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Introduction

Ceramics might be the only art form that is completely sure
of itself. Althogh some may claim that ceramics is under theorized
FYyR f101a ONARGAOIE NAI2NE WOSNIYAO
identity crisis. Put it in a kiln, turn it up to two thousand degrees
CFKNBYKSAGZ YR AT (KSNBcefadicsy 2 i KA Y :

Preface In contradistinction to other forms of artistic practice, no
2yS KIFa RSONASR aiKS SyR 2F OSNI

Thisthesis is written from the perspectieé a ceramist at a wondered about the endgame of painting. In the seventies,
San Francisco art school, but one who wamed in a midwestern Rosalind Krauss plotted out the breakdown of sculpiaseve-
Americanclay tradition. It is my attempt to reconsider some of the know-A G Ay KSNJ Saal & a{ Odz LIidz2NBE Ay i
received ideas about recent ceramic history and conteizeidhem years since, installation art and other forms of three dimensional
within a theoretical, critical perspective. My aim is ot practice have challenged a once stable notion of sculpture. Even
accommodate not alienate pottery practice. within the field of photographywriters have speculated alt the

| owe a debt of thanks to my friendsom the Social ways digital media and manipulation might affect image production.

Practices department (otherwise known as Relational Aestheticsin al 860 S GG KS SyR 2F OSNIYAOa¢ asSSvya
other contexts). It waduring our multidisciplinary critique sessions ~ one of our newest art forms, emerging at about the same time as

| realized thattheir work sometimes suffered y aLa G KA@KIHLNIHSEAY 348 0¢ / SN YA O& toKwoky Qi &S
question similar to the ones asked of functional ceramics. Thinking G KN2 dz3K Ftf 2F Ada aLINRof Syaé I yR
of those two practices through the question of function helped me How can | claim the newness of ceramics, when the Venus of Dolni

not only brmulate a more nuanced conceptualization of vessel *Sati2y A0S A& 20SN) onZnnn @&SkN& 2t
practice within ceramics, bulso began to illuminatethe ways in ONBlI GSR 2@0SNJ cznnn &S}t Nébetveg2 K L QY
which the two fields might be similar. OSNI YAO LINY OGAOS I'yR GOSNl YAO&aé¢ | a
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practice emerged in the mitiventieth century. In the United The long history of ceramic practice includes Greek pottery
States, in he years following World War éducation and the arts and the terracotta army of thefirst Qin Emperor of China.
were newly supported by the Gl Hiilgure 1] As art historian Glen Porcelain was a valuable commodity in the trade between Europe

NEgYy KIFa& y20SRXI aY2aid SEAAGA yaAd the EasRid the 160 NANG xeCeiitly, partBlanNilesylthed A v
American higher education were founded between the 1950s and outside of American space shuttles to protect them uporengry
the early 1970s, a period in which universities prospered through Ay G2 (GKS SIFNIKQa |GY2aLKSNBE® . dzi
the combined influence of the G.I. Bill scholarships and a general ¢/ SN} YA QO&a¢ Aa Y2NB fA1Ste (2 065 I 2
Ll2&adsgl NI SO2y2YAO LINPALISNRG&Ié they domedt sphere, antleyedday2ude. Kok hen Sddedt d A y 3
American ceramics programs were initially incorporated into history from the male dominated pottery guild, to granny tinged
academia through departments of [teacher] education and home china painting, to the ubemasculine bravado of Peter Voulkos
economD &' @ ¢ [figure 2] and then forward to contemporary ceramists like Ken
“| “l I N' || “'l\ t IEIJ} oS | }/ R DAN:B e a 2,)/ mereScNaNde th'flt thAdL iQa vy
RALE :“ "‘ ). 3 AaOSNI YAOa NbBY2fdziA2zye 2F UKS wmdppna
" M ““"L ’ that ceramic practice becomes an area of study within the
university art system. Using this as a point of origin for ceramics,
we will be able to see how differently oriented modes of ceiam
production were drawn together within the educationalstem to
form a new concept ofceramics. lronically, just as a nascent
ceramic identity was emerging, one in which the medium of clay
was the defining component which brought together different
modes of practice, other disciplines within the art department were
beginning to question the very notion of media specificity. The
traditions of painting and sculpture began the loosening into a
plurality of practice that would eventually become known astpo

. Jrm ey

Figure 1. 1944 poster for the Figure 2. Peter Voulkgs beneficiary of

{ SNDAOSYSYyQa wS$ the Gl Billthrowing at the LJ2 i (indieeR modernism. Almost as soon as ceramics was conceived, it already
more commonly known as the Gl ca. 1959. Photograph by Henry Takemott appeared alien within the context it was born.
Bill.

Leaving aside large scale industrial manufacture, much

ceramic production of the early twentieth century was as an

1 A . Ly A o S AN o z ,
DESY  NEBgYys WASNIIVARAS X DAMMECA y I NE - (2 JH AP Uatté and rafts ideology.  Crafted items were
Journalvol XXV 2004p.57




positioned as a humanist alternative to manufactured goods,
emphasizing either the artisanal process of unalienated labor that
went into their making, or the unique nature of the good produced.
Also, within the handicfa mode of making, the decoration of
potted forms, or china painting, was something that upper class
women of leisure could spend their time perfecting, while it also
provided a socially acceptable form of labor for women who needed
to work? These assoations with commodity production, labor,
gender, and objects of domestic utility would become part of the
ceramics that was newly constituted in rreentury.

A certain number of myths have been carried forward from
that mid-century moment, some contain augget of truth, and
othersshould be disposed of entirely. Too often, discussion around
ceramics and the wider field of craft (which includes wood, glass,
fine metals, and textiles) focuses on recognition or status in relation
to Art as if context and thary are easily transposable between the
two. | do not mean to imply that questions of high/low culture and
latent prejudices against labor, gender, and domesticity do not

In the wake of, or more likely because of, the méahtury
reorganization of how ceramic practice was taughtit@s-turned-
sculptors Robert Arneson and Petepwkos are credited with
startingl  a OSNJ YA Q&4 NB@2ftdziAz2yé Ay
critical reception and exhibition records are any indicator, they had
achieved their goal of establishing clay a viable medium for art
making before the close of the sixties. In fact, throughout the 1970s
ceramics as acceptable sculptural material was taken seriously as
Robert Arneson, Ken Price, Richard Shaw, Joyce Kozloff,
Frank, Jim Melchert, David Gillley, and Charles Simonds all
contributed ceramic objectsti 2 G KS 2 KAGySe
exhibitions® Recognition and support continued through the
seventieghen bega to wane in the early eightiess critical analysis
and ceramic writing retreatedto the specialized world of ceramics
and/or craft specific publications and exhibitichg he irony is that
the very publications established to promote ceramics ended up
marginalizing it by enshrining all ceramic discourse with a ceramics
ghetto. Lasil, to claim that a snobbishness about clay as a material

affectstatust y R 2 dzNJ LIS NO S LXEi Bug if thoBeFweré (I K Sem@dlinFhe a&rt world at large, is almost impossible to argue in

the only hurdés to surpass for an understanding of ceramic practice
as an art practice, then the Minimalist embracepsbduction and
processin the 60s, and feministhallenges to gender and material
of the 70s should have done much to correct these perceptions.
Eveni KS mMdpyna SYoNIOS 2F NI I a
change the common perceptions about ceramicEhere is more
that needsbe considered.

% Suzanne Baizermahired by Ideals : Arequipa Pottery and the Arts and
Crafts MovementSan Francisco, CA: Pomegranate, 2@0d.

the aftermath of postmodernism. That any critic or historian could
or would attempt to excludeany material from the making of
contemporary art and expect to be taken seriously is too difficult to
support.
O2YY2RAU& RARYQU R2 YdzOK @2

3Whitney Muesum of American Art, Annual Exhibitiori¥ey Biennial
catalogs years 1969983

*Included among those publications, along with founding dates, are
Ceramics Monthly (1953), American Ceramics (1982), Ceramics Technical
(1995), Ceramics: Art and Perception (1990), Studio Potter (1972), as well
asAmerican Craft (formerly Craft Horizons 1979 and 1941 respectively),
Crafts Report (1975), and Crafts (1973).
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{2 K2g (2 dzy RSNEBEYIR YR(G & OSBY MbBRY NG FGYNIR2RSNYyAGe yR GKS [/ N» 7T
¢2RIFe AGQa Srae (2 FT2NBSO (GKIFG /OBd YMIOGAE & {/ R IDKYB 8 A RSoNICEHAWBENE 227 C
was well represented as a viable art form forgy NBA 32 &  wAGEQAd GFAfQEa2 ! ¢ KS2NEB 2F / NF FahY CdzycC
tempting to claim that a body of critical writing on ceramics and one of the first books to move beyond the medi essentialist
ON} FG R2SayQi SErAaGO ¢ KS | RGI ddiiditianSin taF it tdkésAulction)bausalde2ag the iecessdylr G Ay
supposed absence of grounding or context, makers and writers can property of craft’ And finally, The Journal of Modern Craft
simply stak their own claims rathethan wrestle with past history LINPYAAaSa (2 aSienwedakaslemicjottialiito prdfide NJ
and theory. Although much writing on ceramics tends to be an interdisciplinary and internationabfum in its subject area. It
celebratory rather than critical, is actually quite prodigious, sb i addresses all forms of making that sedinsciously set themselves
might be more accurate to call it fracturedThere have beeref F LI NI  FNRBY YF Bhase mdéPrdeetnpliblicatidrs svith
efforts to tie together the variousconceptual models or theories of a concern for theory, context and concept seem most likely to push
ceramicsas-aesthetic practice, with gallerist and critic Garth Clark the field of ceramics (andraft) forward.

0SAy3 | y2il0tS SEOSLIA2Yy® t dzo f A & Kh8 &pplitation & théos) Bicédainic gad crafPabjectsiis of(i K S 2 N
have dealt with ceramics either directly or as part of the field of course fraught with some hesitancy by both makers and writers, in

craft, y2 il 6f & t S{ITReNLultue Naf” Srifiadd Paul part it is because it was the application of theory, namely modernist

D NB S y KRefsislekd®@ af Craft Although they are more likely to art theory, that made it difficult focrafted objects to be recognized

consider the cultural context of production, and examine the ways | & Sljdzrf (2 GKS Y2NB GNIRAGAZ2YIf a
objects function in theworld, they tend toward an egstialist of ceramic practice is concerned with, or tied to, the production of

definition of craft, one based solely on material. The unfortunate functional items for everyday use, while art, under the conditions of
consequence is a collapsing of different strategind motivations modernism, iset apart or autonomous from the everyday. Theorist

for objectmaking into oneiéld that is based on materials. Itds if Peter BINHSNJ RSAONAROGSE Y2RSNYyA&G | NIAA
all things made out of ceramic make more sensgler the term realm that is set apart from the meamnd rationality of daily

GONI FiGzé NIGKSNIJ GKIFY |ft2gAy3 F2N GKS 1LJI2aadaArAoAfAte GKSe& YAIKEG TFdzyc
06SGUSNI dzy RSN G KS GSNY aaOdz LI dzNEsghbra Alfoye@&Frait : Mdevity andide Yrekbidax, $. 89S 0 S I dzy
to think more broadly and conceptually about craft and ceramic  Press of the Nova Scotia College of Art aedigh, 2007. American Craft

practice, including Nova Scotia College ofNJi Iy R 58 %oxngjl?h@pg]g the Future of Craft : 2006 National Leadership Conference,
Houston, Texas, October-29, 2006editors, Monica Hampton, Lily Kane.

New York, N.Y. American Craft Council, 2007

® Dormer, Peter edThe Culture of Craft : Status and Futuvianchester ; "Howard Risatti, A Theory of Qrafunction and Aesthetic Expression
New York : Manchester University Press; New York : St. Martin's, Pres Chapel Hill : University of North Carolina Press, c2007

1997. Greenhalgh, Paul etihe persistence of Craft : The Applied Arts ®http://www.bergpublishers.com/JournalsHomepage/TheJournalofModer
Today New Brunswick, N.J. : Rutgers University Press, 2003 nCraft/tabid/3254/Default.aspx <accessed March 8, 2008>



0 2 dzZNH S 2 A &° Said hare(pl@iglyQrBodarnist art evolving out bourgeois selfinderstanding ocats in a sphere that lies
of the late nineteenth century was positioned as if it were set apart outside the praxis of lifé! [emphasis mine]
from everyday life.

In the eighteenth century, shifting methods of manufacture,
circulation of capital, and an emergent middle class and upper class
of citizenry, or bourgeoisie, had effeon how artisans produced

Burgeris building upon the theories of Immanuel Kant and Theodor
Adorno, who have similarly described artistic autonomy, but | think
that Blrger makes explicit how the condition of tamomy is

caincident th% I_o?s ,prfunctiom Although he, was specifica!ly_,_

92N @ 2AGK | gARSNI RAAGNAOGdzOA 2 .3'{ ﬁf] f .I-YP.LJZuSdYUAI .aLﬂuN
_ _ o onsidering the social function’of religious and’ court paintings, that
artists were no longer solely producing work commissioned by (KS LINILOGADS 2F I NI Vi1 Ayehd aka Y
LI GNRyas adzOK Fa GKS OKdzZNOK 2 Ny gl ﬂ-%ai\ 92 dNI g L T2 ﬁm%& g\i SE,
f:ommlssmned art y\(orks usually had aeSIﬁC..SUbJeCt mater, implication.  Earlier, eighteenth century German philosopher
intended for a specific place and put to a specific use (to celebrate LYYFydSt YIya KFR sNAGGSY GKFG 66K

he church or king). B ith a ri f th rgeoisie an freer o A . P oA A oA g
t.ecu.c o] |Ig) U'[.WIt alseotebouge0|3|eada ee 2dRIVSY G 2F GFats Aa 2IhshicolyiRSyd 2
circulation of capital, artists could make speculative work and enter . . . . . . .

informed the ideas that Birger is discugsirbut in relation to

it into an anonymous anmnarket. As aesult, artists were freed of . . .
_ . , ceramics (and crafthas also been used as a position from which to
the constraints of commission and thus able to make images and .

Pya

S A N - Rt}\éLsLdzI-f)Xfé TZ¥OG7\2)§I-{ .202SQGa TNRY
202S0Ou0a FT2NJ UKS ali1sS 2% LISNARZ2YI . LJI*JS.aa@? .d¢K 7\.58- g? al NI
1 ('aerL\JIsje ulness, provi ed a tangible benefit to the

. - . N A = ositi %at
I NI Q &begaih th Gike hold s . NNESNI SELX PRVas T NG "ooeor ¢S g andt
L _ _ viewer thus impedingthe possilility of unbiased judgmentvould
the objectifcation of the self understanding of the bourgeois .
- 10 ne s hold swaythrough the twentieth century
Ot | '&Andhe goes oo say N . o
, , . _ Beginning in 1939moderrist art critic Clement Greenberg
The advent of bourgeois art is also the decisive turning

point as regards use or function. Although in different oKz ARSYUAFTASR auNBy3dte ogAUK Ylyd |
ways, both sacral and courtly art are integral to the up these ideas with forcE [figure 3]GreenbeB Geirwasthat any

praxs of everyday life of the recipient. As cult and
representational objectsyworks of art are put to specific
use This requirement no longer applies to the same
extent to bourgeois art. In bourgeois art, the portrayal of

" Biirgerp. 48

2| mmanuelkant, The Critique of Judgemertans. James Creed Meredith

(Chicago, Encyclopeedia Britannica 1955, c1952) p.476

B¢ L ARSYyGATFE az2RSNYyAAY 6AGK GKS AydSy
° Peter BiirgerTheory of the AvarGarce, trans. Michael Shaw of this selfcritical tendency that began with the philosophemKaBecause
daAyySILRtAay ! YyAGSNERAGE 27F aAiyySa héwas theNiBtdoicaticize thy means iselfroReitidism| Ieanaeive of KEMA S NI &
GKS2NARSa 2F ldzizy2Ye RN}Ig¢g KSIZAfte FTNEY (IKKSSFRANRIG RBNI 2 a2MuleNGRaEGE i A G a2 RSNY
CKS2NEBEé YR LYYFyYydzSt YIyidQa &/ NRGA IMizfernignE A GvidzR ArBhel&as. Erancis Frascina and Charles Harrison,

10 Burgerp. 47 Harper & Row, New Y1982 p. 5




art form too enmeshed
within daily life runs the
risk of losing its power

and becoming
trivialized. As he said,
GKIF @Ay3 0SSy

the Enlightenment all
tasks [the arts] could
take seriously, [the arts]
looked as though they
were going to be
assimilated to

the Emma Lake Artists' W&shop, 1962 From
the film Between the North Pole and New
York City(Dir, Mark Wihak, Cooper Rock
Pictures, 2004)

SYGSNIFAYyYSyl
fifties, Greenberg was often vilified by craft makers as a point of
NEaAadl yoS G2 OSNIYAOa
media specificity and aésKk S A O LJdzNR & &
Y dza
and one can begin to understand the perceived antagonistic
relationship between Greenberg and the crdfts.The emphasis
upon artistic autmomy, visuality, and distance from function would
obviousy challenge any potter whealuad the utilitarian, haptic
and interactive qualitiesof higher work. In the miecentury, D
position asobjects tied to function as arimade for a steep
theoreticalhill to climb.

One could make the outrages claim that under
modernism & practice developed its theories becausengeded
them in a way that craft or ceramickd not How else to justify the

! ClementGreenberg, p. 5
*Clement Greenberq. 8

time and money spent on a painting that is low in wsdue but

high in exchang® I £ dzS K L¥ | @SaasSt K2fRa
theory to justify itsexistence;its functional qualities will suffice.
The lesser need for sglistification would be the reason behind a
supposed lack of critical theory. But Aetsame time, that could be
Rifyhal@KRcerandc practice the most interesting: that it can bridge
autonomous aesthetics and everyday function at the cost of
neither. However, under the conditions of modernism, ceramics
(and the rest of the craftgghould lavedeveloped its own theories.
How else to justify the excess of labor necessary to produce objects
which could more efficiently be pduced by industry? Buinstead

of writing their own theory what more often happered was that

L adzafmiheyft Rriticiwingltde S & £ craft makers anccraft writers tried to graft modernist art theory

onto craftbased objects. The result wakin to someone trying to

I YR ONJ Fniéabclothds Rifdredif@ andtifeiparsomd NI tfidy Sohli e savorn) | £
g KAOK Of dzih YIBKRS &1 KR AR yoUA aNiB- [ fFeNIIF A G @
O2yFAYS AGASET SEOf dzar o5t @

G2 ¢gKIFG A& 3AAGSYy Ay @radat SELSNR
What this paper intends to do is find somettles that fit.
By reexamining select parts of ceramic history we can chart how
different kinds of ceramigproduction were melded into a singular
y20A2Yy 2 Fwhén@&adicy ia® dcbrporatedto existing
art departments. Then by comparing and casting the work of
four men who(at one time)worked pottery, William Staite Murray,
.SNYFNR [SFEOKXZ tSGSNI £2dz 124 |yR
taxonomy of ceramics as a new way to understand what happened.
This new theoretical context withen provide a better basis to
begin evaluatingvhat is happening now.
The interesting tension between art and everyday
functional objects has fueled art discourse for almost a century.

Use@l £ dzS | yR G3GKS SOSNERLI geflitoleSNBE 2y (
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removed fom an object in order for it

to be considered as art. Thisas

demonstrated quite clearly in 1917

when Marcel Duchamp took a uring

out of its utilitarian context and

presented it as art. Interestingly, i

has since become one of the mos

notorious woks of the twentieth

centu,ry thatvisAmade)f cerzjlmic but is Figure 4. Marcel

y2a & CGdfddirer4. A avant to  DuchampFountain

tease out some interesting (1917)in The Blind Man

connections between it and more Tgﬂz page 4. New York,

conventional ceramic practice, one

that exist beyond material, in order to see some of the new ways Influences on American Ceramics

ceramics as an art practice is being used today, especially in the Before Mid-20™" Century

realm of functional pottery. Rather than accepting that

Fdzy OlAz2zyltAGe |yR aiGKS SOSNEBRIF@&¢ [Mrdditiond wisdani hayg @ thal thd UrtedEStatesfany OS NI Y A

work, this paper intends to use them productively in order to  craft based departments, especially ceramics, were incorporated

expand the field. This expansion will borrow and remix some of  into university art departments the mid 1958 with the sipport of

the theory and strategies of Relational Aesthetiesting the ways the GI Bill. But, as Bme Metcalf has pointed out, craft based

they movebeyond modernist aesthetics. Rather than closing down practices and knowledge did not spring forth fully formed, their

AY FRGEYOS sKLFEG OFy |yR @Fho@i otehninad Knéwledpd Rasds dad ltoNddrze frond sofnewtizeyna A

meaning can be produced by both ugale and context. Df Sy . NRgyQa fSO0Gdz2NE d/ SN2YXO&EO{ D4
Lastly, because ceramics, along with fibers (or textiles), he demonstrated that sometimes the practical knowledge about

wood (or furniture), fine metals (or jewelry) and glass is part of the ceramics came from the more scientifically and industrially oriented

conversation about craft, this paper will have some engagement specialist ceramics courses, ones that may have focused jointly

with theories of craft both historical and contemporary. This will upon the technical and aesthetic components of tleeramic

hopefully create some productive friction about the notion of craft  process, buultimately awarded a bachelaf science degree, not a

as a category of objects, but its real aim is to produce a theory and

framework for considering ceramics in relation tm€tion.

®Bruce Metcalf, lecturat California College of the Ar@®akland, CA,
September 30, 2008



bachelors of fine art! However, the more practically oriented g2YSymé Many women
study of ceramics scieacis only part of the picture. Ceramic excelled within thisfield, usually
knowledge was also taught in home economics deparita and referred to aschina painting, and
design departments. Tlse associations of scientism, domesticity, produced accomplished images
and commodity were not stripped away once ceramic teaching was that fit the styleand tastesof the

reorganized into existing art departments.These connotations day. Once given an area to
would influence both how practitioners would positigheir work flourish, a few women went
as well as how others would receive it. beyond the realm of applied

decoration and focused on glaze
chemistry and formulation. The
In the late 19 century, the era of the Arts and Crafts success of American potteries like
Movement, the decoration of pottery within schools, social clubs, Rookwood in Cincinnati and
and even pottery manufactories provided both a pastime and Pewabic Pottery in Detroit is
sometimes a mean®f income for womenfrom multiple social attributed to the leadership and Figdres Mary Chasé Perry
classes® ¢t KA&a>X K2¢6SOSNE 61 & y2i aaiidokvatbns O §ldide Yhendsing by $traiton, Bugdezbf Frwabl S
conceived ofyearslater. It was not a form of ceramics where one  Marie Longworth Nichols and Pottery in Detrdt, Michigan, circa
potter took responsibility for the total production of the work. In Mary Chase Perry Stratton
the Arts and Gxfts model, one artist, the potter, would throw the respectiely [figure 5]
forms on the wheel, and another would decorate them. The Unfortunately, these potteries suffered a fate similar to other
RSO2NI(2NE ¢6SNB 2FGSy 62YSys> 0S Compaiiés pdduging balkdicraft uindes ther Art©an@ Cikfts giodel.S NA 2 |
it was assumed that only the lighter work could be handled by The ideology which held that individual hand work should be
adequately compensated natally resulted in highe costs; this
coupled with the economic strain of the Great Depression, meant

Y Brown p.56 Brown further points out that after this redistricting of
teaching that some techoally oriented ceramic programs remained within
engineering departments and were thus relieved of concerns for teaching

aesthetics of any form, allowing for a narrower focus upon the technical YIntkS mMyynad FtyR mMydnad aAd s+ba aadzySR
rigors of ceramic engineering. would be needed to work the clay, throw the pots, fire the kiln and handle

Ba/ KAYEF LI Ay G A peditting forawoniel @f tsisuke (of thie 2 the glazing. Women might do the designing and decorating, but a man

middle and upper classes and for women whose circumstances forced would perform the other tasks, whichwere RA S OK I y A Ol £ = KI € F | |

GKSY (2 ¢2NJ) ®¢ Firddby IfedlS: Areduipd Potely e @ WSaaAS t2Sa0K gAGK {ff& alAyZ abSsgld2Y
the Arts and Crafts Movemen$an Francisco, CA: Pomegranate, 2000. 7 Enterprise for Women 1896 con n € ot! Y POBKAFFSNIt dzo 0
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that the work was being undersold by industrially manufactured
ware. Eventually, many of these potteries shuttered their doors.

With the loss of handicraft as a model for comdity
production, the educational framework that produced these
artisans remained, and needed to be housed someplace. What had
been taught in Craft societies was being incorporated into the
' YSNAOIY dzyA@DSNRBRAIGES aegadasSy a
educatian.” Between 1900 and 1950 the teaching of various kinds
of ceramic practice would be housed in different academic
departments for different reasons. In some schools it was taught
as part of the Design department and connected to industrial
manufacture, others as part of Home Economics as a form of
adzaidlroftS 62YSyQa SRdzOF A2y >
time when architects were encouragéa take responsibility for the
G a2 Gt of Reérduildihgss

Todaymany schools have a dedicatesdk for the training
of functional potters within ceramicdyut this was not always the
case. At the turn of the century, schools would hire journeymen
potters to throw forms and fire kilns. Usually, thegaurneymen
potters were trained elsewhere, asraapprentice to anotheland
then employed by the scha®l The educational focus was upon
design, form and color, while the technicalities of throwing and kiln
firing were left solely to the hired potter. Slowly though the

“As an example, Mary Chase Stratton Perry helped found the ceramics
program at the Unigrsity of Michigan as part of its architecture program
in 1930http://www.ur.umich.edu/0304/Mar01 04/20.shtml<accessed

on October 10, 2008> and even earlier Mary Sheerer who was loosely
affiliated with Rookwood in Cincinatti was recruited by Tulane University

concentrationstarted to shift,and as these potters became more
and more a part of the system, the need to train additional potters
soon arose. Even as late as 1946 schools like the Art Institute of
Chicago were not yet in the habit of training potter®©ne of its
students, Warren MacKenzie, who would later become a
foundational figure in American pottery and influence a generation
of I ceradidgkatchesto- %, wEn2 Ky Englaifd tog @ovkSas Qe
apprentice to Bernard Leach to complete the gaps he saw in his
training?* He would eventually niport not only the technical
knowledge base he learned there, but some of itheds as well.
Compared to ceramics in the United Stat8sitish Studio
Pottery was a differently inflected version of Arts and Crafts

Iy RidedIgn$. yOnk dould chardictbiie tefBiencad JOFBHAtBhSudialzNIG

Pottery and American andicraft potteryin two ways; first thathe
British studio potter-artist was responsible for the total production
of the work, the roles of potter and decator were not separated.
Scond,British StudioPottery more self consciously set itself apar
as an aesthetic practice. ail more plainly,studio pottersmade

a1 62dzi K f T gylear [1944, N& df3hk studén® discovered

a book by Bernard Leach callaéd?otters Booknd came into the class very
excited. And we all rushed out and bought this book, because Leach talked
about establishing his pottery in England, his training in dapad the way

F LRGGSNE OFy 6S NHzyo® 1S &l AR &dzOK
YI1S pn LRGa SFraiate Ay | RI&Qa
throwa15inchi | £ £ Oéf AYRSNWQ 2 Sff x>
Warren MacKenzieOral history interview with Warren MacKenzie, 2002

G2 KSfLI F2dzyR bSg02Y0 t20GSNE 2y { rOst 29, Rifhivesdfidmern ArtaSnBhSoniaidlinstiufloyf 2 ¥68 LJ2
ASSYSR I adaAadGlotS SYdSNLINR&S T2N & iy dwwlaafsifediAdlectipislorallyist ires/ténastridigiabléen02.1t 2 S
and Main, p. 24 m <accessed on October 20, 2008>
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http://www.ur.umich.edu/0304/Mar01_04/20.shtml
http://www.aaa.si.edu/collections/oralhistories/transcripts/macken02.htm
http://www.aaa.si.edu/collections/oralhistories/transcripts/macken02.htm

pots for pedestals instead of tabletogd Noteworthy among this
group was Bernard Leach and William Sthiterray in the 1920s,
and Lucie Riand Hans Coper in the 1930s. Much has been made of
the rivalry between Bernard Leach and William Stbdterray, two
potters working in Londorbetween the wars It is important to
realize that British Studio pottery was itself not a cohesive whole,
with a single conceptual model as a way of working. Even though
there was often a great deal of visuaindarity between the two,

the conceptualization of their work was very differenn different
ways, their strategies and positions would eventually becqad
ofthe! YSNAOlFYy O2yOSLIiAz2y 27

22 0f course George Ohr and others were working as potters in this sense,
odzi GKSANI 62N)] SEAAGSR 2dziaiARS 27F
wasg/ Qdally felt until long after his death in 1918.

11

Bernard Leach 0 The Art of Being a Potter

a OS NI Y A Oapwéing the 1940s an80s

the writing of British studio \ [
potter Bernard Leach began to

influence a generation of
' YSNAOIY LRUGSNE O ghAs > al
t 20 0SNR2 (¢ 2 NR

published in 1940, and reprinted
numerous times since, contained
a mix of aesthetic philosophy and
technical knowledge that fit the
needs of ceramics programs that
were beginning to incorporate
the instruction of wheel throwing
into their curricula[figure §. As
American based ceramic Figure 61t 2 (i (i & Bamard?
instruction was gradually shifting Leach, 1988 edition

from potter and decorator as

ASLI NIFGS NRfS& G26FNR | Y2NB dzyATA
O2yaz2f ARI GSR }yz gdrtiStRvASperdNall 0rK S ¢ LJ2
GKS INO GKFEG L FY GNXOAy3do hKNRa Ay T



nearly alli KS LINRPOSaasSa 27 LINERUAi A2y

only did it contain the instructional knowledge necessary, it also

advised uponproper aesthetics standards; all of it wrapped in a

sociological imperative of the work as a continuation of the Artd an

Crafts movement. In that it provided both thww and thewhy of

ceramics,it could be viewed as first contemporary theory of

ceramic practice. His book focuses ottery; there is almost no

mention of historical forms of ceramic sculpture. Anchaligh it

aims to instruct the thermodern potter, it looks to Asia and the

past, particularly the Sung dynasty as its model of proper pottery

production and esthetic. .|
[ SFOKQa agte Ay GKS !'yAGSR {d I Flgugd AD4LKY @A TOBY QQSANEB\@ZU V\%I-Oiﬁ SR®

Many of the potters that aprenticed under Leach went on to teach ﬂ%':;'aﬂ;':‘t’t‘w";”'p\?ceh'?grgrgia‘:h' Rudy Autio, Peter Voulkos, Shoj

in the American university system, notably Warren MacKenzie who

began teaching at University of Minnesota in 1853.As well, United States with ShiojHamada. This trip included a stop in

[ S OKQ&a Ay TtdzSyO0S 4 & TdzNI KSNJ & delenaRMortand where Retenyy gutkos was W@ KiliguweS] ( 2 dzZNB R

'y dzy RSNBGFIYRAY3 2F . SNYFNR [ S}

” _ _ _ inform our understanding of his influence. He was initially trained
Bernard Leach, A Potter's Book with Soyetsu Yanagi and Michael Cardew in the fine arts, with a fous on drawing and etching and relied upon
(New York, Transatlantic Arts , 1954)1 As well, he attempts to '

RAAGAY3dAaK KAZ Y2RS 2F s2N) FNey dNPResskits, WiE™ Bg SWtGNQd, QVRr ey POIGTY. | 0 IOZONRTET dzLae v
porcelain in enamel colours was consider thensnig of ceramic arg, apprenticing under Kenzan VIl in Japan, he set up his own pottery in
PPLIJNASRQ F NI 6AOK | @5Sy3sStyOsH ¢ LJ®Be |ves, England. Like some of the other studio potters of his time,

' OOZNRAYI G2 abOVSYylAS aLy wmdpob niKgiol NhedRisr-theNdk galel X with "'pBts Yidftafed upon

smaller than it is now. The director of the department had been hired to

bring together a group of art offerings, which had beemlendifferent pedestals, rather than a showroom with pots displayed as
FNBF&az yR (KSe& &alARI tS8SGQa 3ISa |y comubditesSfos caasyndpsiain éand hisel He keliet jop s visSuali S NI A
with Warren MacKenzie, 2002 Oct. 29, Archives of American Art, formal training togain success within that context. His best pots are

Smithsonian Institution
http://www.aaa.si.edu/collections/oralhistories/transcripts/macken02.ht
m <accessed on November4,2@p8 ! f a2 | FdzZ t aFlFYAfe& (GNBS¢E 2F LRGGESNA
that apprenticed at the Leach Pottery and the potters that worked with

those potters can be found dittp://www.ceramike.com/LeachTree.asp

<accessed on October 1, 2008>

appreciatedfor their integration of image across form, but rarely is

12


http://www.aaa.si.edu/collections/oralhistories/transcripts/macken02.htm
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KS LIN}» AaSR F2NJ KA a % {Sodnfecorortic 6 KS LR GGSNRa 6KS
forces would shift, and so too would his focus.

Leachswitched his emphasis from potbat were displayed
upon pedestalgo potsthat-emphasizeefunction. Thiswas born
more out of necessity than by choi€eWhen times got hard during
the Depression of theate twenties and early thirtieteach faced
fr33Ay3 a3ttt SNEE alftSa FyR agAio
more work at lover pricesand emphasized theiiunctional nature
over their previously appreciated visual qualitieEhis pricing - . :
A0NF0S38x LIANBR gA0GK KAa oNAGAYy3Ia SKAOK SallRdzaSR GKS GaSGKAOFT LR
(meaning simple utilitarian ware, modestly priced and of a
vernacular flaor) shifted the focus and trajectory of the work.
Ware that had previously been destined for tpedestalwas now
landing on the table. Despite the shift liris attitude toward utility,
GKSNB 41 ayQil YdzOK | o62dzi GKS LlRGa
between the work Leach had shown in art gallerié®m what he
OF ff SR aaliltyeRkomdIhat hdsoldSia Big shop and
through catalogs[Figure8]. Because there was no radical break in
visual style or alteration of form, it is difficult to discern ttleange
in conceptual orientation. What started off as an investigation of
aesthetics and as a special class of object production, one where the
functional qualities were almost vestigiahorphed intocommodity

N
w»
puj

B Attt alNEKFffS I 2yS GAYS | LILINByYyGArAOS
al OYSYT AS o0l y2GKSNJ I LILINBYyGAOSa | & at éA
RFYYy® .dzi KS YI1Sa 6SGGSNI LRGa GKFEyYy | y
to Robert Silberman October 29, 2002. Archives of American Art,

Smithsonian Institution, Nanette L. Laitman Documentation Project for

Craft and Decorative Arts in America, n.p.

2T dza oé

26 ~ = A . A ~ A = ; A N - ,
E R R 2}t s . SN¥YI N I OK 2y I DI N RODS L
39 dr dzyf S t a. SNy RO[SEOKe Flgl}feS It SI tuzszl LJt f3%5¥ﬁ2\} d.zosqrilyl KR Cb[d&syrﬁ P

a8t SOGA2Yy 2F KA&a aadlyRFENR o NBao:
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production in a sphere adjacent to the usuautes of exchange.
One could say that the shift was from ceramics as an art practice
backto ceramics as a social practice.
¢CKS LRLMzZ FNAGe 2F [SFEOKQA ogNAGAYy3IsS O02dzZlJf SR gAGK KAA G2dNER 27
the U.S., assured that not only his practical Wiemlge would be
incorporated ito US basedceramis education, but so would his
emphasis upon functignalongwith its heavy dose of backward
f221Ay3 taiAlty |SaGdKSGAO® | 26 SOSNE a LQff RA&AOdzaa fFGiSNE (GKAA Y
function with a fascination of long gone and far away culsre
would pose p&AlJi A Odzft  NJ LINR o f ®Yfi withineadd a OSNI YA Oa ¢
FOFRSYAO dzy RSNBGFYRAY3I 2F 64l N ® Gilliam Staite -Murray - Pottery as Art

Between the 1920s and 50s there were certainly other
studio potters thinking about the expressivadchaesthetic potential
of pottery. William Staite Murray, Lucie Rie, and Hans Coper were
FY2y3 GKSYO® adzNNI ez | O2yidSYLRNI
useful comparison of stylistic and conceptual differences in relation
to function and aesthetics. Whilashconnections and influees on
the concept of ceramickqy midOSy (G dzNBE ! YSNR O OF y Qi
drawn as is the case with Leach, they certainly had an impact.

If Leach was espousing the art loéing a potter Murray
proceeded as if pots were art. MMd- € Qa 62 NJ ¢ & 3INR dz
vessel, and like Leach sometimes did, he threw his own forms and
glazed his own designs. But despite being well crafted and
functionally possible, Murray did not see utility as the main purpose
of his work. As ceramic galisr and critic Garth Clark points out, it
gl a y2i &Lk i bssedEmarnufacture of @ N@ésFeli ta
O2y il Ay f AljdzA RAOBRAND I T2 20RKES 20t d2(iF 81X ¢ WL
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KA&d F2NX¥a 6SNB YSIyid G2 aqa&yozftAl
Murray did not endeavor to makevesselsfor actual containment,
but instead as aesthetic objects intended to be received like visual
art sculpture CriticMuriel Rose notest @i K+ 18 GKS YI {Ay3
wares never interesteMurray] and his later one man shows were
held at Lefevre Galleries, an established center for painting
SEKAOAGAZ2Y A 2X%¥Muiiakdd nat énterihis W@ K iltni S o ¢
the lineage of Arts and Crafts making as an alternative to industrial
production, but attempted instead to place it within the dert of
fine art.

Like Leach, Murray was initially trained as a painter, and he
described his work through its formal visual qualities rather than by
its utilitarian aspect$? As well he specifically tited his work asan
artist would title a painting @ a sculpture note The Bathe(1930)
and Wheel of Life (1939)[figures9 and 10]. For a time, he was
successful and received praise from London art critics. As . , . - .

o . . . Figure 9 William Staite Murray,The Figure 10. William Staite Murray,
contemporary potter and critical writer Julian Stair recently noted: Bather(1930) Stoneware, 28.5 Wheel of Lifg(1939)
G06SG6SSyYy ™dH studid pofery wasoah e core of inches high. Stoneware, 25 inches high.
Modernist critical developments in the Fine Arts, breaking most of
AGa Fraaz20AkGAz2ya gAGR LaeNMarayl v R did/ dighd diddhot dhdyéHstprcid@sPaegyr conceptual stance.
faced the same financial challenges from fepression that Leach When Leach switched his tactics and began to emphasize function
and affordability over aesthetics and contemplation, this posed a

“DENIIK /tFN]L® dadNN} & FyRshardstcah v 10KlREYAS /B g hsadzdl 2 Ody AYUSYRSR dz
Clark on Ceramic Ardited by John Pagliaro (New York, N.Y. : Distributed ~ Leach began thINB I OK 2 F 1 KB¢ aBYEKADOKKE G LA a |

Art Publications, 2003), p. 123. dz At AGENREFY YR @SNyl OdzZ  NJ Ay Tl ¢
Muriel RoseArtist-Potters in EnglanfL.ondon, Faber and Faber, 1955), 22.

25 dZNNJ & hesformsRiE abstiactions and as such readily work suffered in conFrast. H|.s askl.ng prices at thg gallgw geemed
contemplated as pure fof & @ ¢ I &4 |j dz2 (iC3ais Magazingdzt A | gecadant, Abntzonly if one vievde his work as being utilitarian;
Jan/Feb 2003. 42. MurNJ @ Q& LINA OSa ¢SNB y20 2dzi N 3S2dza

Owdzf Ay -ifvénting REWhéehNA Ay a 2F i GdzRAZ2Z t 200 SNEE
Greenhalgh Persistance of Craft: The Applied Arts Tagdegon Victoria
and Albert Museum, 200@. 52
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sculpture®* The public perceivedd S 02 aiG 2F KA & & L Arls aMdEéfts Imévenge@hkyhad grown in different ways in

out of line with whatappearedto be utilitarian ware Garth Clark their separate contextsAnd snce the aesthetic qualities akeramic

notes that thischangecausd one art critic who had mviously production had always been an essential part of theatqdicture,

reviewed his work favorably to turron him &Ry  wa dzNNJrécohéatifuting themore technically orientedporograms within art

enthusiasm for form and colour in the abstract, he has lately been in  departments seemed almost naturdl. We also know that these

some danger of forgetting that a pot is just a gt threads were knitting together in a moment when the aorld was

in the thrall of modernism as influenddoy Clement Greenbergnd

I'FR Al 06SSy Y2NB 2F adz2NNI & Qischa@goyfitySilLabstizictt ExpriessibdiNmit-oQts mix, fhe idea

studio pottery as a pedestal based form of autonomous abstract of dceramicg emerged, and the conditions for what has been

sculpture that was imported into the United States university labeled "The Ceramics Revoluticiéveloped.

system, the concepts and theories out of which ceramics was built

might have been slightly differentBut, n 1939 Murray traveled to

Rhodesia and ended up staying there, and giving up potterin

adzNNI @ Qa [I1S0 DENASIISNEAZ2ZY 2F OSNIYAOa & AYKSNBydifte

functional which he promoted until his death in 197%vas what

gained greater exposure in both Britain and tbeS. This idea of

ceramics a studio pottery mixedwith the china painting tradition of

ceramics as domestic design, and thrown into the blend was

ceramics as science. All tfis informed the newly reorganized

LIN OGAOS 2F GOSNIYAOQae ghmimkAYy ! YSNAOFY NI RSLI NIYSyda

century. Even though the china painting tradition from home

economicsand the potter as artist tradition were both born out of

Pl

BE{GFAGS adNNI & ySOSNI YERS LiRGa GKrG O2dzZ R 68 dzas
ways. He saw his pots as havthg same value as sculpture, they were

YEYSR YR LINAOSR |a adzOKé 9RYdzyR RS 2t a! /SNIYAO | Aaili2NEé
http://www.ruffordceramiccentre.org.uk/ceramic/history/hist2.htm
<accesed on September 22, 2088

% Garth Clak, ThePotter's Art: A Complete History of Pottery in Britain
(London: Phaidon Presk995), p. 142

* Tanya Harrod, The Crafts in Britain in the 20th Century. Yale University % See GleBrown p.57 and the epilogue of Jessie Poeligwcomb
Press (New Haven]1999). p.35 Pottery and Craftas a case study
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Setting the Stage for ORevol

If we identify the midOSYy (idzNE | & GKS 2N
then the practice of ceramics would be at a disadvantage in relation
to other disciplines like paintingr even photography. As newly
founded, therewas no formal history or thery to draw upon, and
& O S NI asAia(piactice, with its close ties to function and the
decorative arts, would have a hard time fitting into the dominant
modernist theories of what art was. And, in the absence of a
foundation, newly minted theories would seem to hold more Figure 11.Exhibition Catalog for Abstract Expressionist Ceramics, at the
gravitas. To this end the writing of Rose Slivka and John Coplans University of California, Irvine 1966. curated by John Coplans
were foundational and successful in establishing ceramic practice as
a form of artistic practice. This shift in perspective has beendaile
aa | NB @2 t dzii AL2ayid has2één dinResl Nd- Abatr&ch

Expressionism [figur
P [figured}. 1950s abstract expressionisaipting was hailed as a uniqderm of

As important as it is to understand the consequences of the A - o d si led the ri ‘N York Citv in i
6/ SNI YAO wS@2¢t debuikesyand Robér Afnesan (i §/NJercan painting and signaled the rise of New york City in its
dominance over Paris as the center of the art world. Critic Clement

helped to instigate,tiis just as important tdook at the conditions A A oA . A = A x p
DNBSYOSNHQa Ay¥FfdzSyoOoS Oly y2i

that made it possible. As | mentioned earlier, it was in the-mid
fifties that our notions of whatx O S NJ Was @a&s éaking shape
within university art departments. It must also be noted that in the
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writer on modernis art practices he advocated that each artistic
medium must express the properties inherent to the medium itself.
Newly housed withi art departments, the idea of ceramiesould

be expected to identify and display those inherent properties. Critic
Helen Giambruni, writing in 1966 about the previous decade,
SELX IFAya AlG G(GKdatey aoLy G(GKS
the U.S. held that a good pot was a useful object, a vessel, and
should express both the nature of the material from which it was
YIRS YR GKS YSiK2R &%8In thi& way,K
ceramics could constitute its own version of formaliafmich would
asoo S Iy SEGSyairzy 27 SNY I NR
utilitarian.  This position couldalmost fit squarely withn the
modernist expectations of medium specificity, except that the
dominant conception ofmodernismas inherited from Immanuel
Kant via Clement Greenberg was that art was expected to stand
LI NG FNBY SOSNERIE tATSO
criterion for identifying and evaluating something as art. A state of
disinterested contemplation was required in order to consider
beauty or evaluate aesthetics; disinterestedness meant that the
object under consideration could provide no other benefit the
viewer than to be considered. Through a Kantian influenced
modernism via Greenberg, pottery would be disqualified from the
start if it maintained its ties to functionWilliam Staite Murray had
attempted to position potteryasart earlier, but wittout a

» 9 ELINB &

t Sy DAIFYONHzyAZ a! 6aidNI Of
fFAT2NYALII LNDAYSDE /I N Fi
.6 pp. 17 &61 .;p7 Later she explains that it was a break from this
KAY1Ay3 GKFG Fft26SR GKS [2a
tfft26SR GKSY (G2 YI1S

emise that there was nothing inherent to their mediwanich should
STAYAG Iy FINIAAGQA AYFAAYIFGA2Y ®E
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| 2NAT 2V 0zab yOE BAaSNBR YOS 6o SNI whPa> Ay2ii®s. 2510

Iy 3 S fed @ oslARgéles SoiEty MuFeun of AntitRikyoli |8telziatioRal BewO A N S
0§KSANI Ayy 23 ( Aarng 200pals|intetestifdS fote thad five yRarLlafer, wHerShe dmsa LI2 1 Sy

permanent alteration to the functional qualities bfswork, it could

not sustain that understandinggnce removed from the gallery

pedestal The question then remained as to how ceramics would

self identify its field of inquiry within an art depament without

0SAy3 aSSy a Iy &l LILX ASR F NIié¢ 2NJ

dzy A@SNEIFf OfFre ISaidk
CeramicSconnection to sculpture and the plastic arts was

another way in which clay had been used historically. But, as Glen

A BrownsHasipoire2 b, dRedramics to have renounced function

and exiséd solely as a threglimensional sculptural object, it would

[ SKOROEYSKEANE K2 T Qfil & 21dd RA y2R/I NS yai§ &

discipline of sculpture, another unit within the university art

department, claimed aulpture as is central object. Clearly, studio

ceramics could not do the same with disappearing entirely, without

0802YAy3 YSNBfe | Y2RS gNUKAY GKS |
Fa I

Arneson helped launck 1 KS OSNJ} YAO& NB@2f dziAzy

had been working as a potter focusing on functiof@ms, was

recruited in 1954to join the Los Angeles County Art Institute (later

renamed Otis College of Adnd Desigh specifically to build a

ceramics departme®® In 1962 Arneson, who had begun his

training as a potter under Antonio Prieto in the design school at

Mills Collegen Oakland, Californjavas hired by the University of

California at Davis to start a ceramics program. At that time, Davis

/ SN YAOaz 'G GKS | yAGSNBRAGE 27F
Color and Fire: Defining Moments in Studio Ceramics,-2060, Jo Lauria

G

recruited to Berkeley to help with their ceramics program, it was, at the
tihédhmused within their design department, not art department. p. 110



was primary an agricultural school, but with a budding Design
Department which happened to be housed within the Home
Economics Departmerif. Both Voulkos and Arneson were
developing their ideas from within the context of the university
system, both began as potterboth had aspirations toward their
work being received as art, but each of them saw a different way
out. Each of them worked with and against their context and
ol O13INRdzyRa (2 YI1S az2vys 27
had seen.

Peter Voulkos

Peer Voulkos is considered the central figure in the ceramic
revolution, brgely through the writings ofohn Coplans and Rose
{tAD1l 6KSY SIFOK gNRBGS I 062dzi
movement® Voulkos was initially trained as, and received much

praise and many awards as a functional potter. Because of his

notoriety as a potter the Los Angeles County Art Institute recruited
him to help establish their ceramics program. In the late fifties,

BNeal. Sy ST NI =
Des Moines Art Center, 1985p.21-HH | YR | f & 2
/'S NI Yhitgd/anéw.davidgilhooly.com/davis/ra/index.tm <accessed
on October 10, 2008>

PW2 Ky /2L ya a! oaidNF O
I TEAF2NYALST LNBAYSS
Craft Horizons 21/4 (July/Aug. 1961) p. 31
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while teaching and working, he continued to throw faarilvessel
fA1S F2N¥a 2y (KS LRGdGSNDa
cutting, ripping, and punching through his forms ankden
reassembling the piecesHis new forms retained traces of the
vessel and pottery production, bubvertedtheir utility by their
deconstruction and reconstruction. His work is most often
described by its similarity to abstract expressionist painting, and

6KSSt >

i K Svouk@szofien flked Abbut Yeihg ifidhled byKitdse NEWYorki & €

painters. But, | think it is far more interesting to thiakout his
work in terms of what he was working against rather than to simply
position his work as a latent manifestation of abstract
expressionism in plastic form.

For Voulkos the position of a potter in an art school was
tenuous to be sure. Although hethinherited the Leach model of a
single artist potter responsible for the entire work, the emphasis
upon function was certain to be a challenge if his work was to be
NEOSAGSR |a ablNI®ég 'G FANRG KS
abstract expressionisnn his surface treatments of higinctional

ottery forms., In_the early 50s the.decorations of his poere . L
oosgr !ar?dag%s’t\lu‘]r'aé)ng his sEurLf%Iél‘eBs %/iguéll?/ %ﬁm?ck%d ébgtrlgl\gi YAOa:
expressionist drips and splattersThen in 1956 a radical shift
occured when he kegan to physically alterbut not completely
obliterate, the functionality of his pot§figures 12 and 15]

This importantmoveis best seen in a piece likocking Pot

gl

& VARD (BT & LINGBRAESE 658 4 (1958) }Ag‘daezfrornitlg, Ht|e, which clearly identifies it as a pot, one
388 5 ¢xXF see hdkthe inidal essghshape as well as the telltale throw

GKAOK OdzS GKS @GAS6SNI GKFEG 0
Howeverthe.cut holes andattachedprotrusionsconfound ..
- [e] I NI . DI § S OSNBAUE 2

NRA Yy 3a
wheel.
aua

wayofg 2Ny Ay 33 | ¢ ahatkliy ioBleade ebidehisli dzNB ¥ ¢


http://www.davidgilhooly.com/davis/ra/index.htm

GSNBE LI AydAy3a Fo2dzi GKS O2yRAGAZY

1956 was really a pot which was about being a pot. If as Clement

GSSYoSNE KIFR Of I A YBIRNRIKQ &l icofS QoA K€ Su

itself, the fact thati®a 6 Sa G | NI A & G asbésNdets| NI A &

L2 Siaoo@dfilaza KIR 0S502%S | LRGGSNA
Many writers have described his tireless productioml &ime

voluminous quantity of work he produced think this momentum

carried him quickly past what | would consider his most important

work and on into other forrm He soonbroke from function all

together. The interior spaces are sealed off, and whppraised

visually, the forms could just as easily be solidttes could be

hollow. To read any reference to utility in works lil&oleares Il

(1958) or Untitled (1958) would rely more upon an intimate

r

i
EAN
>
C

Figure 12 PeterVoulkos, Rocking Po{1956) stoneware, 18 121 x 17 in.
Smithsonian American Art Museum

roots in ceramics. It negotiated function without letting celiam

0S 0a2NbSR Agkijast adché dabdelliofizdhiee
dimensional practice. His work referenced the functional, without
0SAy3a NBRdzOSR 2wl itarefefeNddd sculptlirdzy O (i

without being absorbed into it. It was modernist in that it Figure B. Peter VoulkosSoleares I Figure %. Peter Voulkos,
éexpressesoth the nature of the material from which it was made (1958), stoneware, 30.5 x 16 x 14 in. ::Jc?lgtrlgg élliggs)’ Geramic with
YR (0KS YSGK2R 0@ GKAOK Al o | 28 1/2 in x 21 in. x 7 1/2 in 0

conceptualzed and made physical what was necessary to establ

ceramics as a form of art. Like the paintings of the moment, which “°/ £ SYSy i DNB S yNFSNEITY Rart 3 GaiGerEkitical
EssaysBeacon Press, 1965 p.8
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knowledge of his working methods and his history thany manipulation of form, which permanently augmented functionality
objective interpretation of the resulting obje¢tigures 13 and 14] madeit impossible to level the same accusations.

It is almost impossible teead a relationship to functionit just

KFELILISYSR (G2 068 YIRS 2dzi 2F Otlas

happened to be one of the tools. These works prtgd much

Y2NB Ayid2 GKS NBFfY 2F &aoldz Ldz

thoughthis workis generated through a similar process Rocking

Pot, it doesnot take the same conceptual positionvoulkosmoved

beyond whatwould have been considered crafitdé something that

g2d R 0S 0SUGSNI dzyRSNRG22R & aa
Then in 1959, while still working through a construction,

RSO2yaliNHzOGA2Y YR NBO2yadNHzOGA2

overt references to the vessel and utility returned to the final kvor

Although a radical deconstruction of the vessel, most of this work

with its loose radial symmetry, open top with access to interior

volume and the suggestion of containment, shows that Voulkos was

still interested in the vessel, and by extension, sonwiam of

utility. In fact,l thinkthey become more interesting when thought

of in relation toF dzy OG A2y | YR { KSVoulk&sSMas 2 F '

investigating the vesselutility and the possibility of maintaining a
sustained reading of ceramic vessela#s

After a brief foray into bronze sculpture in the early 60s,
+2dzZ 124 NBGdzZNYySR G2 Ofle Inow adl
most famous for. These pick up where his 1956 work left off. The
stacks are an investigation of the vessel throughaaldalteration of
shape, scale, deconstruction and reconstruction. The expressionist
brush workhas gone missing, and the more subtle effects of ash
from a wood firing activate the surfaces. If William Staite Murray
KIR 088y | 00dzaSR R&F FeNBSHGALRT:

112 A % @B

FLr IR RLey -

(@) A4

Figure 15.
Voulkos inCraft HorizonsSeptember/October 1956. p.18
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Robert Arneson 0 No Return to Utility

Today, it seems strangedhthe thought of putting clg to
the task of representational sculpture could seem radical, as if the
huge swaths of the history of sculpture had been forgotten. But, in
the 1950s clay was more likely to be thought of as an intermediate
step on the way to producing a sculpture irdifferent medium, or
NEt SIFGSR G2 GKS AaYSNBf e
architectural ornament, than to be thought of as sculpture in and of
itself. The sculptural tradition was still tied to the classic materials
of bronze, stone, and steeBad (G KSy =
was linked to the production of functional work. It is through
function that Robert Arneson started his work with clay.

Arneson had also begun working on the same problems as
Voulkos, he sought recagion of ceramic practice as artistic
practice, and he too is credited with starting his own style, namely
& C dz* \Whdt | would like to highlight however, is how Arneson

*The term Funk Art was coined by curator Peter Selz in 1967 for a show at
the Berkeley Art Museum which featured Arneson and some of his
students. Besides making compariosons ta dam earthiness in the
OFdlft23x {St1T RSaONAROS& aCdzy|1 A&
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K Dés Mdihes ArGeNter,(188E)y 1502 2t T A i

negotiated the transition from ceramics as overdetermined by its
functional and domestic associatisnino a way of making

sculptural objects of aesthetic consideration. That he made
sculpture out of clay was nothing radical, but that he made

d0dzf LIWGdzNB Ay GKS O2yGSEG 2F sOSNI YA
best known works are his sculptural portrdgathat act and speak

like monuments or portrait bustsHis stately representatiosare

undercut with humor; overt references to more bodily functions

override cerebral concerns, and the

treatment of surface reads more

SY62RASR FyR a¥Fdzy| SGF OKSR
AyiSttSOldz t @ . C [Qa | @S
this world was through functional

L2 G4 SNE o Ly T O RSaON.
KAYaStT Ay wmoppt | SOSNI Ay
Yot Sy LRGQ SGKAO A0AtE O

RS 02 Ny (i & HenlzdviSthis chcerd With I YV R

function and the everday would send
him off in interesting directions.

Mills College in 1961, trainess a potter Figure B. Robert

under Antonio Prieto. As the oft tolc AmesonNo Return
. . (1961), Stoneware, 10.5
story goes, while demonstrating wheel incheshigh

than disengaged; it is bizarre rather than formal, it is sensous; and
FNBljdzSydte AG A& Themiplied opgeSife 8f edcf R dzy 3 A Y
thosequalities are the qualitiessually used to describe modernist art of

GKS GAYSd t SGSNJ {StT = acCdzyl1é ! yAOBSNERA
Art Museum. 1967 p. 3

“2Neal David BenezrdRobert Arneson: A Retrospect{@es Moines, lowa,

Ad O2YYAGGSR NJ



throwing techniques at the 1961 California State Hagrtopped a The momentum that
wheekthrown bottle with a bottle cap and added KS G SE (i wéasbstrted withNo Deposit
Deposit, No Returh [figure 16]. What began as an offanded joke was continued withSix Pack
GdZNYy SR Ayid2 &a42YSUKAYy3 Y2NBO® ¢ KAGHz (19845anSRask Jdhi
objecthoodcoupledwith a denial of function israimportant point (1963) [figure 17]. To

of development for the artist as the beginning of a long contextualize them with
investigation of sculpture. For numerous writers this story has other work of that era, they
served as a marker of turning away from function and beginning to are coneptually similar to

emphasizethe sculptural possibilitie®f ceramics,or turning from but not identical to Jasper
OSNI YAOa Fa az2yfte ONIY TGO¢ Batyoi 2 W2EMMaAEass (596Daf |
Arneson it was another way to push clay that was not aligned with ! y R & 2 | Byl 2Boxe s

LJG dzNJ- €

what Voulkos was doing. From an interview with Gwen Stone: (1964). Johns and Warhol
Arneson:l threw a handsome, sturdy bottle abt quart recreated objects of mass -
size and then carefully sealed it with a clay bottle cap and production out of artistic

stamped NO RETURN. It really upset other people because
it was such sacrilege. How could a piece of mud upset

materials a can is cast in
bronze and painted, a

anybody? . . i :

Stgne'syo you joined the revolution? wooden cube is painted anc '(:igté;e) F'tROberteAgg]-esc;,nFur?-kﬁ]Ohn
' ' . . . , sStonewar Incnes ni

Arneson: | did. But thenthere was this other option. That silkscreened ~ with ink. ?

you could actually make things that represented things that ~ Arneson goes one step further in that he recreated the objects out
gSNBYy Qi GKAy3aa RByR GKIG 6+ a odBdhadmadfbwvhich they are madea toilet or bathroom tile is

_ _ made again out of clay, a clay brick is remade out of clay, a clay
No Return(1961) becomes a representational sculptural object at flower pot becomes a claydiiver pot ¢ but none of them were

the cost of utility. Its utilitywas permanently removd, once that F Otidzt tf& dziAfAGENRIY® L R2y QG YSH
cap sealed it shut BecauséArnesonwould eventually teach at UC
Davis alongside painter Wayne Thiebaud, and because he engaged
with objects of mass productiolflike soda bottles) his workis
sometimesread within the context of Pop. Howew | think his
early work proposes something more complex than that.

entirety of his attention at the time, but that these works should be
seen as some of the most significant. It is important to note that
these wererepresenationsof functional, everyday objects. In order
to a modernist aesthetic paradigm,ehwas playing functional
ceramics against itself.

Arneson created/essels i(e. bottles and toilets) that bore

D48y (G2ySs GweoSNI I NYSaRy AY 12 GASMAL b ndhd heiCarBid Sbss! tich Liiadee e 07

Dialog: Works in Clay, Vol 2. No 1. 1975 p.6
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0dzA £ G dthat] eBessie8]tboth the nature of the material setting that they were enmeshed within, but they were certainly

FNRY 6KAOK AG 61Fa&a YIRS yR #KS anéré f2hem. o & adiblisi@d int&riew@dnversatich Mah PRub £

But his removal of actual function was different than Voutkos Soldner from 1966Voulkss mentions his ambivalence about

I Ny SazyQa ¢2N] o+ a O2y adtidhbdQieS R furctioh ¢ ¥R ¥ S8 A OKRB LIRBAKYT G2 2dzifl ¢ &l

objects he depicted, his pieces referenced the functional while FNRBRY &aK2éa 06SOl dzaS G lmsaehtigng@l G2 f 2
I

never suggesting that anything about them coblelfunctional. In R2y Qi GKAY1l LQ@S O2YLRdzy RSR | 3fl
O2y UGNl RAAUAYOGARZ2Y T =+2dzZ 12aQ f | Nfa3e |Zad tind. SAnvighs K2 INJ Bl &F & 882/ dzA SNIK G | NI
and reassembled shows traces of objects thate were functional I3t TS y23080221°C Al NSoldhey &viokes yitie d ¢

and have been transformed through the efforts of the artist. We  associations wh the decorative/hobbyist sidedd , 2 dz wx 2 dzf 1 2 a
YAIKG NBFR +2dzZ 124aQ ¢62N)] | & 0 NRugdesfed ILda id 5. PauRsiBa@ thgyhavalddrdhdss Right ddldrsiin a2 NJ
defunctioned ts, but they are always seen as pots, not mimetic  book on the shelfoldf | R& O2f 2 NJA ArheyoR reatfed | Sa ®¢
representations of pots. Arneson was playwith these same ideas against thescientific side of ceramic throudfis embrace of store

in a different way. He embraced the hobbyist or domestic sile bought glazes rather than mixing his onHe had mixed feeling

d OS NI WA @iag store bought glazes, and the industrially about the desigrproduction side of ceramiconce commenting
manufactured by remaking that which is industrially manufactured that many studerd ended their study of ceramics at California

and then placing all within the conte of art by making mimetic [/ 2ttS3S 2F GKS I NIa RdzS (G2 AyadN
representational objects. Arneson was masterfully remixing the industrial production His conflicted position about his chosen

three converging threads of function, the domestic, and art mediumis best expressed KA & | LIK2NR&aY GKIFG OSN
ceramics. g 2 NI R Jascinxifgk & o0 6°8 ¢ ¢

As ceramics was being rethoughtjd difficult to speculate BUSGSN) tadf 124 FyR t1df CofHopENE @/ &N
. . u + Z a ) - adz a i
about exactly how Voulkos dmrneson felt about this admixture of June 1966 Vol. XXVI Np:26

ideas that were converging to form ceramics within the academic “\ulkos Soldner p. 27

“"Voulkos Soldner p. 28

*Helen Giambruni, Abstract Expressionist Ceramics, At the University of  *® Store, p. 8

Claifornia, Irvine. Craft Horizons, Novemliz@tember 1996, Vol. XXVI No. “**Robert Arneson interviews, 1981 Aug.-1¥b, Archives of American Art,

6 pp. 17 &61 p.17 Later she explains that it was a break from this thinking Smithsonian Institution.

GKFG Fft26SR GKS [2& ! y3IStSa LG4 S Nbip/@wiv.adaSiediNdlectbubrilfisioes/ ihshiipis/dBrsodlkimi | £ £ 2 ¢
GKSY G2 YI1S GKSANI Ayy20FGAGS 62N)] <écdeksSkon OcObeER, 208> (1 KS dzyall21 Sy LINBYAAS

that there was nothing inherent to their medium which should delimit an *®Robert Arneson illustratiorfrom Visual Dialogue, Vol 2. No 1 (19B&ick
FNIAAGQA AYFAAYIFGA2YDE t MT cover
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http://www.aaa.si.edu/collections/oralhistories/transcripts/arneso81.htm

Voulkos and Arneson staked out a space of practice that fit |
the time in which they workedand even though ceramics had a
long material history, they were in a position to write the rules for
ceramics as an art practicehdy worked both wh and against the :
context of their chosen medium and the moment. In the decades R
since, many artists have repeated those strategies, with continually
diminishing returns, but before we can consider that, we need to
consider the field they constituted.

. . Figure18.a b § 6 / S NI Y AbRase\SBviaSGFalt SidrizonsJuly/August
The Expanded Field of Ceramics 19961 i of YR

GbSé / SNIYAO t NBaSyOSé Caft w3goianeity shedsies in the dstarhidNdR to jayz, another uniquely
Horizonsin 1961[figure 18] Slivka was writing about the work of ~ American artforr> ¢ 2 (2RI € Qa4 NBIF RSNE KSNJ LI
Peter Voulkos, Robert Arneson and John Mason among others. In tad nationalistic, but to@ad between the lines one can see that this
describing this new work, she madclear that she sawitasa A& F+ NBodzidrt 2F . SNYIFNR [ SIFOKQa
distinctly American form of ceramic practice that drew inspiration asserted that American potters did not have an authentic pottery
TNRY FOGAZY LIAYGAYIOD G/ 2y G SYLI2NSIRME] ARy A Y (AN 3w (d &3 O8R 2Kilz30  SIRLIFRNS S6R
the vocabulary of abstract decoration and given fresh meaning to
the accidental effects of diga, dripped, poured and brushed
J3ft+rTSa yR atAlLla 2% ShekaSo lihd8 the Ay 1 KS NP dz/Rbg

*?Slivka 36. That she linkedghiisual style with decoration certainly
would have put a Greenbergian modernist into a fit and inadvertently
HEADLIESE w2380 a¢KS bSg / SNV D t NBvabyhavs pravidet Alimpétus foRobhdr trificg t Maindhth & distance
July/August 1961. .p3 0SGsSSy GOSN} YAOa¢é FyR | NIO®
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looking to anant Korea was a proper reparative.{ f A @1 | Q&
situates this new work as a proper American form, nurtured and
influenced by an America that is industrial, pioneering, and multi
cultural. In essence she advocates that the same conditions that
produced Abstract Expressionism as a superior form of American
painting are the same ones that produced abstract expressionist
ceramics aanavantgarde form of ceramic practice.

Slivkawas doing more than just navigating away from Leach
in an attempt tosimply connect the project of these artists to a
contemporaryartistic style She also had to negotiate with the
ideas of Clement Greenberdhe figurehead of modernist art
criticism, who was closely tied to Jackson Pollock and Abstract
Expressionismthe suppsed visual precursor for this new ceramic
work. Her main task was to emphasize the aesthetic qualities of the
62N] 2 YR R2gyLX I @&
LJdzt £ 2F LRIGGSNBR Aydz
& S| N& X ulatiregIfofmk &8 far as it could go to project the
excitemen of surface values, the pottefound even the slightest
concession too function to limitidgé This emphasis upon the visual
gualities of the work over its functional and haptic possibilitiesnthe
also becomes a second attack upon the theories inherited from
Leach. She was rejectifgA & (G KS2NB (KL G

261 YSNAOIya KI @8
NE20G>X gKAOK A& Ffvyzai
G! YSNR O vy ICHaitINGBzBA A \Rinfed 1950 p. 18
GoO¢KS addzRAZ LRGGSNB Aa
periods for inspiratiorand may, so far as stoneward and porcelain are
O2y OSNYy SR> | OOSLIi G(KS {dzy3
I t200SNRa . 221=
** Slivka p.35
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(KS Tdzy Ol A2yaKkS 20/8FHay
4 Odzf LIG dzNJB every drea bf the phaSightd, ¥ SsvauAtingthe vely idéa thathaidi

AYRSSR O2yadkNd L3RI

a0 y Rl NRhe pois thét Btheil andoBribus ivdrksHo poiess had forgnady | NR
¢ NI ydhe-Gea IFigriddp® | NIP°Slivkay.86s =

LIRI thadd &x8ted primarily for functior? It was a conflicted
position to be sure; she was writing forCraft Horizonsyet dill
desiring a certain distance from work that is hobbyist, domestic or

dzOAEfAGFNARIY® Ly NBtFiA2y G2 GKS O2
point that all links with the idea of function have been severed, it

f S gSa GKS °28ddy i thehistor) i kefaiigsdshe

voiced an opinion that would be taken up by the larger
SadlofAaKYSydT vYz2ald yz2i0dlFlo6fe W2KY

a! 6aid NI O / SN} YA OQa¢é

Irvine in 1996.

OELINBaaArAzyAal

For Slivka this was not simmgymatter of artistic style. She
was also working through some of the conceptual positions of
ceramics and its possible engagement with sculpture. In doing so
0{2K SO 20/NIMIRSSINY  (10KISK K A @ dzeNNB Y (
TADS
it birth ¢ Y 2 y dzY S y U I Severieéndyears later, art historian
Rosalind Krauss would return to this notiagm an essay about
potter-turned-d Odzf LJG 2 NJ W2 Ky al azy o Y NJ dz& 2
and PostModernda i { Odzft LJWGi dzZNBY bSg 9ELISNRSY
appeared as part of a museum catalog for a Mason exhibition, and

I R @an@xteindeRverdich Nthé shriekeas@ylwas published latrtim

Ad YN} dzaa @G22

NN

AmericaAy MpTy P Ly

i K S arfy fodtd, Ridhb il | 3 S 2 Furtkerirg Ahy’ asseitation that Slivkasworking to gain critical
0KS SljdzAa @I f SHYRRK aziF yyOB5 N2 | B I0KE &K S. 3 NJGISWR 4[N ISR &

potters of European countries who leave the technology and execution to

fL2Z SN2 | YIRS R@S 204/ t BF (1KSS RSIA
sheskeweasthe oft repeated claim that Bernard Leach merely decorated

[ S OKZ
l2ftep22R

*" Slivka p.35



conventionally beed SSy GAGKAY GKS 2 mAO0
the following year she condensed another version of this same
Saale I a
version, John Mason, the once central artist is reduced to a passing
mention.
For almost thirty yearsart schools have widely circulated
At AYR YNIdzaadQ a{ Odzf LIidzNE Ay

which to understand threlRA YSy aA 2y | f I NI &
&0NF 0S3ASa a + ¢lé& G2 SEIFYAYS
ofild 2NARIAYya Ay GKS lylfeara 27F

be identified as a pottera ceramist anda minimalist sculptorthere
is a certain beauty and logic to strategically appropriating parts of
her essayas a way to analyze the array of cerarmpractice we have
discussed thus far. As well, her structuralist approach to
understanding the pluralism of sculptural practices can help unpack
the pluralism of ceramic practice we have been considering. And
finally, because while on her way to openingp the field of
6&O0dztf LIWidzNBé¢ &aKS SELRASR 3AlLAY
century ceramists were working against in recognition of their work:
X2 0SS | -A08MILNRNAAY (GKS
was in1 some 9§entiaIAway to be marginal to
a a Odzf XIdwdzaNtatdhe medium itself had craft
associations. And these associations are intolerable
G2 a0dz LIJidzZNBE X/ SN YA O&
landscape (in its material) and too much of the
architectonic (in its ugge) for it to be acceptable as

Fwz2al f AYyR YNI dza & T -Modakist FeulptureaNey |+ y R
9 ELISNX Sy OS & Art in Sngericaval Ne¥, Roa &, Mayjune, 1978,
p. 120

Pw2alfAYR YNI dzaasx
(Spring, 1979), p.30

a { O daDctaiedNIES. A v
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2T GROJZV BRI IRB Py 8 KS aSYFyaAao |

pottery, ceramics speaks for that branch of culture

g/\/,quchts;\ogt{orpi%y toqrfgr]qgonal toachaic, for
' YS toaxddftdiff? dzNJS ¢

A X 4 A ~

C2NJ YNYdzaasz I OSNIYAOa
econgmics p a ceramicgs _with a functlonal history and Pre;valllng .
PeKcRstyf Bor ot '%fsa'ﬁ ASEh gastRV\fas thofmudh td toefate, U K NE
ey%nQnt tﬁe late 7%SN‘]\LE g N .

UKS RO%&H\HCI Qrﬁlféso ) fs-fudeﬂt%fsd}é]m {‘Cgeaer%gr
MY nd Wi sbitualh DAk Brond o, 162 Bherr ©

certainly inflected with a kind of Greenbergian modernism. Another

student of his was Michael Fried, famous for his argument against
minimalist art in hisArtforumS a &+ & a! NI |°Rittehn 6 2 SO K
in 1967 it isadirect response to forms of minimatisculpture of the

OI dza
Af

SENIé& AAEGASAS |yR 52y fThrewarRRQa §:
Srae fAyS G2 RthNJuoSUy’fssw 0ERNDERDE
DNESYoSNBQa dawS QS yRbtl Sakeé an, argumeno dzt J_Ju

%g%ms?mmﬁnghst é‘c&p%ure Q;?eéfngg?gucé g Y2 NWQ@I

OFtfa Al aft AGSNITAA I NI @efencey KA &

Mdp ”b%twée?[ th Wo(f‘kgI %ndobjecis Art Works have an internal

coherence, or autonomy from the everyday wonldhile objects are
imbricated witin the mundae daily fabric. For himhe former

NB i I A ywarwoiitly of aegthgfiokcongideratiprkas art, the latter was not.

Ow2al fAYR YNI XABRE04GW2KY al a2y

t**2Attiand Objecthood"”, Michael Fried, Artforum 5 (June 1967)232

Also in: Minim&Art: A Critical Anthology, eds. Battcock (New York, 1968),
pp. 116147

GwSOSyilySaa
Alex Coles, MIT Press, Cambridge MA 2007 p.26
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L dKAYy]l lfaz2z GKFEG AG Aa Af finevdgstd thel oprentiords undet ®hiclC NSAWBIR Qas excldediza K ( a
because the work that he was responding to was contemporary Krauss herself has noted that the cdtimh of marginality can be

with the work that Voulkos anéirneson were producing. Certainly, useful because it makes available the problems of assimilation as a
their work in clay bears no visual stylistic resemblance to fertile ground from which to draw inspiration. Artists working in the
Minimalism, but there is an affinity in the kind of space proposed margins are forced to think about the conditions of their
and the interaction between the object and trspectator Donald exclusior®®> Thus, to consider dw his early pottery worked in

WdzZRR LINP LR a8BOGALISOKFAOGLR P S dzLJ NIKIS GoANZD/ €2 add NIS: € KKS ¢2dzxZ R Kl @S K
0KS @GAS6SNI Aa Ay |yR (GKFG GKS (48 Ndbjectike quality tRad efcdded AtA fran indderdik S 2 0 R
identity of the material... [and] the work of art and its materialsare O2 Y AARSNI A2y ® + 2 dztherZcan®@s apcutad & dzO O
Ot 24 St 8% Niksel confifodséof real space and material  a double negative, or somethingahwas wheel produced but still
preseny Saa O2dxZ R RSAONRAROGS =+ 2dzZ | 2 & Managed ddsimultaneguRhotH réjdftdtsifangtional and ebpddiké
important work. Both depended upon a strong identity of their gualities it wasnot-functionaland not-an-object
material and they made work that insisted on being in the same ¢KS LdzNBaid SEFYLES 2F (G(KA&A R2d
space withthe viewer, not an autonomous detached from Using Rocking Pof1956)[figure 12] While recogmably a vessel, this pot
these ideasas a jumping off point, | would like to do a creative  seems to be at war with itself, with cut holes, added protrusions,
mashdzL) 2F YNJ} dzaaQ YR CNASRQA A RElisttangeirgtkerd MIRrs tNé foidtdf thé iesseél Wokild ndromily bé. y°
expanded field of ceramics. Voulkos engaged with the conventions of the vessah interior
volume and the idea of containméen but destabilized each as he

If, as Krauss suggests, that in the 1950s there was a certain RNB ¢ G 0SyGdA2y G2 GKSY® 2A0K AdGa
crisis in the practice of sculpture, that it wa & &2 YS G KA y 30t4 Ka2ya Sl K A% Sd then, howlsBoiildbwe understand this
positive content was increasingly difficult to define, something that piece? One could say that it does work by being simultaneously
gha LraairotsS (2 t20F0S 2yt e Ay notSuddignalahdhot-anfolbjedt. A 0 61 & y2G3¢ L GKAY]
alYS O2dzZ R 0SS al AR tAcflatet1S50S8 Bt + 2 dzf {24 Q 62N} 27

he chose to work on a differérset of terms than the ones she not-functional not/»obxeu
outlines. Frustrated that his vessélased work was marginalized \\ /
from the gallees and museums in New Yorke chose to N\ /

rocking pot

®Bs52y It R WIZRRZ & Theitids arfl SddunteritsdS O 4 ¢ A

Cotemporary Art: A Sourcebook of Artists' Writingds. Kristine Stiles ®YNI dzads GW2KY al a2y Xé LI® MHA
and Peter Selz, (Berkeley, University of California Press, 1996), 117. ®DI NIK /fFN]Z d&f dzo @S NAWMIS] fayf 2 Stadieys t S
®Kraussg { Odzf LIGIENB X ¢ LI American ArtVol. 6, No. 4. (Autumn, 1992), 110.
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Here, | use the termfunctional to refer to works
ALISOAFAOLT T &
would mean anything lacking use value. The quality of objecthood
would refer to something that is part oéveryday life, ando be not-
objectg2dzf R 6S (GKS 20KSNJ aARS 27
autonomous from daily existencéke modernist art is autonomous
Because its functional qualities were presented but matlized, it is
not-functional, as well thialteration renoved it from theeveryday,
andits objectlike qualities are subverted. In the pakts workhas
0SSy t10StSR a 020K
seem tofit comfortably under either term. Here lillvstrategically
appropriate Krau®vordss | yR OF t f GKA &
Compah y3 Al (2
G{ Odzf LIJidzZNB Ay (KS
explored in this category is a process of mapping the [given]
features d the [vessel formj the abstract condition of openness
and closure 2 y 12 GKS NBI f AG%E In2zhiE way,
+2dzA 124Q Ay@SadAaalriaazy
YNI dziaQ RSAONRLIGAZY 27F

The critics Rose Slivkanda Garth Clark have identified
Rocking Poas an important moment of transition in the pottery/art
dialogue. It is also a good point to begin expanding the field of
ceramics® If we begin as Krauss didyith a double negative, of
not-functional and not-object, what happens when we project the
L2aAlAPS OSNBRAZ2Y 2F (GKz2asS (g2
G4hyOs 2y8 A& +tots (2 GKAY]
aret logicallyt three other categories that one can envision, all of

YN} dzaas &f{ Odzf LIG dzNB X ¢ Lidnmo
® Rose Slivkahe Art of Peter VoulkofNew York : Kodansha International
in collaboration with the Oakland Museum ,1995) p.14. and Clark, p.110.
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them a condition of thdield itself, and none of them assimilable to
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axiomatic vessel

6 2 NJ WIthin thédatEgbrgopenell hydPetdr §eulkas, ttheé axiomatic vessel,
YNIJ dza a8 Q RS &ONR LIG A 2w cag Feehdwboher ¥riists xodtinuedNud ek withid this daeBory ¥ N2 Y
9ELI YRSR CA S tdRifgéthe dpodst fiftyAygaks(i SAIRY 2 @@ RY | YIR 4 3 DERB S

a0dzf LJG dzNI £ & K| y Brisiéna that projedt int@d space
beginto signal the uselessnessr notfunction of hervesset. Also

RIS

3 Aigti8sycategorylcadlf kessome of the work obpeuld Foulem who
I YR ONIB | takesdayniliagpsttery forms abdi thewr sedls aff thgisteriar Sdlumer | § O K &
F EA2 YL A OithouNgenh dbsScdinglsNeS apiginal functional referenceaus

giving them a strange natbject like quality Also, some fothe

color saturated work of Kathy Buttenlyhose vessel forms bedne

decorative impulsgast the point of collapse fih here, as does the

blinged out to the point of grotesqueness pots of Nicole Cherubini.

These artists all defunction the vessel foim order to make it
anta@riods from the enayglayA y 3 YNI dzaa Q 62 NRA X
\withia thia gxfaddedfiéldh af cefamicslother passibte §( K S NB
combinatiors exist. The mix afbject and not-object might be a

different way to describe the ceramic work of Robert Arneson.
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Arneson exploitedclayd | 6 At A& G2 YAYAO
appearance, in order to create expressive, albeit funky objdata.

I y'\Workind dutd8 & fromyR® SINI| S! By Sa g Qa Ay Tt dzSy
number of ceramic sculptors, and any list could ordpdnto collect

strange twist of logic, by recreating everyday objects out the
materials of which they are already made placedthem beyond
the everydayinto the realm of autonomous art. Given that Arneson

L2 GG SNZ

GdKS

a small sampling.his category, which | think is best served by being
aAYLX & A ReBrgiicA ® 8z6 RI( UzBEB & ¢
of Richard Shaw who assembles all manner of slip cast objects into

O2dak R NJ y 3

oSaAly a GLINROf SY¥4& JazM) i KBS SHASRERE Rt {2 0f2ASTOSI 490 dat LI yzN.

issue that he was ready to investigate and grapple with, but not
necessarily to avoid entirely. idHpiece, like Funk John(1963),
represnted an everyday functional object, which allowed him to
foreground the troubling objeclke quality of his work while
simultaneously subverting @nd turning it into something elseHe
remade bottles, toiletsand bricks out of clayeveryday itemsHhat

are traditionally made of ceramidut he placed thembeyond the
context of the everyday. As sculpture, works likeink Johrare
simultaneously arobject and not an object Arneson was carving
out new space for clay artists to work within.
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everyday objects in a state of continual dexposition could also fit
here as well.

Returning to other points on the field, the combination of
function and notfunctional is, | believe, a me helpful way to
understandwork like that of William StaiteMurray. Although he
was working in forms that we functionally possible he did not
intend his work to be put in the service of function. It was work that
showed itself as functional, even though it was not intended to be
so, in this way it is botfunctionaland not-functional His strategy
allowed the viewer to more fully appreciate the formal visual
qualities of the work by isolating it on the pedestal and maintaining
the distance usually assumed in autonomous modernist artistic
contemplation. Many other potters have followed in this vein and
focued on the expressive qualities of their vessels over the
functional ones. One might call this kind of wdkk Pottery or
Studio Potteryin that it is pottery that intends to behave like
modernist art does at an aesthetic distancét is the practice of
making pots intended for the museum, not the kitchen.

Many other art potters have followed in thesein of Art
Pottery as exampled by Murray. By looking beyond style and
considering the conceptual position of the work, we can draw new
connections betweerthe reductive simplicity of pottery as still life
of Australian potter Gwyn Hanssen Pigott, and the social

0Stiao
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their work on pedestals not, and although they reference the one needed to return to art discourse, it would be possible to apply
domestic, are not intendé for tabletop use.® Other potters a language of 4D formalism to objects of everyday use. Functional

working in this vein include SBAy 3 | 2Q& @S54&4aSt pots gakpraluice neBnG By playing on color and shape and
FYOASYG |yR 02y idSYLR2 NI NE Odz (i dzNBalagctlhsBénsedzyilR thR &yeszahd- hardsiand lipg) BrougldSe) A F A «
vessel installations, which act like minimalist sculptures set into the over time. One could say that pottery has the potential to carve

G K2 Y S a O late)8at inteénded to be functional. aesthetic experiences out of everyday situations.
Lastly, within this field, the combination of functionality and
objectness would go by the obvious nameottery, as it pottery
incorporates both utility and noY A YSGA O GNBIFf & 2¢
describe this work one would use ehpositive projection, or . ’/" .
complex combination, of those two negative terms worked on by functlgn ;\—_:’\oalect
Peter Volukos. Pottery is both functional and object badew P, i °’-,
terms that would be prohibited from modernist artistic an (’/ ."., ..°'. \ ceramic
consideration To borrow from Krauss once agae can sedhat PoRHy ..""~.. /"SCU|thfe
the S E LI YRSR TSt Ry ploblenaizBy 8 Nét SR & 8 /,.- ‘n,\ |
2 LJLJ2 & A (nd\dhaé &hiX hak happened, once one is able to think ) not- function\‘_—'/, néft-object ) ,
2ySQa gl & AyiG2 GKAA SELIFYyarzys (¢ \\ // A2NASa 0
one canenvision all of them a condition fathe field itself, and none ' N’
2F GKSY FAAAfAYFOES (G2 @iKS 2NRI; mdomatic;vesse FAYSR K

WLISNXYA&aaAz2yQ (2 R Aysikindiok&@adsior? ( K S NJ The faxt Zcaiegory pottery, is certain to be the most
might not be possible for a committed modernist, and this working theoreticaly difficult to grapple with. The relationships between

space really only becomesailable after the postnodern moment handicraft production, industrial production, art, design, and craft
| do not mean to imply tha@ll potters (like Bernard Leacfior are complex. There is always a risk of mistaking the social and
example) were necessarily working in this way, bthat this economic conditionghat produce the work fora kind of artistic
expansiondoes provide a way for us to reconsider their work, given — expression. | do not think that hand work necessarily produces
our current perspective To considempottery within the expanded meaning, sometimes it is just an alternative form of commodity
production. Those issues | intend to discuss further in the next
“Hanssen Pigott, Gwyn; The Rightness of Form; Ceramic Review 207 chapter, but for mw the task is to example the kind of work | think
May/June 2004 fits in this category. Of course Warren MacKenzie cotoemind.

YN} dzaas af{ Odzf LIGdzNBE LI® oy
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His home spun looknd basic forms are informed by Leach, but his and for an organization of work that is not dictated by the

color palette seemsborn out of daily life in the rust belt of the O2yRAGAZYya 2F | LI NIAOdZ F NI YSRA
Midwest, and his work is always intended for the tabletop. Even through a universe of terms that are felt to be in opposition ,
(K2dAK aK$ gla | ahe doudoyfidmat Worka | ovsyPREEAY b IOde “dz'}” t a)\?étlsizlmghI\Z)/le-)f
2F [lyR& {AY2 yQa dZiAE ARG NRFY T2 Ny a CCardgueessively, any gne of those pastlons: s \3 sa Gk &
California surroundings. Jeff Oestreich has focused on a céitain In the context | offer here, the specific meaning of those words
of glazed geometric abétractionombined with angularpotted undoubtedly changes, but we can see how this tlsb describes
F2NXaz oKATS wdzZ Al DIFff2gleéQa LRda AyRdzZ IS Ay | 3ISYSNRdza RSO2NI (A
across almost pillowy formsThis is just a small sample of the rich Leach
stylistic differencesput they all work from the sae conceptual N
place of function as an important part of their work. And although //" \‘\\
the emphasis on function certainly places a few limitations upon f“ncff?{,‘al — OPFct
form, these artiss| NBy Qi &aK2NIi 2y GKS NXzyy Py *, .,-’ 4\\
their own personal expression. Murray ::/ ...:.:... \:’\ p—

These four points, expanding the field of ceramics \‘h ...°'. .".. /"’
demonstrate how many possibilities there can be within a single ‘:\ X "\ P
material choice. This field splits open the reductive dichotomy of not: f””“'°”a'f———” not object
vessel/figure usually employed in ceramic conversations and \\ /"
articulates a more nuated version of vessel practices. Just as V;‘J;(;S

Krauss noted and described a diversity of sculptural practice, this
describes a diversity of ceramic practice, most notably broadening
the notion of vessel investigations into a wider array of theoretical
positions.Each of these points working in different combinations of
function and objectness contains different viewer/object
relationships.

the way that many ceramists have often worked. Although
dedicated to clay, they easily shift between positions within their
field. True that notool could efficiently encapsulate all possible
form of ceramic practice, but it does describe some of the
important differences between the four artists we have discussed
thus far. By describing these four points we can consider the place
or conceptual position of many contemporary ceramic artists,
thinking beyond style or expressive content to consider the kind of

To borrow from Krauss:

[This] field provides both for an expanded but finite set of
related positions for a given artish bccupy and explore,

YN} dzads af{ Odzf LIG dZNB dddé  LIPn H @
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relationships they pose between the object and the viewed she
kind of space within the objects exist.

h y Sr@ldtionship to modernisideas aboutart, and the
conceptual relationship to function and aesthetic autonomy will
RSGSNX¥AYS 2ySQa FoAtAGe (2
as an expansion dahe field of art. To understand this field of
expanded artistic practice is to accept a rupture in modernist
thought, which in itself is rthing new. Now armed with a more
nuanced conception of vessel practice within ceramics, it besome
easier to see how some of those ideas continue to be expressed
today.

Before moving forward, and discussing more about what is
happening in regard to function and ceramics today, | want to
O2y&aARSNI +y dzy SELX 2NBR
Scientism and DiscipinNE / 2y Tt A Ol ®¢
quickly YSY G A2y a (K Il-calledarévéuBion inlAinéricard 2
OSNI YAO0a asSSyvya G2 YS G2 oS
02y (i SYLR NI NB '®Fotliink biIXoulkds @rid SAMriebdn
as avarigarde pratitioners would mean that they expanded the
OFGS32NEB 2F NI (G2 AyOfdzRS az2vys$s
status (and others might also extend this status to Leach and
Murray). But, after a point, to repeat those same gestures makes
someone a memdr of a neeavantgarde not the avangarde and
the repeated gesture becomes stale. Or, as Peter Blrger has
adZAa3SaitSRE Al o0S3aAya (2 gsamdk Ay
garde institutionalizes theavantgarde as artand thus negates

"® Glen Brown, Ceramics Scientism and Disciplinary Conflict, NCECA
Journal vol XXV 2004, pp-61p 2
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merely becomes a conservativepetition onwell trodden ground.

Viewed in terms ofavantgarde practice we can then account for

world in the eighties and nineties Ceramics has struggl€for a
proper fit of form, theory, and practice. By describing and
theorizng what has been donm the past it then becomes easier
to consider what is being done today

LA

GKS 2LJ1J2aArdas

" Peter BurgerTheory of the AvarGarde, trans. Michael Shaw
(Minneapolis: University of Minnesota Press, 1984[1974]). p.58
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unified style revolving around woven fabric, fine woodworking,
jewelry, ceramics, or glass. Once one probes a little deeper into
each publication, however, a more complex picture emerges.
American Craftand Craft: The Magazine fo€Contemporary Craft
claimalmost every object made of the materials mentioned above,
both functional and sculptural, and discusses them within al art
context. The Crafts Repodims to help object makers working with
these materials market their work anthvigate the tricky waters of
commerce. The new Kkid on the bloclCraft: Transforming
Traditional Craftsis a dait-yourself smorgasbord of stepy-step
instructions, covering activities rangingiin knitting an iPod case to
describing how one would extrasquid ink for printing or cooking.
¢Kdza aONI FizXé |yR o0& SEGSyarazy OSN
of art, commerce, method, and theory.

To call somethingraftedusually means that it is well made,
or skillfully created. This usage has its roatsthe history of
artisanal guilds, in which people spent a lifetime perfecting their
skills at a specialized form of labor in order to produce objects and
images at a level that others could not hope to emul&t®©ur
contemporary sense of the terrorafts is strongly associated with
the last years of the nineteenth century, when the Arts and Crafts
Y2@SYSyld F2dAKG F2NI I gle& G2 02Y
production’® The termcraftsthen came to extend beyond the skill
with which something was made and $tand for a resistance to the
dehumanizingforces of industrialization. A century latecrafting
has again been mobilized as a social force, positioned as a hand

Relational Qualities of Ceramics and Craft

Despite its name the Arts and Crafts Movement existed
more as a form of social practice than an artistic one. The work
produced was not so much a self coitais expressive activity by
the makers, as it wakearning to inhabit the world in a better way
or a different way to produce and circulate gooddoday, the
meaning of the wordcraft has beenaugmented but some of the
positions of the Arts and Craftdovement are being taken up again
by Relational Aestheticsaand it is interesting to consider them in
relation to ceramics and ceramic practice.

Today, within an arts contexthe term aaft usually refers
to a category of objectmade of certain materia, but the focusis
on more self consciously incorporating the aesthetic/expressive - ) — o
concerns of the individual makeather than holding to theéenants _ The New Oxford American Dictiona@xford University Press, 2001, s.v.
of an entire movement A quick newsstand survey of periodicals %flmng { KAY SNE¢ aNegodit Mdbein®y aithe Crafis T
dedicated to the promotion of craft sggsts some cohesion and a ed. Sandra Alfoldy NSCAD Press (2007).p. 34
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made alternative to the marketplace monotony of #igx stores
and rampant consumerism. Ifi¢ Arts and Crafts movement was a
reaction to alienation in productiorDlYcraft acts as aesistance to
alienation in consumptioft’ In a mere one hundred years, craft has
shifted froma lifetime of training in the guild systerg an activity
involving aspare afternoon, a few instructional magazine pages and
tools commonly found in the kitchen.

The original conceptualization of the Arts and Crafts
Movement ofWilliamMorris andJohnRuskin was a rally against the
dehumanizing aspects of the capitalistiustrial complex. Despite
its name, it was really more of a social practice, meaning that it set
out to change the social conditions by which objects are
manufactured and circulate. It may have focused on methods of
manufacture that are concerned witthé¢ beautiful and even had a
particular style, but the movement itself was not the self conscious
expression of the individual artist. Today, the practice of making
objects by hand isgainenjoyingresurgence New magazines like
Craft: Transforming Traibnal Craftsbehaves likeCraft Horizons
once did(before it becameAmerican Crajt Craft Horizon$eatured
articles on makers, their work, a hetw section for artists
interested in improving their skills, as well as advice about how best
to market on2a ¢ M hdds updated thelook of craft by
running its own website and blog, sponsoring events like the Maker
Faire, and staying linked to alternative routes of commerce through
websites like Etsy.

G¢KS yS ONI} Fi Y20SYSyi
NI G4 KSN JuKIy 0dz2 6Kl (G OKZaddasintlRa 2 7F
G¢KS / NI FlAYy3I 2 Fnew Nagazinefor hSrievd@a¥t S i 2
Y 2 @S Y yafi: Transforming Traditional Crafte 1 October 2006, p.. 7
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All of this sounds well and good, but the dangerhthis is
that as Glen Adamson has pointed a@ut

From a strict Marxist perspective, hobby craft is the very
embodiment of false consciousness: when fashioning a Christmas
ornament or end table by hand, amateurs believe themselves to
be exercising creatiwt or at least creating something thist

more authentic than what can be bought at the local mall. Butin
fact, the effect of such activity is exactly the reverse. Precisely
because they are made so lovingly, homemade crafts betray the
degree to whichlieir makers are integrated into the larger
structure of capitalist ideology, in which commodity forms are the
primary carriers of meanin@.

L¥ ¢S F3FAYy | LLX @
can see how a craft based DIY ethos preadhech a publication
that is structured forsubsciptions and advertising revenugcoups

for the establishment that which hadnee hoped to exist outside
of.

Suffice to say, that is why some makers have turned to art
as a means of escape. The makingisdful objects and exploring
alternative ways in which capital, production and commodities can
circulate seemso be grantedmore freedomunder the sign of art.
Also, in the late ninetiemew theories of an art form that exists
beyond the limits of modernia were newly penned.Referred to
relational aestheticsit shares formal and conceptuahslarities to
certain forms of maft. Likethe Arts and Craft movemenit seeksto
repair the social bondut through services and eventsather than
through commaodity forms and methods of manufacture

Nicholas Bourriard, in his 1998 bodRelational Aesthetics
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the sphere of human interactions and its social context, rather than
theasserty 2F |y I dzi2y2Y2dz
another way, relational art is an art practice that takes the social as
both the form of which it is made, and the content of which it

alSri1ae L Kra Fftaz2 oSSy didtftf SR
G2NJ]a G2 6Galdg LIié a20Alf

I dzi 2y2Y2dza &aLI O8 2F Y2RSNYAA
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better way?®® This kind of work has also hedabeled social
practice or relational form. Even art schools like t@alifornia
College of the Arts have recently cted specific departments to
teachthis kind of work as aformofart. / ! Q& 6S0&aAGS
as

Social practiceincorporates art strategies as
diverse as urban interventions, utopian proposals,
guerrilla architecture, "new genre" public art, social
sculpture, projectbased community practice,
interactive media, service dispersals, and street

performance®
Othera OK2 2 f & i4dSI OK
DSYNB¢ 2NJ abSg aSRAIl d¢

Beyond posing a poshodernist rupture of aesthetic
distancethere is also an emphasis upon functional services, even if
it renders the resulting reception problematit. QiKe to tease out

“hbAd2tt & . 2dNNRAFdZRE qGwStFGA2y!I €
Claire Bishop, MIT Press, Cambridge, MA (2006) p. 160

8 Nicohs BourriaudRelational Aestheti¢grans. Simon Pleasance &
Fronza Woods, Dijon : Presses du réel, 2002 p 13

8 http://www.cca.edu/academics/graduate/finearts/socialpractices
<accessed on October 10, 2006>
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some of the similarities between relational aesthetics and

I yP Baid N @dnténSporang céransict plaQicas a. ap ® $uggest space for new

work within the fieldof ceramics
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| KBugaiFoS Piiz© awardedl txiithe AGyigheneimRViusedm Kks yorka G K S
I Nd#&s afso furiously criticized by Claire Bishop in her October essay

a!yidlr3azyray yR wStlidAaz2zylrt 1 SaGKS
that we not let critical asthetic judgments be ignored in favor of
the feel good ethical assistance these kinds of projects quite often
RSBEONRSSEA AlhySQa LRaAlAzy 2y
intersections of art, function and everyday life, will undoubtedly
NB T f S (postiod i Se@aédto modernist autonomy. But if we
consider the ways in which that autonomy has been questioned in
GUGKS |INI @g2NIReé ¢S OFy iOsdnylailh\ RSNJ (|
questionedbyd OS NI YA Q& dé

For the run of his 1992 show at the 303 GallerijNéw York
City, artist Rirkrit Tirivanija cooked Thai Curry and served it to

iKS
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he prompted visitors to stay, eat and be social. In a sense, one

could say that he was taking the spaceredl life, the social act of

cooking, the social act of eating, and introducing it to the
autonomous space of the gallefiigure 19]. Tirivanija has linked

his work back to the concerns of Marcel Duchamp and the historical

ayan gardeby mvestlgatmghe reJatlonshlps hetween aut@mous

aesFt%etlcs evewday Yfex ¢ A'Hf}\ é)I &J}\ %A 2 yvz ésgﬁlj{ 3 % 50 e

I a O2YLI NIro6ftS G2 NEIF OKAYy3 2dziz N.
[Fountairj from its pedestal, reinstalling it back on the wall, and


http://www.cca.edu/academics/graduate/finearts/socialpractices

Figure20. An iteration of the Empty Bowls Prbject from summer of 2006.

Figurel9. Rirkrit Tirivanija Untitled (pad thai)1990mixed media, dimensions
variable

hunger charity of the orgardzs choosing, and the bowtkat travel
home with the attendeesire intendedto serve as a reminder of the
then, inan actof retyf G2 AG& 2NRAIAYPIf dza SaEt thaditie &ang 3till mhanhyi @oreApdoplé in need. Since 1990,
Duchamp brought the everyday into astt the cost of function numerous iterations have taken place all across the world, and they
Tirivanijademonstrates that youwno longer need sacrifice function have happened in many spaces both inside ant$ide the gallery.

LOR tA1S G2 O2YLI NB | yRa 02y i NI Appraised visimlig Ithg kegemigiaincesLdNRogedap lbetwieh
different a LIS®8¢ FTNRBY GKS SINXe& mMbhn@®NRA AlLay Al RBnatgBoNG PAxdied fstBkindd Both of
¢ ANR QDI y A BHe Grapty Bawis)Projastarted in Michigan in these works would be excluded from aesthetic consideration within
1990. Like many types of relational art, tRenpty Bowls Projeds the traditional modernist framework. ASlaire Bishop points out:
collaboratively made. Here, ceramists or groups of ceramists, make ¢ ¢ KS AYLIX AOF GA2Yy A& GKFG GKAA 62N
bowls intended to serve food, usually soup. Then, in an event with modernism. Rather than a discrete, portable, autonomous work of
many guests invited, the bowls of food are exchanged for monetary art that transcends its context, relatiahart is entirely beholden to
donations[figure 20]. The total funds raised are earmarked for a  the contingencies of itsrezironment and audience. Moreover, the
audience is envisaged as a community, rather than atorane
ZWANLNRG CANRGEYACES ab2 DK2ad Ay NGB kA R2ya KALI 0ok 3N o W:BepzabFs gt Nl
Bishop, MIT Press, Cambridge, MA (2006) p.150 this is taken from the

script of an audioguide where Tiravanija presents a discussion of his work
in third person. 8 Bishopp.54
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identified another key aspect when she notédK I rélatioaal art focused on hisamputer, if he were to absenanindedly reach for it
works insist on use rathektl y 02 y (i $*v Astiflthe xvdby ® ¢ while staying focused on the screen, he ran the risk of accidentally

could not be done simultaneously. spilling it from its delicate balance. The flared lip caused it to spill
To be fair, Bishop is criticizing relational art for what |  easily if he were to rush from room to room with cup in harnithe

suspect are the same reasons that Greenberg carefully laid out the wide mouth caused the tea to cool quicker than he was accustomed

difference between avangarde and kitsch. Namely, thatitteer of to and might be too cold if it were not attended . What he

them wants to risk abolishing the divide between art and everyday realized with this cup was that it would not seamlessly and invisibly
fATSY 0S0OlFdzasS (2 R2 a2 NMzya K Sblemlini his rashied angl todused work NdheRldestdaite BNIF dzf  LI2 2
of critique as it stands apart from the everyday., @mother danger he was forcel him to take time out and quietly and contemplatively

as Nikos Papastergiadis has pointed is thatd 6 NA y 3 A y 3 | Ndnjoylthé Ra. fTRisFc8p broke from the mundane and inserted itself

as close together as possible can be a healthy antidote to some of and the user/viewer some place new. It carved out space from

the academicist approaches emerging in the late 1980s. However,it ¢ S@SNBERI & f AFSé¢ UGKNRAAK Fdzy QOliAz2y o
can also lead to the idiocies and banalities of life being reproduced

under the name of ar #% What he hints at is the differences A poweful example of functional ceramics behaving like art
between whether the artist imports the everyday into art, or without surrendering function is in the work of Ehren Tobh. fact
exportsart into the everyday. The flow of movememight have an the meaning in his work is dependent upon its functibrvant to
effect on how the viewer appraises the work emphasize how his choice of functional ceramics as a form of
As an example of how functional cera® can do work as invesigation that incorporates both objectness and functionality,

relational form andaugmentii KS O2 yRAGA2y & 27T fl&xhd WorlSheHalk NdlaBd/oDDdal pdrattige. abhcidently, like

like to turn to asimpleaccount by ceramic gallerist and writer Garth ~ Voulkos he became involved in pottery after returning home from

Clark. Hegives an insightfutlescription of his experience with a the war, the Gulf War of 1991.

functional tea cup by Bettywoodman. The cup, visuall pleasing ¢22ft Qa LINI Odwin@tBousand®d cedbidicups K NJ

with a flared lip,wide mouth, dainty tapered foot and a delicate and giving them away. Collaged in a jumble across the surfaces of

handle looked so right, but at first felt so wrong. He found that this these cups are images of war and its cultural representations. The

G0SIOdzld ¢2dzZf Ry Qi &SI Yt Saate Ay i SsAukksiobthedeyninges dtehaichival nNithrik docimeint, Thé dews 2 K A
media, high art, entedinment, fashion, advertising, porn,

# Bishopp.55 toys, andthe Internet [figure 21. By overloading us with war

®hral2a tFLIAGSNAEAIRAE WIOPSNEBGKAY3I ¢KIFG {dNNRdzyR&QY ! NIz t2fAdGA0a |yR

Theories of the Everyday, p. 68 in The Everyday ed Stephen Johnstone

Documents of Contemporary Art "I Biennale of Sydney (Sydney: ®Garth ClarkShardst . St i@ 222 RYl yY cAniABeddbtalAy | ¢
Biennde of Sydney, 1998).21-7 5Aa0dzaaAizy 2F CdzyOlAz2yzé o05!tY 5AaiNR

38

o U



Figure21. Ehren ToolFirst Platoon 2007 ¢letail), Cup dimensions 4.5 x 3.5 x
3.5", Porcelain with luster and decals

themed imagery across objects of everyday use, his work asks us to
examine and question the effects of the military on our everyday
lives, and how our evérRI @ f A@Sa Ay {dzNYy
YAETAGFNE Yl OKsonyelad towarRegety@ag funatidry]
but with a conceptual twist. The result is that his work is more than
simple critique from the detached realm of art. It asserts itseHras
object of utility within the everyday. It derives its conceptual punch
from the fact that it is a both a cup in your hand, and a
representation of powers beyond your grasp.

Only viewing the cup is not enough for the meaning of the
work to unfold. Bymaking his work more than just images, and
LldzG G Ay 3 AdG Ay LIS ahelhudiéndan thd cyetians
of meaning. Significance unfolds, through use, over time. The
comfortable weight of the cup in o hand, paired with the sense
knowledge that this thing is also breakable, lets it act like a
surrogate for human life; knowing that in war time, people are
cared for and vibrant, or used up and shattered beyond repair. To
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drink out of one of these cups creates a sustained intimate
relationship with it, making one responsible for it, in an opposite
fashion to the images of war which are usually seen through the
YSRAIFZ YR RAA&LRZAaSR 2F la a2fR
produced and consumed.

By collaging these images across functiongectis with
2PSNI R2YSAaGAO0 Faaz20AldAz2ya KS
K2YSoé I A4 Of SOGSNJ ONRaaAy3d
sourced from pop culture, fashion, porn anichages ofviolenceand
death not usually available in Americamedia creates a powerful
and inescapable critique upon our relationship tosttrauma. In
¢22f Qa mageddRat Would be intolerable in other formats
aySk{ Ayid2 2dz2NJ R2YSadGAO tA@Sa
with them, just as the soldiervitness nust live with their
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ike a silent prayethen he gives cupaway, and
people takeone with themii KS& | NB YSGl LIK2 NX OF £ f
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In various projed, the conceptual importance of function is
emphasized in different ways. Take for instance, his plates from his
2007 show at BraunsteiQuay gallery in San Francigimage 22
and 23]. Here, he presents a row of industrially produced plain
white porcelan plates, hung on the wall, their blank white surfaces
faceoutward. In the center of this row, a single plate is overturned
and hung with its underside displayed. Across the back of the plate
Aa ¢22fQa aAradyl ddz2NE O2f fheBrfted2 ¥ AYIF3AS& YR Ay GKS
States seal. As you approach to inspect the overturned plate, you
also realize that the backside of every other plate is similarly
collaged and just barely visible when you step close enough to the
glftftod hyte GKSasS LI Irly&a Heétdagehy Qi 06SSy GdaNYySR 29S8
we can see the importance of use. Ewmough displayed in a
gallery as fully functional platesthey do not sit in the same

Figure22. Ehren ToaqlUntitled (2007 found porcelain plates with decals, each
plate 11 inches in diamter
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Figure23. Ehren ToalUntitled (2007) detail

position as vessels that live on pedestals. The installation of the
plates references the practice of s@ds in the mess hall. When a
comrade has died, his or her plate is turned upside down at the
place that he or she would usually sit. But these are not the metal
plates of the mess hall, they are the standard porcelain ones of any
American home. To imag these in usat the dinner tableis to
understand that Tool is pointing to violence just under the surface
of our everyday lives and implies our own responsibilities to the
war. This is meaning only accessed when actual use is considered.



