
Important
StudioCeramics
1932-2022



Ira Winarsky

I R A  W I N A R S K Y

“ M A T E D  L A N D S C A P E ” ,  2 0 0 5

C E R A M I C  W I T H  I R I D E S C E N T  G L A Z E

1 2 H  X  1 5 W  X  1 5 D  C M   |   5 H  X  6 W  X  6 D  I N

I ra Winarsky was Professor Emeritus at  the University 

of  Flor ida .  In  addit ion,  he received his  Master  of  Fine 

Ar ts degree in  Sculpture from Temple University ’s  Tyler 

School  of  Ar t .  His  ceramic ar t  appeared in  numerous 

magazines including “Ceramic s Monthly ” ,  “Ceramic s 

Ar t  and Percept ion”  and “New Ceramic s” .  His  ar t  has 

also been shown in  numerous solo shows in  gal ler ies 

and museums.  I t ’s  the subject  of  three books written 

and publ ished by him,  “ I ra’s  New Ar t  B ook”  A Por tfol io 

2008,  and “ I ra Winarsky:  Ar t  Por tfol io  2010:  I r idescent 

Ceramic Landsc ape Sculpture” ,  and “ I r idescent  Ceramic 

Landsc ape Vessels  2012” .

I ra  s aw his  l i fe  l ike an ar t  p iece,  a  work in  progress.   I t 

was also been a cont inuous quest  for  the r ight  media 

to make the ar t ,  and to ref ine i ts  ar t ist ic  expression, 

ranging from interact ive electronic representat ions 

to phosphorescent ceramic s.  With his  I r idescent 

Ceramic Landsc ape Sculpture he found the media and 

technology that  encompasses the three goals that  he 

set  for  h is  ar t :   f i rst ,  i t  must  relate to the v iewer and the 

environment;  second i t  must  relate to nature;  th ird,  i t 

must  be beaut i fu l .  He was quoted as s aying,  “ar t  is  i ts 

own reward”  and i t  is  the process of  making ar t  that  gave 

him the most pleasure.

The i r idescent  ceramic glazes,  an integral  par t  of  h is 

ceramic ar t ,  have histor ic al ly  been considered a type of 

a lchemy,  and the formulae for  making them has been 

kept secret  for  centur ies.  The alchemists ,  and ar t ists 

using these glazes never disclosed how they made 

them, and they died with their  secrets .  To this  date,  i t  is 

extraordinar i ly  rare to f ind i r idescent  glazes,  par t icular ly 

in  a broad spectrum of  colors .  I ra  was writ ing a book 

that  explained the basic technology and chemistr y for 

making these glazes at  the t ime of  h is  death.

I ra’s  passion was to discover these secrets of  the great 

ceramicists who created these glazes and to bui ld 

upon them to create new glazes for  h is  ar t .   There was 

almost  no l i terature on the subject ,  so he had to star t  h is 

research with the basic chemistr y of  glazes and metals 

and the physic s of  l ight .   The i r idescent  glaze had to 

funct ion as a thin pr ism,  emulat ing Sir  Is aac New ton’s 

glass pr ism that  div ided natural  dayl ight  into a rainbow 

of  colors .    His  success c ame with a few basic colors . 

Eventual ly  he had hundreds,  the result  of  over  3000 

glaze tests and over 300 glaze f i r ings.  The glaze colors 

encompassed an ent ire rainbow of  i r idescent  colors . 

Different  colors and thicknesses of  glaze layers and 

different  numbers of  layers create di fferent  i r idescent 

effects.  



I R A  W I N A R S K Y

R I D G E D  T E R R E S T R I A L  L A N D S C A P E ,  2 0 0 8  C E R A M I C  W I T H  I R I D E S C E N T  G L A Z E

1 7 H  X  4 3 W  X  2 9 D  C M   |   7 H  X  1 7 W  X  1 2 D  I N



I R A  W I N A R S K Y

S K A T E B O A R D  L A N D S C A P E  # 2 ,  2 0 0 5

C E R A M I C  W I T H  I R R I D E S C E N T  G L A Z E ,  W O O D ,  R U B B E R ,  M E T A L 

2 5 H  X  4 3 W  X  1 3 D  C M   |   1 0 H  X  1 7 W  X  5 D  I N

I R A  W I N A R S K Y

L A N D S C A P E  P E D E S T A L  B O X ,  C . 2 0 0 8  C E R A M I C

2 2 H  X  2 2 W  X  2 2 D  C M   |   8 H  X  8 W  X  8 D  I N

I R A  W I N A R S K Y

L A N D S C A P E  B O X ,  C . 2 0 0 8

C E R A M I C

1 0 H  X  2 9 W  X  2 9 D  C M   |   4 H  X  1 2 W  X  1 2 D  I N

I R A  W I N A R S K Y

“ L O N G  L A N D S C A P E ” ,  2 0 0 9

C E R A M I C  W I T H  I R I D E S C E N T  G L A Z E

5 6 W  C M  |  2 2 W  I N



Toshiko Takaezu (1922-2011 )  was one of  the twent ieth 

centur y ’s  greatest  abstract  ar t ists .  Gifted with prodigious 

dr ive and vis ion,  she combined inspirat ions from her own 

cultural  background with currents from contemporar y 

paint ing and sculpture,  arr iv ing at  a  unique expressionist 

id iom.  B orn in  Hawai i  to a Japanese émigré fami ly, 

Takaezu received her  ear ly  train ing in  ceramic s in 

Honolulu ,  and then attended Cranbrook Ac ademy in 

Michigan,  when i t  was an epicenter  for  adventurous 

modernism.  Already in  th is  ear ly  phase in  her  c areer, 

she was able to see correspondences between Abstract 

Expressionism and the spir i tual ly  infused tradit ions 

of  East  Asia ,  such as c al l igraphy and tea ceremony. 

She combined these cross-cultural  inf luences into a 

power ful ly  resolved synthesis .  Though made using 

tradit ional  potter y techniques of  wheel-throwing and 

glazing,  the works for  which she is  best  known – the 

closed forms – are best  understood as sculptures, 

or  perhaps as paint ings- in-the-round.  They are as 

indiv idual  as people are,  var ying great ly  in  sc ale and 

shape,  color  and texture,  and in  their  internal  tectonic 

rhy thms.  Some are v igorously painter ly,  with splashes 

and r ivulets of  color  coursing down their  s ides.  Others 

are more meditat ive,  sheathed in  over lapping vei ls  of 

hue.  They have a c lose aff in i ty  with the work of  other 

postwar expressionist  ar t ists ,  such as Franz Kl ine,  Joan 

Mitchel l ,  and Mark Rothko.  Takaezu was also a great 

experimenter.  In  her  ear ly  c areer  she expanded the 

possibi l i t ies of  the vessel ,  explor ing mult ip le spouts 

and lobed forms,  and made plates that  were essent ia l ly 

c anvases for  freeform composit ion.  Later  innovat ions 

included upr ight  cyl indr ic al  vessels  she c al led “trees,” 

anthropomorphic forms with strong shouldered prof i les , 

bronze c ast ings,  and s l i tted-open sculptures (also 

known as “Momos”)  that  afford a gl impse into their  dark 

inter iors .  Throughout her  c areer,  Takaezu also pursued 

media apar t  f rom ceramic s,  including large-sc ale 

text i les and paint ings,  which extended her  voc abular y 

of  v iv id chromatic abstract ion.  Last  but  by no means 

least ,  Takaezu was a profoundly inf luent ia l  teacher and 

mentor,  who trained generat ions of  younger ar t ists  at 

the Cleveland Inst i tute of  Ar t ,  Pr inceton University  and 

other  inst i tut ions.  Her legacy l ives on in  these students 

and apprent ices,  and above al l  in  her  own work ,  which 

both exempl i f ies and transcends the ideals  of  modernist 

ceramic ar t .

– G l e n n  Ad a m s o n

Toshiko Takaezu

T O S H I K O  T A K A E Z U

T R E E  S C U L P T U R E ,  C . 1 9 8 0  C E R A M I C

1 0 4 H  X  2 4 D  C M   |   4 1 H  X  1 0 D  I N



T O S H I K O  T A K A E Z U

L A R G E  H A L F  M O O N  S C U L P T U R E ,  1 9 7 1  C E R A M I C

2 5 H  X  5 6 D  C M   |   1 0 H  X  2 2 D  I N

T O S H I K O  T A K A E Z U

S M A L L  H A L F  M O O N  S C U L P T U R E ,  1 9 7 1  C E R A M I C

1 5 H  X  2 9 D  C M   |   6 H  X  1 1 D  I N



T O S H I K O  T A K A E Z U

W H I T E  “ P I L L O W ”  S C U L P T U R E ,  1 9 7 1

G L A Z E D  H A N D - B U I L T ,  U N I Q U E  E A R T H E N W A R E  W I T H  T E N M O K U  G L A Z E S 

8 H  X  2 0 W  X  2 0 D  C M   |   3 H  X  8 W  X  8 D  I N

T O S H I K O  T A K A E Z U

B R O W N  &  T A N  “ P I L L O W ”  S C U L P T U R E ,  1 9 7 1

G L A Z E D  H A N D - B U I L T ,  U N I Q U E  E A R T H E N W A R E  W I T H  T E N M O K U  G L A Z E S 

1 0 H  X  2 5 W  X  2 5 D  C M   |   4 H  X  1 0 W  X  1 0 D  I N

T O S H I K O  T A K A E Z U

B R O W N  &  G R E E N  “ P I L L O W ”  S C U L P T U R E ,  1 9 7 1

G L A Z E D  H A N D - B U I L T ,  U N I Q U E  E A R T H E N W A R E  W I T H  T E N M O K U  G L A Z E S 

1 0 H  X  2 7 W  X  2 7 D  C M   |   4 H  X  1 0 W  X  1 0 D  I N



T O S H I K O  T A K A E Z U

C L O S E D  F O R M  W I T H  R A T T L E ,  C .  1 9 8 5

G L A Z E D  C E R A M I C

6 1 H  X  3 4 W  X  3 4 D  C M  |  2 4 H  X  1 4 W  X  1 4 D  I N

T O S H I K O  T A K A E Z U

E A R L Y  W E E D  P O T

C E R A M I C

2 3 H  X  2 2 D  C M  |  9 H  X  8 D  I N



Karima Duchamp is  a v isual  ar t ist  and a ceramist  based 

in  Mulhouse in  France.  She received her  M. A .  in  Fine Ar ts 

from B eaux-Ar ts School  in  B es ançon and her  Ceramic 

Ar t  Diploma from Maison de la  Ceramique,  Mulhouse. 

She has been working in  ceramic s,  paint ings,  drawings 

that  she l ikes to combine.  Duchamp bui lds up thin s labs 

of  c lay in  geometr ic  shapes and often paints al lur ing 

s i lhouettes and landsc apes that  evoke emotion on the 

sur faces.  Duchamp’s body of  work has won mult ip le 

awards and has been included in  numerous solo and 

group shows across the world l ike The Salon Ar t+Design 

in  New York ,  Design Miami and in  Basel .  Her  work is 

in  publ ic  col lect ion such as Ar iana Museum in Geneva 

and Yingge Museum in Taipei  City.  As a Member of 

the Internat ional  Ac ademy of  Ceramic s,  she cont inues 

her  ceramic explorat ions through ar t ist ic  residencies 

worldwide.

Her pract ice is  an invest igat ion of  the pictor ia l  gesture 

as a vector  of  existent ia l  d iscoveries of  truth.  Her 

interest  is  based in  the i rregular i t ies and imper fect ions 

of  the process,  the traces and the tensions that  reveal 

inconsistencies in  the spaces and confer  to the works 

a human element l ike in  old,  dec ayed wal ls .  Clay al lows 

her  to tel l  the pass age of  t ime,  the stor y of  her  memories 

left  by diverse and unpredictable relat ionships with 

others.  Her memories are expressed using prec ar ious 

and fragi le  forms.  These s ame memories c an be 

represented in  her  work through the explorat ion of  the 

dual i ty  between weakness and strength.  What emerges 

in  her  work may come from a detai l  that  transpor ts her  to 

stor ies,  memories and possible project ions.

Working without  preconceived ideas,  being dr iven by 

the sur faces,  leaving a great  par t  to experimentat ion 

and intuit ion but  remaining rooted to Ar t  Histor y,  Henr y 

Matisse,  Edouard Vui l lard and the Nabis ,  and also the 

subject iv i ty  of  abstract  expressionism,  Agnes Mar t in , 

Mark Rothko inspire her.

Karima Duchamp

K A R I M A  D U C H A M P

“ S K I N  H O U S E  # 4 ” ,  2 0 2 1

G A S  F I R E D  P O R C E L A I N  G L A Z E D  W I T H  E N G O B E S  &  G O L D  L U S T E R 

5 6 H  X  4 7 W  X  1 0 D  C M   |   2 2 H  X  1 8 W  X  4 D  I N



K A R I M A  D U C H A M P

“ S K I N  H O U S E  # 3 ” ,  2 0 2 1

G A S  F I R E D  P O R C E L A I N  G L A Z E D  W I T H  E N G O B E S  &  G O L D  L U S T E R 

3 6 H  X  3 0 W  X  1 0 D  C M   |   1 4 H  X  1 2 W  X  4 D  I N

K A R I M A  D U C H A M P

“ G O L D E N  R O C K  -  O R G A N I C  # 6 ” ,  2 0 2 0

G A S  F I R E D  S T O N E W A R E  G L A Z E D  W I T H  E N G O B E S  &  G O L D  L U S T E R 

5 1 H  X  3 0 W  X  2 0 D  C M   |   2 0 H  X  1 2 W  X  8 D  I N



K A R I M A  D U C H A M P

“ G O L D E N  R O C K  -  O R G A N I C  # 7 ” ,  2 0 2 0

G A S  F I R E D  S T O N E W A R E  G L A Z E D  W I T H  E N G O B E S  &  G O L D  L U S T E R  3 4 H  X  3 4 W  X  3 4 D  C M   |  

1 4 H  X  1 4 W  X  1 4 D  I N



Daniel Rhodes D A N I E L  R H O D E S

T O R S O  S C U L P T U R E ,  C .  1 9 8 0

W O O D  F I R E D  S T O N E W A R E

8 4 H  X  4 6 W  X  2 8 D  C M   |   3 3 H  X  1 8 W  X  1 1 D  I N

Daniel  Rhodes was an Americ an ceramic ar t ist ,  sculptor, 

author and educ ator.  Dur ing the twenty-f ive years that 

he was on the faculty  at  the New York State Col lege of 

Ceramic s at  Alfred University,  in  Alfred,  New York ,  he 

bui l t  an internat ional  reputat ion as a potter,  sculptor  and 

author i ty  on studio potter y.

Rhodes was the recipient  of  a  Fulbr ight  Fel lowship and 

l ived in  Japan from 1962-63.  The Nat ional  Counci l  on 

Educ at ion for  the Ceramic Ar ts (NCECA) awarded him a 

medal  of  c i tat ion for  h is  contr ibut ions to teaching in  1973. 

His  accompl ishments were recognized by major  retro-

spect ives at  the Blanden Memorial  Ar t  Museum, For t 

Dodge,  Iowa (1973) ,  and at  Iowa State University,  Ames 

(1986) .  At  that  t ime,  then-Register  ar t  cr i t ic  El iot  Nus-

baum s aid the exhibit ion,  which featured Rhodes’  f i red-

clay torsos and heads,  “shows Rhodes to be as v i ta l  and 

accompl ished in  h is  70s as in  h is  youth and more accom-

pl ished in  c lay than in  any previous per iod in  h is  l i fe. ”

 Rhodes’  work is  in  permanent col lect ions at  the 

Victor ia and Alber t  Museum (London);  Nat ional  Museum 

of  Modern Ar t ,  Kyoto (Japan) ;  Smithsonian Inst i tut ion 

(Washington DC);  Museum of  Ar ts and Design (New 

York) ;  Des Moines Ar t  Center  (Des Moines,  Iowa);  Bland-

en Memorial  Ar t  Museum (For t  Dodge,  Iowa);  and Cornel l 

University  ( I thac a ,  New York) .  Amongst  h is  numerous 

exhibt ions,  h is  work has been exhibited at  the Museum 

of  Modern Ar t  (NY),  The Whitney Museum of  Americ an 

Ar t  (NY),  The Los Angeles County Museum of  Ar t ,  The 

Schein-Joseph Internat ional  Museum of  Ceramic Ar t  at 

Alfred University.

“Daniel  Rhodes is  a  h ighly trained indiv idual  who has 

complete control  over  the whole ceramic process and 

depends ent irely  upon himself  for  the establ ishment of 

style and meaning.  He is  a  unique studio-ceramist  in  that 

through his  work with c lay,  h is  wri t ing and his  teaching, 

he has accompl ished many things that  place him in  a 

central  posit ion of  leadership in  the f ie ld of  studio-ce-

ramic s.  He brought new dignity  and respect  to ceramic 

sculpture as a val id  and s ignif ic ant  ar t  form.  B ec ause of 

h is  sound knowledge of  c lay,  the ceramic process and i t ’s 

technic al  aspects,  Daniel  Rhodes has been able to br ing 

through his  writ ings an understanding of  mater ia ls  and 

processes to indiv iduals  throughout the world who are 

interested in  c lay as a vehicle for  ar t ist ic  expression.

Daniel  Rhodes in  h is  l i fe  and work represents and doc-

uments the evolut ion of  the contemporar y Americ an 

ceramic movement and is  considered a central  f igure in 

any ser ious considerat ion of  contemporar y expression in 

the medium of  c lay.”



D A N I E L  R H O D E S

U N G L A Z E D  S T O N E W A R E  J A R  O N  I R O N  S T E M ,  1 9 5 8  U N G L A Z E D  S T O N E W A R E

1 4 5 H  X  4 6 W  X  4 6 D  C M   |   5 7 H  X  1 8 W  X  1 8 D  I N



Peter Voulkos P E T E R  V O U L K O S

P I E R C E D  P L A T T E R  W I T H  S T A N D ,  1 9 9 2

G L A Z E D  S T O N E W A R E ,  P O R C E L A I N  P I E R C I N G S  W I T H  S T E E L  S T A N D 

8 6 H  X  5 7 W  X  6 1 D  C M   |   3 4 H  X  2 2 W  X  2 4 D  I N

Peter  Voulkos (1924-2002) was a ceramist  most  known 

for  h is  abstract  expressionist  sculptures.  He received 

his  BS from the Montana State Col lege,  B ozeman 

where he studied paint ing and pr intmaking and where 

he was introduced to ceramic s ]Frances Senska ,  who 

establ ished the ceramic s ar ts  program, Ceramic s quickly 

bec ame a passion.  His  25 pounds of  c lay al lowed by 

semester  by the school  was not  enough,  so he managed 

to spot  a source of  qual i ty  c lay from the t i res of  the 

trucks that  would stop by the restaurant  where he 

worked par t-t ime. 

He earned his  MFA in ceramic s from Cal i fornia Col lege of 

the Ar ts and Crafts ,  in  Oakland.  After wards,  he returned 

to B ozeman,  and began his  c areer  in  a potter y business 

with c lassmate Rudy Aut io,  producing funct ional 

d inner ware. 

In  1951 Voulkos and Aut io bec ame the f i rst  resident 

ar t ists  at  the Archie Bray Foundation for  the Ceramic 

Ar ts ,  in  Helena ,  Montana .  I t  is  f rom his  t ime as Resident 

Director  (1951-1954) that  the l ineage of  h is  mature 

work ,  later  in  fu l l  b loom dur ing his  tenure at  the Otis  Ar t 

Inst i tute in  Los Angeles,  Cal i fornia ,  c an be traced. 

In  1953,  Voulkos was invited to teach a summer session 

ceramic s course at  Black Mountain Col lege  in  Ashevi l le, 

Nor th Carol ina .  After  the summer at  Black Mountain ,  he 

changed his  approach to creat ing ceramic s.  The ar t ist 

eschewed his  tradit ional  train ing and instead of  creat ing 

smooth,  wel l-thrown glazed vessels  he star ted to work 

gestural ly  with raw clay,  f requent ly  marr ing his  work with 

gashes and punctures. 

In  1954,  after  founding the ar t  ceramic s depar tment 

at  the Otis  Col lege of  Ar t  and Design,  h is  work rapidly 

bec ame abstract  and sculptural .   In  1959,  he presented 

for  the f i rst  t ime his  heav y ceramic s dur ing the exhibit ion 

at  the Landau Gal ler y in  Los Angeles.  This  created a 

seismic react ion in  the ceramic s world,  both for  the 

grotesquerie of  the sculptures’  shapes and the genius 

marr iage of  ar ts  and craft ,  and accelerated his  transfer  to 

UC B erkeley. 

He moved to the University  of  Cal i fornia ,  B erkeley,  in 

1959,  where he also founded the ceramic s program, 

which grew into the Depar tment of  Design.  In  the ear ly 

1960s,  received his  MFA from the Cal i fornia Col lege of 

the Ar ts .  In  the ear ly  1960s,  He taught at  the Otis  Col lege 

of  Ar t  and Design and the University  of  Cal i fornia , 

B erkeley.  His  students include Paul  Soldner,  Kenneth 

Pr ice,  Henr y Takemoto,  Michael  Fr imkess,  John Mason, 

and others.  His  work c an be found in  the Americ an 

Museum of  Ceramic Ar t ,  Arkans as Ar ts Center,  Everson 

Museum of  Ar t ,  Los Angeles County Museum of  Ar t , 

Metropol i tan Museum of  Ar t ,  Museum of  Fine Ar ts , 

B oston,  and many others.



P E T E R  V O U L K O S

G L A Z E D  P L A T T E R  W I T H  P O R C E L A I N  P I E R C I N G S 

G L A Z E D  S T O N E W A R E  W I T H  P O R C E L A I N  P I E R C I N G S 

5 0 H  X  5 0 W  X  9 D  C M   |   2 0 H  X  2 0 W  X  4 D  I N

P E T E R  V O U L K O S

G L A Z E D  P L A T T E R  W I T H  P I E R C I N G S

G L A Z E D  S T O N E W A R E  W I T H  P I E R C I N G S

5 0 H  X  4 8 W  X  1 0 D  C M   |   2 0 H  X  1 9 W  X  4 D  I N

P E T E R  V O U L K O S

P O R C E L A I N  P I E R C E D  S T O N E W A R E  P L A T T E R  G L A Z E D  S T O N E W A R E  W I T H  P O R C E L A I N  P I E R C I N G S 

5 3 H  X  5 3 W  X  1 3 D  C M   |   2 1 H  X  2 1 W  X  5 D  I N



Rudy Staffel R U D Y  S T A F F E L

D R A G O N  P L A T T E R ,  1 9 3 2

G L A Z E D  A N D  D E C O R A T E D  S T O N E W A R E

5 H  X  2 8 W  X  2 8 D  C M   |   2 H  X  1 1 W  X  1 1 D  I N

Rudolf  Staffel  was born in  1911  in  San Antonio,  Texas. 

Staffel  attended Brackenridge High School .  Staffel 

in i t ia l ly  wanted to be a painter,  and ear ly  on attended the 

School  of  the Ar t  Inst i tute of  Chic ago.  Whi le  there,  an 

exhibit ion of  Wiener Werkstätte at  the Field Museum of 

Histor y,  c apt ivated him with i ts  glass ar t .

By the late 1950s,  Staffel  worked exclusively in  porcelain . 

His  Light  Gatherers,  as they would become known, 

would occupy Staffel  for  the rest  of  h is  c areer.  The 

abi l i ty  of  a  work to hold and transmit  l ight  was the most 

impor tant  qual i ty  for  h im.  “Even when I  was a painter,  I 

was always interest  in  l ight , ”  he s aid.  “Something about 

l ight  coming through glass,  wax,  or  snow.  I  wanted to 

achieve a pass age of  l ight . ”

Staffel  made his  own porcelain composit ions in  an 

effor t  to achieve the maximum translucency,  the s ame 

as with glass or  paint .  He also manipulated the mater ia l 

v ia  piercing,  stretching,  fo lding and even engraving.  His 

works are almost  exclusively white,  are rarely  glazed, 

and when he occ asional ly  adds color  i t  is  l imited to blue, 

green or,  rarely,  red tones that  come from metal  oxides.

As a result  of  h is  innovat ions,  technic al  prowess and 

vis ion,  Staffel  is  widely considered to be one of  the most 

s ignif ic ant  Americ an ceramic ar t ists  working in  the latter 

half  of  the 20th centur y.  Noted histor ian Gar th Clark 

c al led Staffel  “one of  the most or iginal  vessel  makers in 

Americ an ceramic s.”Comparisons have also been made 

to the work of  George Ohr,  a l though Staffel  was not 

direct ly  aware of  the ear l ier  ceramicist ’s  work .

“ Whi le  Ohr revealed his  v ir tuosity  in  paper-thin ceramic s, 

Staffel  took this  a step fur ther.  His  porcelain vases show 

a master y of  the mater ia l  which is  v ir tual ly  breath-taking 

in  i ts  fragi l i ty  and transparency.”  Marianne Aav c al led 

him “one of  the most dar ing innovators and renewers of 

ceramic thinking dur ing the late twent ieth centur y, ”  and 

noted that ,  “Especial ly  among the pieces from the 1970s 

onward,  there are examples that  show r isk-taking,  dar ing 

and freedom from al l  convent ional  forms that  is  seldom, 

i f  ever,  seen in  ceramic s … We c an s ay that  Staffel  is  an 

expressionist ,  a  ver y sophist ic ated one,  whose work is 

based on incredible ski l l  and thorough obser vat ion.”



R U D Y  S T A F F E L

L I G H T  G A T H E R E R ,  C .  1 9 7 0  P O R C E L A I N

3 3 H  X  1 7 D  C M   |   1 3 H  X  6 D  I N



Lizbeth Stewart L I Z B E T H  S T E W A R T

“ M O N K E Y  B A S E B A L L ” ,  1 9 9 0

C E R A M I C  &  F I B E R

2 2 H  X  9 1 W  X  4 8 D  C M   |   8 H  X  3 6 W  X  1 9 D  I N

Lizbeth Stewar t  (December 22 ,  1948 -  June 24,  2013) , 

who is  a lso known as Lizbeth McNett  Stewar t ,  was an 

Americ an ceramist  who was born in  Phi ladelphia and 

grew up in  Southampton,  Pennsylvania .  She earned 

her  BFA from Moore Col lege of  Ar t  and Design in 

1971 .  In  1990,  she marr ied Matthew C.  Gruskin.  For  30 

years,  she taught ceramic s at  the University  of  the Ar ts 

(Phi ladelphia) ,  before ret i r ing as a professor emeritus in 

December,  2012 .  She died June 24,  2013 of  lung c ancer 

at  her  home in  Yardley,  PA .

Stewar t  is  best  known for  her  hand-bui l t  ceramic 

por trayals  of  animals .  Typic al ly,  the model ing is  real ist ic , 

but  the paint ing is  styl ized.  Monkey with Roses,  in  the 

col lect ion of  the Honolulu Museum of  Ar t ,  is  typic al 

of  her  larger  works and demonstrates this  dichotomy, 

as wel l  as her  use of  separate ceramic f lowers to 

create an environment.  The Phi ladelphia Museum of 

Ar t ,  Hermitage Museum (St .  Petersburg,  Russia) ,  the 

Honolulu Museum of  Ar t ,  the Smithsonian Americ an Ar t 

Museum (Washington,  D.C.) ,  and the Winter thur  Museum 

(Winter thur,  Delaware)  are among the publ ic  col lect ions 

holding work by Lizbeth Stewar t .



L I Z B E T H  S T E W A R T

“ D O G  O N  A  B E D  O F  R O S E S ” ,  1 9 8 7

G L A Z E D ,  F I R E D ,  A N D  H A N D - P A I N T E D  E A R T H E N W A R E 

8 7 H  X  1 9 8 W  X  9 1 D  C M   |   3 4 H  X  7 8 W  X  3 6 D  I N



B orn in  Os aka in  1980 to a Japanese father  and a Korean 

mother.  He completed his  MA at  Os aka University  of 

Ar ts Graduate School  in  Fine Ar t  in  2006.  Kim’s unique 

approaches beyond exist ing ceramic s have been highly 

esteemed from not  only people among the ceramic s f ie ld 

but  a lso from the contemporar y ar t  f ie ld .  He is  inf luenced 

by science f ict ion,  street  culture and animation,  however, 

he has also received inspirat ion from ancient  r i tual  wares 

made dur ing the Jomon era ,  a  prehistor ic  t ime in  Japan. 

He bel ieves that  creat ion is  the process of  s aving his 

soul .  Since ancient  t imes,  awe and wonder in  natural 

providence have cont inuously dr iven people to create 

things l ike prayers. 

He won the semi-grand pr ix  for  Modern Ceramic Ar t 

Exhibit ion in  KOBE Biennale 2009.  Since 2004 he has 

held many solo exhibit ions and has par t ic ipated in  group 

exhibit ions.  His  ar tworks were exhibited at  the Kans ai 

Airpor t  lounge as publ ic  ar t  as wel l  as at  internat ional  ar t 

fa irs  including KIAF 2011  and 2016 in  Korea ,  Ar t  Stage 

Singapore in  2016,  and Ar t  Fair  Tokyo in  2017.

His  major  exhibit ions include “BASARA” (2010/Spiral 

Hal l ) ,  Yokohama Tr iennale (2011/ Yokohama Museum of 

Ar t)  and solo exhibit ion “Haj i-Kabane” (2013/Roppongi 

Hi l ls  A /D Gal ler y)  ,  “Awes for  the Cosmic”  (2013 /  SNOW 

Contemporar y)  and more.

Riyoo Kim

R I Y O O  K I M

” S E N K O K U  T A I R I N K A ”  ( B I G  C I R C L E ) ,  2 0 1 8

G L A Z E D  S T O N E W A R E

5 0 H  X  3 6 W  X  3 6 D  C M  |  2 0 H  X  1 4 W  X  1 4 D  I N



R I Y O O  K I M

“ R E D  E Y E D  F U R Y ” ,  2 0 1 8

G L A Z E D  S T O N E W A R E

5 5 H  X  2 5 W  X  2 5 D  C M  |  2 2 H  X  1 0 W  X  1 0 D  I N



R I Y O O  K I M

G L A Z E D  S A K E  C U P ,  2 0 1 9

C E R A M I C

5 H  X  5 W  X  5 D  C M   |   2 H  X  2 W  X  2 D  I N



R I Y O O  K I M

G L A Z E D  S A K E  C U P ,  2 0 1 9

C E R A M I C

6 H  X  6 W  X  6 D  C M   |   2 H  X  2 W  X  2 D  I N

R I Y O O  K I M

G L A Z E D  B O W L ,  2 0 1 9

C E R A M I C

8 H  X  1 2 W  X  1 2 D  C M   |   3 H  X  5 W  X  5 D  I N

R I Y O O  K I M

G L A Z E D  B O W L ,  2 0 1 9

C E R A M I C

1 0 H  X  1 3 W  X  1 3 D  C M   |   4 H  X  5 W  X  5 D  I N



Ian Godfrey

I A N  G O D F R E Y

C A S T L E  P O T ,  1 9 8 1

G L A Z E D  S T O N E W A R E

4 6 H  X  3 8 W  X  1 0 D  C M   |   1 8 H  X  1 5 W  X  4 D  I N



Unknown

U N K O W N  A R T I S T

U N K N O W N ,  1 9 7 7

G L A Z E D  C E R A M I C

6 9 H  X  5 6 W  X  4 3 D  C M   |   2 7 H  X  2 2 W  X  1 7 D  I N



Ken Ferguson K E N  F E R G U S O N

L A R G E  H A N D L E D  B A S K E T ,  C . 1 9 8 0  S T O N E W A R E

6 1 H  X  2 9 W  X  3 3 D  C M   |   2 4 H  X  1 2 W  X  1 3 D  I N

Americ an ceramicist ,  Ken Ferguson (1928-2005) 

received his  B.F. A .  in  paint ing from the Carnegie Inst i tute 

of  Technology in  1952 and his  M.F. A .  f rom New York 

State Col lege of  Ceramic s at  Alfred University  in  1958. 

Whi le  in  school ,  Ferguson was known and praised for  h is 

work ethic and being extremely product ive.  Or iginal ly,  he 

began as a tradit ional ly  funct ional  potter.  After  attending 

an Archie Bray Summer workshop with Toshiko Takaezu 

he expanded his  range of  glazes and began drawing 

and sketching on the sur face of  h is  platters .  This  trend 

towards a more decorat ive style cont inued after  being 

exposed to Peter  Voulkos work ,  however his  pieces 

always remained funct ional .  Ferguson taught at  the 

Kans as City Ar t  Inst i tute for  32 years and was the head 

of  the ceramic s depar tment ,  he ret i red in  1996. 



K E N  F E R G U S O N

G L A Z E D  S T O N E W A R E  B A S K E T ,  1 9 8 3

G L A Z E D  S T O N E W A R E

6 2 H  X  3 3 W  X  3 3 D  C M   |   2 4 H  X  1 3 W  X  1 3 D  I N



Kohyama Yasuhisa

Yasuhis a Kohyama was born in  1936 in  Shigaraki ,  a 

h istor ic al ly  v i ta l  ceramic s product ion centre in  Japan. 

Kohyama was f i fteen years old when he bec ame 

employed by one of  the largest  ceramic factor ies in 

Shigaraki ,  Oumi Kagaku Touki .  From 1958 unt i l  1960, 

he took evening classes at  a  voc at ional  train ing 

school ,  where he was taught basic techniques such as 

glazing and throwing on a potter ’s  wheel .  A wel l-known 

ceramicist  designer,  Sakuzo Hineno,  v is i ted the factor y in 

1955 whi le  he was working under a government scheme 

to improve the qual i ty  and or iginal i ty  of  the ceramic 

ar ts  in  Japan.  Fol lowing several  workshops,  Kohyama 

asked Hineno about being coached indiv idual ly  and was 

honoured by becoming an apprent ice,  special iz ing in 

tableware.

In  the ear ly  1960’s ,  Kohyama worked closely with 

designers,  architects and contractors on impor tant 

projects.  He assisted the avant-garde ar t ist  Taro 

Okamoto in  1964 on a t i le  instal lat ion for  the Olympic 

Stadium in Tokyo.  He establ ished his  f i rst  studio 

in  1968,  there he experimented and developed his 

cutt ing techniques.  Later  that  year  he had a successful 

exhibit ion in  the Mitsukoshi  store,  attended by respected 

ar t ists ,  including c al l igrapher Toko Shinoda ,  ceramicist 

Shoj i  Hamada and photographer Ken Domon.

Kohyama has played a s ignif ic ant  par t  in  reviv ing the 

use of  the tradit ional  Japanese ‘anagama’  wood-f i r ing 

ki ln ,  being the f i rst  potter  in  the area to bui ld  such a k i ln 

s ince the Middle Ages.    He is  a  contemporar y master  of 

the ancient  pract ice of  Sueki ,  a  method that  or iginated 

in  southern China ,  which accounts for  h is  unglazed yet 

glassy sur face textures.

Kohyama’s pieces are col lected internat ional ly  and 

exhibited widely in  Japan and overseas.    His  work is 

included in  The Metropol i tan Museum of  Ar t  and The 

Museum of  Ar t  and Design in  New York ,  the Phi ladelphia 

Museum of  Ar t ,  the Cleveland Museum of  Ar t ,  as wel l 

as several  museums throughout the Nether lands and 

Germany.

K O H Y A M A  Y A S U H I S A

“ F L A M E ”  ( H O M U R A ) ,  C .  2 0 0 0

S T O N E W A R E  ( S H I G A R A K I  C L A Y )

4 2 H  X  3 6 W  X  1 3 D  C M   |   1 6 H  X  1 4 W  X  5 D  I N



K O H Y A M A  Y A S U H I S A

S H I G A R A K I  V E S S E L ,  C .  2 0 0 0

S T O N E W A R E  ( S H I G A R A K I  C L A Y )

4 6 H  X  2 8 W  X  1 1 D  C M   |   1 8 H  X  1 1 W  X  4 D  I N

K O H Y A M A  Y A S U H I S A

S M A L L  S H I G A R A K I  V E S S E L ,  C .  2 0 0 0  S T O N E W A R E  ( S H I G A R A K I  C L A Y )

3 0 H  X  2 7 W  X  1 0 D  C M   |   1 2 H  X  1 0 W  X  4 D  I N



Dick Hay (1942-2020) was born in  Cincinnat i .  He earned 

his  Bachelor  of  Fine Ar ts at  Ohio University  (1964) and 

his  Master  of  Fine Ar ts at  the New York State Col lege of 

Ceramic s of  Alfred University  (1966) ,  the New York State 

Col lege of  Ceramic s.

He was a professor at  Indiana State University  for 

40 years,  unt i l  h is  ret i rement in  2006 when he was 

appointed Professor Emeritus of  Ar t .  He was a much 

sought-after  lecturer  and was invited to speak about 

his  work at  over  120 universit ies and ar t  conferences 

throughout the world.

 

Hay exhibited his  work in  over  two hundred exhibit ions in 

many countr ies and par t ic ipated in  numerous invitat ional 

exhibit ions.  His  work is  in  major  museums,  publ ic  and 

pr ivate col lect ions throughout the world.  In  2010,  a 

documentar y f i lm was produced by NCECA about his  l i fe 

t i t led,  Dick Hay:  Ar t ist ,  Teacher,  and Mentor. 

Richard Hay

R I C H A R D  “ D I C K ”  H A Y

U N T I T L E D  ( F I G U R E  S E R I E S ) ,  C . 1 9 8 0

S L I P S ,  E N G O B E S ,  A N D  G L A Z E S 

O N  E A R T H E N W A R E 

8 4 H  X  3 8 W  X  2 3 D  C M

3 3 H  X  1 5 W  X  9 D  I N

R I C H A R D  “ D I C K ”  H A Y

U N T I T L E D  ( M A N N E Q U I N  B U S T )

S L I P S ,  E N G O B E S  A N D  G L A Z E S 

O N  E A R T H E N W A R E 

9 8 H  X  3 8 W  X  2 3 D  C M

3 8 H  X  1 5 W  X  9 D  I N



Joost Van Den Toorn

J O O S T  V A N  D E N  T O O R N

T H E  M A R T Y R  O F  Z W O L L E ,  1 9 9 8

G L A Z E D  E A R T H E N W A R E

2 3 H  X  2 0 W  X  1 3 D  C M   |   9 H  X  8 W  X  5 D  I N



Anne Goldman

A N N E  G O L D M A N

“ F I R S T  S N O W ”  V A S E ,  C . 2 0 0 0

C E R A M I C

1 8 H  X  2 3 W  X  2 3 D  C M   |   7 H  X  9 W  X  9 D  I N



Makoto Yabe’s (1947-2005) work exempl i f ies the 

ar t ist ic  freedom and improvis at ional  approach that  was 

essent ia l ly  prohibited to him in  Japan,  where he was 

a c lassic al ly  trained ceramicist .  In  order  to be free to 

experiment and explore the boundaries of  h is  ar t ,  Yabe 

left  for  the US where he taught and worked for  the rest 

of  h is  l i fe.  He was born in  Fukushima ,  Japan and began 

studying ceramic s in  Kyoto when he was 9.  He earned 

a cer t i f ic ate in  ceramic s at  Kyoto Municipal  Industr ia l 

School  in  1967 and a bachelor ’s  degree at  Ritsumeikan 

University  in  Kyoto in  1969.  He ser ved an apprent iceship 

with ceramicists J inmatsu Uno and Sango Uno before 

he c ame to the United States to explore ar t ist ic  freedom 

that  was not  possible in  Japan.  ”He real ly  c ame here 

for  ar t ist ic  freedom,”  s aid Bi l l  Thrasher of  Wel lesley,  an 

independent curator  who special izes in  Japanese ar t . 

”His  work had an improvis at ional  qual i ty  that  is  h ighly 

desirable. ”  Yabe taught ceramic s in  Alaska before 

moving to B oston,  where he was quickly accepted 

by the loc al  ceramicists and opened a studio at  the 

Br ickbottom Ar t ists  bui ld ing in  Somer vi l le,  MA .  Nerikome, 

Ner iage,  and Mishima were some of  h is  favor i te ceramic 

techniques.  A consummate and inf luent ia l  instructor, 

he taught at  Radcl i ffe  Col lege,  Har vard University,  and 

the Decordova Museum. ”He was a teacher in  the truest 

sense of  the word,”  s aid an associate.  His  work has 

been exhibited at  and col lected by museums throughout 

the US,  including the Denver Ar t  Museum, the Museum 

of  Fine Ar ts ,  B oston and the Cleveland Ar t  Museum. 

His  spir i tual i ty  informed al l  of  h is  work and teaching. 

According to a c lose fr iend ”He wasn’t  just  a  potter y 

teacher,  he was a teacher of  l i fe. ”

Makoto Yabe

M A K O T O  Y A B E

A B S T R A C T  C E R A M I C  S C U L P T U R E ,  C . 1 9 8 0 

G L A Z E D  C E R A M I C

3 9 H  X  1 4 W  X  2 5 D  C M   |   1 6 H  X  6 W  X  1 0 D  I N



M A K O T O  Y A B E

T E A  P O T  S C U L P T U R E ,  C .  1 9 8 0

G L A Z E D  C E R A M I C

1 7 H  X  2 2 W  X  1 5 D  C M   |   7 H  X  8 W  X  6 D  I N

M A K O T O  Y A B E

P A S T A  V E S S E L

G L A Z E D  C E R A M I C  W I T H  V A R I O U S  P A S T A  S H A P E S  I M P R E S S E D  I N T O  T H E  S U R F A C E

 3 0 H  X  1 0 D  C M   |   1 2 H  X  4 D  I N



M A K O T O  Y A B E

C R E A M E R  S C U L P T U R E ,  C .  1 9 8 0

G L A Z E D  C E R A M I C

1 1 H  X  1 5 W  X  1 1 D  C M   |   4 H  X  6 W  X  4 D  I N

M A K O T O  Y A B E

C O V E R E D  J A R ,  C .  1 9 8 0

G L A Z E D  C E R A M I C

3 0 H  X  1 5 W  X  1 7 D  C M   |   1 2 H  X  6 W  X  6 D  I N

M A K O T O  Y A B E

V E S S E L ,  C .  1 9 8 0

G L A Z E D  C E R A M I C

1 5 H  X  1 3 W  X  1 3 D  C M   |   6 H  X  5 W  X  5 D  I N



M A K O T O  Y A B E

T H R O W N  &  A L T E R E D  V E S S E L ,  C .  1 9 8 0  G L A Z E D  C E R A M I C

1 8 H  X  1 0 W  X  1 0 D  C M   |   7 H  X  4 W  X  4 D  I N

M A K O T O  Y A B E

M O N U M E N T A L  C U B I S T  V E S S E L ,  C .  1 9 8 0  G L A Z E D  C E R A M I C

7 4 H  X  3 8 W  X  4 6 D  C M   |   2 9 H  X  1 5 W  X  1 8 D  I N



M A K O T O  Y A B E

F O U R - P I E C E  S C U L P T U R A L  C E R A M I C  G R O U P , 

C .  1 9 8 0  G L A Z E D  C E R A M I C

4 1 H  C M   |   1 6 H  I N



E L I N O R  M A R V I N

B U S T  O F  M A K O T O  Y A B E ,  C . 1 9 8 0

G L A Z E D  C E R A M I C

2 8 H  X  1 8 W  X  2 3 D  C M  |  1 1 H  X 7 W  X 9 D  I N 



Earl  Hooks was born in  Balt imore and graduated from 

Howard University  in  1953.  Whi le  attending Howard,  he 

worked as an ar t  instructor  with the Distr ict ’s  recreat ion 

depar tment .  From 1953 to 1954,  he was a professor of 

ar t  at  Shaw University  in  Raleigh,  Nor th Carol ina .  He 

received a graduate cer t i f ic ate from Rochester  Inst i tute 

of  Technology in  1954 and a cer t i f ic ate in  ceramic s 

from the School  of  Americ an Craftsman in  New York , 

New York ,  in  1955.  Whi le  he was an ar t  consultant  for 

the publ ic  schools of  Gar y,  Indiana ,  f rom 1955 to 1961 , 

Mr.  Hooks establ ished Studio “A”  in  Gar y,  one of  the 

f i rst  b lack-owned and operated f ine ar ts  gal ler ies. 

Hooks was a master  sculptor,  ceramicist ,  pr intmaker, 

photographer and photo-col lagist .  He was a professor 

of  ar t  and chairman of  the ar t  depar tment at  Fisk in 

Nashvi l le  from 1968 to 1998.  After  ret i r ing,  he returned 

to the Washington area and cont inued to produce his 

ar t  unt i l  shor t ly  before his  death in  2005.  Ar t ist  and ar t 

h istor ian Amal ia Amaki ,  curator  of  the Paul  R .  Jones 

Col lect ion at  the University  of  Delaware and assistant 

professor of  black Americ an studies,  s aid,  “Ear l  Hooks 

was a major  sculptor  of  the second half  of  the 20th 

Centur y.  He not  only successful ly  balanced being a 

mentor  and teacher along with making impor tant  works 

of  ar t ,  but  he also never lost  h is  touch for  in ject ing a 

keen sense of  humanity into his  ar t .  He mastered almost 

ever y thing he under took .”  In  1998,  h is  ceramic work “ The 

Maternal  Family ”  was featured as par t  of  an exhibit  at  the 

University  of  Mar yland,  “Narrat ives of  Afr ic an Americ an 

Ar t  and Ident i ty:  the David C.  Dr iskel l  Col lect ion.”  Some 

of  h is  pieces were included in  a 2005 exhibit ion at  the 

University  of  Delaware,  “A Centur y of  Afr ic an Ar t :  the 

Paul  R .  Jones Col lect ion.”  His  work has been exhibited 

nat ional ly  and internat ional ly  at  the Smithsonian 

Inst i tut ion,  the Ar t  Inst i tute of  Chic ago,  Howard 

University,  John Herron School  of  Ar t  in  Indianapol is , 

University  of  Rochester,  Clark At lanta University,  Everson 

Museum of  Ar t ,  For t  Wayne Museum of  Ar t ,  Miami 

Nat ional  in  Flor ida ,  and in  Lagos,  Niger ia .

Earl Hooks

E A R L  H O O K S  ( 1 9 2 7 - 2 0 0 5 )

I M P O R T A N T  O R G A N I C  C E R A M I C  S C U L P T U R E ,  1 9 7 0

G L A Z E D  S T O N E W A R E

2 5 . 4  X  2 5 . 4  X  0  C M     1 0  ×  1 0  I N



Andrea Gill

A N D R E A  G I L L

U N T I T L E D  V E S S E L ,  C .  1 9 8 0

G L A Z E D  E A R T H E N W A R E

5 7 H  X  2 2 W  X  2 0 D  C M  |  2 2 H  X  8 W  X  8 D  I N

Andrea Gi l l  was born 1948 in  Newark ,  New Jersey.   She 

is  a  ceramic ar t ist  and professor of  ceramic ar t  at  the 

New York State Col lege of  Ceramic s at  Alfred University 

in  Alfred,  New York .  Gi l l  earned a BFA in  paint ing from 

the Rhode Is land School  of  Design in  1971 ,  studied at  the 

Kans as City Ar t  Inst i tute from 1972-73,  and completed 

her  MFA at  the New York State Col lege of  Ceramic s at 

Alfred University  in  1976.  She has been a resident  at  the 

Archie Bray Foundation and Anderson Ranch and was 

awarded two Ar t ist  Fel lowship Grants from the Nat ional 

Endowment for  the Ar ts .                  

Gi l l  is  considered one of  the pioneers in  the resurgence 

of  decorat ive ear thenware and majol ic a glaze 

techniques.  Her work is  decorated,  often employing 

hand-cut  stenci ls ,  which generate stunning layers 

of  color  and glaze on clay vessels  that  a l lude to the 

histor y of  ceramic s,  text i les ,  paint ing and ornament. 

Gi l l ’s  decorated vases are funct ional  forms that  range 

into the realm of  sculpture.  Whi le  the ar t ist  adopts 

ideas,  t radit ions,  and styles of  h istor ic al  potter y,  she 

turns them deft ly  around to quest ion the ver y essence 

of  the vessel  form.  Since 1980,  when she began to 

work in  c lay fu l l  t ime,  Gi l l  has sought to c amouflage, 

or  to confuse the ident i ty  of  her  amphoral ike pots by 

aff ix ing wingl ike extrusions,  or  paint ing mult ip le images 

of  vases,  or  other  obscur ing moti fs  on their  sur faces.                                                                                                                            

Gi l l ’s  work is  in  several  publ ic  col lect ions,  including the 

Renwick Gal ler y of  the Nat ional  Museum of  Americ an 

Ar t ,  Smithsonian Inst i tut ion in  Washington,  DC,  the 

Los Angeles County Museum of  Ar t ,  and the Victor ia 

and Alber t  Museum in London,  England.  Gi l l  has been 

awarded fel lowships from the New York Foundation 

for  the Ar ts Fel lowships,  the Nat ional  Endowment for 

the Ar ts ,  and an award from the Louis Comfor t  Tiffany 

Foundation.



A N D R E A  G I L L

“ H E A D R E S S ”  V E S S E L ,  1 9 8 1

G L A Z E D  E A R T H E N W A R E

5 5 H  X  2 0 D  C M  |  2 2 H  X  8 D  I N

A N D R E A  G I L L

“ F I G U R A L  V E S S E L ” ,  1 9 8 3

G L A Z E D  E A R T H E N W A R E

5 6 H  C M  |  2 2 H  I N



When I  was a chi ld ,  I  loved playing in  nature as wel l  as 

making things by hand.  So I  used to go in  the mountains 

to c atch insects and go f ishing in  the r iver.  At  home I 

was absorbed in  making plast ic  models which were ver y 

popular  at  the t ime.  After  my chi ldhood,  I  had no idea 

what I  wanted to do in  the future,  and I  spent  my days in  a 

depressed state,  working day jobs and changing jobs.

The turning point  c ame to me when I  was just  22 years 

old.  My grandfather  who loved me passed away.  In 

general ,  i t  is  common to cremate the deceased than bur y 

them in Japan.  We put  the remaining bones in  a ceramic 

urn c al led kotsutsubo.  After  putt ing them, kotsutsubo 

is  bur ied in  a grave.  In  other  words,  kotsutsubo is  an 

impor tant  place that  we spend our  after l i fe.  However,  the 

under taker was about to put  the bones of  my grandfather 

in  a dul l- looking and mass-produced ceramic urn.  At 

that  moment I  had a strong uncomfor table feel ing:  “ is  i t 

the best  place for  h im to end up in?”  I  decided then that 

I  wanted my parents to enter  in  kotsutusbo that  I  make 

when they pass away.

The incident  gave me the resolve to change my job 

to day laborer.  I  decided to go to Seto city  bec ause I 

thought the city  that  is  famous for  producing ceramic 

ware was the best  place for  me to learn potter y.  I 

immediately  enrol led in  the Aichi  Prefectural  Ceramic Ar t 

School  in  Seto city  and began to study potter y.

After  graduat ion,  I  moved to the region of  Mino,  famous 

for  Oribe and Shino style ceramic ware and trained with 

the focus on Minoyaki  (Mino-style ceramic ware)  to 

deepen my knowledge and ski l ls .  In  Mino I  d iscovered 

a type of  ancient  potter y c al led Atsumiyaki  that  was 

produced in  the region of  my hometown,  Atsumi-

Peninsula .  Unl ike Minoyaki  which product ion star ted in 

the 15th centur y,  the product ion of  Atsumiyaki  star ted 

in  the 12th centur y (from the Heian per iod to the 

Kamakura per iod) ,  and there are records of  i t  being used 

as roof  t i les for  Todai j i  Temple.  I  was soon attracted to 

Atsumiyaki  and have been explor ing the essence of 

potter y and Atsumiyaki  ever  s ince.

The themes of  my works are “a fusion of  the Middle Ages 

and modern t imes”  and “harmonizing with nature” .  “A 

fusion of  the Middle Ages and the modern t imes”  means 

an innovat ive approach using not  only the solemnity and 

the excel lent  tecniques of  the Middle Ages,  but  a lso a 

method that  ut i l izes both the modern sense of  beauty 

and modern us abi l i ty.  ”  Harmonizing with nature”  means 

respect ing nature,  using mater ia ls  that  have low impacts 

on the environment,  and valuing the work done by human 

hands which c annot be done by machines,  I  a im to 

express the warmth and the harshness of  nature in  my 

works.

I  put  my whole hear t  and soul  into my work whi le  facing 

and struggl ing with mysef.  Through potter y,  I  would 

be happy i f  I  could help people aware of  the depth of 

handcrafts  and the wonder fulness of  tradit ion.

The reason for  my idea is  bec ause in  Japan there seems 

to be a tendency of  ignor ing the tradit ional  culture and 

methods.  Although the abandonment of  o ld ideas and 

methods contr ibuted to the postwar economic recover y, 

i t  st i l l  remains that  only something new is  good in  the 

minds of  many young people.  They have a prejudice 

against  tradit ional  th ings as being old-fashioned and less 

chances of  experiencing such culture makes i t  worse. 

Par t icular ly  in  recent  years,  as we l ive in  a society where 

a great  deal  of  new information come and go,  i t  seems 

to me that  we have few oppor tunit ies to experience 

Japanese tradit ions and to appreciate the value of 

the loc al  or inal  culture which c annot be restored after 

they are lost .  In  such a society,  I  bel ieve that  I  have a 

responsibi l i ty  to convey the r ichness of  tradit ion ,  loc al 

culture and nature that  I  learned as a potrer.

There are no borders in  making and using ceramic s 

for  l i fe.  I  feel  the joy of  being able to communic ate with 

people from al l  over  the world by making ceramic s 

works.  I  wi l l  cont inue to deepen exchanges with many 

people and work hard to improve the qual i ty  and 

technique of  my ar tworks by making things that  are 

rooted in  the loc al  community.

When I  feel  that  I  have come close to the ideal  that  I  have 

had in  mind,  but  then i t  dr i fts  apar t  again.  I t  seems I  have 

been doing the s ame thing of  th is  precess ,  but  I  hope 

that  I  wi l l  never stop moving for ward,  and that  my l i fe  to 

be a path of  forever longing and pursuing my ideal .

 

Inayoshi Osamu



I N A Y O S H I  O S A M U

D E F O R M E D  J A R  1 ,  2 0 2 0

S T O N E W A R E  W I T H  N A T U R A L  A S H  G L A Z E

3 0 H  X  3 0 W  X  3 0 D  C M   |   1 2 H  X  1 2 W  X  1 2 D  I N

I N A Y O S H I  O S A M U

C H A W A N ,  2 0 2 0

S T O N E W A R E  F I R E D  I N  A N  A N A G A M A  W /  N A T U R A L  A S H  G L A Z E

 6 H  X  8 W  X  8 D  C M   |   2 H  X  3 W  X  3 D  I N



I N A Y O S H I  O S A M U

V A S E  W I T H  T E A  B O W L ,  2 0 2 0  S T O N E W A R E  W I T H  N A T U R A L  A S H  G L A Z E 

1 5 H  X  1 7 W  X  1 5 D  C M   |   6 H  X  7 W  X  6 D  I N

I N A Y O S H I  O S A M U

D E F O R M E D  J A R  2 ,  2 0 2 0

S T O N E W A R E  W I T H  N A T U R A L  A S H  G L A Z E

3 0 H  X  7 0 W  X  3 0 D  C M   |   1 2 H  X  2 8 W  X  1 2 D  I N



Z E I N  D A O U K

C O P R I N U S  C I N E R U S  M A G N A ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H  L A V A  G L A Z E D  D E T A I L S  & 

G L O S S  G L A Z E D  I N T E R I O R .

 2 6 H  X  2 5 W  X  2 5 D  C M   |   1 0 H  X  1 0 W  X  1 0 D  I N

Zein Daouk

Based in  B eirut ,  Zein Daouk is  a  mult id iscipl inar y 

architect  with an obsession for  creat ing & a passion for 

ceramic s.  Her work embraces the dialogue that  l inks 

discipl ines by highl ight ing the f lu id narrat ive between 

funct ion & sculpture.  She explores form by working with 

the four  Elements;  f lowing Water  stretches shapes into 

the Ear th,  Air  commits them to form & Fire becomes 

the founding act  that  br ings them to l i fe.  A harmonious 

combinat ion of  biomorphic forms emerge & push the 

sculptural  voc abular y unt i l  the form becomes something 

myster ious & new.  At  the essence of  her  craft  l ies an 

ins at iable cur iosity  to learn.

“ I t  takes a mind quiet  enough to appreciate s i lent  beauty, 

courage not  to fear  spontaneity,  wi l l ingness to accept 

things as they are:  graceful  in  their  del ic ate asymmetr y.  I t 

h inges upon the abi l i ty  to s low down,  to shift  the balance 

from doing to being,  to grasp the subt ly  graceful ,  the 

quiet ly  sculptural… 

In  the wal ls  of  c lay forms,  secrets unfold:  nothing is 

f in ished & nothing is  per fect ;  a l l  is  revealed as the clay 

peaceful ly  f lows & the muted words soft ly  take form.”



Z E I N  D A O U K

S H I N I N G  S H I T A K E  P E R L A T U M  T U B A R I A ,  2 0 2 1 

E D I T I O N  O F  2

S T O N E W A R E  S C U L P T U R A L  S C O N C E  I N  P E R L A T U M  M A T T E  G L A Z E 

E X T E R I O R  &  L A V A  G L A Z E  D E T A I L  &  W I T H  A  W H I T E  G L O S S  I N T E R I O R . 

4 0 H  X  1 8 W  X  1 8 D  C M   |   1 6 H  X  7 W  X  7 D  I N

Z E I N  D A O U K

S H I N I N G  S H I T A K E  R O S E U M  T U B A R I A ,  2 0 2 1

E D I T I O N  O F  2

S T O N E W A R E  S C O N C E  W I T H  M A T T E  R O S E U M  P I N K  G L A Z E  &  W I T H

 L A V A  G L A Z E  D E T A I L 

4 5 H  X  2 0 W  X  2 0 D  C M   |   1 8 H  X  8 W  X  8 D  I N



Z E I N  D A O U K

B O L E T U S  C O E L L U M  M A G N A ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H 

L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D  I N T E R I O R .

Z E I N  D A O U K

C O P R I N U S  C A L L A I N A  M I D I ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H 

L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D  I N T E R I O R . 

2 5 H  X  2 0 W  X  2 0 D  C M   |   1 0 H  X  8 W  X  8 D  I N

Z E I N  D A O U K

P O L Y P O R U S  P E R L A T U M  M A G N A ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H  L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D 

I N T E R I O R .  2 6 H  X  3 4 W  X  3 4 D  C M   |   1 0 H  X  1 4 W  X  1 4 D  I N



Z E I N  D A O U K

P O C U L U M  L U N A R I A  M A G N A ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H  L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D 

I N T E R I O R .  3 2 H  X  2 1 W  X  2 1 D  C M   |   1 3 H  X  8 W  X  8 D  I N



Z E I N  D A O U K

P O L Y P O R U S  C A N A R I A  M A X I ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H  L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D 

I N T E R I O R .  3 0 H  X  4 5 W  X  4 5 D  C M   |   1 2 H  X  1 8 W  X  1 8 D  I N

Z E I N  D A O U K

C A L V A T I A  V I R I D I U M  M I D I ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H  L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D 

I N T E R I O R .  2 1 H  X  2 1 W  X  2 1 D  C M   |   8 H  X  8 W  X  8 D  I N



Z E I N  D A O U K

C A L V A T I A  A E R I S  M A X I ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H  L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D 

I N T E R I O R .  3 5 H  X  3 2 W  X  3 2 D  C M   |   1 4 H  X  1 3 W  X  1 3 D  I N

Z E I N  D A O U K

C A L V A T I A  R O S E U M  M A X I ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H  L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D 

I N T E R I O R .  3 3 H  X  3 8 W  X  3 8 D  C M   |   1 3 H  X  1 5 W  X  1 5 D  I N

Z E I N  D A O U K

C A N T H A R E L L U S  C O N C H A T U S  M A G N A ,  2 0 2 0

M A T T E  G L A Z E D  S T O N E W A R E  E X T E R I O R  W I T H  L A V A  G L A Z E D  D E T A I L S  &  G L O S S  G L A Z E D 

I N T E R I O R .  3 2 H  X  3 3 W  X  3 3 D  C M   |   1 3 H  X  1 3 W  X  1 3 D  I N



M I R I A M  C A R P E N T E R

“ O R I G I N S ” ,  2 0 1 5

N E R I K O M I  T E C H N I Q U E .  H A N D - B U I L T ,  C A R V E D  A N D  B U R N I S H E D  C E R A M I C .  1 0  C E R A M I C 

E G G S  D I S P L A Y E D  O N  B L A C K  S A N D .  R O S E W O O D

A N D  A S H  R A K E .  A S H  B E N T  O V A L  B O X  W I T H  R O S E W O O D  D E T A I L S .

6 H  X  4 1 W  X  7 1 D  C M  |  2 H  X  1 6 W  X  2 8 D  I N

Miriam Carpenter

Mir iam Carpenter  is  a  contemporar y ar t ist  and designer 

based in  Bucks County,  Pennsylvania .  As a Rhode 

Is land School  of  Design alumna ,  she began her  c areer 

designing alongside Mira Nakashima .  Imbued with hear t 

and soul ,  her  act ion-or iented form of  ar t  is  a  union of 

tradit ional  technique,  ingenuity and talent  that  is  rooted 

in  a conscious effor t  to shift  perspect ives and create 

last ing posit ive change.  Carpenter ’s  work has been 

exhibited most notably at  Moderne Gal ler y,  James A . 

Michener Museum, Whar ton Esherick Museum, Ful ler 

Craft  Museum, Leigh Yawkey Woodson Ar t  Museum, 

Marshal l  M.  Fredericks Sculpture Museum, DeVos Ar t 

Museum, Phi ladelphia Internat ional  Airpor t ,  SOFA , 

Center  for  Ar t  in  Wood,  Salon Ar t  + Design and Design 

Miami .  She enjoys per iodic al ly  teaching as an adjunct 

professor at  Messiah University,  and as an instructor 

at  var ious craft  schools across the countr y.  She has 

been awarded six  internat ional  residencies over  the 

past  seven years and is  an act ive par t ic ipant  in  ar t ist 

col laborat ions including Echo Lake Col laborat ion 

(PA),  Emma Internat ional  Col laborat ion (Canada) and 

Col laborat ioNZ (New Zealand) .



N E I L  T E T K O W S K I

C E R A M I C  T R I P T Y C H ,  1 9 9 6

C E R A M I C

6 4 H  X  1 6 8 W  X  1 0 D  C M  |  2 5 H  X  6 6 W  X  4 D  I N

Neil Tetkowski



N I C H O L A S  A R R O Y A V E - P O R T E L A

O P E N  O V A L  C R U M P L E D  F O R M ,  C . 1 9 9 8

E A R T H E N W A R E

2 5 H  X  3 9 W  X  2 7 D  C M  |  1 0 H  X  1 5 W  X  1 0 D  I N

Nicholas Arroyave-Portela



Paul  Soldner (1921-2011 )  was born in  Summer f ie ld, 

I l l inois .  As a major  force in  the evolut ion of  contemporar y 

ceramic ar t ,  i t ’s  perhaps an i rony of  fate that  Soldner, 

known for  developing “Americ an raku”  and low 

temperature s alt  f i r ing,  never planned to be a potter.  He 

was a pre-med student when he was drafted in  World 

War I I ;  after  the war,  Soldner turned to paint ing and 

received a BFA from Bluffton Col lege in  Ohio,  and a MA 

in ar t  educ at ion from the University  of  Colorado.  At  33, 

he went to the Los Angeles County Ar t  Inst i tute (now 

Otis  Col lege of  Ar t  and Design)  to become Peter  Voulkos’ 

f i rst  graduate student .  For  near ly  40 years Soldner 

taught at  Scr ipps Col lege and Claremont Graduate 

School  in  Cal i fornia .  He div ided his  t ime between 

Cal i fornia and Colorado,  the home of  Anderson Ranch 

Ar ts Center,  which he helped establ ish.  His  contr ibut ions 

to the ceramic s world were numerous;  besides bui ld ing 

the Scr ipps Ceramic s Annual  invitat ional  exhibit ion, 

he had almost  200 solo shows and gave hundreds of 

lectures and demonstrat ions.  Paul  Soldner received the 

Americ an Craft  Counci l ’s  Gold Medal  in  2008.

Paul Soldner

P A U L  S O L D N E R

R A K U  V E S S E L ,  1 9 8 1

C E R A M I C

5 1 H  X  2 7 W  X  3 6 D  C M  |  2 0 H  X  1 0 W  X  1 4 D  I N



Robert C. Turner

R O B E R T  C .  T U R N E R

V E S S E L ,  1 9 7 0

C E R A M I C

2 5 H  X  2 2 D  C M  |  1 0 H  X  8 D  I N



Ryan Kitson

R Y A N  K I T S O N

U N T I T L E D  F R I S B E E ,  2 0 1 9

C E R A M I C ,  P L A S T I C

3 2 H  X  2 9 W  X  2 2 D  C M  |  1 2 H  X  1 1 W  X  8 D  I N

R Y A N  K I T S O N

U N T I T L E D  F R I S B E E ,  2 0 1 9

C E R A M I C ,  P L A S T I C

1 7 H  X  1 2 W  X  9 D  C M  |  6 H  X  5 W  X  4 D  I N



Ryo Toyonaga was born in  Matsuyama ,  Japan,  in  1960. 

He moved to New York City in  1986 and began creat ing 

unique and innovat ive ceramic works that  appeared to 

emerge from the ear th i tself,  perhaps from the depths of 

the ocean or  recesses deep in  forgotten mines.  Dur ing 

the 1990s,  Toyonaga worked exclusively in  hand-

sculpted clay.  The forms developed organic al ly  and 

spontaneously from Toyonaga’s unconscious,  without 

any drawings or  plans pr ior  to the making.  As the organic 

energy f lowed and changed within his  imaginat ion, 

Toyonaga expanded his  voc abular y of  expression and 

mater ia ls ,  including the introduct ion of  red wax in  2002 

and bronze and aluminum c ast ing in  2004.  With an 

interest  in  increasing the s ize and stance of  h is  works, 

Toyonaga began explor ing large-sc ale papier-mâché in 

2005.

Selected Solo Exhibit ions:  “Awakening,”  Jordan Schnitzer 

Museum of  Ar t ,  Eugene,  OR ,  October,  2014 – Januar y, 

2015 “Mindsc apes,”  Sidney Mishkin Gal ler y,  NYC,  May-

June,  2013 “Organic Stoneware,”  LongHouse Reser ve, 

East  Hampton,  NY,  May-October,  2010 “Drawings, 

2008-9,”  Charles Cowles Gal ler y,  NYC,  Apri l ,  2009 

“Mephistophelean,”  The Vi lcek Foundation Gal ler y, 

NYC,  March ,  2009 “Sculptures in  Clay,  Metal  and Mixed 

Media ,”  Charles Cowles Gal ler y,  NYC,  May,  2006

Ryo Toyonaga

R Y O  T O Y O N A G A

U N T I T L E D ,  2 0 0 1

C E R A M I C

3 0 H  X  5 6 W  X  3 7 D  C M  |  1 2 H  X  2 2 W  X  1 4 D  I N



R Y O  T O Y O N A G A

U N T I T L E D ,  1 9 9 3

C E R A M I C

1 1 9 H  X  4 6 W  X  3 3 D  C M  |  4 7 H  X  1 8 W  X  1 3 D  I N



R Y O  T O Y O N A G A

U N T I T L E D ,  2 0 0 2

C E R A M I C

3 3 H  X  5 6 W  X  3 3 D  C M  |  1 3 H  X  2 2 W  X  1 3 D  I N



My pieces are consisted of  many lamel las of  c lay that  are 

attached on the sur face of  the hand-bui l t  c lay core.  One 

day,  I  was unintent ional ly  pushing down the clay on the 

table with hands and tools .  The f lattened clay appealed 

me and the idea ,  using these lamel lar  for  my works, 

c ame up to me,  bec ause I  fe l t  that  the layers of  lamel la 

seem l ike the feel ing pi led up in  my mind.  I  tend to keep 

my feel ings inside in  order  to be afraid of  cr i t ic isms or 

isolat ion.  Therefore,  the feel ings that  weren’t  spoken out 

are gradual ly  bui ld ing up in  my mind.  In  the beginning,  I 

got  c aught up in  attaching the thin lamel las on the core, 

as i f  I  was gett ing al l  my feel ing out  madly.  In  th is  stage, 

the cores were s imple bal l- l ike-shape and I  d idn’t  th ink 

about the forms not  that  much.

However,  in  a  meanwhi le,  my interest  was shifted to 

create the forms that  have beaut i fu l  cur ved l ines,  l ike 

waves,  by layers of  lamel la .  This  was the second stage 

for  my work .The anger,  happiness and other  feel ings are 

always mixed and whir l ing in  my mind.  Sometime,  they 

are wriggl ing ominously in  the bottom.  I  was thinking how 

I  should express the movements of  my inner  feel ings 

that  exist  inside me.  As a result ,  I  star ted to change the 

shape of  the core.  They were pul led or  constr icted to 

create the forms l ike l imbs or  waists ,  and then lamel las 

were attached on those sur faces.  The shape of  lamel las 

themselves was changed as wel l ,  and larger  lamel las,  l ike 

belts ,  were added on the sur faces.  Now,  I  consciously 

create the pieces that  are not  only expressed my inner 

feel ing,  but  a lso are born from me as new l i fe-forms.

As I  explained ear l ier,  I  c an’t  express my feel ing wel l , 

but  i t  means that  I  am not  good at  verbal iz ing myself 

in  a  shor t  t ime.  However,  whi le  I  am creat ing the 

sculpture pieces,  my feel ings are marshaled over t ime 

and i t  becomes easy to express into my works.  For 

these reason,  the var ious processes of  execut ion are 

necess ar y for  me to face to my inner  voice.  I  hope that 

the pieces created l ike that  c an talk  and give some 

mess ages to the people who see my pieces.

Tomomi Tanaka

T O M O M I  T A N A K A

D O U B L E D - H E A D E D ,  2 0 1 9

S T O N E W A R E

1 7 H  X  2 7 W  X  2 3 D  C M  |  7 H  X  1 1 W  X  9 D  I N



T O M O M I  T A N A K A

B L E N D ,  2 0 1 9

S T O N E W A R E

1 8 H  X  3 0 W  X  2 3 D  C M  |  7 H  X  1 2 W  X  9 D  I N



T O M O M I  T A N A K A

A C C O M P A N Y,  2 0 1 9

S T O N E W A R E

2 3 H  X  3 0 W  X  2 8 D  C M  |  9 H  X  1 2 W  X  1 1 D  I N



Toshimi Imura

T O S H I M I  I M U R A

S A C  1 8 - 2 1 ,  2 0 1 8

E A R T H E N W A R E ,  I M P R E G N A T E D  C A R B O N

1 9 H  X  2 4 W  X  2 4 D  C M  |  7 H  X  9 W  X  9 D  I N

Ar t ist  Statement

In my dai ly  work with c lay,  I  have not iced that  the clay, 

which is  a  col lect ion of  par t ic les,  keeps changing 

depending on external  energy such as my f ingers and 

gravity,  and sometimes moves in  a di fferent  direct ion 

than I  intended.  This  has led me to feel  that  ever y thing 

that  happens in  nature on a dai ly  basis ,  such as water,  a ir, 

f i re,  and soi l ,  is  moving.  I  am tr y ing to create a moment of 

changing forms with c lay.

Humans desire stabi l i ty  in  their  c iv i l izat ion,  but 

ever y thing is  in  a  state of  f lux,  and Japanese people 

have developed an aesthet ic  sense of  transience and 

compassion by loving and deal ing with nature,  which is 

sometimes violent .

My work ,  whi le  making use of  the plast ic i ty  of  the 

mater ia l  “  c lay,”  expresses that  a l l  th ings have a f leet ing 

existence and are subject  to change,  and is  an attempt to 

express in  a modern form the Japanese percept ion of  a l l 

th ings as constant ly  changing.



T O S H I M I  I M U R A

S A C  2 1 - 4 ,  2 0 2 1

E A R T H E N W A R E ,  I M P R E G N A T E D  C A R B O N

1 1 4 H  X  3 8 W  X  4 0 D  C M  |  4 5 H  X  1 5 W  X  1 6 D  I N

T O S H I M I  I M U R A

S A C  1 5 - 1

E A R T H E N W A R E ,  I M P R E G N A T E D  C A R B O N

3 8 H  X  5 2 W  X  3 5 D  C M  |  1 5 H  X  2 0 W  X  1 4 D  I N



T O S H I M I  I M U R A

S A C  1 8 - 2 0 ,  2 0 1 8

E A R T H E N W A R E ,  I M P R E G N A T E D  C A R B O N

8 H  X  2 5 W  X  2 7 D  C M  |  3 H  X  1 0 W  X  1 1 D  I N

T O S H I M I  I M U R A

E X T E N S I O N  0 8 - 1 ,  2 0 0 8

E A R T H E N W A R E ,  I M P R E G N A T E D  C A R B O N

5 3 H  X  6 4 W  X  6 3 D  C M  |  2 1 H  X  2 5 W  X  2 5 D  I N



T O S H I M I  I M U R A

E X T E N S I O N  0 8 - 1 ,  2 0 0 8

E A R T H E N W A R E ,  I M P R E G N A T E D  C A R B O N

5 3 H  X  6 4 W  X  6 3 D  C M  |  T O S H I M I  I M U R A

S A C  1 8 - 1 0 ,  2 0 1 8

E A R T H E N W A R E ,  I M P R E G N A T E D  C A R B O N

4 0 H  X  2 4 W  X  2 0 D  C M  |  1 6 H  X  9 W  X  8 D  I N  2 1 H  X  2 5 W  X  2 5 D  I N

T O S H I M I  I M U R A

S W I N G  2 1 - 5 ,  2 0 2 1

E A R T H E N W A R E ,  I M P R E G N A T E D  C A R B O N

9 0 H  X  6 5 W  X  6 8 D  C M  |  3 6 H  X  2 6 W  X  2 7 D  I N

S W I N G  2 1 - 5



Viola Frey V I O L A  F R E Y

O A K L A N D  M Y T H S  C R A C K E D  V A S E ,  1 9 7 6

C E R A M I C

4 9 H  X  4 1 W  X  3 8 D  C M  |  1 9 H  X  1 6 W  X  1 5 D  I N



William Daley

W I L L I A M  D A L E Y

A R O U N D  J A N U A R Y,  1 9 8 3

C E R A M I C

2 2 H  X  4 8 D  C M  |  8 H  X  1 9 D  I N

Wi l l iam Daley (1925 -   )  was born in  Hast ings-on-

Hudson,  New York .   He attended Mass achusetts 

Col lege of  Ar t  and Design and graduated with 

a bachelor ’s  degree  in  1950,  and Teachers Col lege, 

Columbia University  and graduated with a degree in 

1952 .  He in i t ia l ly  taught at  state schools in  Iowa and 

New York .  Daley taught ceramic s from 1957 unt i l  1990 

at  University  of  the Ar ts ,  Phi ladelphia . 

He received a gold medal  in  2003 from the Americ an 

Craft  Counci l .  He has been given numerous awards and 

accolades for  h is  c areer  as an educ ator  and ceramic 

ar t ist :  Honorar y doctorates from both The Maine Col lege 

of  Ar t  and University  of  the Ar ts ,  Awards from the 

Col lege Ar t  Associat ion,  Americ an Craft  Counci l ,  The 

Pew Center  for  Ar ts & Heritage,  Nor thern Clay Center  & 

Watershed.

Daley has been the subject  of  many publ ic at ions 

(Americ an Craft  Magazine & Nelsons Ceramic s to name 

a few -  and exhibit ions -  Poet ic s of  Clay an Internat ional 

Perspect ive,  Clay Today,  Internat ional  Architectural 

Ceramic Exhibit ion,  Architecture and Ceramic s:  Mater ia l , 

Structure,  Vis ion) . 

His  large,  unglazed stoneware vessels  c an be seen at 

The Clayarch Gimhae Museum, Gimhae,  South Korea ; 

Metropol i tan Museum of  Ar t ,  New York ,  NY,  Museum 

of  Ar t  and Design,  New York ,  NY,  Museum of  Fine Ar ts , 

Houston,  TX,  Nat ional  Museum of  Ar t ,  Smithsonian 

Inst i tut ion,  Washington,  D.C. ,  Phi ladelphia Museum 

of  Ar t ,  Phi ladelphia ,  PA ,  The Stedel i jk  Museum’s 

Her togenbosch,  The Nether lands,  Victor ia and Alber t 

Museum, London,  England.



W I L L I A M  D A L E Y

T H R E E  T I M E S  T R I - A R O U N D ,  1 9 8 0

C E R A M I C

4 3 H  X  6 4 D  C M  |  1 7 H  X  2 5 D  I N

W I L L I A M  D A L E Y

H A N D - B U I L T  S C U L P T U R E ,  1 9 6 4

C E R A M I C

4 6 H  X  2 9 W  X  2 8 D  C M  |  1 8 H  X  1 2 W  X  1 1 D  I N



Karen Karnes was born in  New York City.  She was 

raised by European immigrant  parents who shared 

communist  bel iefs .  Karnes was r ichly  inf luenced by these 

perspect ives and has stated a deep respect  for  working 

in  smal l  communit ies.  Karen attended Brooklyn Col lege 

for  design and graduated in  1946.  She then went to study 

ceramic s in  I ta ly,  where she learned how to throw clay. 

In  1947 she attended a Black Mountain Col lege class 

in  design,  taught by Josef  Albers.  In  1952 she moved to 

Nor th Carol ina and become a potter- in-residence at  the 

col lege.  There she met Merce Cunningham and John 

Cage.  Eventual ly,  she and her  husband moved to the 

Gate Hi l l  Community in  Stony Point ,  NY.  Gate Hi l l  was 

an ar t ist  commune f i l led with talents of  a l l  k inds.  Karnes 

l ived there for  25 years and worked with M.C.  Richards 

to create a f lameproof  c lay product .  With the success of 

th is  formula ,  she was able to make oven-top c asserole 

dishes.  After  leaving Gate Hi l l  Karnes worked from her 

farm studio unt i l  late in  her  l i fe,  experimenting with s alt-

f i r ing and making contemporar y vessels .  She passed at 

the age of  90 in  2016.

Karen Karnes K A R E N  K A R N E S

L A R G E  C U T - L I D  J A R ,  1 9 6 5

C E R A M I C ,  G L A Z E

4 8 H  X  3 0 D  C M  |  1 9 H  X  1 2 D  I N



Hiraoka Junpei H I R A O K A  J U N P E I

E M O T I O N  S E R I E S ;  C O M P L E X ,  2 0 2 0

C E R A M I C ,  S L I P

4 2 H  X  1 8 W  X  1 8 D  C M  |  1 7 H  X  7 W  X  7 D  I N

Ar t ist  Statement 

 In  Japanese the word “complex”  is  c aus al ly  used to 

descr ibe an infer ior i ty  complex or  c loseness.  However, 

I  am aware that  in  psychology,  the term refers to cer tain 

types of  impulses,  desires,  and attachments.  I  have t i t led 

my work Complex to reference both of  these meanings.

As an adolescent  I  attended an evening high school 

program in the outskir ts  of  Tokyo,  and there I  fe l t  the 

impacts of  pover ty and the imbalanced nature of 

Japanese society.  I  often thought about how and why 

societal  systems exist  and struggled with this  real i ty.  As 

an out let  to express these thoughts,  I  have drawn from 

my background in  paint ing and ceramic s and developed 

this  body of  work .

As I  made these works I  thought about what c aused 

my emotional  responses and ref lected upon my own 

“complexes.”  I  have come to bel ieve that  emotions 

come from an entanglement of  bel ief  systems,  personal 

h istor ies,  and interact ions with di fferent  environments. 

I  have attempted to express this  mental  process of 

self  ref lect ion through my work as “decomposing re-

recogniz ing reconstruct ing.”

I  use the plast ic i ty  of  c lay to express an inst inct ive, 

abstract ,  organic,  and constant ly  changing form of 

emotion.  Then,  I  c areful ly  coat  the body with coloured 

s l ip.  This  process is  where I  reconstruct  my emotions 

rat ional ly  by intent ional ly  control l ing the mater ia l ,  colour, 

and texture by layer ing s l ip.

I  bel ieve that  such processes,  shapes,  and colour 

combinat ions c an express the complexity  and 

accumulat ion of  emotions that  lead to such “complexes.” 

By present ing these ceramic forms of  layered s l ip,  I 

hope to provoke an emotional  react ion from the v iewer, 

perhaps opening a window to their  own inner  emotions. 



H I R A O K A  J U N P E I

E M O T I O N  S E R I E S ;  C O M P L E X ,  2 0 2 0

C E R A M I C ,  S L I P

4 5 H  X  3 5 W  X  3 5 D  C M  |  1 8 H  X  1 4 W  X  1 4 D  I N

H I R A O K A  J U N P E I

E M O T I O N  S E R I E S ;  C O M P L E X ,  2 0 2 1

C E R A M I C ,  S L I P

6 9 H  X  3 6 W  X  3 6 D  C M  |  2 7 H  X  1 4 W  X  1 4 D  I N



H I R A O K A  J U N P E I

E M O T I O N  S E R I E S ;  C O M P L E X ,  2 0 2 1

C E R A M I C ,  S L I P

6 9 H  X  3 6 W  X  3 6 D  C M  |  2 7 H  X  1 4 W  X  1 4 D  I N



In  2008,  he entered the Kyoto University  of  Educ at ion, 

where he majored in  Fine Ar t ,  and star ted studying 

ceramic s in  h is  junior  year.  After  receiving his  Bachelor ’s 

degree,  bec ause he desired fur ther  studies,  he enrol led 

on the Master ’s  degree program at  the Kanazawa 

University  of  Ar t .  He cont inued onto the doctoral 

program and received his  PhD in  Fine Ar t  in  2017. 

Dur ing the last  year  of  h is  Doctor ’s  program, he was 

seeking a place to make larger  sc ale works,  which he 

always desired but  was not  possible at  the University, 

and decided to stay at  the ‘Shigaraki  Ceramic Cultural 

Park’  as an ar t ist  in  resident .  After  complet ing the 

doctoral  course,  he has moved to Shigaraki  to pursue his 

creat ive pract ice.  He has par t ic ipated in  and has been 

selected to be a par t  of  numerous group exhibit ions 

and competit ions,  and he has also held a several  solo 

exhibit ions al l  over  Japan.

In  2019,  Tomonari  Hashimoto held his  f i rst  overseas solo 

exhibit ion in  Hong Kong.  And he was selected as the 

on-site exhibitor  at  the ‘Korean Internat ional  Ceramic 

Biennale 2019’  in  Icheon World Ceramic Center.  Tomonari 

Hashimoto was selected as one of  the youngest  f inal ists 

at  the ‘LOEWE Craft  Pr ize 2019’  exhibited at  the Sogetsu 

Kaikan in  Tokyo.

Hashimoto Tomonari

H A S H I M O T O  T O M O N A R I

U N T I T L E D  1 7 ,  2 0 2 1

G L A Z E D  C L A Y,  O X I D E  M E T A L  G L A Z E

5 8 H  X  6 2 W  X  6 2 D  C M  |  2 3 H  X  2 4 W  X  2 4 D  I N



H A S H I M O T O  T O M O N A R I

U N T I T L E D  5 0 ,  2 0 2 1

G L A Z E D  C L A Y,  O X I D E  M E T A L  G L A Z E

3 2 H  X  3 2 W  X  3 2 D  C M  |  1 2 H  X  1 2 W  X  1 2 D  I N



H A S H I M O T O  T O M O N A R I

U N T I T L E D  5 ,  2 0 2 1

G L A Z E D  C L A Y,  O X I D E  M E T A L  G L A Z E

4 2 H  X  4 2 D  C M  |  1 6 H  X  1 6 D  I N

H A S H I M O T O  T O M O N A R I

U N T I T L E D  8 1 ,  2 0 2 1

G L A Z E D  C L A Y,  O X I D E  M E T A L  G L A Z E

3 3 H  X  4 5 W  X  3 8 D  C M  |  1 3 H  X  1 8 W  X  1 5 D  I N



H A S H I M O T O  T O M O N A R I

U N T I T L E D  8 0 ,  2 0 2 1

G L A Z E D  C L A Y,  O X I D E  M E T A L  G L A Z E

3 3 H  X  4 4 W  X  3 8 D  C M  |  1 3 H  X  1 8 W  X  1 5 D  I N



F R E D E R I C K  C A R L T O N  B A L L  ( F C  B A L L )

C E R A M I C  S C U L P T U R E ,  C . 1 9 6 0

C E R A M I C

1 1 4 H  X  4 1 W  X  1 3 D  C M  |  4 5 H  X  1 6 W  X  5 D  I N

Frederick Carlton Ball



Don Reitz

B orn in  Pennsylvania ,  Don Reitz  (192 9-2014)  was a 

ceramic ar t ist  acknowledged for  reignit ing a spark for 

s alt  g laze potter y in  the United States.  Reitz  attended 

Alfred University  and received his  MFA in 1962 .  Ceramic s 

Monthly named him one of  the top twelve world’s 

greatest  l iv ing potters in  1981 .  He taught at  the University 

of  Wisconsin-Madison for  more than 25 years and ret i red 

as professor emeritus in  1988.  His  extensive body of 

work is  represented in  over  50 dist inguished publ ic  and 

pr ivate col lect ions.

Ar t ist  Statement

When I  work I  th ink a lot .  Most ly  i t ’s  not  about that  which 

is  in  front  of  me.  That  act ion is  general ly  a  spontaneous 

response.  I  just  th ink ,  te l l  r id iculous stor ies,  or  pretend 

I  am the greatest  ar t ist  of  a l l  t ime.  I  th ink about who is 

real ly  forming who at  th is  moment and other  seemingly 

unrelated stuff,  an integral  component .  Lately,  due in  par t 

to the passing of  my dear fr iends and heroes,  I  have been 

thinking about t ime.  Surely the greatest  gi ft  of  a l l ,  yet  we 

take i t  for  granted.  This  gi ft  of  t ime what shal l  I  do with 

i t?  How much t ime is  there? Wi l l  I  waste i t  by worr ying 

about the RULES,  yesterday ’s  idea ,  or  about  laborious, 

extraneous techniques before I  need them? I  choose not 

to. 

Over the years,  t ime has al lowed me to manipulate 

my forms and sur faces with some degree of  innate 

intel l igence and personal  s at isfact ion.  Time,  an essent ia l 

ingredient  in  f i r ing,  hardens and colors the clay,  but  a lso 

gives me t ime to think and look inward. 

Time has enabled me to br ing to my work a personal 

uniqueness,  a  c lar i f ic at ion of  purpose.  These works 

ser ve as a br idge which al lows me to move freely 

from real i ty  to REALIT Y.  In  the inter face I  am free of 

convent ion,  opinion,  and burdensome histor y.  My 

work becomes a personal  iconography enabl ing me to 

v isual ize and organize my information.  My marks are 

there in  the clay.  My s ignature.

D O N  R E I T Z

M O N U M E N T A L  S T O N E W A R E  V E S S E L ,  1 9 8 9

S T O N E W A R E ,  C E R A M I C ,  G L A Z E

1 0 5 H  X  5 6 W  X  5 3 D  C M  |  4 2 H  X  2 2 W  X  2 1 D  I N



D O N  R E I T Z

M O N U M E N T A L  S T O N E W A R E  L I D D E D  J A R ,  1 9 9 9

C E R A M I C

5 1 H  X  5 6 W  X  4 8 D  C M  |  2 0 H  X  2 2 W  X  1 9 D  I N

D O N  R E I T Z

C H A R G E R ,  C . 1 9 8 8

S T O N E W A R E ,  G L A Z E

1 0 H  X  5 8 D  C M  |  4 H  X  2 3 D  I N



David Gi lhooly (1943-2013)  was or iginal ly  a  Biology 

major,  then Anthropology major,  and f inal ly  an Ar t  major. 

Gi lhooly attended the University  of  Cal i fornia ,  Davis  for 

h is  B. A .(1965) and M. A (1967 ) .  There he was the assistant 

to the ceramicist  Rober t  Arneson,  who is  considered 

the father  of  Funk Ar t .  Gi lhooly,  together with Rober t 

Arneson,  Peter  Vandenberge,  Chr is  Unterseher and 

Margaret  Dodd,  working together in  TB -9 (temporar y 

bui ld ing 9)  were what was later  to be c al led,  The Funk 

Ceramic Movement of  the San Francisco Bay Area . 

David left  TB -9 for  one semester  to become Manuel 

Ner i ’s  assistant  and star ted making ar t  out  of  lumber,  fur, 

neon l ights and asbestos shingles.  Inevitably,  Gi lhooly 

bec ame a leading advoc ate of  Funk Ar t  as wel l .  His  ar t 

chal lenged the ser iousness of  the ar t  world by focusing 

on absurd images of  ever yday objects.  Gi lhooly had a 

solo exhibit  at  the Helen Drutt  Gal ler y in  1975 and many 

others through his  years of  making ar t .  He taught at  the 

University  of  Saskatchewan and York University,  both 

loc ated in  Canada .

David Gilhooly D A V I D  G I L H O O L Y

F R O G  F R Y,  C . 1 9 9 0

C E R A M I C

5 H  X  2 0 W  X  3 0 D  C M  |  2 H  X  8 W  X  1 2 D  I N



D A V I D  G I L H O O L Y

F R O G  &  D E S S E R T S ,  1 9 7 8

C E R A M I C

4 1 H  X  2 9 W  X  2 5 D  C M  |  1 6 H  X  1 2 W  X  1 0 D  I N

D A V I D  G I L H O O L Y

J E L L Y  B E L L Y,  C .  1 9 8 1

C E R A M I C

4 3 H  X  4 3 W  X  3 2 D  C M  |  1 7 H  X  1 7 W  X  1 2 D  I N



D A V I D  G I L H O O L Y

B R E A D F R O G  M A K I N G  A  V E G E T A B L E  S T E W  O F  H I M S E L F ,  C . 1 9 8 5

C E R A M I C

4 3 H  X  3 8 D  C M  |  1 7 H  X  1 5 D  I N



D A V I D  G I L H O O L Y

M O N U M E N T A L  T O T E M ,  1 9 9 1

C E R A M I C



Bruce Grimes

B R U C E  G R I M E S

C O V E R E D  P O T ,  1 9 6 6

G L A Z E D  S T O N E W A R E

6 2 H  X  2 5 W  X  2 3 D  C M  |  2 4 H  X  1 0 W  X  9 D  I N



Betty Davenport Ford

B E T T Y  D A V E N P O R T  F O R D

G I B B O N  S C U L P T U R E ,  1 9 5 2

G L A Z E D  E A R T H E N W A R E

6 7 H  X  3 6 W  X  3 6 D  C M  |  2 6 H  X  1 4 W  X  1 4 D  I N



Akiko Hirai

A K I K O  H I R A I

“ F U T S U K A Z U K I ”  M O O N  J A R ,  2 0 1 2

G L A Z E D  C E R A M I C

5 8 H  X  4 3 W  X  4 3 D  C M  |  2 3 H  X  1 7 W  X  1 7 D  I N

Akiko Hirai  was born in  Japan March 1970.  She in i t ia l ly 

studied cognit ive psychology in  Japan and obtained her 

degree in  Bachelor  of  letters before coming to England. 

Dur ing her  f i rst  v is i t  to England to study Engl ish lan-

guage,  she was attracted by the Engl ish culture and 

complexity  of  mult i-cultural  society in  London.  I t  made 

her  aware of  her  own cultural  inf luence in  her  v isual 

percept ion.  Her interests lead her  to her  second vis i t 

to England in  1999.  She met many Engl ish potters and 

learned how to work with c lay,  soon after  that  she took a 

degree course in  ceramic s at  the University  of  Westmin-

ster,  then onto graduat ion from Central  St .  Mar t ins.  After 

her  graduat ion Akiko found her  studio in  The Chocolate 

Factor y N16 in  Stoke Newington amongst  other  var ying 

ar t ists  where she now pract ises her  ceramic work . 

Akiko makes pract ic al  ware using the Japanese tradit ion 

of  a l lowing the clay to show how i t  wants to be f i red i tself. 

Her  work also al lows the v iewers to f ind out  the language 

of  the objects in  their  own ways.  She focuses on the in-

teract ion between the objects and the v iewers.  Her work 

and unique approach to ceramic work have had much 

high praise and her  work is  becoming more in  demand 

from her commissions worldwide.    



A K I K O  H I R A I

F O S S I L  P L A T E ,  2 0 1 2

G L A Z E D  C E R A M I C

5 H  X  3 3 W  X  3 3 D  C M  |  2 H  X  1 3 W  X  1 3 D  I N



A K I K O  H I R A I

E N G L I S H  F O R E S T  P L A T E ,  2 0 1 2

G L A Z E D  C E R A M I C

5 H  X  3 6 W  X  3 6 D  C M  |  2 H  X  1 4 W  X  1 4 D  I N

A K I K O  H I R A I

“ A M B I V A L E N C E ”  L A R G E  M O O N  J A R ,  2 0 1 2

A S H  G L A Z E D  C E R A M I C

5 6 H  X  4 1 D  C M  |  2 2 H  X  1 6 D  I N

A K I K O  H I R A I

“ I Z A Y O I ”  M O O N  J A R ,  2 0 1 2

G L A Z E D  C E R A M I C

5 6 H  X  4 8 W  X  4 8 D  C M  |  2 2 H  X  1 9 W  X  1 9 D  I N



Halper in i t ia l ly  took ceramic classes at  Greenwich 

House Potter y in  Manhattan in  the ear ly  1940’s ,  when 

she and her  husband,  Louis ,  l ived on University  Place 

in  Greenwich Vi l lage.  Pr ior  to that  she was an exper t 

seamstress/embroiderer  and taught sewing classes at 

the Singer Sewing Company in  New York .

Lou Halper,  a  pharmacist ,  had a pharmacy in  the Vi l lage 

that  was frequented by many actors and ar t ists  in 

the 1940’s .  Whi le  he mixed elements for  prescr ipt ions 

,  Estel le  was learning to mix elements for  glazes at 

Greenwich House Potter y,  taking courses with Peter 

Volkous,  James Crumrine,  and I ls a Rothmer.  In  1952 ,  she 

attended a workshop given by B ernard Leach and Shoj i 

Hamada ,  a lso at  Greenwich House.  Ceramic s courses 

at  New York University  added to her  knowledge of  glaze 

chemistr y and contemporar y design.

Inf luenced by the s impl ic i ty  of  the classic forms of 

Japanese,  Chinese and Greek potter y,  she in i t ia l ly  based 

her  designs on these classic forms,  later  developing her 

own personal  approach to ceramic s and design.  She 

worked with stoneware clay,  whi le  sculptural  works were 

made of  stoneware with grog.  Al l  were f i red to cone 10 

in  an electr ic  k i ln .  She experimented with var ious clay 

bodies and mixed her  own clay in  a pug mi l l  in  her  studio 

in  Eastchester,  New York .  B est  known for  her  volc anic 

turquoise and blue glazes,  these were developed whi le 

experimenting in  her  studio in  the ear ly  1950’s .

As the 1950’s were a t ime of  Space explorat ion,  she 

bec ame interested in  the terrain of  planets and outer 

space textures and colors .  She developed her  volc anic 

glazes in  a manner that  had a texture that  she felt  would 

have been at  home on Mars or  the Moon.  She joked 

that  her  pots looked as though they may have grown 

organic al ly  on another planet .

Dur ing the 1950’s her  style bec ame ever more eclect ic , 

integrat ing classic forms with her  unique manner of 

expressing emotion through innovat ive ceramic design. 

Many of  her  sculptural  forms were inspired by nature 

– gourds,  pods,  sea forms and vegetat ion – which 

led her  to dramatic al ly  a l ter  her  ceramic forms whi le 

evolving a more sculptural  and abstract  approach to her 

potter y.  Fur ther,  Halper ’s  expressive use of  glazes on 

plates and vessels  ref lects the inf luence of  the Abstract 

Expressionists on her  work .  Their  v is ions nour ished 

her  love of  color  fused with the expression of  intense 

emotions.  In  her  work ,  she focused on seeing the B eauty 

in  l i fe  forms and coordinat ing form and design with an 

underl in ing harmony of  color  to deepen the emotional 

impact of  each piece.

Estelle Halper

E S T E L L E  H A L P E R

A L T E R E D  V E S S E L

S T O N E W A R E

1 7 H  X  1 3 W  X  1 3 D  C M   |   6 H  X  5 W  X  5 D  I N



E S T E L L E  H A L P E R

V E S S E L  1 - 3 . 7 ,  C . 1 9 6 5

S T O N E W A R E

1 4 H  X  1 5 W  X  1 5 D  C M   |   6 H  X  6 W  X  6 D  I N

E S T E L L E  H A L P E R

V E S S E L  1 - 3 . 8 ,  C . 1 9 7 0

S T O N E W A R E

2 0 H  X  1 5 W  X  1 5 D  C M   |   8 H  X  6 W  X  6 D  I N

E S T E L L E  H A L P E R

A L T E R E D  V E S S E L  3 . 1 . 9

S T O N E W A R E

1 8 H  X  1 1 W  X  8 D  C M   |   7 H  X  4 W  X  3 D  I N

E S T E L L E  H A L P E R

V E S S E L  1 - 3 . 8 ,  C . 1 9 7 0

S T O N E W A R E

2 0 H  X  1 5 W  X  1 5 D  C M   |   8 H  X  6 W  X  6 D  I N

E S T E L L E  H A L P E R

V O L C A N I C  G L A Z E D  V E S S E L ,  C .  1 9 6 5 

V O L C A N I C  G L A Z E D  S T O N E W A R E



E S T E L L E  H A L P E R

A L T E R E D  V E S S E L  3 . 7 ,  C . 1 9 7 0  S T O N E W A R E

1 7 H  X  1 1 W  X  1 1 D  C M   |   7 H  X  4 W  X  4 D  I N

E S T E L L E  H A L P E R

T H R O W N  V E S S E L  3 . 9 ,  C .  1 9 6 5  V O L C A N I C  G L A Z E D  S T O N E W A R E

1 5 H  X  1 3 W  X  1 0 D  C M   |   6 H  X  5 W  X  4 D  I N

E S T E L L E  H A L P E R

A L T E R E D  V E S S E L  3 . 1 . 7 ,  C .  1 9 7 0  S T O N E W A R E  W I T H  V O L C A N I C  G L A Z E

1 4 H  X  1 0 W  X  6 D  C M   |   6 H  X  4 W  X  2 D  I N

E S T E L L E  H A L P E R

H A N D  B U I L T  S C U L P T U R A L  F O R M  1 - 3 . 1 ,  C .  1 9 7 0  V O L C A N I C  G L A Z E D  S T O N E W A R E

2 3 H  X  1 0 W  X  8 D  C M   |   9 H  X  4 W  X  3 D  I N

E S T E L L E  H A L P E R

A L T E R E D ,  S C U L P T U R A L  V E S S E L ,  C .  1 9 7 0  V O L C A N I C  G L A Z E D  S T O N E W A R E

2 0 H  X  1 5 W  X  1 3 D  C M   |   8 H  X  6 W  X  5 D  I N



E S T E L L E  H A L P E R

A L T E R E D  V E S S E L  3 . 5 . 2 ,  C .  1 9 6 5  V O L C A N I C  G L A Z E D  S T O N E W A R E

4 6 H  X  1 0 W  X  8 D  C M   |   1 8 H  X  4 W  X  3 D  I N

E S T E L L E  H A L P E R

T H R O W N  A N D  A L T E R E D  V E S S E L ,  C .  1 9 6 5  V O L C A N I C  G L A Z E D  S T O N E W A R E

2 2 H  X  1 8 W  X  1 8 D  C M   |   8 H  X  7 W  X  7 D  I N



E S T E L L E  H A L P E R

C E R A M I C  V E S S E L ,  C .  1 9 7 0

S T O N E W A R E

2 0 H  X  1 5 W  X  1 3 D  C M  |  8 H  X  6 W  X  5 D  I N

E S T E L L E  H A L P E R

A L T E R E D  V E S S E L  3 . 1 . 4 ,  C .  1 9 6 0

S T O N E W A R E

1 7 H  X  1 3 W  X  1 3 D  C M  |  6 H  X  5 W  X  5 D  I N



E S T E L L E  H A L P E R

S C U L P T U R A L  F O R M  3 . 1 . 6 ,  C . 1 9 6 0

S T O N E W A R E

1 3 H  X  1 4 W  X  4 D  C M  |  5 H  X  6 W  X  2 D  I N

U N I Q U E

E S T E L L E  H A L P E R

V E S S E L ,  C . 1 9 6 5

C E R A M I C ,  G L A Z E



E S T E L L E  H A L P E R

V E S S E L ,  C . 1 9 7 0

C E R A M I C ,  G L A Z E

E S T E L L E  H A L P E R

V E S S E L ,  C . 1 9 6 5

C E R A M I C ,  G L A Z E



E S T E L L E  H A L P E R

O R G A N I C  S C U L P T U R E ,  C .  1 9 7 0

S T O N E W A R E  W I T H  V O L C A N I C  G L A Z E

2 6 H  X  2 0 W  X  1 9 D  C M  |  1 0 H  X  8 W  X  8 D  I N

E S T E L L E  H A L P E R

V E S S E L ,  C . 1 9 6 5

C E R A M I C ,  G L A Z E



E S T E L L E  H A L P E R

O R G A N I C  S C U L P T U R E ,  C .  1 9 7 0

S T O N E W A R E  W I T H  V O L C A N I C  G L A Z E

2 6 H  X  2 0 W  X  1 9 D  C M  |  1 0 H  X  8 W  X  8 D  I N



E S T E L L E  H A L P E R

V E S S E L ,  C .  1 9 6 0

C E R A M I C

2 3 H  X  1 9 D  C M  |  9 H  X  8 D  I N



E S T E L L E  H A L P E R

C A N D E L A B R A  1 - 3 . 6 ,  C .  1 9 7 0

S T O N E W A R E

2 5 H  X  1 9 W  X  1 3 D  C M  |  1 0 H  X  8 W  X  5 D  I N

E S T E L L E  H A L P E R

S M A L L  A L T E R E D  V E S S E L ,  C .  1 9 6 0

S T O N E W A R E

1 5 H  X  1 4 W  X  1 5 D  C M  |  6 H  X  6 W  X  6 D  I N



E S T E L L E  H A L P E R

A L T E R E D  V E S S E L  1 - 3 . 1 . 1 ,  C .  1 9 7 0

S T O N E W A R E  W I T H  V O L C A N I C  G L A Z E

3 6 H  X  1 1 W  X  1 0 D  C M  |  1 4 H  X  4 W  X  4 D  I N

E S T E L L E  H A L P E R

O R G A N I C  V E S S E L  1 - 3 . 3 ,  C .  1 9 7 0

S T O N E W A R E  W I T H  V O L C A N I C  G L A Z E

2 8 H  X  1 1 W  X  6 D  C M  |  1 1 H  X  4 W  X  2 D  I N

E S T E L L E  H A L P E R

A L T E R E D  V E S S E L  1 - 3 . 2 ,  C .  1 9 7 0

G L A Z E D  &  D E C O R A T E D  S T O N E W A R E

3 4 H  X  1 9 W  X  1 9 D  C M  |  1 3 H  X  8 W  X  8 D  I N



E S T E L L E  H A L P E R

P L A T E ,  C .  1 9 6 0

C E R A M I C

2 3 D  C M  |  9 D  I N

E S T E L L E  H A L P E R

P L A T E ,  C .  1 9 6 0

C E R A M I C

3 0 D  C M  |  1 2 D  I N

E S T E L L E  H A L P E R

P L A T T E R  1 ,  C .  1 9 6 0

G L A Z E D  C E R A M I C

5 H  X  2 2 W  X  2 2 D  C M  |  2 H  X  8 W  X  8 D  I N



E S T E L L E  H A L P E R

M O N U M E N T A L  V E S S E L  1 - 3 . 4 ,  C .  1 9 7 0

S T O N E W A R E  W I T H  V O L C A N I C  G L A Z E

5 3 H  X  2 3 W  X  2 0 D  C M  |  2 1 H  X  9 W  X  8 D  I N

E S T E L L E  H A L P E R

M O N U M E N T A L  C O V E R E D  J A R  1 - 3 . 5 ,  C .  1 9 6 0

H A N D  T H R O W N ,  V O L C A N I C  G L A Z E D  S T O N E W A R E .  A N  E X T R E M E L Y  R A R E  S I Z E  A N D  F O R M 

F O R  H A L P E R .

6 4 H  X  2 8 W  X  2 8 D  C M  |  2 5 H  X  1 1 W  X  1 1 D  I N

E S T E L L E  H A L P E R

M O N U M E N T A L  V E S S E L  1 - 3 . 4 ,  C .  1 9 7 0

S T O N E W A R E  W I T H  V O L C A N I C  G L A Z E

5 3 H  X  2 3 W  X  2 0 D  C M  |  2 1 H  X  9 W  X  8 D  I N



Gallery










