areas. For the potter who enjoys the chal- 

lenge of larger forms, they are satisfying objects to 

make, allowing free rein for self expression. The 

bread has to be protected from excess humidity, or 

it will mold. Since the bread normally has quite a 

high moisture content, some escape for conden- 

sation is necessary either in the lid, or in the body. 

Sometimes this might be done simply with small 

holes, and sometimes with a larger hole covered 

with a net fabric, glued into place. 

RUM POTS 

Rum pots are generally straight-sided containers 

used for submerging soft fruits in alcohol. They are 

relatively common in Europe. Soft fruits are gath- 

ered as they ripen, prepared and layered, covered 

with sugar, and submerged under rum or brandy. 

Fig. 12.2 A rum pot with weight. 

LCOXOL 
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The fruit needs a weight to keep it below the al- 

cohol syrup level or it may ferment. This can be 

done either with a plate, or a flat lidlike cover with 

a tall knob. The form is best as a cylinder, to enable 

the weight to work efficiently. 

PICKLING JARS 

Jars for pickling need to be robust, and should have 

a strong rim for securing an airtight film. They are 

often cylindrical, allowing a weight to be placed on 

whatever food is submerged beneath the pickling 

solution, so that fermentation doesn’t occur. 

BUTTER OR MARGARINE DISHES 

Butter comes in a variety of packaged shapes. Maybe 

it is an anomaly to make circular butter dishes! 

However, people seem to be quite content putting 

square butter into a round pot. Margarine is often 

purchased in round plastic containers, and many 

people look for a suitably sized covered dish to hold 

the plastic one. Butter dishes are generally one of 

two basic types: the French type, where the butter 

has often been whipped, and is kept in what ini- 

tially looks like the lid, inverted and submerged in 

water held inside a cylindrical or barrel form; or 

the dish with dome cover which is probably more 

common (Fig. 12.3). Both types work well, with 

the benefit of keeping the butter at room temper- 

ature, and thus easier to spread. The dish and dome 

system usually needs a wall to be integrated in the 

dish, so that the butter is less likely to get on the 

bottom of the cover, and be later transferred to the 

table whenever the lid is removed and set down. 

Dishes without some kind of retaining wall usually 

end up being very messy, particularly if one has 

children. 

CHEESE] BELES 

For short-term storage, most cheeses are better kept 

out of the refrigerator, under a domed lid. The 

usual form of cheese bell is a dish and dome affair, 

similar to, but larger than, the second form of but- 
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FRENCH BUTTER DISH 
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Fig. 12.3 Butter dish types. 

ter dish, above. The dish may have a raised wall 
to contain the cheese or, alternatively, the lid might 
be kept in place by providing a slight trough for it 
to sit in. If the preference is for runny cheeses, the 
former fitting is more suitable. For some specialty 
cheeses, such as stilton or gorgonzola, a lid with 
straight sides is generally preferred. Keeping cheese 
at room temperature allows it to mature properly, 
particularly if the cheese is a whole one where the 
skin surface is uncut. 
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Practice 

Perhaps the most important point with storage con- 
tainers is their need for lids that fit. If an object 
demands to have a lid to fulfill a specific function, 

then the potter should see that its type is suitable, 
and that it fits accurately. 

CONTAINERS FOR LIQUIDS 

Pots for containing and storing liquids need to be 
carefully considered. Spill-proof and watertight 
containers usually need a lid or stopper made of 
cork, or at least with some liner made of cork. Cork 

swells slightly when wet, and effects a watertight 
bond between the stopper and the body. If one 
ceramic surface is in contact with another ceramic 
surface, the granular nature of the two surfaces will 
allow air or liquid to get through, unless the clay 

is sufficiently dense for an impervious surface to 
be ground. This would probably require a fine por- 
celain body. Grinding may be done by placing a 
small amount of fine silicon carbide mixed with 
water in the neck or on the stopper, and twisting 
until there is a snug fit. For liquids which might 
evaporate, a cork is probably the best solution, since 
even the tightest of ceramic lids usually allows some 
evaporation. 



The historical development of spouts for pouring 

vessels went all the way from none to exaggerated 

long beaks (see Pouring Forms). For purely prac- 

tical purposes, the most efficient spouts or pouring 

lips lie somewhere between the two. The types of 

liquids that are used to some extent control the type 

of spout which is most applicable to a given pot, 

as well as possibly influencing the shape of that 

pot. The fluidity of liquids varies from as thin as 

water, to as thick as whipped cream or porridge. 

Some particularly viscous liquids will quickly clog 

a spout which is too narrow. 

If pouring vessels are designed and made well, 

they are a joy to use. If they continually drip, they 

can be very aggravating. 

PUGHERS 

Pitchers or jugs are made in a great variety of forms 

and sizes. They are pouring vessels which normally 

have a pouring lip, or spout, a handle, and occa- 

sionally a lid. Small pitchers often do not need a 

handle, and the form is made in such a way that 

it affords a good grip for the user. Perhaps the main 

considerations in the design of any pouring vessel 

are to do with leverage, balance (see Chapter 5), 

and weight. Where one decides to put the handle 
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to help the wrist movement used in pouring, is 

critical to making a pitcher comfortable to use. In 

a fairly large pitcher, perhaps containing a gallon 

of liquid, there are two points of easy movement. 

If the handle is placed high up, it is easy to carry 

but hard to pour from, because the weight of both 

pot and liquid are below the placement of the hand. 

If the handle is placed low down, it is usually more 

difficult to carry, because of strain on the wrist, but 

far easier to pour, because of leverage. These vari- 

ations are due to weight displacement. In a case 

such as this, it is worth considering two handles, 

one to aid in lifting, and the other to aid in pouring. 

What one really needs is to find the ideal point of 

balance in a form, and to place the handle there 

for the best leverage. Unfortunately, the best place 

for physical movement is not necessarily the best 

visual solution. A compromise has then to be made. 

Forms for pitchers may be immensely varied 

and are a challenge to make well. Since they need 

to be stable, the bases usually function better if they 

are wide rather than narrow. Bulbous forms have 

a homely curvaceous quality. If their feet are too 

small in relation to the bulk of the form, they are 

quite easy to knock over. Rotund forms are also 

difficult to fit aesthetically pleasing handles to, since 

the already fat form causes the handle to be thrust 

even further out. Bulbous forms are often more 
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Fig. 13.1 Double handle placement for extra large or 
heavy objects. 

difficult to pour from, usually requiring to be totally 
inverted before all the contents of the pitcher are 
removed. Simple cylindrical forms make it easier 
to decide where the handle should go, and easier 
to empty. 

DECANTERS 

Pottery decanters are subject to the same prejudice 
that sometimes accompanies goblets and chalices, 
namely, that they are not transparent and therefore 
it is impossible to see the contents. Obviously, this 
is a valid complaint, but decanters made of clay 
can have benefits. The conductive quality of pot- 
tery allows it to be preheated for any liquids that 
are to be served hot, such as sake, and chilled for 
anything served cold. It will retain both heat and 
cold for longer periods than glass. Decanters are 
used for serving drinks such as wine and sherry, 
or for storing and serving spirits. For serving, the 
decanter doesn’t necessarily require a lid or stop- 
per. However, for storing spirits it will need a stop- 
per which is airtight; otherwise, the alcohol will 
evaporate (see Containers for Liquids). Some con- 
sideration should be given to whether the decanter 
needs a handle or not. If it doesn’t need a handle, 
the form should be designed so that there is no 
risk of it slipping through the fingers. This can 
easily be done through designing a suitable form, 
or having some surface ridging or raised pattern 
on the neck. 
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TEAPOTS 

Probably the most difficult single article that a pot- 
ter is required to make, a teapot has all of the de- 
tails, and takes a great deal of discipline, skill, and 
patience to solve all the problems of design and 
making. On the face of it, it sounds simple: a pot 
to carry and pour hot liquids, without spilling them, 
without dripping from the spout after pouring, with 
a lid that doesn’t fall out, and a handle that is not 
so close that one might burn one’s knuckles, yet, 
at the same time, not so distant that the pot feels 
awkward to use, and with both spout and handle 
invulnerable to breakage from contact with the 
kitchen plumbing fittings—all this, and to be aes- 
thetically pleasing and affordable too! A teapot is 
a nightmare of composition, with a body and odd- 
shaped appendages jutting out at various angles 
and places. Not only is the basic visual composition 
complex, but to add to that problem, one has tech- 
nical considerations also: spouts that may twist or 
droop, strainers that may clog with glaze, handles 
that may twist, lugs that may be too thin to take 
the combined weight of pot plus contents, or too 
fat to fit a cane handle on, and lids which need to 
be held in place while pouring. 

In the western hemisphere, tea makers pour 
boiling water over the tea leaves, or teabag, and 
the resulting beverage is allowed to steep or brew 
until it has reached a satisfactory strength. There 
are some conflicting ideals in the making of tea 
which possibly affect the optimum position of the 
teapot spout. In England, tea is generally con- 
sumed as a stronger brew than in North America. 
For this reason, the majority of English teapots have 
a spout which starts from quite low down. This is 
where the strongest brew is found, floating just 
above the leaves or bag. In other parts of the world, 
tea is drunk more as a weak solution where the 
leaves or bag can be removed from the brew by 
means of an infuser of some kind. The base of the 
teapot spout in these areas is more often placed 
quite high, at or near the shoulder of the pot. 

Whether one likes tea or not, if one calls one- 
self a potter, someday one is likely to get the urge 
to make a teapot. The production of a good teapot 
represents, perhaps, the ultimate challenge for the 
maker of domestic pottery. 



Fig. 13.2 Typical low-spout placement on 19th century 
English teapots. 
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Coffee is prepared in a number of ways, many of 

which do not utilize the standard types of ceramic 

coffee pot. Many coffee aficionados swear by using 

glass, while others use high-pressure aluminum 

containers or stainless steel. 

The ceramic coffee pot can be used for making 

coffee in, or merely as a serving pitcher. Making 

methods include placing coffee in paper filters in 

a funnel-shaped holder, or just pouring the boiling 

water over the coffee grounds in the bottom of the 

jug and waiting for the grounds to settle. The way 

that the coffee is made, coupled with the buyer's 

needs, will largely determine the form that is pre- 

ferred. Unlike most tea leaves, coffee grounds are 

small enough to go through most strainers made 

of clay, and metal infusers can affect the taste of 

good coffee. For this reason, the spouts of coffee 

pots are placed high up on the form, and the forms 

themselves are quite tall to allow any grounds to 

settle to the bottom. There is often a slight belly 

low on the pot, just below the spout, to catch the 

grounds when the pot is tipped to its extreme. With 

so many other coffee pots currently available, the 

ceramic coffee pot has lost favor in the last few 

years, but it still has its following of fans. 

SAUCE BOATS 

Sauces and gravies are generally served in a boat- 

shaped vessel, hence the name. The boat form is 

a very elegant one, but not particularly suited to 

wheel-made pots, unless they are squashed into 

an oval form after throwing or trimming. However, 

a wide variety of other forms that are perfectly 

serviceable for sauce containers can be easily made 

on the wheel. 

Gravies and sauces may have a variety of dif- 

ferent thicknesses from thin and watery to thick 

and gluey. Some sauces also separate, with the 

thick part rising to the top while the thin stays 

below. This floating is dependent on the fat con- 

tent. For sauces like this, where some people prefer 

the thick and some the thin, a dual pouring method 

is sometimes incorporated: one spout is set low on 

the container, while a pouring lip pours off the 

thicker sauce on the opposite side of the pot. The 

pot may need a lid to keep the contents hot and 

uncongealed. 
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Pots for Cooking 

Perhaps the largest variations of form are in pots 
made for cooking. As we have already seen in Part 
One, the historical and ethnic variations cover the 
globe, and current approaches to cooking do the 
same. Partly because of easy travel to far-off places, 
and the resultant tasting of exotic foods, dishes 
which until comparatively recently were little 
known, are now being cooked in ordinary house- 
hold kitchens. 

Cooking pots are made for steaming, poach- 
ing, baking, roasting, frying, and serving. They get 
used in all manner of ovens, from wood-fired to 
microwave. Their design has to concern itself with 
optimum performance, both in the conduction of 
heat and cooking, and in the handling ability of 
hot containers. So often one finds handles and knobs 
which are next to impossible to pick up when cold, 
let alone when they are hot and the user is wearing 
oven mitts! Kitchen accidents are among the most 
common, and although there are no statistics that 
I have been able to find, I feel sure that a good 
number must be caused by inadequacies in the pots 
being used. 

Attention to details, although important at any 
time, is particularly important in cooking pots, where 
the user’s sense of touch is often masked through 
thick layers of fabric. Any of the various types of 
handles, knobs, and lids need to be able to be picked 
up easily, with a total sense of security. If anything, 
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these details need to be overstated rather than un- 

derstated. 

CLOSED COOKING POTS 

The list of closed cooking pots includes casseroles, 
beanpots, steamers, stewpots, chicken bakers and 

fish bricks, and there are many common general- 
ities. These pots are mainly used for stews and 
casseroles, where the ingredients simmer in their 
own juices for a comparatively long period of time. 
Depending on what the casserole is used for, it 
might be deep, or wide and shallow. Deep casse- 
roles are most useful for cooking ingredients which 
have been coarsely chopped. Wide, flat casseroles 
are better when used for cuts of meat such as pork 
or lamb chops, steaks, or veal escallops. They are 
also good for cooking whole fish. 

In a good casserole, the food is constantly 
basted by condensation dripping off the inside of 
the lid and back into the pot. The type and shape 
of lid that is used is therefore important (Fig. 14.1). 
If the food is not basted it will dry out and the meat 
will be tough. Different cooks have strong ideas 
about cooking pots, and what will be one person’s 
favorite may well be another’s throwout. 

The width of the base is an area of concern 
for the casserole user. If the base is narrow it might 



Fig. 14.1 Domed lids keep contents of casserole well basted by 
condensation. 

Fig. 14.2 Chicken and fish bakers (bricks) made from thrown 
forms, laid on one side and then cut to form a lid and base. 
They are sometimes elaborately decorated; others are left plain. 
They are unglazed and porous. 

cause the casserole to tip in an oven that has wire 

sliding racks. The spaces between the wires varies 

from one manufacturer to another, but it is usually 

1-2 inches (2.5—5 cm). If the casserole base is smaller 

than the span of three wires, it will be prone to 

tipping. 

Chicken and fish bakers are porous pots often 

made to represent a chicken or fish. The pot is 

soaked in water before use for about 15 minutes. 

The bird or fish is lightly greased, seasoned, and 

placed with vegetables into the baker. The baker 

is then tied together so that no steam can escape 

from inside, and the meat is cooked by a combi- 

nation of steaming from the water-soaked baker 

and basting from the juices inside (Fig. 14.2). 

Steamers are made in two types. The pot is 

like a standard casserole with many holes in the 

base, and is placed over a saucepan of boiling water 
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Fig. 14.3 Steamers, both made to sit on top of a saucepan of 
boiling water. Type A allows the contents to steam from below, 
but doesn’t allow them to cook in their own Juices. Type B 
bastes from above and cooks the contents in their own juices. 

to cook the ingredients; or, instead of holes, it has 
a tube inside shaped like an inverted funnel joined 
to the base and level with the top of the steamer’s 
sides (Fig. 14.3). The shape of the lid is also de- 
signed to drop condensation onto the contents. In 
the first type, the liquids formed in cooking are lost 
into the saucepan. In the second, the contents will 
cook in their own Juices, along with the condensed 
water. 

OPEN COOKING POTS 

There are many variations of open-topped cooking 
pots for different foods. Most of the pots have han- 
dles of some kind, and are variations of a wide, 
shallow cylinder. Foods cooked in them include 
terrines and patés; fish, pasta, and rice dishes; many 
Mexican, Greek, Italian, and Oriental foods; souf- 
flés, fricassees, pies, and baked eggs. The type of 
pot does vary, but not to the degree that casseroles 
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do. The two main concerns for many of these pots 
are that there is enough depth for the food to be 
able to cook without bubbling over, and that there 
is space on the top for the melting and browning 
of “au gratin’ crusts. 

Pots for cooking terrines, patés, and soufflés 
are usually straight-sided and 3-5 inches (7.5-12.5 
cm) in depth. Soufflé dishes require a smooth, 
straight internal surface to allow for upward ex- 
pansion. For other foods, flaring shapes are more 
suitable. Small individual baking dishes, called ram- 
ekins, are useful for individual portions of a great 
variety of foods. These are straight-sided or slightly 
flared, and sometimes have a small handle like a 
frying pan. A smaller version is for baked eggs, 
where an egg is broken into the previously buttered 
baker, covered with sour cream or grated cheese, 
seasoned to taste with garlic, chives, and pepper, 
and then cooked in the oven for 15—20 minutes, or 
for 2 minutes in a microwave oven. 

Flameware open pots are designed to be used 
on the open flame or burner surface. Clays either 
have to be quite porous to absorb thermal shock, 
or made from a specially formulated body. Such 
bodies are usually made with materials containing 
a relatively high quantity of lithium, which is re- 
sistant to thermal shock. Lithium is found in Spo- 
dumene, petalite, and lepidolite, and a clay body 
for flameware may be made including these ma- 
terials. The costs of producing lithium-bearing clays 
is considerable, and there is no guarantee that they 
will work. I know of one potter who had to replace 
$6000 worth of flameware because of a fault in the 
body makeup. Most potters can’t afford that kind 
of costly mistake, so it is probably best to leave 
flameware to companies like Pyrex or Corning, and 
concentrate on other cooking wares. 

POTS FOR MICROWAVE COOKING 

Cooking in microwave ovens has become a major 
method of food preparation in the last few years, 
but potters generally seem to have paid little at- 
tention to the challenge of making vessels specially 
for them (see Microwave Ovens, Chapter 17). Some 
materials (glass and paper) are virtually transpar- 
ent to microwave energy, while they are readily 



absorbed by others (food and water), and reflected 

by metals. Most standard types of nonmetallic 

cooking pots can be used in the microwave oven, 

and almost any shape is applicable, depending both 

on the food being cooked and its volume. Most 

pots for microwave cooking are shallow open dishes, 

seldom having a depth of more than 2-3 inches. 

This is plenty of depth for most foods, and allows 

easy access to the bombardment of low-frequency 

radiant energy waves that cause molecules to vi- 

brate and heat, and thus cook the food. For some 

foods, a deep pot allows better penetration of the 

microwave energy. The foot size is not critical here, 

as it is in standard ovens, since the container nor- 

mally stands on a solid base. In some ovens, the 

microwaves come from all sides and a relatively 

narrow foot is often an aid to even cooking. Since 

it is the food which gets hot, and the dish only by 

conducted heat coming from the food, the need for 

handles is lessened, but they are still a good idea. 

Pottery used in microwave cooking is often the 

container for serving the food at the table. 

Clays and glazes for microwave use must have 

little or no metal content, as metal may cause the 

waves to arc, and possibly cause a fire by over- 

heating. Clay bodies, such as porcelain, which are 

relatively free from iron or other coloring materials, 

are preferable to stoneware or earthenware clays, 

where the iron may not be evenly dispersed. Sim- 

ilarly, glazes with high colorant content should also 

be avoided, as should any form of metallic luster, 

such as gold, platinum, palladium, or copper. To 

determine if an article is suitable one should do the 

following test: Measure 1 cup of water in a glass 

measuring cup. Place in the oven on or beside the 

object being tested. Microwave for 1 minute at the 

“high” setting. If the water becomes hot without 

the dish heating, the dish is microwave safe. If the 

dish becomes hot as well as the water, it should 

not be used for microwave cooking. 

POTS FOR SERVING IN 

The way food is presented can add immeasurably 

to its flavor. Many of the abovementioned cooking 

pots may also be used for serving at the table. The 

marriage of function and aesthetics is complete here, 

Fig. 14.4 Open cooking pots. A. Terrine or paté; B. Soufflé or 
fricassee; C. Lasagna or risotto; D. Egg baker; E. Ramekin; 
F. Fish dish. 

since the pots have done their first job in preparing 

the food, and now they receive part of the culinary 

glory for a job well done. They and their contents 

are on display, albeit fleetingly. For a good cook, 

a major part of food preparation is in the presen- 

tation. If the utensils are as good looking as the 

food, it makes the whole ritual of the table that 

much more enjoyable. 

There are all kinds of different ceramic forms 

which are used for serving, and it would be both 

foolish and time-consuming to try to discuss them 

all individually. Some of the general types are bowls, 

plates, lidded containers, vegetable dishes, and 

tureens. Of these, perhaps the only ones which 

haven’t been discussed elsewhere to some extent 

are vegetable dishes and tureens. 
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VEGETABLE DISHES 

Although they are sometimes used for direct cook- 
ing, they are more often used for serving vegeta- 
bles which have been cooked in some other vessel. 
They may be of a wide variety of shape, as long as 
they can satisfactorily contain what they are sup- 
posed to. They generally are lidded forms, to keep 
the contents hot. Specific considerations are few. 
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TUREENS 

Tureens are large lidded containers, usually in a 
bowl form, made for serving soups or stews. The 
use of a ladle usually requires that the lid has a 
cut-out section for its placement. Since the pot will 
likely be carried containing hot liquid, it needs good 
handles and a stable foot. Many types of lid are 
suitable, as are many variations of handle. 



BOTS FOR FLOWERS 

Flowers are associated with rituals of many kinds, 

both sacramental and secular. The love of flowers 

is integral to most of humanity and the inclusion 

of floral display central to most of the major rituals 

of life and death. Flowers are a symbol to the glor- 

ification of love, both divine and hedonistic. They 

are also symbols of birth, growth, life, death, re- 

generation, and metamorphosis. 

The floral container, or vase, is essentially 

anything that will hold water to sustain temporary 

life in the plants chosen for sacrifice. Flowers are 

either plunked randomly or artfully arranged in 

whatever vessel is chosen for the honor. For a con- 

siderable period of time there have been two basic 

concepts of floral arts, the western way and the 

eastern way. In the last three decades there has 

been a gradual merging of styles, as the cultures 

of the world intermix and the customs migrate from 

one continent to another, with the inevitable blur- 

ring of distinguishing identities. The use of flowers 

in rituals probably goes back to prehistoric times 
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throughout the world, and they were certainly in 

great use by the Egyptians, Greeks, Romans, the 

countries of Islam, the Orient and of Central and 

South America. 

The origins of studied floral arrangement in 

the Orient come from the Buddhist faith in China, 

initially as altar decoration. They often used the 

lotus as the symbol of purity and life, with its roots 

in water and mud, and its head in the heavens. In 

the west, floral arrangement most likely comes from 

either the precious nature of special flowers, such 

as tulips in seventeenth-century Holland, or from 

the use of personal pomanders to disguise body 

odors in less hygienic times. Developing from the 

Chinese beginnings, floral art became a major 

preoccupation with the Zen priests of Japan and, 

in a different approach, with the scholars. The ar- 

rangement of flowers and natural objects in Japa- 

nese floral art encompasses a great deal of philos- 

ophy and symbolism in the relationships among 

man, heaven, and earth. There is a carefully con- 

sidered subjugation of the arranger to the material 

being arranged, and there is always space for the 
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viewer to involve himself or herself in the arrange- 

ment. At this point, they are made to provoke 

thought and contemplation. Different plants and 

colors suggest seasonal variations, at the same time 

soliciting emotional reaction. It is often difficult to 

comprehend oriental arrangements, since there is 

so much more to them than meets the average un- 

trained eye. 

Floral arrangement in the western hemi- 

sphere hasn’t, until recently, concerned itself with 

deep philosophical meaning, but has been more an 

exposure of flowers as specimen, or as a color group. 

A bunch of wildflowers placed lovingly in a jam 

jar often gives as much uplift to the occidental viewer 

as the mannered ikebana does to the oriental. Where 

spiritual significance doesn’t exist, or is not part of 

the conscious rules of arrangement, intuitive pat- 

tern making or juxtaposition of mass, line, and color 

takes over a free and unconfined way. 

Flower containers can be just about anything, 

depending on the visualization of the arranger. Pots 

are often made for flowers with little regard to the 

sense of completeness which comes with the ar- 

rangement. Of all pots made to fulfill a functional 

role, the vase is the most incomplete until it is in 

use. Paradoxically, it is also the object which 

allows the potter the most freedom. The form, sur- 

face, texture, and color of the container reacts in 

the totality of the composition no matter how struc- 

tured or unstructured the flower placement may 

be. 

In upright forms of traditional Japanese vases, 

there is often a scratching of the inner surface of 

the top inch or two to allow wooden or twig cross- 

pieces to be wedged in to hold the flowers. On flat 

trays for open arrangements, concern is often for 

stability of the kenzan or pinholder. For any con- 

tainer, the form, surface texture, color, and size are 

what are considered. So there can be no ultimate 

182 Mechanics: Analysis, Practice, Considerations 

vase, merely that which satisfies the need of the 

user. 

POTS FOR THE 

AolibS OP tik DEAL 

Throughout history, pots have been used as con- 

tainers for the remains of the dead, either in a cre- 

mated or interred state. The production of these 

cinerary urns brought forth many wonderful ob- 

jects, full of compassion, often humor and joy, as 

seen in Chapter 2. 

In recent years, there has been a steady growth 

in the number of people who wish their remains 

to be cremated. Without wishing to seem unduly 

mercenary or macabre, this is an area which could 

be developed by the functional potter. Many be- 

reaved people must look for urns for the ashes of 

their loved ones, either to bury or to keep above 

ground. As part of their social service in the com- 

munity, potters could well perform a humanitarian 

function in making urns which celebrate a life which 
has passed. 

After cremation, human remains are about 

6 pounds (2.5 kg approx) in weight and fit into a 
box measuring approximately 9” x 6” x 3” deep 
(22.2 x 15 x 7.5 cm). An urn to contain the re- 
mains has to be made after a fair amount of dis- 
cussion with the family of the deceased to know 
their wishes. 

My first experience with such a project came 

when a distraught young man asked me to make 

an urn for his wife’s remains. She had been killed 

in an automobile accident. Before her death she 

had been a collector of my work, and her husband 

felt that he could give no greater tribute to her than 

to have her remains placed and sealed in a specially 

commissioned pot. I felt honored to do that com- 
mission. 



Throughout the range of utilitarian pottery there 

are a number of generalizations which can be ap- 

plied to almost every functional object. These con- 

cern the development of form, foot or base, and rim. 

Most pots have all of these. Depending on the na- 

ture of the object and its intended function it may 

also have a lid, spout or pouring lip, and handles. The 

last few chapters have tried to analyze the jobs that 

a variety of functional objects are expected to do. 

This chapter is a summary of these needs, in ques- 

tion form, and can be used as a quick reference 

guide. The questions relate only to form and intent, 

and do not concern the many other questions which 

may be in the potter’s mind, such as clay, glaze, 

surface, color, decoration, and so on. 

FORM 

1 What is the object to be used for? 

2 Is its size and weight suitable for its 

intended use? 

3 What degree of control should the function 

have over the shape of the object? 

4 If the object is to be used in the hand, e.g., 
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goblet or decanter, how does its form relate 

to the shape of the hand? Is it easy to lift, 

pour, drink, or serve from? 

5 If the object is designed to pour from, 

where is the center of gravity, and how will 

this leverage affect use? 

6 Can it be easily cleaned? 

FOOT OR BASE 

1 Does it need a trimmed foot? 

2 Is the foot positioned correctly to support 

the curve of the form? 

3 Is it wide enough to be stable? 

4 Is it small enough to be elegant if that is 

desired? 

5 Does it stand evenly? 

6 Does it complete and complement the form? 

7 Would a tripod or quadruped of small feet 

give better stability? 

8 Should the foot be wheel trimmed, or 

finished by hand cutting? 

9 Would a trimmed double or multiple foot 

help support sagging parts, e.g., on plates? 
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RIM 

LID 
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Is the base rough and likely to scratch 
surfaces? 

What type of rim best suits the needs of 
function? Is it to carry a lid? 

Is it likely to be drunk from? 
If it is to be drunk from, how does it fit the 

shape of the mouth? 
Is it substantial enough to withstand the 
general wear and tear of use? 
How wide does it need to be for easy 
cleaning? 
Does it complete and complement the form? 
If it is for storage, is it wide enough to 

easily get hands, spoons, and scoops in and 
out? 

What type of top termination is needed on 
the pot? 

What kind of lid is most suitable for the 
function? 

What type of lid best suits the form? 

Is the function of the object such that a 

double lid might be better? 

If the object has both lid and pouring 

spout, how does this affect the lid seating? 

Is it to have a knob or other form of 
handle? 

Is it made in such a way that it won't fall 

off or out? 

Does it fit? 

Is it an effective sealer? 

Would a lid of another material be more 
suitable? 

Does the lid need a hole in it to either 

facilitate pouring, or to allow evaporation 

and prevent condensation? 

Is the edge of the lid substantial enough to 
take everyday use? 

Does it need a locking device? 

If it is on a casserole, can it be easily picked 

up when hot? 
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SPOUT OR POURING LIP 

oO FP WN 

Would the form be better with a spout or a 

pouring lip? What type of spout is most 

suitable? 

Does it pour without dripping? 

Does it drip without pouring? 

Does it complement the form? 

Is it placed so that the pouring end is 

higher than the highest likely point of 

liquid inside the container? 

Where on the pot should a spout spring 
from? 

Is the end to be cut to break the vortex 
spiral? 

Will it twist in firing? 

Is it wide enough to allow the liquid 

through easily? 

Does it need a strainer? 

How big should the strainer be? 

HANDLES, KNOBS, AND LUGS 

1 

13 

14 

Does the object need a handle or handles? 

Do the handles complement the form? 

How do they feel in the hand? Do they feel 
comfortable, secure? 

Are they substantial enough to take the 

weight of the pot plus its contents? 

Are they for decorative effect only? 

If they are on cooking pots, are they able to 

be picked up when wearing oven mitts? 

How many fingers need to be 
accommodated? 

Are they too large or too small? 

What is the thickness and width of the 
handle? 

Does it contribute to easy lifting and 
leverage? 

Where should handles be placed? 
Would another material, such as wood, 

metal, rattan, bone, etc., be suitable or 
better than clay handles? 
If a teapot has a bale handle going over the 
form, is it vulnerable to easy breakage? 
Does the handle need a thumb-stop? 
Are the edges excessively sharp? 



Technical requirements, in the way they are con- 

sidered here, refer to two distinctly different as- 

pects of producing pottery for human use. First, 

some concerns which buyers have in the purchase 

of pottery; and second, some concerns regarding 

the technology behind producing pots which are 

technically sound. 

CAVEAT EMPTOR 

References were made occasionally to dishwash- 

ers, microwave ovens, regular ovens, refrigerators, 

and freezers, but little specific information has been 

given about these common appliances. About 95 

percent of all domestic functional pottery is in some 

way connected with the kitchen. The previous 

chapters will give some idea how close that con- 

nection is. Yet, how many potters ever give much 

thought to the appliances which accommodate the 

wares that we make? Do we look at the interiors 

of ovens or dishwashers to see how wide the spaces 

between the racks are, for instance? How do these 

racks support the pots which are placed on them? 

Even simple draining stands for hand-washed dishes 

have a measurable space for the dishes to fit into. 

Do we ever think about these dimensions when 
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we are wrapped up in the process of making? Judg- 

ing by the pottery which one finds in volume in 

the marketplaces of the western hemisphere, the 

most likely answer is: not much! 

I would like to devote closer attention to some 

of these things, as I feel sure that they have a direct 

bearing on how one fares as a craftsman producing 

utilitarian work. The concerns are not my concerns, 

but those of many of the people who buy my work. 

I have already said that the making of functional 

pottery is a compromise with certain limitations to 

one’s artistic freedom. Limitation demands greater 

artistry and a more specific form of concentration 

than does total freedom. Dealing with many of these 

specifics is anathema for some potters, while others 

relish them. Problems need solutions. The potters 

of history had a different set of needs to deal with, 

and we see their solutions to those needs in our 

museums and art galleries. Even with the compro- 

mises which we may have to make, we bask in 

much more freedom than they ever had. The work 

they made served the people’s needs. Perhaps we 

can take a lesson from them. 

The pottery that we make should live in har- 

mony with the gadgetry of the kitchen. Freezers 

and refrigerators chill the raw materials of meals, 

ovens warm and cook the preparations our pots 
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contain, and dishwashers cleanse the dishes after 

use. So what are some of the things we should 

know about them? 

Freezers and Refrigerators 

Pottery may be used in both appliances. However, 

there are some concerns about pottery use in the 

freezer, and particularly taking food in a frozen 

pottery container and putting it straight into a reg- 

ular oven. Few clays, either naturally occurring or 

prepared bodies, will stand the thermal punish- 

ment of freezer to standard oven use. However, 

most vitrified clays may be used direct from freezer 

to microwave oven. No porous pottery will stand 

this treatment without cracking. Any porous clay 

body, particularly low-temperature earthenware 

bodies that are likely to be porous, should not be 

used in a freezer, as it might well crack from the 

moisture that is in the pores. Pots that are likely 

to be frozen should be carefully considered. The 

nature of foods frozen in cooking pots is to expand. 

The form of the pot needs to be made with this 

expansion in mind. If they flare out from the base 

like a truncated cone, the form allows the frozen 

contents to expand upward, minimizing the inter- 

nal pressures on the clay. If pots are spherical in 

form, smaller at the rim than at the base, there will 

almost certainly be a problem in freezing and thaw- 

ing food. 

Regular Ovens 

Whether the heat source is wood, gas, oil, coal, or 

electricity, the behaviour of pottery in ovens is usu- 

ally good, and most pottery is quite safe from crack- 

ing. The heating is gradual, due to the slow con- 

ductivity of pottery. Since the heat surrounds the 

pot, it all expands at the same rate. This is quite 

different from the effect of direct cooking on an 

electric surface element, or a gas ring, where there 

is an intense heat from below only. In this case, 

the clay of the base will expand before the clay of 

the rim, causing cracking. The same problem is 

likely to occur with heat expansion caused through 

placing the ware under a high-temperature broiler 

or grill. Here the rim will expand at a greater rate 

than the body. Neither of these cooking processes 

is recommended for vitrified pottery. 
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Microwave Ovens 

The cooking heat in microwave ovens is created 

through low-frequency waves, similar to radio 

waves. Microwave energy causes food molecules 

to vibrate millions of times per second; the result- 

ant friction creates the heat that cooks the food. 

With conventional cooking, heat is applied only to 

the outer surface of the food, and then heat must 

be conducted to the interior. It is the quick pene- 

tration of microwave energy into the outer layers 

of food that makes microwave cooking so fast. Pot- 

tery can be a possible problem in microwave ovens 

(see Pots for Cooking, Chapter 14). 

Dishwashers 

The dishwashing machine cleans pottery using water 

and cleansers at temperatures considerably higher 

than can be generally tolerated by the human hand. 

The water in dishwashers has a swirling motion 

throughout the interior, making sure that all parts 

are equally cleaned. Plates and most bowls stand 

on edge, while cups, mugs, goblets and glasses are 

placed upside-down. If any of these pots have a 

deeply cut foot, it will likely fill with water, and be 

a possible source of annoyance to the user. The 

spaces in dishwashers are designed to accommo- 

date average-sized industrially produced _table- 

ware. If the potter is concerned about dishwasher 

use, attention should be given to the depth of bowls, 

mugs, cups, and plates in order to fit the spacing 

provided in the racks. 

Pots Designed for Stacking 

Space in houses and apartments has become much 

smaller in the last four decades, and in kitchens it 

is usually at a premium. Kitchen cabinets and stor- 

age units seldom have as much space as their own- 

ers would like. At the same time space has become 

depleted, the number of kitchen aids has generally 

increased, so the congestion in cupboards is likely 

to be acute. As a result, dishes that stack neatly 

inside, or on top of, one another are often preferred 

to those that don’t. When making bowls, plates, 

cups, and saucers, it might be worth considering 

whether certain forms will stack easily (Fig. 17.1). 

Even things such as cooking pots and serving bowls 

can easily be made with stacking principles in mind. 



Fig. 17.1 Stacking forms for convenient use of cupboard space. 

Rounded forms (A, B) stack less efficiently than flaring forms 

(CE, IBY, Je). 
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The degree to which any clayworker attempts 

to satisfy the demands and whims of public taste 

is a purely individual one. I am certainly not going 

to be dogmatic and state that this is the only way 

to go about designing and making satisfying ob- 

jects for use. There are many ways to do it; the use 

of design analysis is just one, but it is one that 

works! We, as artists and craftsmen, often com- 

plain of what we perceive to be a low level of taste 

among the general public. But do we do enough 

to educate the public in what we want to do, and 

do we listen enough to what they want to say? 

SIMPLIFIED TECHNOLOGY FOR 

THE STUDIO" POTTER 

Making pottery can be as simple, or as complicated, 

as one wishes to make it. Sometimes we go over- 

board in one direction, and cause problems for our- 

selves in the process. My first book, The Ceramic 

Spectrum, attempted to demystify the problems of 

glaze and color development and add to an un- 

derstanding of glaze processes. Much of what would 

take up valuable space here in relation to glazes 

and surfaces has already been covered there. 

The Ceramic Spectrum doesn’t give much space 

to clays and clay bodies, other than a basic descrip- 

tion of what they are and what they are generally 

used for. There is no space here to give a long 

discourse on clays either, besides which I feel that 

other books have said it well, and there is no need 

for excessive duplication. What I will do here is to 

state a few observations on both clays and glazes 

which may assist the reader to better understand 

the processes he or she is involved in. 

Clays 

A potter’s clay is the most important physical in- 

gredient of his work. A highly skilled clayworker 

can probably adapt his making methods to work 

with just about anything, but for those in the learn- 

ing stages the quality of the clay and its maleability 

are of paramount importance. If the clay is not good 

it makes the whole process much more difficult 

than it need be. What do I mean by good? 

Almost any clay has some potential for use 
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in making functional pottery, depending on what 

that use is to be. However, most people who are 

making pots generally seem to rely on clay which 

they can purchase ready made and all set to go. 

More often than not, what goes into these clays is 

secret to the producer, unless one is having clay 

custom blended. Ready made clays can easily be 

adjusted to suit the individual by additions of other 

clays or materials such as grog or sand. Sometimes 

ready made clay is as hard as bricks, other times 

it may be like mush. It can always be softened or 

stiffened to a more workable state, so the potter 

can adjust for personal preferences. For extended 

periods of throwing, it is better to use soft clay, as 

it is less damaging to the skin and muscles of the 

hand and wrist. Excessive use of hard clay can 

cause severe damage which may need surgery to 

correct. 

When deciding on a clay to use, there are six 

basic questions that one should ask oneself before 

either buying prepared clay or making one’s own. 

They are as follows: 

1 What do I want it to do? 

2 How do I want it to behave? 

3 What color do I want it to be? 

4 What temperature do I want it to mature 

at? 

5 What type of kiln and atmosphere will it be 

fired in? 

6 What sort of glazes am I going to use on it? 

Question 1 refers to the type of pottery which will 

be made from the clay. Will it be dinnerware, cas- 

seroles, flower vases, or what? Question 2 asks about 

the quality of the clay. What is its plasticity? What 

are its shrinkage and absorption rates? How does 

it behave in drying? Does it require pampered treat- 

ment? Does it have good wet-strength and dry- 

strength? Do I want to throw or handbuild with it? 

Up to what size? Do I throw quickly? Will it stand 

slow use? Do I use a lot of water in throwing? Do 
I prefer my clay soft or hard? Question 3 asks, do I 
want white clay, colored clay, or black clay or any 
variation in between? Is it earthenware, stoneware, 

or porcelain? Question 4 is a basic technical ques- 
tion—clays may be made to mature, or become 

vitrified, at a variety of temperatures. What do I 



prefer, or am | at the mercy of my kiln? What amount 

of cone range do I want my clay to have? Question 

5 probably requires two simple answers. Question 

6 might also include further questions, such as will 

it be decorated? Do I want the color of the clay to 

show through the glaze? If the body is spotty will 

it destroy the subtlety of the decoration? 

Armed with these criteria, it is easier to limit 

the decision to a smaller variety of potential bodies, 

and thus limit the margin for error. There is little 

point to the frustration which goes with the quix- 

otic search for the ultimate, perfect body. When 

you find a clay that will do half of what you want 

it to, you will probably be well off. The ultimate 

clay that will do all things for all people just doesn’t 

exist. 

If the clay is to be used for making cooking 

ware, and it is to be fired in a kiln through a re- 

duction cycle, the degree of reduction is critical. If 

the reduction is excessive, it inhibits the growth of 

mullite crystals within the matrix or structure of 

the clay. Mullite is what gives much of the strength, 

being a network of interlaced, or interconnected, 

needlelike crystals. The heavy reduction weakens 

the clay, and makes it prone to cracking when used 

in the ordinary household oven. How much reduc- 

tion is too much? One cannot be specific here, be- 

cause there are so many different bodies available, 

and each one of them may have a different thresh- 

old of tolerance. Perhaps two pointers can be these: 

(1) Has the fired body a densely blackened core? 

and (2) is the clay heavily colored by iron or man- 

ganese? Both of these materials will quickly react 

with the carbon of reduction and seriously weaken 

the body. 

There are probably many other hypothetical 

questions that could be asked about clays and their 

use, and one could fill a whole book with them; 

several other authors already have. Most questions 

are specific to each clay user, in each particular 

place, depending on the availability of materials. 

Personal research in some of those other books will 

be quite rewarding, and a list of them is found in 

the Bibliography. 

Glazes 

Now there’s a subject with some scope! Once again, 

it is a field with so many questions to it that many 

people are frightened off, and use the same old 

tried-and-true solutions that made me ask in The 

Ceramic Spectrum, ‘‘Is there life after temmoku, ce- 

ladon and high alumina matt?” Fortunately there 

is, and lots of it! 

One can make good functional pottery at a 

range of temperature from about Cone 010 up to 

Cone 14, depending on such factors as clay, glazes, 

and kiln. It would be futile for me to even think of 

suggesting all the wonders and all the problems 

that this range makes possible, even if I had the 

ability and knowledge. So many things are relevant 

to the individual that only the individual can solve 

them. Making pottery, remember, is a very private 

affair! If one chooses to use glazes which are dry, 

matt, vellum, satin, silky, glossy, glassy, pitted, 

crazed, crawled, bubbled, or volcanic, this is a per- 

sonal choice of the maker. The public will soon tell 

the maker if they don’t like his or her choice of 

surface. Whether that glaze is suitable for the use 

in hand is yet another question. 

Without being dogmatic, glazes for functional 

pottery should really be hygienic. This usually means 

fault free and sterile. However, if one agrees that 

crazing, pinholing, and crawling are faults, then 

how does one reconcile the beautiful oriental uses 

of glazes which have these faults? Glazes with 

crackled patterns, shino and temmoku glazes with 

pitted surfaces, and nuka-type glazes which use 

crawling to such wonderful effect, what do we do 

about them? As I said, it is a personal affair and if 

one can justify the uses of faulty glazes to oneself 

and one’s customers, then that is all that is needed. 

A good dishwasher will render almost any glaze 

hygienic, but not everyone has one. The only glaze 

fault which should not be tolerated under any cir- 

cumstances is shivering, where the glaze is too large 

a fit for the clay; it can cause sharp slivers to come 

off the edges or rims of pots, easily dropping into 

foods. These could be potentially lethal, particu- 

larly to small children. Shivering seems to be most 

prevalent in glazes with a high content of lithium- 

bearing materials such as spodumene, lepidolite, 

petalite, and lithium carbonate. 

Other possible problems may occur from the 

use of certain materials which can develop poten- 

tially toxic glazes. Lead compounds, cadmium, se- 

lenium, and barium can all produce glazes that are 
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made dangerous by contact with food acids. If in 

any doubt, do not use glazes containing these ma- 

terials for pottery designed to be eaten from, drunk 

from, cooked in, or with acidic materials to be stored 

in a liquid state. There are safe ways to use these 

materials, but they are complex and outside the 

scope of this book. Further information may be 

found in The Ceramic Spectrum, and other books on 

glazes. Since the problem materials are few, they 

shouldn’t hamper the development of a wide pal- 

lette of surface and color. 
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My personal preference in developing glazes 

for any temperature is to produce a number of white 

or colorless glazes which have the type of surfaces 

I like, or a number of glaze bases having materials 

which may be interchanged to give great variety 

in both surface and color. The materials which go 

into the glazes are sufficiently varied to produce a 

wide color response when color is added, or when 

color is used in decoration. The Ceramic Spectrum is 

devoted to simplifying the approach to glaze and 

color making. The potential pallette is unlimited. 
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Part Four 

Porttolio: 

Ways of Working 



INTRODUCTION 

This portfolio shows the work of eight artists who 
work with the thrown functional vessel in a diverse 
range of styles. In selecting these eight for exposure 

in this way, my aim is to show this diversity and 

their commitment to it, both on an individual basis 

and also in contrast to each other. My criterion for 

selecting these artists is to establish a cross-section 

view of primarily wheel-made functional pottery 

currently being made. It stretches from traditional 

roots at one end of the scale, to fantasy at the other. 

I wanted a spread of geographic area, as well as 

variations in the technology of temperature ranges 

and firing methods in the work itself. Technically, 

their work covers a range from earthenware to por- 

celain, and from electric firing to wood-fired and 

salt-glazed wares. I look at each person’s work in 

this portfolio as being indicative of a certain genre 

of ceramic expression within the functional vessel 

format. By keeping to a small number of individ- 

uals, it makes it possible to get a better view of 

each and their particular solutions to the diverse 

problems of form and function. 

The information on each artist is excerpted 

both from their personal biographies and from their 

answers to a long questionnaire, designed to find 

out “what makes them tick, and do what they do.’ 

What are their backgrounds, environments, inter- 

ests, and lifestyles? What music do they like? Where 

do their ideas come from? Who are their mentors? 

How long have they been working with clay? What 

are the special qualities of their work? 
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The background, experience, and interests of 

these artists is extremely wide. Their work has 

achieved a mature state of balance, not in a static 

way, but with an inner strength and conviction 

which continues to demand growth and change. 

Each one’s work is truly an amalgam of that person, 

and their individuality glows through from an in- 

ner fire. Their personal interests and likes are in- 

tegrated into their work, and it is almost impossible 

to consider the work without the person, or the 

person without the work, or even the same work 

being done by another person. These people are 
their work. 

The length of time spent maturing their craft 
varies from 12 to 30 years. Pottery making is a very 
personal process, and the knowledge of how these 
individual clayworkers approach their craft not only 
gives a better understanding of the relationship 
between the artist and the work itself, but also the 
road and diversions that have led to its develop- 
ment. Apart from the basically differing ap- 
proaches to their work, there are many adjectives 
that can be used to describe the works. They might 
be strong, powerful, loose, sophisticated, free, 
spontaneous, daring, audacious, funny, capri- 
cious, tight, joyful, playful, oblique, exuberant, 
challenging, and having panache. 

The sequence that I have chosen to put these 
artists in goes more or less from the traditional to 
the fantasy, in-itself reflecting continuity and change. 
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JOHN LEACH 

Two large pitchers: 10 pint and 4 pint. Wood- 
fired stoneware, unglazed exterior. 113" and 87" 

high. 1984. Photograph by Ian Robson. 

One-gallon hot pot and one-quart casserole. 
Woodfired stoneware, unglazed exterior. 93" 

high, 8" diameter. 1985. Photograph by lan 
Robson. 

Group of six bottles. Woodfired stoneware, un- 
glazed exterior. From 33" to 10" high. 1985. 
Photograph by lan Robson. 



GWYN HANSSEN PIGOTT 

Children’s tea set. Porcelain; blue celadon in- 

side, white outside, blue and gold decoration; 

gas fired. Mug, 8 cm high; plate, 17 cm diame- 

ter. 1964. Photograph by Stuart Collins. 

Woodfired porcelain bowl, celadon and shino 

type. 24 cm diameter. 1984. 

Right: Dish, wood-fired porcelain; shino type 

glaze outside and over the rim, inside cream 

glaze decorated with blue pigment and, later, 

gold luster. 31 cm diameter. 1984. Photograph 

by Stuart Collins. 



BRUCE COCHRANE 

Teapot. Thrown, gas-fired white stoneware; Storage jar. Thrown, gas-fired stoneware with 
barium glaze. 8" high, 5" wide. Photographs by ash glaze. 20" high, 12" wide. 
Peter Hogan. 

Baker. Thrown and ovaled red earthenware, ox- 

Storage jar. Gas-fired stoneware with shino idation fired, trailed slip. 7" high, 12" long. 
glaze and finger wipes. 12" high, 8" wide. 



TOM TURNER 

Clockwise: 
Porcelain perfume bottles. Different copper 
glazes. 3" high, 23" wide. Photograph by 
Marc Braun. 

Porcelain lidded jars. Splotchy copper glaze. 22" 
high, 4" wide. Photograph by the artist. 

Porcelain cap jar. Fake ash glaze sprayed over 
apple ash glaze. 9" high, 8" wide. 

Porcelain cap jar. Fake ash glaze, thick and 
thin, over wax resist. 21" high, 11" wide. Pho- 

tograph by the artist. 



STANLEY MACE ANDERSEN 

Salad bowl set. Earthenware, majolica tech- 

nique. Large bowl, 15" diameter; small bowls, 
23” high, 62” wide. 

Coffee cups and saucers. Earthenware, majolica 
technique. 3” high. 

Casserole. Earthenware, majolica technique. 

8" diameter, 83" high. Photograph by 
A. Hawthorne. 



oa
n 

Sa
st
ek
 



WALTER KEELER 

Opposite: 
Large dish with turned foot and cut rim, 

carved molding. Ash glaze on the inside; pig- 
ment sprayed on the rim; salt-glazed. 18" diam- 

eter. Photographs by David Cripps. 

Flattened teapot. Thrown and distorted, with 
extruded handle. Sprayed engobe and pigment 
over cobalt and black underglaze; salt-glazed. 
Base diameter, 6”. 

Deep container. Thrown and distorted, with 

added base; pulled handles. Blue ash glaze in- 
side; sprayed engobe and pigment over cobalt 
and black underglaze on the outside; salt- 
glazed. 8" high. 

Teapot. Thrown and pushed back, with press- 
molded spout and extruded handle. Sprayed en- 
gobe and pigment over cobalt and black under- 
glaze; salt-glazed. 83" high. 

DENISE GOYER AND 
ALAIN BONNEAU 

Siamoise. Two plates, wheel thrown and cut; 

red earthenware, black and transparent glaze. 
39 cm high, 66 cm wide. Designed 1981. Pho- 
tograph by Alain Bonneau. 

Groove bowl. Large serving bowl, wheel 
thrown; red earthenware, black and transparent 

glaze. 7 cm high, 37 cm wide. Photograph by 
Alain Bonneau. 

Serving set for sangria, punch, or fruit salad. 
Wheel thrown, pink earthenware. Large bowl, 
16 cm high, 36 cm wide; small bowls, 6 cm 

high, 11 cm wide. Designed 1981. Photograph 
by Alain Bonneau. 



EILENE SKY 

Yellow teapot with flowers. 82" x 8". Photo- 

graphs by Burt Sky. 

Ballerina bowl; pastels and underglaze. 
TE x 60) 

Cow platter with drawing and frills. 18” diam- 
eter, 4" deep. 

Dancer demitasse; multicolored. 5” high. 



JOHN LEACH 

Biography 

John Leach is a third generation pot- 

ter. His grandfather was Bernard 

Leach, and his father is David Leach, 

both luminaries in the studio pottery 

movement of Great Britain. John’s wife 

Elisabeth and their five children help 
with many of the inevitable jobs 

around the workshop. They live in a 

small village in Somerset, England. 

John is a man of wide tastes in music, 

films, and literature, from pop to the 

classics. His involvement with travel 

is usually concerned with either work 

or study. His recent study trip to Ni- 

geria has had a significant impact on 

his thoughts. He is the consummate 

countryman whose work speaks of the 

roots of England. If he were not a pot- 

ter, he says that he would probably 

be involved in some other bucolic craft, 

such as basketry, thatching, or leath- 

erwork. 

Studio 

John has been working with clay for 

28 years. Coming from an illustrious 

potting family he was aware of the 

craft from an early age, and the future 

had a sort of inevitability about it. He 

trained with both his father and 

grandfather, and for short periods with 

Ray Finch and Colin Pearson. On av- 

erage, he works between 50 and 60 

hours per week in a rural workshop, 

employing one full-time assistant, Nick 

Rees, in addition to the family input. 

His work is mainly stoneware, using 

clays from the West of England, and 

fired in a wood-burning kiln. His pal- 

ette of glazes is quite small, since the 

qualities he finds most exciting are 

those that come from the flame move- 

ment, ash runs, and the restrained 

subtleties of wares sagger-fired in 

sawdust. 

John Leach. Photograph by R. J]. Whittick. Three oval troughs, unglazed exteriors (made 

with false bottoms). Woodfired stoneware. 9%", 

8", 63" long. 1985. Photograph by John Coles. 
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Work and Personal Development 

Apart from the influences of his father 

and grandfather, John’s work has been 

primarily influenced by earthenware 

of seventeenth and eighteenth cen- 

tury England, and by early American 

folk traditions. His mentors have in- 

cluded Michael Cardew, for his “’bril- 

liant modern understanding and ren- 

dering of a tradition’; Hans Coper, 

“whose forms are so exciting, com- 

manding respect’; Lucie Rie, “for her 

delicate elegance’; Richard Batter- 

ham, “for overall strength, power, 

majesty, and integrity”; Byron Tem- 

ple, “for subtlety, modesty, simplic- 

ity, and freshness’; Wally Keeler, “for 

his intriguing inventiveness and crea- 

tivity”; Shoji Hamada, “for his unla- 

bored, unfussy, friendly but deft ap- 

proach”; Liz Fritsch, “for form, color, 

pattern and design”; and Clive Bowen, 

“the most exciting slipware potter in 

Britain today.” He also has great ap- 

preciation for craftsmen and artists 

working in many other media, such 

as furniture, basketmaking, heavy iron 

work, toys, and fiber. 

John says that his work devel- 

ops and changes “sometimes in a 

conscious way when working on a 

Opposite: Tall jug, 2 gallons. Unglazed exte- 
rior, woodfired stoneware. 16" high. 1985. 

Photograph by John Coles. 

Three cross-handled bottles, two with wood ash 
glaze and one unglazed exterior. Woodfired 
stoneware. 6", 7", 10" high. 1985. Photograph 
by John Coles. 
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One-gallon hot pot, 3-pint hot pot, 4-pint 
casserole, and 1-pint casserole. Woodfired 
stoneware with unglazed exteriors. 1985. 
Photograph by John Coles. 

form idea, and struggling through 

various shapes and experiments to 

reach a possible happy conclusion. At 

other times it is intuitive. Something 

just happens at the wheel. The frui- 

tion of a subconscious design/thought 

process which has been incubating 

over the years and suddenly it is born. 

Thrilling at the time—on the edge of 

a discovery! I must say this doesn’t 

happen very often.” He says, “‘if a 

spark of an idea occurs I will worry 

it, follow it, experiment, work at it, 

stand back and watch the various 

stages of growth. This may go on for 

a period of years. The source of in- 

spiration may be an exhibition, mu- 

seum, another potter or craft.’” John 

doesn’t draw ideas, except as a 

Tall, open-mouthed flour bin. Woodfired stone- 

ware, unglazed exterior. 173" high. 1985. Pho- 
tograph by John Coles. 
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Opposite: Platter with unglazed rim. Woodfired 
stoneware with wax resist between two 
glazes. 14%” diameter. 1985. Photograph by 
John Coles. 
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Cross-handled bottle. Woodfired stoneware, un- 
glazed exterior. 93" high. 1985. Photograph by 
John Coles. 

, “memory jogger.’ Apart from the 

sources of inspiration already men- 

tioned, he develops three-dimen- 

sional ideas from the fullness of flower 

buds, gourds, or calabashes, and 

graphic images from frozen mudflats 

and grasses. His primary concern is 

with form, with strong lines and sound 

proportions. 

Breadcrock. Woodfired stoneware, unglazed ex- 
terior. 14” high. Photograph by John Coles. 
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Deep bowl, lugged. Sawdust fired in saggar. 9" 
high. 1984. Photograph by John Coles. 

Opposite: Tall bottle, lugged. Sawdust fired 
in saggar. 10" high. 1985. Photograph by 
John Coles. 
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GWYN HANSSEN PIGOTT 

Biography 

Gwyn Hanssen Pigott was born and 

grew up in Australia. Her search into 

her own identity and work has taken 

her all over the world. She has lived 

and worked in England, France, and 

America; she is now back in Aus- 

tralia, living in Brisbane, although she 

travels extensively. She likes to med- 

itate, which has a significant effect on 

the tranquility and calmness of her 

work. Gwyn is a woman of wide tastes 

in music, film, and literature, de- 

pending on mood, although she likes 

to work in silence. She feels happy 

living very simply, involved with her 

work and friends. 

Studio 

Gwyn has been making pottery for 30 

years. She became involved while 

preparing a thesis, “Pottery in Aus- 

tralia,” in the third year of a fine arts 

degree, after becoming interested in 

Chinese pots and the work of Bernard 

Leach and Michael Cardew. After 

university, she apprenticed for three 

years with Ivan McMeekin at Sturt 

Pottery, Mittagong, gaining a partic- 

ularly strong understanding of the use 

of local materials. She then went to 

England and worked with Ray Finch, 

Leach, and Cardew. She has devel- 

oped studios in a London basement, 

rural France, rural Tasmania, and in 

urban Adelaide and Brisbane. Her 

work is mainly porcelain or porcel- 

lanous stoneware, fired in reduction 

kilns that are fueled with wood or gas. 

She also uses an electric kiln for low- 

fired lusters. Gwyn occasionally takes 

on trainees, but is currently working 

on her own. 
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Kate John. 

Work and Personal Development 

The main influences on her work have 

been Bernard Leach, Michael Car- 

dew, Ivan McMeekin, Lucie Rie, and 

Hans Coper; the pottery traditions of 

China, Korea, Japan, and France; and 

to some extent the textiles of Africa 

and the South Pacific. Her husbands, 

the late poet and potter Louis Hans- 

sen, and John Pigott, have also been 

strongly influential. Among her fa- 

vorite artists in clay, she lists Richard 

Batterham, Elizabeth Fritsch, Alison 

Britten, Lucie Rie, and David Garland 

of the U.K.; Steen Kepp and Anne 

Kjarsgaard of France; Michel Pastore 

and Evelyne Porret of Switzerland; 

Clary Illian of the U.S.A.; Mick Henry, 

John Reeve and Jeannie Mah of Can- 

ada; and Jan Mackay, Stephanie Out- 

ridge, Stephen Benwell, and John Pi- 

gott of Australia. She speaks of them 

and their work as “alive, alert, com- 

mitted, sensitive, involved, uncom- 

promising, fresh, strong, Surprising, 

inevitable, and grasping something 

essential about themselves.” She says, 

“sometimes their depth of vision 

shocks me, inspires me to dig deeper 

into myself.” She is moved by the 



paintings of De Stael, David Hock- 

ney, William Scott, Rousseau, Ma- 

tisse, Mark Tobey, Bonnard, Breughel, 

Bryan Illsley, and Giorgio Morandi. 

Gwyn finds that her interest in 

historical ceramics gravitates toward 

primitive and peasant wares and gen- 

uine folk art, although she is moved 

by some of the wares of Song Dynasty 

China, the Ri Dynasty of Korea, tenth 

and eleventh century Persia, and pre- 

Columbian American Indian. Her own 

work draws on her many interests, 

and slowly evolves from previous pots 

in an intuitive, unfolding fashion. New 

ideas and designs sometimes come 

from a change in materials, firing 

techniques or newly developed glazes. 

Although she loves drawing, she never 

draws pottery ideas on paper. She feels 

an unconscious affinity with natural 

forms, although her work is not really 

evocative of them. Her prime con- 

cerns are with function, making pots 

that she would like to have and use, 

but form and surface are of para- 

mount importance. ‘‘Actually,”” she 

says, “it all comes together—I see the 

pots clearly (or the possibility of their 

beauty, their potential) in my head 

from all the means at my disposal— 

clay, glaze, fire, and use.’”” Her work 

is quiet, understated, and deceptively 

simple. 

Partial dinner setting. Gas-fired, celadon 
and pink-beige. 1981. Photograph by 
Grant Hancock. 
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Porcelain teapot, creamer, and sugar bowl. 

Woodfired, shino type glaze outside, celadon 

ns 
inside. 12 cm high. Photograph by 
Stuart Colli 
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Four mugs. Woodfired porcellanous stoneware. 
Cream glaze inside, shino type outside. 9 cm 
high. 1984. Photograph by Stuart Collins. 

Part of a child’s tea setting. Blue celadon in- 
side, white with blue decoration and gold luster 

outside. 1984. Photograph by Stuart Collins. 
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Teapot, woodfired and slightly salted. 15 cm 
high. 1984. Photograph by 
Stuart Collins. 

206 



Six egg cups. Woodfired porcelain with celadon 
and shino type glazes. 5 cm high. Photograph 
by Stuart Collins. 

Three translucent boxes. Woodfired, white 
glaze with luster or celadon on the inside. 8 cm 
diameter. Photograph by Stuart Collins. 

Woodfired porcelain dish with gold luster deco- 
ration and blue pigment over calico glaze. Dark 
amber on the outside. 29.5 cm diameter. Photo- 
graph by Stuart Collins. 

Porcelain serving dish. Woodfired, blue decora- 
tion on grey-white. 31 cm diameter. Photo- 

graph by Stuart Collins. 

207 



208 

Bruce Cochrane. 

BRUGESCOGHKANE 

Biography 

Bruce Cochrane is a quiet, introspec- 

tive Canadian who balances his work- 

ing life between teaching ceramics and 

potting. He is married to Patti and 

they have two children, as yet too small 

to be studio helpers. They live in sub- 

urban Toronto, not far from his teach- 

ing position at Sheridan College. Bruce 

is a man of wide musical tastes, but 

finds little time for films or reading, 

except books on ceramics and art. He 

hasn’t had much opportunity for 

travel, but is intent on making travel 

a priority as soon as possible, so that 

he may indulge his enjoyment of col- 

lecting historical and contemporary 

ceramics. 

Studio 

Bruce has been working in clay for 14 

years, after choosing ceramics as a 

college elective on the recommenda- 

tion of a friend. He was immediately 

seduced. He studied at John Abbott 

College, Quebec; Nova Scotia College 

of Art; and Alfred University, New 

York. He currently teaches for about 

25 hours per week, and does studio 

work for about 25 hours. He works in 

an urban environment, with studios 

both at home and at school. This sit- 

uation gives him access to a variety 

of kiln types—electric, wood, gas, and 

salt. The range of his work includes 

earthenware, as well as both buff and 

white stonewares. “I avoid allowing 

the material to dominate my ideas.” 

Bruce makes clay bodies and chooses 

firing techniques “to suit the design, 

function, and feeling’ of the pottery 
that he makes. 



Work and Personal Development 

Bruce credits his early development 

as a student to encouraging and stim- 

ulating teachers. He has always loved 

the work of Leach, Hamada, and Car- 

dew. ‘Their pots have a clarity of in- 

tent; the forms and surfaces are alive 

and rich with personality.” He also 

admires the work of Betty Woodman, 

Peter Voulkos, Robert Turner, Rudio 

Autio, and John and Andrea Gill. 

“Their work has vitality, a strong sense 

of material and process. It innova- 

tively blends historical elements with 

Casserole. White stoneware, shino type glaze. 
Reduction fired. 8" high, 12" diameter. Photo- 
graph by Peter Hogan. 

personal contemporary ideas. . . . The 

anonymous pottery from various folk 

traditions serves as an endless source 

of stimulation.” His favorites include 

current Chinese wares, North Amer- 

ican Redware, Medieval English Jugs, 

and early Italian and Spanish majol- 

ica. “These pots achieve a wonderful 

sense of energy and spirit. They por- 

tray a culture and a way of life.” 

Bruce’s ideas for new forms usu- 

ally evolve indirectly from previous 

work. He finds that one unrelated form 

may eventually suggest another, i.e., 

vase to jar. A specific type of food will 

also suggest form, texture, or color. 

Drawing is used as a tool to make 

these connections but nothing re- 

places the wheel as a fast method of 

exploring several variations of an idea. 

In his work Bruce aims at 

achieving a sense of invitation to use, 

through visual elements in form and 

surface. Generous volumes, fat com- 

fortable handles and lips, and feet 

which stabilize and present the form, 

all contribute to this approachable 

quality. ‘The scale of much of my work 

implies a larger gathering, signifying 

special occasions. The preparation and 

presentation of food can be a mem- 

orable experience. The associated ob- 

jects can enrich this experience and 

enhance the meal.” 
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Mixing bowl set. Salt-fired stoneware. White 
slip under iron glaze. Large bowl, 7" high, 11" 
diameter. Photograph by Peter Hogan. 

Casserole. Gas-fired white stoneware with over- 
glaze brush work. 8" high, 12" diameter. Photo- 
graph by Peter Hogan. 
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Tureen. Gas-fired white stoneware with shino 
type glaze. 10” high, 10" wide. Photograph by 
Peter Hogan. 

Fruit basket. Red earthenware, thrown and 
ovaled with majolica technique and overglaze 
color. 9" high, 16" long. Photograph by 
Peter Hogan. 
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Vase. Wood-fired white stoneware. 15" high, 5" 
wide. Photograph by Peter Hogan. 

Yj Wi 

Pitcher. Gas-fired stoneware with shino type 

glaze. 10" high, 4" wide. Photograph by 
Peter Hogan. 
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TOM TURNER 

Biography 

Tom Turner is a quiet and intense man, 

thoroughly committed to his work. 

When interviewed, he was living in 

rural Ohio, but is currently on sab- 

batical, traveling and visiting potters 

and schools. The studio isolation 

causes a yearning for more interac- 

tion with people. He enjoys good food, 

baking and cooking, and soft music 

from country to classical. He is essen- 

tially a romantic at heart, always seek- 

ing perfection. Everything about him 

is gentle, from his musical and liter- 

ary tastes to the fluid and sensuous 

forms of his work. Yet there is always 

an inner fire that exerts continual de- 

mands in search of the ultimate. He 

doesn’t usually travel much, except 

in relation to his guest teaching. 

Studio 

Tom has been making pots for 24 

years. He started “by taking a class 

in high school and falling madly in 

love with the medium.” His training 

was at the Illinois State University, 

followed by two years’ Army service. 

He then taught at Clemson Univer- 

sity for five years, completing an 

M.F.A. during that time. In 1976 he 

decided to devote all of his energies 

to his work, and resigned from teach- 

ing. He works alone for approxi- 

mately 60 hours per week in his rural 

Ohio studio. “I’ve been terribly iso- 

lated. Most potters that I know are. 

We usually live in the country, and 

we're always working. This also af- 

fects our relationships. A potter must 

be strong to survive—and so must his 

or her mate.”” His idea of an ideal 

working environment is ‘‘on the edge 

of a city so I can live in the country, 

but have a city to go to for culture and 
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Tom Turner. Photograph by Marc Braun. 

entertainment.’’ He has been work- 

ing with porcelain for about twelve 

years, and prepares his own clay by 

the filter pressing method. He fires 

his work in reduction, in a gas-fired 

car kiln at cone 9. Tom is a superlative 

technician in the field of glaze and 

color development, continually doing 

research in quest for the elusive. 

Work and Personal Development 

Tom’s primary influence was his col- 

lege teacher, Jim Wozniak. Other 

strong influences have been Don Reitz, 

David Shaner, Don Pilcher, Tim 

Mather, Tom Coleman, Ralph Bac- 
erra, and Otto and Vivika Heino. He 

is particularly interested in the work 



Porcelain cap jar. Fake ash sprayed over apple 
ash glaze. 9" high, 8" wide. Photograph by 
Mare Braun. 
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of David Nelson, Tom Hoadley, David 

Crane, and Adrian Saxe, as well as 

woodworker Sam Maloof, and glass- 

worker John Nygren. “They exem- 

plify the magnificence of craft. Their 

work is a marriage of materials, pro- 

cess, and form, all of the points work- 

ing and making a solid individual 

statement.”” The potters make “pot- 

ter’s pots’ and they all make personal 

statements. Tom’s historical attrac- 

tions are the Chinese Song and Tang 

dynasties, and also American stone- 

ware of the eighteenth and nine- 

teenth centuries. Talking of his work, 

he says: ‘My work grows very slowly 

over a long period of time through 

trial and error. I believe it is more sub- 

conscious and intuitive.’’ New direc- 

tions come from the work itself, ‘‘to- 

day suggests tomorrow.” Tom uses 

mathematics in a minimal way for 

surface embellishment, but natural 

forms are used only in the subcon- 

scious. The order of his main con- 

cerns are form, surface, and function. 

Tom’s work represents an individual 

classicism, imbued with precision, 

understanding, impeccable crafts- 

manship, and concern for the minu- 

test detail. 
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Porcelain bowls. Apple ash bowl between two Spouted porcelain vessel. Copper red glaze, 
temmoku bowls. Left bowl, fluted with saw handwoven handle. 12" high, 10" wide. Photo- 
blade; center fluted with a vegetable peeler; and — graph by Marc Braun. 
right bowl is indented. 4" high, 5" wide. Photo- 
graph by Marc Braun. 



Porcelain cap jar. Copper red glaze. 9" high, 8" 
wide. Photograph by Marc Braun. 

Porcelain cap jars. Copper red on the left and 
iv black-brown temmoku on the right. Both 43 

high. Photograph by Marc Braun. 



Porcelain bottle vase. Fake ash glaze, thick and 
thin, over wax resist. Brown dots. 7" x 7” 
Photograph by Marc Braun. 

Porcelain lidded jars and perfume bottle. Bar- 

tum pink matt on the left, copper red on the 

center piece, and splotchy copper on the right. 
25" high, 4" wide. Photograph by Marc Braun. 
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Porcelain cap jar. Apple ash and fake ash glazes 
over sticker resist. Green, white, and brown 
glaze trailed dots. 14" high, 10" wide. Photo- 
graph by Marc Braun. 

Porcelain cap jar. Apple ash and fake ash glazes 
over sticker resist. Green, white, and brown 

dots glaze trailed. 93" high, 73" wide. Photo- 

graph by Marc Braun. 

Spouted porcelain vessel. Apple ash and fake 
ash glaze with green, white, and brown glaze 
trailed dots. 12” high, 10" wide. Photograph by 
Marc Braun. 
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STANLEY MACE ANDERSEN 

Biography 

Stanley Mace Andersen is a man of 

diverse education, with degrees in 

philosophy, sociology, library sci- 

ence, and fine arts. He lives with his 

wife in Bakersville, North Carolina. 

In the past he has traveled widely 

through North America, Europe, and 

North Africa. He has lived in two of 

the Western world’s liveliest cities, 

Paris and New York, and has spent 

time in London, Istanbul, Amster- 
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dam, Marrakech, and Venice. Of the 

places that he has lived, he says, “I 

think these urban experiences were 

important in the formation of my aes- 

thetic in that the energy of cities, the 

colors of cities, and the diversity of 

visual excitement in cities has fed my 

own energy and excitement.” His taste 

in music is eclectic, but he primarily 

listens to rock and roll. His taste in 

visual entertainment ‘is wide, but he 

hasn’t had time to read since he took 

up pottery. 

Studio 

Stan has been making pots since 1973. 

He says that working in clay suits his 

personality: “It’s not very precise.” 

Clay satisfies both his desire to work 

with his hands, and his desire to cre- 

ate art. His work in clay started in- 

formally at the University of lowa, and 

later formally with Chuck Hindes in 

Iowa. He took classes at Kansas City 

Art Institute, and gained his M.F.A. 

at Rhode Island School of Design. His 

studio is currently in a rural area in 

North Carolina. His work week av- 

erages between 50 and 65 hours. He 

works alone, and doesn’t take ap- 

prentices or have assistants. He works 

in earthenware, which he fires in an 

electric kiln to cone 03. He has his clay 

custom made for his temperature 

range, preferring a smooth plastic clay 

to work with. He uses the majolica 

technique of decoration on his work, 

enjoying the strong colors that he can 

obtain with commercially prepared 

stains. 

Work and Personal Development 

Among the people who have had a 

strong influence on him are John and 

Andrea Gill, Norman Schulman, and 

Jackie Rice. His enjoyment of work by 

other ceramists includes Jun Kaneko, 

Charlie Malin, Judith Salomon, Susan 

Loftin, and Kurt Weiser. Of the work 

by these artists, he says, “I like strong 

color, I like imaginative, experimental 

work that expands our ideas about 

forms and color. This doesn’t mean 

that I don’t like traditional work, but 

[am more drawn to the other.” He is 

not particularly concerned with ce- 

ramic history, nor with mathematics. 

His work generally develops from 

Stanley Mace Andersen. Photograph by 
Chris Jones. 

Opposite: Coffee pot with cups and saucers. 
Earthenware, majolica technique. Photograph 
by A. Hawthorne. 
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Dinnerware place setting. Earthenware, majol- 
ica technique. Dinner plate, 11" diameter. 

Pitcher. Earthenware, majolica technique. Pho- 

tograph by A. Hawthorne. 

previous work with form, sometimes 

in an intuitive and sometimes in a 

conscious way, experimenting on the 

pots themselves. When he was first 

developing his work he did draw- 

ings, but now feels that his pots are 

his drawings. Questioned about the 

content of his work, he says, ‘I don’t 

have any conscious reference to na- 

ture in my work, but since what I 

mostly see are natural forms I’m sure 

they are reflected.’” His main concern 

is with form. His decorating is casual 

with an unusual use of strong color, 

where the painting has an uncom- 

promising directness. 



Teapot. Earthenware, majolica technique. 
Thrown body, handbuilt spout and handle. 93" 
high, 63" diameter. Photograph by Dan Bailey. 

Teapot. Earthenware, majolica technique. 12" 
high, 73" diameter. 

papas) 



Pitcher. Earthenware, majolica technique. 10" 
high, 5" diameter. 

— ill Clli7., 

Casserole. Earthenware, majolica technique; 23- 

quart capacity. 83" high, 8%" diameter. Photo- 
graph by Dan Bailey. 

Serving bowl. Earthenware, majolica technique. 
Photograph by A. Hawthorne. 
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WALTER KEELER 

Biography 

Walter Keeler leads a full life. He lives 

with his wife, Madoline, and their 

three children in a rural community 

in Wales. His tastes in music, film, 

and literature run to the extremes of 

style and content. His musical tastes 

go from one extreme to the other, in- 

cluding tribal, ethnic, medieval to Ba- 

roque, chamber, orchestral, eccle- 

siastical, blues, traditional and some 

modern jazz, pop music of the 30s 

and 40s, through to rock music. Film 

and literature (when he has time to 

read) are about as wide ranging. His 

interests also take in industrial de- 

sign, which he would like to explore 

for the production of tableware. He 

doesn’t get time to travel much, other 

than in connection with his work, 

teaching, or committees. If he were 

not making pots he would like to be 

a gardener. 

Studio 

Walter has been making pots for 27 

years. As a child and youth he was 

interested in archaeology, spending 

much of his time collecting shards of 

ancient pots. When he went to art 

school, pottery seemed an obvious 

choice. His major studies were at Har- 

row School of Art, with Victor Mar- 

grie and Mick Casson. He works in a 

rural studio, shared with his wife, for 

approximately 30 to 40 hours per week, 

depending on his other commit- 

ments. They work independently and 

have no assistants. Although he has 

worked in most variations of pottery 

making, he is currently exploring salt- 

glazed stoneware as his prime mode 

of expression. With an agile mind, 

however, he is quite likely to make 

major changes in direction to explore 
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new avenues. His work is currently 

fired in reduction in an oil-fired salt- 

glaze kiln, at cone 8-9. He often uses 

simple slips, runny glazes, and 

sprayed color in addition to the salt- 

glaze covering, to develop “juicy” 

surfaces. His preferences for clay are 

a ball clay with added sand, and a 

buff stoneware clay, both of which 

respond well to the salt. He prefers a 

clay that has strength and “standing- 

power, rather than plasticity.” 

Work and Personal Development 

The primary influences in Walter's 

work have been the Romano-British 

pottery of the first to fourth centuries 

A.D., ate seventeenth century salt 

glaze, early industrial pottery from 

Staffordshire and Leeds between 1700 

and 1770, and metalwork, especially 

tinware forms. His appreciation for 

contemporary clayworkers include 

Betty Woodman, “for her delicious use 

of clay and soft glazes’’; Richard Slee, 

“for his eccentric humor’; and Hans 

Coper, ‘for classical beauty and spir- 

itual quality.’’ Other artists who have 

moved him strongly have been Pi- 

casso, “‘for invention, humor, and ab- 

stract design”; Matisse, “for fresh- 

ness, pattern, and color’; Max Ernst, 

“for mystery and invention’; and Ko- 

koshka, Braque, Dali, Palmer, Con- 

stable, Turner, Tobey, Pollock, Mo- 

net, Holbein, Bonnard and many 

others. His work develops in an in- 

tuitive, evolutionary way, one thing 

inevitably leading to another, some- 

times from the process itself and 

sometimes from drawings. ‘’On rare 

momentous occasions,” he says, “I 

sometimes deliberately launch off into 



unknown territory.’’ Such a launch- 

ing was responsible for the develop- 

ment of the most recent phase of his 

work, evident in the illustrations. 

When asked about form, function, and 

surface, he says, ‘Form and function 

are often inseparable for me. The no- 

tion of pouring, for instance, inevit- 

ably suggests form. Although surface 

comes last, it should enhance the form 

and at least not impede the function.” 

The uniqueness of his work stems from 

the combination of “sculptural” con- 

siderations with domestic pottery, the 

notion that pots can be visually chal- 

lenging as well as useful. 

Salt-glazed stoneware teapot. 1984. Photograph 
by Tim Hill. 
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Opposite: Group of jugs with cut rims. Salt- 
glazed. Smallest jug, 53" high. Photograph by 
Keith Morris. 

Dish with extruded and cut rim. Grey ash 
glaze inside. 10" diameter. Photograph by 

Keith Morris. 

Jug. Thrown, distorted and cut. Added base 
and extruded handle. Grey salt-glaze. 8” high. 
Photograph by Keith Morris. 

Salt-glazed stoneware dish. 1982. Photograph 
by Tim Hill. 





Teapot with press-molded spout and extruded 
handle. Grey salt glaze. 83" high. Photograph 

by Keith Morris. 

Three teapots with extruded handles. Salt 
glazed. 8" x 83". Photograph by Clint Brown. 

Jug. Thrown top, thrown and press-molded 
base. Extruded handle. Blue-grey salt glaze. 
113” high. 

Wi 
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Large lidded jar, with cut rim on the lid. Salt 
glazed, 24” x 8" x 8". Photograph by 
Clint Brown. 

Two cups with pulled and twisted handles. 
Salt-glazed. Photograph by Lutz Dille. 
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DENISE GOYER 

AND ALAIN BONNEAU 

Biography 

Denise Goyer and Alain Bonneau are 

a married team with two children, liv- 

ing in a small rural community near 

Montreal, Canada. They work in total 

collaboration, with Denise being the 

visualizer and primary maker, and 

Alain looking after the technical as- 

pects. Denise answered the question- 

naire, although through continual 

Denise Goyer and Alain Bonneau. Photograph 
by Jean Marc Charron. 

discussion on their work, they ob- 

viously work and think very much as 

one. Their tastes in other arts is ec- 

lectic and wide ranging. The appre- 

ciation of music varies with the time 

of day and year, but extends from jazz 

and classics to New Wave. Their read- 

ing choices vary from contemporary 

technology to general history, geog- 

raphy, and different movements of art 

history. They like a wide range of well- 

made films. Denise says that they 

would like to travel, but at present it 

is only a dream. If she had had an- 

other vocation, she would like to have 

been an architect on major projects. 

Studio 

Denise has been working in clay for 

20 years, and was drawn to the me- 

dium in order to make useful things 

where she could be in control of the 

whole process. Alain became her ap- 

prentice after four years of study in 

graphic art. They have no assistants, 



La Theiere. Five-cup teapot, colored earthen- 
ware, slip cast, black glaze. Height 11 cm high, 
23 cm wide. Designed 1976. Photograph by 
Alain Bonneau. 

and work in a small but efficient stu- 

dio. Denise says that she works about 

40 hours per week in the studio, but 
seldom stops thinking about their 

work, and spends many hours in dis- 

cussion with Alain about new direc- 

tions. The majority of their work is 

thrown, but they also use casting, both 

for the purity of line and to keep up 

with their orders. They work in both 

earthenware and semiporcelain. They 

are passionately concerned with the 

use of local raw materials. Their ear- 

thenware clay is a red clay body col- 

ored with manganese which they call 

“terre-noire.” The work is fired in both 

electric and gas-fired kilns, at cone 02 

for the earthenware, and cone 10 for 

the semiporcelain. 

Work and Personal Development 

Denise’s concern has always been to 

make functional pottery, since it is seen 

and used on our tables three times a 

day from childhood. Her main men- 

tor has been Eva Zeisel, a Hungarian 

ceramist and industrial designer who 

has produced revolutionary design in 

Hungary, Germany, the USSR, and 

the United States since the 1920s. In 

Quebec, she admires her former 

teachers, Jacques Garnier ‘for his te- 

nacity,”” Gaetan Beaudin, ‘for his 

technical expertise,”” and Maurice Sa- 

voie, ‘for his sense of aesthetics and 

composition.” In general she appre- 

ciates artists who dare to venture be- 

yond the norm and commonplace. Her 

enjoyment of history has given her a 

J 

strong appreciation of Egyptian and 

Classical Greek art, and the structures 

of Art Deco. She feels that they have 

given her an understanding of the 

customs and needs of people of dif- 

ferent times and civilizations, which 

she can relate to today’s society. She 

formulates new designs, ‘’Par l’esprit 

d’abord. Une ligne ca s’exprime. Une 

forme ¢a se compose. Une fonction ¢a 

s‘invente’’—first by the spirit, then a 

line that expresses the spirit, a form 

that composes the line, and a function 

that invents itself. Her compositions, 

which reflect geometry and mathe- 

matics, are always developments from 

drawings, with the final product being 

a result from creative research into 

forms, functions, and techniques. 
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Cream and sugar. Colored earthenware, wheel 

thrown, black glaze. Cream, 10 cm X 10 cm; 
sugar, 8cm X 10 cm. Designed 1976. Photo- 
graph by Alain Bonneau. 

Grooves Bowl. Serving bowl for soup, salad, 
cereal, etc.; it can be hung on the wall. Colored 
earthenware, wheel thrown, black glaze. 5 cm 
x 17 cm. Designed 1978. Photograph by 
Alain Bonneau. 



The Perfect Setting. Seven-piece place setting. 
Colored earthenware, wheel thrown and cut, 

black glaze and resist. Dinner plate, 27 cm 

wide. Designed 1983. Photograph by 
Alain Bonneau. 

Spinning. Butter dish with stainless steel han- 
dle. Colored earthenware, wheel thrown, black 

glaze with resist. 10 cm x 15 cm. Designed 
1982. Photograph by Alain Bonneau. 
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Hors d’Oeuvre. Dip plate or wall hanging. 
Pink earthenware, wheel thrown, polka dot, 
green glaze. 3 cm high, 39 cm wide. Designed 
1980. Photograph by Alain Bonneau. 

French Pea Soup. Soup tureen with solid brass 
handle; rounded bottom makes it easy to serve 
from. Slip cast, colored earthenware, polka dot, 
black glaze. 163 cm high, 28 cm wide. De- 
signed 1979. Photograph by Alain Bonneau. 

Excentrique. Candy or serving bowl (round 
bottom). Slip cast, colored earthenware, polka 
dot, black glaze. 4 cm high, 17 cm wide. De- 
signed 1978. Photograph by Alain Bonneau. 
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“Seule Ou Avec d’Autres,’’ Five-base module, 

can be stacked or left side by side. Slip cast, 
colored earthenware, black glaze with resist. All 
together, 42 cm high, 50 cm long. Designed in 
1983. Photograph by Alain Bonneau. 

Fan-Shaped Bowl. Serving bowl, porcelain, 

wheel thrown, and cut by hand. High-fire, 
black glaze with yellow slip. 33 cm high, 30 cm 
wide. Designed 1982. Photograph by 
Alain Bonneau. 
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Eilene Sky. 

EILENE, SKY, 

Biography 

Eilene Sky is an effervescent woman 

who is happy to have found the di- 

rection in her work that she says “‘is 

really me.’’ She comes originally from 

New York, but her art studies, teach- 

ing, and travel have taken her to live 

in many parts of the United States. 

She has spent some time living with 

her husband in a rural area in Texas, 

but has recently moved to a loft in 

downtown Dallas. She is happy to be 

back in the city, her spiritual home. 

There she is close to the aspects of 

civilization that feed the imagery of 

her works of fun and fantasy, for she 

is a chronicler of her environment, be 

it cows, clowns, or people. She is to- 

tally serious about her work, but com- 

municates joy and laughter, an im- 

portant part of life so often lacking 

today. 

Studio 

Eilene has been working in clay since 

1967. She originally studied painting, 

but seriously questioned her validity 

in that medium because, as she says, 

“Painters always had to have some- 

thing to say, but I pretty much had 

nothing to say—possibly as a rather 

undeveloped 18 to 20 year old.” She 

started working in clay at Goddard 

College, Vermont, and loved it. She 

likes “‘doing the same thing over and 

over, like patterns, and I like the things 

that a lot of people find irritating (an 

obsession for order), and have found 

myself functioning better by accept- 

ing my essential nature as ‘‘just fine,”” 

and working with it rather than waste 

energy trying to be something else.” 

Pottery-wise, she grew up with the 

back-to-the-earth, ‘spotty brown 

stoneware’ syndrome. Becoming bo- 

red with this genre of pottery she al- 



most gave up, but for fun started to 

explore her inner fantasies and 

emerged with a true self in her work. 

It is a combination of comment and 

froufrou, where the zany imagery 

gives rein to the skills of both potter 

and painter. She works alone, for 

about 7 to 8 hours per day, 7 days a 

week. She uses low-fire technology, 

with commercially prepared white 

earthenware clay, prepared glazes and 

colors, and cone 05-06 electric firing. 

Work and Personal Development 

With a background in both painting 

and pottery, her work now ties them 

together. She says: ‘My early training 

as a painter re-emerged and made 

sense. Now I use the piece as a canvas Plate with woman and frills; multicolored. 
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Clown teapot; grey, lime, pink, blue, and 
green. 83" high. 

for color and pattern. Through no 

conscious decision, I broke through 

my preconceptions on how I should 

approach my work in clay—precon- 

ceptions based on a more traditional 

idea where shape and glaze merge into 

a harmonious whole, a spiritual ap- 

proach which eventually got boring! 

So now I don’t think about all that too 

much. I just let whatever shapes 

emerge that want to. That way the 

piece acts as a vehicle for the play of 

pattern and color that I love. Its softer 

and looser and much more fun.” She 

has never been one for developing 

“heroes” in art, but responds to Lucie 

Ballerina bowl; pastels, underglaze. 7" wide, 
6" high. 
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Dancer teapot; underglaze pastels. 82" high, 
9" wide. 

Rie’s elegance on the one hand, and 

“the people who rip and tear and paint 

like crazy and who do funked-up 

pieces” on the other. The emotional 

and aesthetic support which has meant 

BPR most to her development has come 

ee from her husband. She instinctively 
responds to poetry by Ginsberg, 

painting by De Kooning, to the me- 

dium of glass, and to her earlier love— 

fashion. The historical and formal as- 

sociations that many other claywork- 

ers thrive on leave her unmoved, al- 

though she sees ‘nature as a 

wonderful pattern, and that is part of 

what I do.”” Her work is a total inte- 

Platter with frills and mug. Platter, 12” diame- 
ter; mug, 4" x 43", 



Flower teapot, multicolored. 8" wide, 63" high. 

gration of form and surface where 

“function matters less and less to me. 

However, everything is really quite 

useable—but only by very careful 

people!” She is concerned with mak- 

ing images, and says “My work has 

more to do with being ideas in space, 

drawings in space, than it does with 

perfecting the art of throwing a per- 

fect pot or getting that perfect firing. 

Images interest me more than making 

my own clay. I see monumental 

sculpture in a two-inch figure. The 

plasticity and softness of clay allow 

me to make work that I respond to, 

and that’s what it is all about for me.” 

Clown platter with blocks; multicolored. 
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Conclusion 
Standards and Aesthetics 

Every improvement in the standard of work men 

do is followed swiftly and inevitably by an im- 

provement in the men who do it. 

—William Morris 

What are standards? Do we need them? And, if so, 

what can they do for us? These are questions that 

all potters should spend a long time pondering. 

The word standards can pertain to a great many 

variables, from aesthetics and concept, to details 

of craftsmanship and execution. The contemporary 

clayworker finds himself in a position of enormous 

difficulty in this age, often lacking the roots of a 

tradition, and yet bombarded by a morass of influ- 

ences. It is an awesome task to understand our 

choice of variables, let alone make appropriate de- 

cisions on what to say or make, and how to say or 

make it. The old traditional potter didn’t suffer from 

an overabundance of sources of inspiration; he gen- 

erally made simple wares for specific functions to 

satisfy the needs of a pre-plastic society. Dora Bil- 

lington writes in The Technique of Pottery, ‘The tra- 

ditional peasant potter, using the materials that 

were close at hand, developing very slowly the 

craft that he had inherited, and knowing only one 

kind of pottery, made according to well-proven and 

time-honored methods, produced pots which had 

a logical directness and usually a real, if largely 

unconscious, beauty.” 

The potter himself, and his role in today’s 
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society, is quite different. He or she is usually a 

well-educated person, deciding to work in clay for 

any number of different reasons that seldom have 

anything to do with either being a peasant, or of 

following a particular tradition. In essence, he or 

she is an anomaly, for the main part producing 

wares to suit functions that are often done better 

by industry. The potter is more flexible than any 

machine, and is able to make things that show the 

indomitable spirit of humanity, which are part of 

a tradition going back to the very roots of civili- 

zation. Although the potter may be working in ar- 

chaic ways, and is an extension of a living tradition, 

he or she is capable of challenging and adapting 

tradition to face new needs. He or she may make 

unpretentious objects for a strictly utilitarian need, 

or precious objects which fulfill an often unseen 

need in everyday life and its rituals. He or she has 

the opportunity to produce works that transcend 

the purely utilitarian, becoming usable works of art 

that can be integrated into daily living, or a central 

focus in a special occasion. Pottery sometimes has 

that special quality found in all good art that grad- 

ually unfolds itself to the user or viewer. It has a 

slow release mechanism that seems to expose the 

work a little at a time—a nuance of color or a change 

in the form that wasn’t noticed before. One prob- 

ably never knows all that there is to know about a 

really good piece, in the way that one never really 

knows all there is to know about a close friend. 



The time that it takes to develop a well-rounded 

clayworker hasn’t changed much from the past, 

and is still generally thought of as being from ten 

to fifteen years before real mastery or thorough 

understanding can be achieved. Unfortunately, in 

our haste to become “‘instantized”’ craftsmen, we 

fall over ourselves trying so many trends and vari- 

ations to achieve an individual statement. This gen- 

erally only comes from a prolonged development 

and understanding gained by the thorough mas- 

tery of a relatively narrow parameter of intensive 

experience. The aim of developing standards of 

excellence in our work should be paramount, but 

in today’s mad rush society we often have little 

time to think about, let alone deeply consider, the 

intrinsic qualities inherent in a given piece or method 

of working. The imposition of standards, either on 

the self or on the mass, derives from a desire to 

establish aesthetic and technical criteria by which 

one can judge the relative qualities, strengths, or 

weaknesses of any work. Although it should be- 

come intuitive, it seldom reaches that stage because 

of the plethora of extraneous matter which bom- 

bards the senses and obliterates that innate sense 

of judgment so developed in craftsmen of the past. 

Our problems are further compounded by tech- 

nical complexities unknown to the peasant potter. 

So just how does one establish standards and aes- 

thetic criteria? 

Aesthetics, like philosophy, are intangible. 

They influence and affect the qualities of our lives 

in many ways. They generally develop over a long 

period of time from continual viewing, appraising, 

and evaluating the qualities that objects may pos- 

sess. If one only uses plastics, watches television, 

and listens to electronic music, it becomes very 

hard to relate to the subtleties of ceramics, theatre, 

or the sound of an oboe. We are seldom sur- 

rounded by objects of unconscious and unpreten- 

tious beauty, as people were in times prior to the 

Industrial Revolution. More often than not we are 

surrounded by ugliness and junk, and that has 

become the basis for much of the development of 

our aesthetic. One can only develop out of what 

one is aware of and memory traces are part of that 

awareness. The more cognizant we become, the 

more our aesthetic is challenged, and the more we 

can intuit that which can be considered satisfying 

or beautiful. In talking about aesthetics, the whole 

gamut of verbal complexity comes into play, mak- 

ing a real understanding of the inherent or intrinsic 

qualities of craft work very difficult to define. To 

give an accurate, objective, and constructive criti- 

cism is one of the most difficult tasks with which 

a teacher is faced, and there are very few who can 

do it well. The process of constructive self-criticism 

is also hard, but necessary, particularly in the light 

of confused and limited understanding. It is almost 

impossible to rule out subjectivity in any critical 

appraisal, because of the closeness that one feels 

with the object being viewed. Self-criticism shouldn’t 

be thought of as criticizing the self, but merely the 

object that the self has made, and possibly the 

thought processes that led to its making. One should 

learn to be as objective as possible, since it is always 

possible to rationalize one minor good point over 

a host of bad ones. The usual divisions of aesthetic 

appraisal are: form, proportion, function, surface, 

color, process, intent and content, not necessarily 

in that order. Aesthetics relate not only to matters 

of form, function, and surface, but also to cerebral, 

spiritual, and emotional ideas and ideals (intent 

and content). These are the most difficult to ana- 

lyze and to understand. Different cultures have 

widely differing aesthetic values, and when we 

consciously borrow from other cultures without at 

least a basic understanding of those cultures, we 

obliterate a very important part of the spiritual life 

of the work. Even when done with great skill, the 

emerging form will lack the spirit and emotion of 

the original. 

There are many ways to develop pottery forms, 

both from the point of process and technique, and 

from visualization and structure. They may be 

emotionally developed from the reaction to the 

quality of material, or as calculated as mathematics 

in proportion and structure. Depending on the in- 

dividual clayworker, the main approaches to work 

in clay are either cerebral, where logic, proportion 

and structure are of paramount importance; or they 

may be intuitive, where the emotions or “gut re- 

actions” take precedence. It is usually either head 

or heart which prevails, although there are always 

some gray overlapping areas. Cerebral works can 

of course be spiritual, as in the music of Bach. If 

one’s use of clay is cerebral, after a time intuition 
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will often blend with mathematics when the spirit 

and the head join forces. As with most of the learn- 

ing processes related to clay, it is a slow evolution. 

In addition to the cerebral and intuitive, and the 

selection of influences and inspiration, one has to 

develop skills and foresight to produce good work. 

Whether one makes functional or nonfunctional 

work, some standards are necessary although they 

will vary according to the object. In truly functional 

work the prime objective is the function. As Yanagi 

expresses it in The Unknown Craftsman, ‘Utility is 

the first principle of beauty.” Generally when one 

analyzes the functional requirements of any object, 

it is possible to simplify the use to the barest es- 

sentials. If one uses this essence and makes the 

required piece along the lines of simplicity, then a 

certain beauty will develop in an unconscious way. 

Once the functional requirements are decided upon, 

the simpler a thing can be generally the better it 

functions. A utilitarian piece covered with knobs, 

blobs, twiddles, and other excesses in the name of 

individualism only loses its functional attributes by 

their presence. This is not to say that one shouldn’t 

use decoration, only that the decorative aspects 

should probably be secondary to the function, and 

certainly not impede it. Attention to details, com- 

bined with skills in surface development, make the 

difference between quality work and indifferent, 

mediocre, or badly executed work. If one pays sig- 

nificant attention to details, the time thus spent 

will quickly pay off. However, it is a trap to become 

totally seduced by details at the expense of the 

overall form. I have often seen people exuberant 

and exhilarated over one square inch of a sump- 

tuous glaze on an otherwise remarkably ugly pot. 

I usually suggest that they should smash the pot, 

and keep the shard with the beautiful glaze as a 

reminder to develop the beautiful glaze on some- 

thing better. In this way we could eliminate much 

of the ugliness that surrounds us, and begin to 

develop a process of self-improvement. 

Nonfunctional ceramics, and objects where 
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the function is of a secondary concern, require a 

different aesthetic judgment. These are emotional 

and entirely subjective statements, as opposed to 

the objective and analytical nature of pure function. 

Often, established criteria of craftsmanship are di- 

minished in favor of the concept behind the work. 

Unfortunately, this has led to an acceptance of the 

“laissez-faire” sloppy work which has become 

commonplace, even in work that can by no means 

be considered conceptual. If we are to establish a 

professional acceptance for ourselves, it can only 

happen when the craftsman accepts the responsi- 

bility of professional craftsmanship, work habits, 

and attitude. The makers of most of the best in 

conceptual ceramics have very high standards of 

craftsmanship. It is generally the second-rate artist 

who produces inferior work which may be accept- 

able since it is in vogue. Fashion changes quickly, 

but time will tell where lasting qualities lie. 

There are some specific things that one can 

do to improve one’s standards and aesthetics. First, 

read some or all of the books mentioned in the 

Bibliography, as this will give a much wider and 

more experienced view than mine in the under- 

standing of aesthetic problems and solutions. Sec- 

ond, aim to develop a high degree of self-criticism 

and objective analysis. Third, avoid the pitfall of 

pretentiousness, and learn something of humility. 

Finally, remember that a potter’s best friend is his 

hammer, and it is the best arbitrator in the event 

of aesthetic indecision. Working within the disci- 

pline of the ultimate human art form, the potter 

should be engaged in an endless search, following 

a line of thought from work to work, with growth 

from one to the next. With tenacity, one continues 

to grow and change. One becomes one’s work; 

one’s work becomes oneself. The cycle is complete, 

but the wheel doesn’t stop turning. 

A journey of ten thousand miles begins with one 

small step beneath your feet. 

—Lao Tzu 
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Architecture, 

circle and square in design, 56 

curvilinear forms in, 64 

pottery and, 52 

Articulation, 27, 131 

Asymmetrical forms, 132 

Attic pottery, 88 

Australia, 

ceramics in archeological discoveries 

inn, =O) 

Gwyn Hanssen Pigott as potter of, 

202 
Austria, 

covered jar from, 124 

porcelain jug from (1725-1735), 122 

Autio, Rudio, 209 

Baboon, in Egyptian pottery, 5 

Bacerra, Ralph, 214 

Balance, 49, 111 

Barium, danger of, in glazes, 189-190 

Barium pink matt, 218 

Basalt vase, from Egypt, 28 

Bases, 134-138 

considerations concerning, 183 

Baskets, in development of pottery, 3 
Batterham, Richard, 196, 202 

Battery molds, for handles, 155 
Beakers, 163 

terra cotta, from Romano-Britain 

(Qe, IXID., TE 

Beaudin, Gaetan, 233 

Bellarmine bottle, from Rhineland 

(Ge ANID), US 

Benwell, Stephen, 202 

Billington, Dora, The Technique of Pottery, 

244 

Biscuit jars, 170 

Bone, pottery imitating, from Mexico 

(550-950 A.D.), 35 

Bonneau, Alain, 232—237 

Bottle, 

Bellarmine, from Rhineland 

(16 c. A.D.), 15 

Ring-shaped Sueki, from Japan 

(( €; AIO), HS 

Bottoms, 134-138 

Bowen, Clive, 196 

Bowls, 160-161 

from China (14 c. A.D.), 11 

form of, 10 

from New Mexico, Mimbres classic 

period (1000-1150 A.D.), 19 

with pedestal foot, from Italy (16 c.), 

42 

porcelain, by Tom Turner, 216 

by Eilene Sky, 240, 241 

spouted, from Japan, 70 

support for, 61, 66 
symbolism of, 8 

from Thailand (14-15 c. A.D.), 11 

Braided fiber rings, 6, 6 

Braided handles, 154 

Breadcrocks, 171 

woodfired, by John Leach, 200 

Britain, terra cotta beaker from 

XC. ANID Ie 1 

Bronowski, Jacob, “The Visionary Eye,’’ 

XiV 

Bronze, pottery imitating, 30 

Buddhism, ritual of, and table pottery, 

3Y/ 

Building materials, ratio in, 91 

Bulbous form, as offshoot of primal 

form, 24, 24 

Burials. See Funerary urn. 

Butter dishes, 171, 172 

by Goyer and Bonneau, 235 

Buyers, 

concerns of, in pottery, 185-188 

role of, in design process, 129 

Cadmium, danger of, in glazes, 189-190 
Calipers, 141 

Canada, 

Bruce Cochrane as potter from, 
208-213 

Denise Goyer and Alain Bonneau as 

potters from, 232-237 

saltglazed stoneware from (19 c.), 125 

Cantilever support, 66 

Cardew, Michael, 196, 202, 209 

Carination, 27 

Carr, Emily, handled bow] by, 116 
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Carrying methods, as influence on 

pottery form, 6, 14-15 

Casseroles, 176-177 

in majolica technique, by Stanley 

Mace Andersen, 224, 225 

from Nigeria, 16 

stoneware, by Bruce Cochrane, 209, 
210 

Casson, Mick, 226 

Center of gravity, 61 

locating, 63, 66 

Ceramic history, clayworkers’ attitudes 

toward, 2 

Ceramic Spectrum, 188, 190 

Cha-No-Yu, 165 

Chalices, 166-168 

symbolism of, 8 

Chattering, from dull tools, 137 

Cheese bells, 171-172 

Chicken bakers, 177, 177 

Child’s tea setting, by Gwyn 

Hanssen Pigott, 205 

China, 

amphora from, 119 

and beginnings of pots as decoration, 
19-20 

cup and saucer in Tang and Song 
dynasties of, 10-11 

cup from, 33 

cylindrical ewer from (17-18 c. A.D.), 

118 

cylindrical wine jar from (1662-1722 

A.D.), 79 
earthenware from (13-11 c. B.C.), 70 

ewers from, 72-73 

(8 A.D), 117 
floral arrangement, 181 

funerary urns from (10-13 c. A.D.), 

207-21 

handled cup from (960-1279 A.D.), 

117 

handled storage jar from (6 c. A.D.), 

113. 

incense burner from (18 c.), 40 

jar from (225-220 A.D.), 14 

jar with red glaze from (100 A.D.), 41 
lidded vessels from, 102, 104 

long-necked handled jar from 
(Q-1¢. B.C), 114 

porcelain from, 38 

porcelain altar jar from (11 c. A.D.), 

104 

porcelain bowl from, 11 

pottery from, imitating bronze 

(GC. 13KE-)y, 30) 

saddle gourd from, 32 

stem cup from (14-15 c. A.D.), 43 

stoneware plate from (14 c. A.D.), 12 

stoneware teapot from (1609 A.D.), 80 

teapot from (17-18 c. A.D.), 75 

tripod form from (2000-3000 B.C.), 40 

tripod spout vessels from, 7 
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wine pot from (6-7 c. A.D.), 41 

Chinese porcelain, 5 
Chucks S737 

for trimming goblets, 167 
Chums, 137, 137 

Circle, 

montage of forms using, 56 
symbolism of, 50 

Clay, 4 

amounts needed for basic production 
items, 156-158 

elasticity of, 142 

other materials as alternative to, 5 

technical aspects of, 188-189 

vs plastic, in storage containers, 169 

Clay memory, 142 

Clayworkers. See Potters. 

Climate, as influence on pottery form, 5 

Cochrane, Bruce, 208-213 

Coffee pots, 175 

by Stanley Mace Andersen, 221 

by Bruce Cochrane, 213 

from Italy (1840-1880 A.D.), 76 

Coil pots, 22 

Coiled handles, 153-154, 154 

Colanders, 161 

Coleman, Tom, 214 

Columbia, funerary urn from, 20 

Congo, gourd-shaped water jug from 

(Ue), TNS 

Considerations, defined, 129 

Contemporary potters, 

growth of, 109-110 

traditions of, 109 

Cookie jars, 170 
Cooking pots, 38, 176-180 

closed, 176-178 

geographic variation in, 36 

from Incas, 27 

open, 178, 179 

Cooking. See Food preparation. 

Coper, Hans, 196, 202 

Copper red glaze, 216, 217, 218 

Copying work of others, 110 
Covers, 26-27, 141-146. See also Lids. 

Craft, xiii 

Crane, David, 216 

Cream and sugar containers, by Goyer 

and Bonneau, 234 

Cremation, pot for ashes after, 182 

Crete, 

cup form in, 10 

storage jars from (1800 B.C.), 13, 14 

Criticism, 245 

Crocus pot, from England (1800 A.D.), 
oy) 

Cube-shaped thrown forms, 132 

Cubit, 85 

Cups, 

form of, 10 

by Walter Keeler, 231 

Cups and saucers, 164-165 

by Stanley Mace Andersen, 221 
beginnings of, in China, 10-11, 13 

Customs, as influence on pottery form, 

5-6 
Cutting wires, for decorative effects, 

134-135, 136 
Cylindrical form, as offshoot of primal 

form, 24, 25 

Cyprus, 

beak-spouted bottle from (2000-1500 
BC), HO 

vase with high handle from (Early 
Bronze Age), 112 

Decanters, 174 

Decoration, and pot form, 19-20 

Demitasse, by Eilene Sky, 241 

Design analysis, 129 

graph for, 130 

Design process, 

buyer concerns and, 188 

of John Leach, 197-198 

Dessert bowls, 160 

Details, 

attention to, 131-158 

of pottery forms, 24, 26-27, 130 
standards for, 246 

Dinner settings, by Goyer and Bonneau, 

W335) 
by Gwyn Hanssen Pigott, 203 

in majolica technique, by Stanley 

Mace Andersen, 222 

Discipline, 109 

Dishes, by Walter Keeler, 228 

Dishwashers, pottery in, 186 

Divine Proportion, 86 

Double gourd shape, 57 
Double spiral, 63 

symbolism of, 59 
Drinking vessels, 163-168 

form of, 10-11 

Dripping, avoidance of, from spout, 146 

Du Paquier factory, porcelain jug from, 

122 
convered jar from, 124 

Ears, and pottery design, 98 

Eating, pots for, 10, 159-162 
Edges, 138-139 

cut, 139, 140 

Egg cups, by Gwyn Hanssen Pigott, 207 

Egypt, 
basalt vase from, 28 

covered vase from (2500 B.C.), 101 

embalming process and pottery in, 5 

footed form from, 40 

large vessel from, 19 

pottery jars from, 29 

surveying in, 85 

Elastic memory, 142 

spout twisting and, 147 

Elbow, anatomy of, 96, 98 



Ellipse, montage of forms using, 56 
England, 

chocolate cup and saucer from (1795), 
128 

double-handled urn from, 121 

fuddling cup from, 121 

jug from (17 c. A.D.), 68 

(Medieval period), 26 

John Leach as potter of, 195 

pitcher from (19 c. A.D.), 74 

porcelain butter dish from (1768— 
1770), 123 

coffee pot from, 116 
from (1765 A.D.), 34, 35 

jug from (1775), 76 

sauceboat from (1770), 77 

spittoon from (1765), 43 

teapot from (1770-1780), 77 

stoneware pitcher from (18-19 c. 

A.D.), 70 

teapots from, 174, 175 

tin-glazed tankard from (1690), 120 

tin-glazed teapot from (18 c. A.D.), 82 

Etruscan civilization, 

kyathos from, 116 

oinochoe from (4 c. B.C.), 119 

Euclid, 86 

Eudoxus, 84 

Ewers, 

from China, 72-73 

geometric shapes in, 57 

Islamic (12-13 c. A.D.), 68 

from Japan (1615-1868), 76 

from Korea, (918-1392 A.D.), 104 

from Korea, (14 c. A.D.), 74 

phoenix headed, from China, 33 

porcelain covered, from Germany 

(1730 A.D.), 82 
symbolism of, 8 

Extruded handles, 154, 154-155 

Extrusion, 22-23 

Fake ash glaze, 218, 219 

Falcon, in Egyptian pottery, 5 

Feet, 26, 134-138 
trimming process for, 137-138 

variations in, 135 

Fibonacci series, 87-88 

Finch, Ray, 195, 202 

Finger/mug fit, 96 

Fingers, anatomy of, 96 

and pottery dimensions, 97 

Finials, 149-150 
Fish bakers, 177, 177 

Flameware pots, 178 

Flour bin, 198 

Flower pots, in rituals, 181-182 

Food, impact of, on pottery, 36-37 

Food acids, interaction with glaze 

components, 190 

Food preparation. See also Cooking pots. 

as influence on pottery form, 6-7 

and pot form, 15 

pots for, 38, 176-180 
Foot, 

considerations concerning, 183 

forms with, 40 

of saucer, and stacking, 164, 165 

Form, 

considerations concerning, 183 

development of, 245 

function of pot and, 10-20 

geographic variation in, 36-39 

in imitation of other materials, 28-35 

for pitchers, 173 

simple, from round thrown forms, 132 

Freezers, pottery in, 186 

Fritsch, Elizabeth, 196, 202 

Fruit basket, by Bruce Cochrane, 211 

Function, 

and pot form, 10-20 

in pottery of Eilene Sky, 243 

vs aesthetics, 60, 131 

Functional objects, 

materials for, 5 

study of, prior to pottery design, 129 
Functional pottery, 

art of, xiii 

concerns in designing, 98-99 
considerations in developing, 183-184 

proportion in, 93, 94 

standards for, 246 

Funerary urn, 18 

from China (10-13 c. A.D.), 20, 21 

from Columbia, 20 

from Korea (13 c. A.D.), 21 

Games, as influence on pottery form, 

8-9 

Garland, David, 202 

Garnier, Jacques, 233 

Geography, as influence on pottery 

form, 5 

Geometry, 48, 50-58 

Golden Mean in, 86 

interrelationships of forms, 51-52, 

57-58 

plane vs solid figures, 51 

Germany, 

lemon tureen from (1745), 124 

mug from (17 c. A.D.), 13 

porcelain covered bowl from 

(1725-1730), 123 

covered ewers from (1730 A.D.), 82 

(1770 A.D.), 34 

teapot from (1720-40 A.D.), 82, 122 

teapot from, 124 

tripod cooking pot from, 7 

Gill, Andrea, 209, 220 

Gill, John, 209, 220 

Glazes, 

sound created by, 98 

technical aspects of, 189-190 

Goblets, 166-168 

hand positions for, 98 

Golden Mean, summation series and, 

87-88 
Golden Rectangle, 86 

relationship to logarithmic spiral, 89 
Golden Triangle, 85 
Gourd-shaped vessels, symbolism of, 8 

Goyer, Denise, 232-237 
Gravity, 48-49, 61 

Greece, 

architecture in, classical forms of, 90 

aryballos from (600 B.C.), 113 
cycladic stone water jar from, 28 

drinking vessels from, 8 

earthenware jug from (1400-1100 
Bi@a)a7o) 

(2000-1800 B.C.), 78 
games in, and pottery form, 8-9 
mathematical relationships in, 88 

oinochoe from (750-550 B.C.), 70 

pottery in, classical forms of, 90 
rhytons from (600-450 B.C.), 12 

Grey ash glaze, 228 
Grinding bowls, 161 

Hajiki jar, from Japan, 12 

Hamada, Shoji, 196, 209 

Hand, anatomy of, 96 
Handbuilt spouts, 149 

Handles, 27, 150-155 

attachment of, 151-152 

braided, 154 

coiled, 153-154, 154 

considerations concerning, 184 

for cups, 164, 164 

extruded, 154, 154-155 

forms with, 112-125 

on lids, 150 

pinched, 153 

positioning of, 151 

and center of gravity, 63, 67 

on pitchers, 173, 174 

press-molded, 155 

pulled, 152-153, 153 

size of, 151 

slabbed, 154 

slip-cast, 155 

structure of, 60-61, 66 

thrown, 152, 152 

wire-cut, 153 

tools for, 154 

wrist anatomy and, 97 

Hanssen, Louis, 202 

Hanssen Pigott, Gwyn, 202—207 

Heino, Otto, 214 

Heino, Vivika, 214 

Hemispheres, as form in pottery, 53 
Henry, Mick, 202 

Hindes, Chuck, 220 

Historical influences, 38-39 

Hoadley, Tom, 216 

Holland, bulb pot form, 19 
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Hollow lids, 144-145, 145 
Honey pots, 170 

Household objects, curvilinear forms in, 

65 
Human body, Divine Proportion in, 86 

in Egyptian pottery, 5 

Hydraulic presses, 23 
Hygiene, and glaze selection, 189 

Illian, Clary, 202 
Incas, 

burnished earthenware of, 7 

water jar and cooking pot from, 27 

Incense burner, 

from China (18 c.), 40 

from Japan, 41 
India, 

pottery as disposable material in, 5 
water jars from, 5 

Indians of North America, pottery 

beginnings by, 3 
Industrial Revolution, 52, 57 

Iran, 

animal-shaped vessel from (1,000—800 

BACs), 1G 

earthenware in figure of woman 
(1,000-500 B.C.), 17 

painted bowl from (12-13 c. A.D.), 39 

pitcher from (8 c. B.C.), 66 

spouted pitcher from (10 c. B.C.), 81 

spouted vessel from (1200 B.C.), 81 

stag-shaped earthenware from (10 c. 

IB(Ce)), etd) 

Italy, 

bowl with pedestal foot from (16 c.), 
42 

coffee pot from (1840-1880 A.D.), 76 

covered bow] from (15 c.), 107 

earthenware spouted vessel from (550 
Bi@s) eile) 

Jackal, in Egyptian pottery, 5 

Jain, ritual of, and table pottery, 37 

Jam pots, 170 

Japan, 

architecture in, 88, 90 

contemporary teapot from, 116 

ewers from, (1615-1868), 76 

floral art in, 181 

hajiki jar from, 12 

handled ceramic bowl from (1663-— 

1743), 115 

handled water container from (17 c. 

A.D.), 112 

handwarmer from (19 c.), 18 

incense burner from, 41 

influence of Korea on pottery in, 

37-38 

jar from (2000-1000 B.C.), 18 

jar in form of leather from, 32 

mathematical relationships in, 88 

pottery beginnings in, 3 
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ring-shaped Sueki bottle (6 c. A.D.) 

from, 15 

spouted bowl from, 70 

stone lantern from, 51 

stoneware bowl from (18 c.), 92 

flower vase from (1615-1868 A.D.), 

91 
serving plate from, 93 

stem bowl from, 93 

Japanese tea ceremony, 91, 165 

Jars, 

from China (225-220 A.D.), 14 
lidded, by Walter Keeler, 231 
porcelain cap, by Tom Turner, 215, 

217, 218, 219 
porcelain lid, by Tom Turner, 218 

for wine, from Korea (17-18 c. A.D.), 

14 
Jigger and jolleying, 23 

Jugs, 
from English medieval period, 26 
geometric forms in, 58 

salt-glazed, by Walter Keeler, 228, 

229, 230 

Kaneko, Jun, 220 

Kanna, 137 

Kantharos, 8 

Kasuri-mon, 137 

Keeler, Water, 196, 226-231 

Kepp, Steen, 202 

Keys, in plaster molds, 148 

Kitchen canisters, 170 

Kjarsgaard, Anne, 202 

Knobs, 26-27, 149-150 

considerations concerning, 184 

Korea, 

covered porcelain vase from (12-13 c. 
A.D.), 104 

covered urn from (8-9 c. A.D.), 103 

covered vesse! from, 31 

ewer from (14 c. A.D.), 74 

ewer from (918-1392 A.D.), 104 

funerary urn from (13 c. A.D.), 21 

influence of, on Japanese pottery, 
37-38 

lidded honey jar from (19 c. A.D.), 

100 

wine jar from (17-18 c. A.D.), 14 

Kottabos, 8 

Kylix, in Greek game, 8, 9 

Leach, Bernard, 195, 202, 209 

Leach, David, 195 

Leach, John, 195-201 

Lead compounds, danger of, in glazes, 
189-190 

Leather, jar in form of, 32 

Leather hard clay, defined, 137 

Le Corbusier, Modular System of, 88 
Leonardo da Pisa, 87 

Leverage, 63 

Lids, 26-27, 141-146 

on casseroles, 176, 177 

considerations concerning, 184 

forms with, 100-107 

for kitchen canisters, 170 

locking, 145, 145-146 

seating for, 139-141, 140 

structure of, 61, 66 

symbolism of, 8 

thrown right-side-up, 144-145, 

144-145 

thrown upside-down, 142-144, 

143-144 

trimming, 142 

Lighting, and pot form, 17, 18 
Lips, 138-139 

considerations concerning, 184 
Liquids, containers for, 172 
Lithium, 178 

Loftin, Susan, 220 

Lugs, 27, 155 

on bowl, by John Leach, 200 

considerations concerning, 184 

Mackay, Ian, 202 

Mah, Jeannie, 202 

Majolica technique, 220, 221-225 

coffee pot with, 213 
fruit basket with, 211 

Malin, Charlie, 220 

Maloof, Sam, 216 

Margarine dishes, 171 

Margrie, Victor, 226 

Mastos, 8 

Mathematics, form and, 48 

Mather, Tim, 214 

Mayan civilization, covered tripod vessel 

from (400-600 A.D.), 106 

McMeekin, Ivan, 202 

Measures, and weights, chart, 156-158 

Mechanics, 129 

Mesopotamia, 

earthenware spouted jar from (1200- 

600 B.C.), 80 

pottery beginnings in, 3 
Metals, 

avoidance of, for microwave pots, 179 

ewer from China imitating, 33 

jar from Thailand imitating, 31 

Mexico, 

earthenware jug from (1800 A.D.), 69 

lidded bowl from (250-550 A.D.), 107 

pitcher from, 68 

pottery from, imitating bone (550-950 
ACD moo! 

spouted pitcher from (1200-1500 
A.D.), 83 

tripod vessels from (250-800 A.D.), 42 

warrior vase from (1000-1500 A.D.), 

44-45 

Microwave cooking, pots for, 178-179, 
186 



testing, 179 

Middle East. See also Mesopotamia. 

beginnings of potter's wheel in, 128 
pottery beginnings in, 3 

Mixing bowls, 160-161 

by Bruce Cochrane, 210 
Modular System (Le Corbusier), 88 

Molds, for spouts, 148, 148 

Morris, William, The Lesser Life, xiv 

Mortars, 161 

Most Favored Triangle, 85 

Mouth, anatomy of and pottery 
dimensions, 95-96, 97 

Mugs, 163-164 

by Eilene Sky, 242 
from Germany (17 c. A.D.), 13 

by Gwyn Hanssen Pigott, 205 
Mullite, 189 
Mycenean jar, 6 

Nature, 

angular forms in, 60 

curvilinear forms in, 61 

form in, 59 

spiral forms in, 62 

Nautilus, relationship to Golden 

Rectangle, 89 

Near East, earthenware jar with spout 

(1000 B.C.), 79 

Negative shapes, 52, 56, 57 

Nelson, David, 216 

New Mexico, bowls from Mimbres 

classic period in (1000-1150 
A.D.), 19 

Nigeria, 

casserole from, 16 

water jars in, 36 

Nonfunctional ceramics, standards for, 

246 

Nygren, John, 216 

Oil jar, from Tunisia, 66 

Oil lamps, 17, 18 

Oinochoe, from Greece (750-550 B.C.), 

70 

Originals, vs copies, 110 

Outridge, Stephanie, 202 

Oval, symbolism of, 51 

Oval forms, on potter’s wheel, 132-134, 

133 

Ovens, pottery in, 186 

Paddles, 132 

Painting, and pottery, 239-240 

Panama, pedestal plate from, 44 

Parabolas, as major form in pottery, 55 

Pastore, Michel, 202 

Pearson, Colin, 195 

Perfume bottle, by Tom Turner, 218 

Perfuming, and pot form, 17-18 

Persia, 

handled spouted jar from (13 c. A.D.), 
HIE) 

jug from, 58 

stem bow] from, 12 

Peru, 

earthenware vessels from, 83 

pre-Columbian vessels in, 6 

stirrup jar from, 114 

Pickling jars, 171 

Pigott, John, 202 

Pilcher, Don, 214 

Pilgrim flasks, 15 

Pinch pots, 22 

Pinched handles, 153 

Pitchers, 173-174 

gas-fired stoneware, by Bruce 

Cochrane, 212 

from Iran (8 c. B.C.), 66 

in majolica technique, by Stanley 
Mace Andersen, 222, 224 

symbolism of, 8 

wood-fired stoneware, by Bruce 

Cochrane, 213 

Planting, and pot form, 18-19, 22 
Plants, Fibonacci series in, 88 

Plastic, vs clay, in storage containers, 

169 

Plastic memory, 142 

Plates, 161-162 

by Goyer and Bonneau, 236 

by Eilene Sky, 239, 242 

stoneware, from China (14 c. A.D.), 

2. 

Platter, in majolica technique, by 

Stanley Mace Andersen, 224 

Porcelain, 

from China, 38 

from England (1765 A.D.), 34, 35 

from Germany (1770 A.D.), 34 

Gwyn Hanssen Pigott’s work with, 

202 

jug of, from England (1775), 76 
spouted vessel of, by Tom Turner, 

216, 219 

Porous clay, uses for, 169 
Porret, Evelyne, 202 

Positive shapes, 52, 56 

Potter’s wheel, 128 

development of, 23 
and pot shape, 131-132 

Potters, 

attitudes toward ceramic history, 2 

development of, 245 

growth of, 109-110 

influences on, 2 

role of, in contemporary society, 244 

styles of, 194 

traditions of, 109 

Pottery, 

as art form, xiv 

beginnings of, 2-3 

changes in, 37-38 

forms of, 4-9 

methods for creating, and form, 21-23 

role of function vs appearance of, 7-8 

Pouring forms, 68-83, 173-175 

edges of, 139, 139 

with lids, 142 

lips for, 26 

Practice, defined, 129 

Pre-Columbian vessels, in Peru, 6 

Press-molded handles, 155 

Press-molded spouts, 147-149 

Pressmolding, 22 

Primal form, development from, 23-24, 
24-25 

Process, and pot form, 21-23 

Profile, defined, 27 

Profile ribs, 136 

Proportion, 49 

defined, 84 

in functional pottery, 93 

Pulled handles, 152-153, 153 

Pure forms, 52 

Pyramid forms, 132 

Ramekins, 178 

Ratios, 

defined, 84 

test for sense of, 84-85 

Rawson, Philip, Ceramics, 23 

Read, Sir Herbert, The Origins of Form in 

Art, 93-94 

Rectangles, 

as major form in pottery, 54 

symbolism of, 51 

Reduction, 189 

Reeve, John, 202 

Refrigerators, pottery in, 186 
Reitz, Don, 214 

Religious associations, form 

development and, 4-5 

Repoussé metalworking techniques, 38 
Rhythm, 110-111 

Rhytons, 

from Greece (600-450 B.C.), 12 

from Turkey (1870 B.C.), 44 

Rice, Jackie, 220 

Rice bowls, 160 

Rie, Lucie, 196, 202, 242 

Rim, considerations concerning, 184 

Rituals, 

of food preparation and eating, 37 

pots for, 181-182 

washing as, 17 

Rum pots, 171, 171 

Saddle gourd, from China, 32 

Salad bowls, 160 

Salomon, Judith, 220 

Salt-glaze kiln, 226 

Salt-glazed stoneware, from Canada 
(CUS e.)), 125) 
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Sauce boats, 175 

of porcelain, from England (1770), 77 

Saucers, cups and, 164-165 

Savoie, Maurice, 233 

Sawdust fired pottery, by John Leach, 

200-201 
Saxe, Adrian, 216 

Schulman, Norman, 220 
Screw threads, on lids, 146 

Selenium, danger of, in glazes, 189-190 
Self-criticism, 245 
Senses, and teabowl designs, 165 

Serving bowls, 161 

by Goyer and Bonneau, 234, 236, 237 
in majolica technique, by Stanley 

Mace Andersen, 224 

Serving dishes, by Gwyn Hanssen 

Pigott, 207 

Serving of food, and pot form, 15, 17 
Serving pots, 179-180 

Shaku, 88 
Shallow bowl, as offshoot of primal 

itonaaay, Ab, DG) 

Shaner, David, 214 

Shape, development of, 23-24 

Shintoism, 88 

Shipping, and spread of pottery, 38 

Shivering, of glaze, 189 

Shoulder, anatomy of, 96, 98 
Sieves, 161 

Sky, Eilene, 238-243 
Skyphos, 8 

Slab pots, 22 
Slabbed handles, 154 
Slee, Richard, 226 

Slip-cast handles, 155 

Slip-cast spouts, 147-149 

Slip casting, 23 

Social status, 
and pottery, 37 

and use of clay, 5 

Solid geometry, 48 

Soufflé dishes, 178 

Soup bowls, 160 
South America, methods of carrying 

pottery in, 6 

South Congo, vessel and cover from, 16 

Spain, liquid storage containers in, 36, 

SH 
Spheres, as major form in pottery, 53 

Spiral, 63 
logarithmic, relationship to Golden 

Rectangle, 89 

in nature, 62 

symbolism of, 59 

Spittoon, porcelain, from England 

(1765), 43 
Splotchy copper glaze, 218 

Spouts, 26, 146-149 
considerations concerning, 184 

earthenware jar with, from 

Mesopotamia (1200-600 B.C.), 80 

256 Index 

handbuilt, 149 

pitcher with, from Iran (10 c. iC), foul 

pitcher with, from Mexico (1200-1500 

A.D.), 83 

placement of, 147 
porcelain vessel with, by Tom Turner, 

216 

position of, and center of gravity, 67 

press-molded, 147-149 
pulling, 139, 140 

slip-cast, 147-149 

structure of, 60-61, 66 

thrown, 146-147 

twisting of, 147, 147 

vessel with, from Peru (100-300 

A.D.), 83 

Square, 
as major form in pottery, 54 
montage of forms using, 56 

symbolism of, 50 

Stacking, 

pot design for, 186, 187 
of saucers, and size of foot, 164, 165 

Standards, 244-245 

Steamers, 177-178, 178 

Stem bowl, from Persia, 12 

Stem cup, from China (14-15 c. A.D.), 

43 

Stone vessels, pottery jar as imitation of, 

29 

Stoneware, by John Leach, 195 

Storage pots, 169-172 
from Crete (1800 B.C.), 13, 14 

form for, 11, 13-14 

Structure, 49 

Study, necessity of, for understanding 

of pottery, 63, 67 

Summation series, 87—88 

Suspension support, 66 

Symbolism, 

of early pottery, 8 

in geometric forms, 50-51 

Tankard, tin-glazed, from England 

(1690), 120 
Tatami mat module, 88, 90, 91 

Tea caddies, 170 
Tea ceremony, Japanese, 91, 165 

Teabowls, 165-166, 166 
Teapots, 174 

from China (17-18 c. A.D.), 75 

clown, by Eilene Sky, 240 
from England (1770-1780), 77 

gas-fired stoneware, by Bruce 

Cochrane, 213 
by Gwyn Hanssen Pigott, 206 

in majolica technique, by Stanley 

Mace Andersen, 223 

porcelain, by Gwyn Hanssen Pigott, 

204 
from Germany (18 c. A.D.), 82, 122 

salt-glazed, by Walter Keeler, 227, 230 

by Eilene Sky, 242 
slip cast, by Goyer and Bonneau, 233 
stoneware, from China (1609 A.D.), 

80 

tin glazed, from England (18 c. A.D.), 

82 

Technical requirements, 185-190 

Temmoku, 

bowls with, 216 

cap jar with, 217 

Temple, Byron, 196 

Terre-noire, 233 

Textured bases, 135-136 

Thailand, 

jar from, imitating metallic form, 31 

stoneware bowl from, 11 

Thales of Miletus, 85 

Throwing process, 

forces in, 48—49 

for handles, 152, 152 

for pots, 23 

for spouts, 146-147 
learning of, 128 

Tin glazed teapot, from England (18 c. 
A.D.), 82 

Tin glazing, 38, 121 

Tobacco jars, 170 

Tools, 

for taking lid measurements, 141, 141 

for throwing and trimming, 138 
for trimming, 142 

for wire-cut handles, 154 

Top terminations, 138-141 

Touch, role of, in eating, 159 

Translucent boxes, by Gwyn Hanssen 

Pigott, 207 

Triangle, 

montage of forms using, 56 
study of, in ancient world, 85—86 

symbolism of, 50-51 

Tripod forms, 7, 138. See also Foot, 

forms with. 

Tumblers, 163 

Tunisia, oil jar from, 66 

Tureens, 180 

gas-fired stoneware, by Bruce 
Cochrane, 211 

by Goyer and Bonneau, 236 

Turkey, rhyton from (1870 B.C.), 44 

Turner, Robert, 209 

Turner, Tom, 214-219 

Tutankhamen, Tomb of, vase from, 101 

United States, potters from, 

Stanley Mace Andersen as, 220-225 

Eilene Sky as, 238-243 

Tom Turner as, 214-219 

Unity, 109 

Universal symbols, 51 

Vacuum trimming, 137-138 

Vases, 



porcelain bottle, by Tom Turner, 218 Washing, and pot form, 17-18 Woodfired stoneware, by John Leach, 

symbolism of, 8 Wastemolds, 148 195-200 
wood-fired stoneware, by Bruce Water, Woodman, Betty, 209, 226 

Cochrane, 212 storage pot for, 13-14 Working molds, 148-149 

Vegetable dishes, 180 weight of, 97 Wozniak, Jim, 214 

Vessels, symbolism of, 8 Water jars, Wrist, anatomy of, 96 

Victorian period, pottery in, xiv cycladic stone, from Greece, 28 and handle design, 97 

Vietnam, covered bowl from, 102 from Incas, 27 

Vitrified clay, functions for, 169 Indian and African, 5 Yanagi, Soetsu, The Unknown Craftsman, 

Voulkos, Peter, 209 Weights and measures, chart for, 246 

156-158 Yuonomi, 165, 167 

: Weiser, Kurt, 220 

Wales, Walter Keeler as potter from, Wire-cut handles, 153 Zeisel, Eva, 233 

226-231 tools for, 154 Zen Buddhism, 88, 91 
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Robin Hopper is an internationally re- 

nowned potter, currently living in Canada. 

He was trained in England and had a studio 

there for many years before emigrating. He 

has conducted lectures and workshops 

throughout England, Canada, the US., Aus- 

tralia, New Zealand, and Japan. 

Hopper’s work has been widely recognized 

and is found in both public and private col- 

lections worldwide. It is, at the same time, 

among the most innovative and the most 

firmly rooted in the age-old traditions of the 

craft. He now works in British Columbia, ex- 

ploring both functional and one-of-a-kind 

pieces. In 1977 he became the first recipient of 

the Saidye Bronfman Award for Excellence in 

the Crafts, Canada’s highest craft award. In 

recent years he has taken to writing, passing 

on valuable practical information gained over 

a lifetime of pottery making. His first book, 

The Ceramic Spectrum (Chilton: 1984), is now 

used as a text for glaze and color develop- 

ment throughout the world. 
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_ Not since I obtained a copy of Bernard Leach’s 

classic A Potter's Book nearly 40 years ago have I 

been so enthusiastic about a text on pottery. Were 

_Tstill teaching; I would insist that all serious stu- 

% _ dents read and re-read Functional Pottery from 

~ cover to cover. It presents a wealth of illustrations, 

from varied cultures, of which even the good 

student is completely ignorant. The desirability of 

; certain forms, relative to function, details such as 

lids and spouts, are treated with a completeness 

impossible in the average classroom. It is like 

having an apprenticeship with a master. Allis 

presented in a philosophic and understanding 

manner so unlike the gobbledygook we often get 

as art criticism today. Be 

-. Glenn. Nelson - 

Functional ceramics has found a champion for its. . 

_ cause. The author has accumulated a vast cross-* 

~reference of ideas and purpose in one book, for 

_ which we must applaud his efforts. 

: a ‘Les Manning 

A cloak] in the Bernard Leach tradition, Greatly 

needed, Functional Pottery is about the why of 

_ pots, not just the how-to....The best book of its 

_ kind: Every pottery student and every pres 

‘should | have ¢ a copy. 
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