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INTRODUCTION

Often in ceramics we get through the stage of creating a form and are stumped
by how to finish it. For most of us working in clay, the task of learning how to make
forms is our first major focus in the studio. It is usually after we develop enough

skill in making forms that we begin to explore the ceramic surface—and this can
be overwhelming!
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For a long time, | made pots with very little surface
decoration; adding stamped texture was perhaps my

first attempt at a decorative surface. But my approach was
forever changed when one of my favorite undergraduate
professors taught me how to add the drawings | was making
on paper to the surfaces of my functional pots. With this
discovery, | caught the ceramics bug. Since then, | have been
enchanted with the ceramic surface as a canvas, and my
love of drawing and painting patterns and of graphic imagery
has become the focus in my ceramic work.

| wanted to write this book to encourage those of you who
long to create more complex surfaces on ceramics but
haven't yet found the right technique. On these pages, | have
brought together a variety of surface techniques that use
simple tools and materials and require only a clear glaze to
finish. Although this book assumes you are skilled enough
to make forms to decorate and that you have a basic knowl-
edge of the ceramic process, it still provides an introduction
to the ceramic surface. And, because this is a workbook
designed for those with multiple levels of experience with
clay, I have tried to make this book easy to use. Not all of us
are comfortable drawing and painting so I've included tem-
plates of the artwork | used to make the projects, allowing
you to replicate the technigues without the stress of creating
your own artwork.

You will find a wide range of surface technigues for every-
thing from greenware to bisqueware. For simplicity’s sake,

all of the projects in this book use underglaze or slip to add
color and a basic clear or tinted glaze for finishing. Sticking to
basic glazes allows us to open up to the possibilities for sur-
face decoration at multiple stages of the ceramic process.

My initial love affair with the ceramic surface began with the
sgraffito carving process. The sgraffito technique allowed
me to achieve a woodcut look on the clay surface. As my
work grew and changed, | wanted to achieve a finer line
quality in my ceramic surfaces. | adopted the mishima slip
inlay technique when | discovered that it allowed me to
draw on clay in much the same way that | draw on paper.
Mishima has become the technique that | use most often
and is what gives my work a distinct line quality and look. |
often use mishima in combination with many of the other
techniques in this book. | learned many of these techniques
from my college professors, from taking workshops, or from
friends and colleagues. While many of the techniques are

traditional, | have adapted the methods and tools to make
and design my own unigue ceramic artwork.

New Ceramic Surface Design is organized into six chapters.
The first three help you gather tools and inspiration for your
projects. Finding inspiration and gathering imagery to work
from is a large part of surface design and often challenging. |
discuss how to make forms that are good for surface pattern
and basic compositional techniques for applying surfaces on
three-dimensional forms. Chapters 4, 5, and 6 include surface
decoration projects and tips—chapter 4 focuses on projects
using line, chapter 5 on texture, and chapter 6 on shape. The
Glossary defines many of the basic terms related to the sur-
face projects in this book. The Recipes section includes the
recipes | use most in my own studio practice so that those
of you who have access to glaze labs can mix your own. The
Resources section lists where to find many tools and materi-
als as well as commercial glazes, underglazes, and stains.

The end of each project includes artist inspiration pages,
with images from some of my favorite artists who use the
technigues demonstrated. The work of these artists, who
range from emerging to established, provides an exciting
way for me to share how other artists apply the same tech-
nigues to their ceramic surfaces. | hope their work will inspire
you to open your mind to the possibilities for your own new
ceramic surfaces.

Consider this book a launching pad for finding your own
expression through surface decoration. | hope this book will
serve as a resource for beginners and an inspirational refer-
ence for more established ceramists. What excites me about
it are the infinite possibilities for new ceramic surfaces within
it. | love decorating my work, and | know you will, too. In fact, |
can't wait to see what you create! | encourage you to modify
the projects, make new tools, and adapt the techniques for
your own needs. With each piece you decorate, | hope that
you will develop new ideas for what to make next, ideas that
you will incorporate into your work for a long time to come.
Most of all, | hope that this book shares my love of the ceramic
surface. Pass it onl
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GENTING
READY

From choosing the right clay to selecting the perfect paintbrush, this
chapter will help you gather the right materials to begin the projects in
i chapters 4 through 6. This book assumes you have access to a basic
ceramics studio and that you have a basic knowledge about making
ceramics. While | chose to use porcelain in the projects shown in this
book, you may find that you are more comfortable with another clay.
Please adapt the projects to your own studio practice and experiment

with the projects to incorporate them into pages, Il list the tools | prefer and explain why
your existing practice. Remember, whenever they work best for me. And I'll walk you through
you try a new material, please be sure to test some of the more common problems that can
it on a small sample before completing the come up with each project and provide tips on
main project! how to solve the problems on your own.

Having the right tools and materials can
make all the difference in ceramics. In these
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GATHERING TOOLS

Many of the projects in this book require the same tools,
and some require tools specific to the individual project.

| have listed the tools that have become my favorites for
creating the surface technigues in the projects—my tried-
and-true tools that | always use. With each project | will
suggest which tools to use from this master list, but it's im-
portant to experiment with your own tools as well. When

| first learned how to do the mishima slip inlay technigue,
for example, | was taught to use a pen-style craft knife to
make the mark. But the mark that the craft knife made was
angular, and | wanted the tool to make marks that were
smooth and calligraphic. So | experimented with other
tools and finally ended up with a calligraphy pen and nib
instead. It gave me the exact line quality | was after. So be
an opportunist and try unconventional tools in clay. You
never know what might become your favoritel

tracing paper

transfer paper

clear packing tape

scissors

1" (2.5 cm) hake brushes
ball-tipped stylus

rubber stamps

synthetic sponges

natural sea sponge/elephant ear sponge
underglaze pencil

washi tape

spear-tipped carving tool
contact paper

dot stickers

self-healing cutting mat
craft knife

shellac

denatured alcohol

small round watercolor brushes in a range of sizes
metal rib

calligraphy pen and hard nib
brayer

W green kitchen scrubbing pad

S C=-HwWxyPOpvoZZIrFRX="ITOMMODO® >
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» Tracing Paper

Ceramic surfaces vary in size and can require odd sizes
of transfers, so it is nice to have large-scale tracing paper,
such as Strathmore’s 14" x 17" (355 x 43 cm) tracing pad.

» Transfer Paper

| use Saral Red. It's great for transferring imagery because
it is erasable on paper and on the bisque ceramic sur-
face and it is wax-free. Graphite paper and carbon paper
can also work, but sometimes they contain wax. When
working on a bisque ceramic surface, this wax sometimes
resists the glaze you apply over your decoration, which is
not good! Experiment and use wax-free paper.

» Clear Packing Tape

| use 3" (75 cm)-wide clear packing tape that is inexpensive
and lightweight to laminate my tracing paper transfers.
Heavier packing tape is great for shipping boxes of ceram-
ics, but it is too thick for laminating your transfers.
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» Scissors

| always have several sizes of scissors in the studio. There
is nothing better than a pair of good, sharp scissors!

» Three Soft Brushes

| use 1" (25 cm) hake brushes, which are soft and inexpen-
sive. You'll want to use one clean and dry brush for brushing
‘crumbs” when carving or drawing into leather-hard clay. A
second will be used for applying underglaze or slip to your
work. And the third should be dedicated to use with clear
glaze only so as to not contaminate the glaze.

» Ball-Tipped Stylus

| prefer the AMACO T3 stylus. | use it for transferring imagery
onto the leather-hard ceramic surface as well as onto the
bisque ceramic surface. It leaves a clean, hard line.

> Rubber Stamps

Keep a wide variety of rubber stamps on hand that you
don't mind using in ceramics. Stamps can be used to great
effect for multiple projects in this book and may serve as

a source of inspiration. Look for new stamps when you

are at a craft store, and remember that letter and number
stamps can be fun, tool

» Synthetic Sponge

| find these in the automotive section at the local hardware
store. They are made for cleaning cars, but come in handy
for most everything in the studio, from making stamp
pads to cleaning the glaze off the bottom of a pot.

» Natural Sea Sponge/Elephant
Ear Sponge

Although these are a natural resource, | have yet to find

a synthetic replacement. These sponges are amazing for
specific projects—namely mishima slip inlay. | have only
had success with mishima using an elephant ear sponge.
These are the larger, softer sponges, not the denser,
harder sponges. The harder sponges will leave marks on
your work. The softer the better!



Underglaze Pencil

| use AMACO underglaze pencils all the time in the studio.
They come in many colors, but black is perhaps the most
multifunctional of all the colors, so if you only invest in one,
get black!

Washi Tape

Washi tape is a waxy paper tape that isn't overly sticky—

a cousin to drafting tape. Use washi tape when masking
because it is thin and adheres without any residue. Use
washi tape to adhere tracing paper to source imagery, be-
cause it won't damage the paper when it is peeled off. | use
washi tape to secure my transfer image with Saral transfer
paper beneath to a bisque piece as well. So many uses!

Spear-Tipped Carving Tool

This is a great tool for carving the ceramic surface. | also
use the pointy tip to remove stickers from bisgue when
doing the sticker resist project.

Contact Paper

| prefer black contact paper because the contrast makes it
easier to work with. | was able to buy a huge roll very inex-
pensively online. With contact paper, it's easy to make your
own stencils and stickers.

Dot Stickers

The various sizes of pricing dot stickers that you can get at
almost any office supply store are fantastic for making the
perfect polka dot pattern.

Self-Healing Cutting Mat

An 8"x 10" (205 x 255 cm) mat is often big enough for
cutting out small things. It is definitely worth keeping one
on hand for protecting your studio surfaces.

Craft Knife with Replacement Blades

A pen-style craft knife is an important tool in any studio.
| use this tool for cutting stencils and making my own
sticker resists out of contact paper. It is also handy for
cutting washi tape.

Shellac

This is great for using as a resist. Buy a small container,
because a little bit goes a long way. Also avoid water-based
shellac, which doesn't work as well.

Denatured Alcohol

This will clean the shellac off your brushes and preserve
them. Wash brushes immediately after using shellac,
because shellac dries fast.

Small Round-Tipped Watercolor
Brushes in a Range of Sizes

Here is where your personal preference comes into play.
It's great to use watercolor brushes when painting on the
surface of ceramics to achieve a brushstroke similar to
watercolor. The brushes are expensive and tend to get
“sanded” down by the rough surface of ceramics, but it's
well worth it for the line quality they offer. Experiment to
find the ones that work best for you. The brush | use most
often is a round tip size ‘0.

Metal Rib

There are so many uses for this handy tool, but most of
the time | use mine to scrape glaze.

Calligraphy Pen and Hard Nib

| use the Speedball Hunt 107 cartoonist’s nib and the pen it
fits into. This is the hardest nib | can find. Most nibs are soft,
and they will split when you are drawing into the leather-hard
clay, leaving a double line rather than a single line.

Brayer

| love my ceramic brayer tooll With a rounded edge, it
pushes texture into the surface of clay nicely. Alternatively,
you can use a lacrosse ball or squash ball and roll that
over the surface of the clay.

Green Kitchen Scrubbing Pad

Use this to clean up the edges of work when stamping
and to sand down the burrs on sgraffito when pots are
bone dry and about to go into the bisque kiln. Remember
safety when sanding ceramics and wear a dust mask!

GETTING READY 13



CHOOSING GLAY

There are many clay bodies to choose from to make your work. Although many
of the technigues in this book can be applied to just about any clay body, | recom-
mend you use one of three kinds of clay for practicing these technigues. The
projects in this book use a mid-range porcelain that | have in my studio. Porce-
lain has many beneficial characteristics when used for surface decoration. Its
white color allows for vibrancy of color and a contrast when adding line draw-
ing. For me, using porcelain as a drawing surface is not too far off from drawing
on a blank piece of white paper. For the surface techniques in this book, use a
clay body that is already familiar to you, as you will have access to the correct
glazes for your clay body and a better sense of its limitations.

TLELEEEEETLN 14 NEW CERAMIC SURFACE DESIGN



» Porcelain

Porcelain is wonderful clay to use for surface decoration. Colors pop off the
white clay! It is non-groggy, which means it is smooth and there is no sand in

it. SO when using a sponge to wipe the surface, there is no sand or grog that
comes up. When scraping the surface of porcelain, there are no drag lines from
sand or grog. Porcelain also takes rehydration well when it is still green/unfired,
S0 sponging is welcome and spraying with a water bottle is okay. | have had
great luck keeping porcelain pots at the leather-hard state in a damp box for
months! If you are relatively new to throwing or handbuilding, working with
porcelain can be a challenge. Porcelain’s fine particles make cracking, slumping,
and warping more likely in both handbuilt and wheel-thrown ceramics. Do give
porcelain a try and don't be discouraged if you find it hard to work with! It is well
worth practicing with porcelain, because the benefits outweigh the challenges
when it comes to providing a great ceramic surface for the technigues in this
book. Porcelain is available in mid/high range firing temperatures.

» Stoneware

Stoneware is a good clay body for the studio potter and sculptor. It is typically
fired to a high temperature and often has some grog in it. The color of stone-
ware can range widely from very dark to an off-white due to the impurities in
the clay, which affect the brightness of colors added to its surface. Stoneware
will work well with many of the techniques in this book, but not as well with
techniques that require sponging, such as mishima (page 57) and shellac resist
(page 103). Sponging will bring up the sandy texture of grog in stoneware. You
should be able to find stoneware clays that do not have grog in them; typically,
throwing clays have little to no grog.

» Earthenware

With a high percentage of iron and other impurities, earthenware hardens at a
lower temperature than stoneware and porcelain. Typically, earthenware is red to
white in color and available with or without grog. Similar to stoneware, earthenware
will work well with the technigues in this book if it doesn't contain grog. Because
most earthenware clays are red, white, and light colored, slips and underglazes will
contrast well with the clay. Colors in ceramics are brightest when fired at lower tem-
peratures, so working with earthenware can be great for a larger range of color and
brighter color palettes.
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TRYIT!

Many of the projects in this book require you to work
on clay at the leather-hard state. One of the major chal-
lenges of working with clay at this state is keeping it
damp. When | was in graduate school, one of my class-
mates was graduating and packing up her studio and
giving away unwanted materials. The best take-away
from that day was an old, lidded Styrofoam beer cooler
that my classmate had lined with a layer of plaster. The
damp plaster acted to hydrate the air in the closed cooler
so that any clay piece that | put inside stayed at the same
leather-hard state as long as | needed it to. Since then,

| have made a bunch of these boxes for my studio and
use them often to keep work damp until | am ready to
decorate it. In fact, when my daughter was born three
weeks early, | had several bins of damp pots that waited
six months until | could work on them again!
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MAKE YOUR OWN DAMP BOX

Tools

water

quart (946 ml) measuring cup
bucket for mixing plaster
digital kitchen scale

No. 1 Pottery Plaster

sifter

lidded Styrofoam cooler or plastic
storage bin with a clamp-down lid

1. Calculate how much plaster to mix to cover the base of
your container. To calculate the volume of a rectangular
shape, multiply the length by the width by the height. For
a rectangular container damp box, you only need 1"to 2"
(25to 5 cm) of plaster in the base of the container.

For example, to make enough plaster to cover 1' (2.5
cm) of the base of a rectangular damp box that mea-
sures 12' (30.5 cm) long by 10" (25.5 cm) wide, calculate
as follows:

12" x 10" x 1"=120 cubic inches 305 x 255 x 25 cm =1944
cubic cm)

You will need 120 cubic inches of plaster to fill 1" (2.5 cm)
of the base of this container.

Divide the volume by 80 to find the number of quarts of
water you will need to make the right amount of plaster.

T

P
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120 cubic inches divided by 80 =15 quarts (1944 cubic
cm divided by 80 =24 L)

You will need 1.5 quarts (24 L) of water.

To figure out the weight of the plaster you will need,
multiply the number of quarts of water by 3.

15 quarts x 3 =45 pounds (24 L x 3=2kg)

You will need 4.5 pounds (2 kg) of plaster.

Keep the plaster damp by adding small amounts of water directly to it when the
damp box begins to dry out. Keeping the plaster damp is what makes the box
damp. If the plaster is too wet, however, your pieces will become oversaturated
and this will likely cause the clay to crack and slump. Plaster that is damp to the
touch and not visibly wet is best.



2. To mix the plaster, first measure out the amount of 3. Use a scale to weigh the correct amount of plaster.
room temperature water, about 70°F (211°C), into a bucket.

4. Gently sift the plaster into the water, adding it gradually 5. Using your hand, stir the plaster and water, mixing them
until all the plaster is in the water. together gently. Try not to add air bubbles to the plaster.
Bounce the bucket up and down a bit to jostle the air bub-
bles to the surface.

6. Once the plaster is mixed and beginning to thicken to a
yogurtlike consistency, pour it into the bottom of your box.

7. The plaster should set fairly fast. In 15 minutes or so, it
should feel hard to the touch. It will still be wet, which is
fine. Your damp box is completel If the plaster is still soft
to the touch and not set after 15 to 30 minutes, the plaster
may be too old. Remove it from the container, buy fresh
plaster, and repeat the process from the start.
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oLIP, UNDERGLAZE,
AND GLAZE

There are many different ways to add color to ceramics.
For the projects in this book, | recommend sticking to slip,
underglaze, and glaze. Always test new materials before
using them in the studio. Also, limit yourself to one or two
colors so you can learn the process without a large invest-
ment in time and resources.







» Slip

Slip is a liquid clay that can be applied to the ceramic sur-
face before firing, usually at the leather-hard state. Slip can
be colored using ceramic stains and oxides. It is important
to test your slip before using to make sure that it fits your
clay body. Applying slip to stoneware and earthenware
surfaces is a great way to achieve a bright white before
layering on brighter colors. Slip cannot be applied after
bisque. Because slip is mostly made of clay, it is a static
material, so it won't move or melt in the firing process. This
is great if you want to have consistent results in the kiln—
no surprises! This is also useful for predicting how your
end product will look. For those of you with access to a
glaze lab, | have included a recipe on page 153 for a versa-
tile slip that works on low-fire to high-fire clays.

» Underglaze

Underglazes are commercially manufactured and used to
add color at both the green and bisgue states. Underglaze
can be used on bisque because it contains calcined ma-
terials that have already been fired and therefore have pre-
shrunk and will not crack off the surface when applied to
bisqueware. Like slip, underglaze is a very static material,
so it won't move much during the firing process. If you fire
commercial underglazes in mid-range kilns that are meant

CLEEEEEETTTNNTT 22 NEW CERAMIC SURFACE DESIGN

to be fired to cone O5, at this higher firing temperature you
are basically turning the underglaze into a matte glaze.
This can cause certain colors to move more than others
because they naturally flux a bit at a higher temperature.
For this reason, | can use underglazes on the bottoms of

TRYIT!

A great way to add a layer to your ceramic surface
is by using tinted clear glazes, which allow you to
add a layer of color over your underglaze or slip
decoration. Keep in mind that if you try finishing
your work with tinted glazes, the tint will affect
the color of the underglaze or slip decoration un-
derneath. As always, test glazes and underglazes
together before using them on an important
piece. Colors in ceramics don’t react or mix to-
gether in the same way as paint. Adding white to
red doesn’t necessarily mean you will get pink!
Because glazes move and melt together, decorat-
ing with glazes can bring unpredictable (and often
exciting!) results. The Resources section on page
151 lists some great commercial tinted glazes for
mid-range firing. And the Recipes section on page
153 lists percentages of stains and colorants for
tinting clear glaze.




my work and they don't stick to the kiln shelf during firing.
There is just enough melt in the underglaze so that it
sticks permanently to my pot, not the shelf. Because of its
versatility, underglaze is used in almost all of the projects
photographed for this book.

» Glaze

Glaze is a glassy vitreous mixture that fuses to ceramics
through the firing process. Glaze acts to seal the surface of
clay, making it waterproof and food-safe in addition to add-
ing color and decoration. To streamline my studio practice,
| use one clear glaze for all of my work and then add color
using underglazes and slips. For almost all of the projects

in this book, | used a clear glaze designed for dipping, not
brushing, that has been fired in oxidation and tested to fit
the clay body | use. | recommend that you test any glaze
you use to make sure it fits your clay body as well. See page
153 for the recipe | use for mixing the clear glaze and some
suggestions for making translucent tinted glazes. If you have
access to a glaze lab, you can mix your own glaze.
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FINDING
INSPIRATION

One of the most challenging parts of the creative process can be
finding the inspiration to begin. In this chapter, I'll provide ideas on how
to find and listen to your muse. My work is typically grounded in history,
and | usually draw inspiration from a found pattern or image. | use
museum archives, libraries, books, and Internet resources to research
and find inspiration to design and create. For any given project, | keep

a running folder or inspiration board of printed im-

agery to use as a resource as | sketch and design.

My processes vary; sometimes | find a pattern
that dictates the form | make. Other times, | may
have bisque forms lying around that | haven't
been inspired to glaze until just the right surface
design comes along. Through self-awareness
and observation of my own habits, | have come
to recognize the feeling | get when | am inspired.
Keeping a sketchbook with you at all times to
write down an idea before it passes is a great way
to observe those moments in yourself.

Desire often motivates me to create. It may
be a covetous desire to have a special pattern

or an object from history, or to learn how some-
thing was made. As artists, we have the ability to
make physical the things we desire, which is both
exciting and motivating.

| encourage you to practice the surface tech-
nigues with the templates provided so that you
will gain confidence in the technigues in this book
and have encouraging results. It is important to
develop your own artistic ideas and interests,
however. Once you have practiced the technigues,
| hope that you will begin to make new surfaces
through your own artistic exploration. This chapter
aims to help you find inspiration and develop your
own artwork for the ceramic surface.






OKETCHBOOK

Inspiration can come as an impulse—fleeting. Often | find
that | come up with some of my best design ideas in the
time between wakefulness and sleep. | keep a sketchbook
by my bed so | can jot down the ideas as they come to me,
ensuring | wont forget them come morning. It took a long
time for me to recognize that this time of day—those last
waking moments before | doze off to sleep—is my produc-
tive time for new ideas. By paying attention to the times
when you drift off in thought about your work and keeping
a sketchbook on hand to capture those thoughts, you will
become more aware of when you are most inspired.

A sketchbook can be as simple as a hand-size spiral
notepad to keep lists and jot down ideas quickly, or it
can be a place to fully develop ideas and make drawings.
Some artists even use sketchbooks to collage and scrap-
book inspiration. Use sketchbooks to record ideas and
notes about what you want to make and how you want to
make it in any way you feel comfortable.

| have shared images from a few pages of my sketch-
books to show that the illustrations range from more de-
veloped drawings to rougher sketches that act as concept
notes for later work. | use a sketchbook at different times
for different reasons. Consider it a journal—something per-
sonal and only for your eyes. This will give you permission
to record anything you like. | encourage you to keep past
sketchbooks. There have been many times when | have
returned to old sketchbooks and been inspired to make
things based on ideas from long ago. You never know
when those sketches will come in handy.

J
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Even sketching can take practice!
Try doodling, which warms up your
hand, improves drawing skills, and
allows your mind to wander with re-
sults on the page. Relax and let your
mind go while your hand responds.
Try a free-association approach,
using either images or words. If you
want to doodle as a way to develop
specific ideas, try writing out words
that are associated with your idea,
cutting them out individually, and
placing them into a bowl. Then

pull out one at a time and respond
with doodles on the page. Doodle
for as long as you are inspired by
the word. Pick another word when
you are ready. This type of free
association can be a great source
for developing inspiring ideas. Cre-
ative writers use this technique all
the time—why not ceramic artists,
too? See page 146 for some doodle
prompts to try.
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TRYIT!

Look through old books and magazines and cut out or photocopy images that
inspire you. Maybe you see color combinations you want to use in your own
work, or a shape for a piece that you’d like to make. Maybe you find a historic
pattern or graphic image that would be fun to try on the surface of a piece.
Scrapbook and collage these inspirational images into your sketchbook to use
as references and source materials. Make notes on the images, or try using
them as the basis for a sketch. Feel free to doodle right on the source imagery!
Track what is on-trend and current in the world, such as popular contemporary
decorating colors.
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ARTIST INSPIRATION

Rae Dunn

s wAs A pERTE T PEAR THAT
| pNTED @uickLY To 1 coud EAT

CLEEEEEEELTNT 30 NEW CERAMIC SURFACE DESIGN




WENT To GoLFE- JuaN ik PArcAL, '
PRiCILLA , and Ale Fop THir poT7lE [ o )
or RosE ad THETE H'okpEyyres — 7 ; , .
ad | pRevE THE CAK jomE [

.W;;" it

Rae Dunn is a ceramic artist and designer with a love of text and image. Rae is
an avid blogger and has developed a large social media following. One of my fa-
vorite things to see on Rae’s blog each week is her sketchbook page. Rae paints
and draws what she sees on her field trips away from the studio, bringing back
a rich and exciting source for her ceramic surfaces. Rae was happy to share her
sketchbook here as an example of one of many ways you can use your sketch-
book to find inspiration. To find out more about Rae’s ceramics, see page 74.
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INSPIRATION
FVERYWHERE

Finding inspiration can be as easy as taking a closer look
at the world around you. Our own homes and daily lives
can also inspire. Family and pets can become muses. Fab-
ric patterns on your favorite quilts and clothing become
designs to draw and reinterpret. Wallpaper and old china
patterns can become new surfaces for your artwork. |
have even gone to my closet for inspiration! Often new
surface textures come from the oddest places—the bot-
tom of your shoes, a floor mat from your car, the texture
of packaging from a farmers market trip, and so on. Keep
your eyes and mind open because you never know where
your next tool, texture, or color palette will come from.

Many of us carry smart phones these days. Smart phones
can help you keep a visual record of inspiration through
photographs and applications. Try going for a walk and
gathering inspiration from the neighborhood and nature
around you. Gather branches, leaves, and wildflowers to
draw or press into your surfaces. Photograph the colors
you see in nature and your environment. Capture the ar-
chitecture of the buildings you pass along the way.

Always have your sketchbook with you while you observe
the world around you. In addition to taking photos, try
sketching or doodling. Sketching takes practice, but it is a
great way to record what you see. | often find myself stick-
ing leaves into my sketchbook or pressing little flowers
between pages. | will even keep candy wrappers or other
packaging and tape them into my sketchbook when there
is @ good border pattern or color palette used.

A montage of the author’s Instagram photos.
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INSPIRATION BOARDS

Inspiration boards can be a fun visual way to gather
information to inspire a larger project or group of related
artwork. | use inspiration boards most when | am develop-
ing a large collection of artwork because | need to create
multiple objects that are different, yet relate well to each
other. I will add images that work and remove others that
don't, editing what | have until | have gathered enough
information to inspire the collection. | look for sources

for shapes of forms, color inspiration, and variations on

a theme. When | am researching imagery for inspiration
boards, | often end up with extra source material that
inspires my next project.
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Gather pages from your sketchbook, magazine
clippings, your own photos, and found ephemera to
assemble an inspiration wall. Use colorful or patterned
washi tape and tacks to pin things to the wall—even
objects can become a part of the board. Find new color
combinations in the paint chips at the local hardware store
and include those on the wall. Add inspiring quotations
and sayings that describe the mood of the artwork. Have
fun! Trust your intuition and taste; you will know whether
something works on the board or needs to be removed. If
you are stumped, ask a friend with a good eye to take
a look.



TRYIT!

Pinterest is a great online inspira-
tion board tool. | find that when |
am gathering inspiring imagery
online to make a new collection, |
clutter up my computer desktop
with lots of images | have clipped
from websites. Pinterest is a great
way to keep all of the inspiration
you find online in one place, orga-
nized into categorized files that
can be for specific projects. Some
of my boards on Pinterest are on-
going and more general, and | have
some boards that | keep set as
private so | can generate ideas that
other people won't see. One thing
that | love about Pinterest is that
the original source for the image is
usually easy to find. It is simple to
open an account; visit
www.pinterest.com to start pinning!

TRYIT!

Keep a collection of fun surface textures that you find out in the world. When
you are at yard sales and flea markets, look out for old doilies, crocheted work,
embroidery, and scrap pieces of lace. Old baskets and fabrics, textured wallpa-
per, and place mats are all fantastic textures to source for your work.

When you are out on a walk in the woods or on the street, keep an eye out
for textures in nature: old bark, a cool stone, flowers, or sticks. Look at dis-
carded items on the street—become a Dumpster diver! Store all your finds in
your toolbox to reference later when making textures
on the surface of your work.
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LOMPOSITION
AND FURM

Marrying form and surface is one of the biggest challenges in ceramics.
Applying surface to ceramics is a balancing act that takes practice. But
with a few tips on how to approach composition in relationship to form,
and formulas for how to add surface decoration to your ceramics in
your back pocket, you'll begin to get the hang of it. Taking cues from

the form of your work as well as the function can go a long way toward
a successful marriage of surface and form. On the following pages, I'll
provide basic instruction on how to create your own repeating patterns
as well as ideas for how to use color and develop your own color palettes.
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MAKING FORMS
THAT WORK

When you start to make complex
surfaces, it's best to stick with a sim-
ple form. When | designed forms for
heavily patterned surfaces, | generally
aim to make as simple a form as
possible so that the focus of the work
is on the surface. Keep in mind that
whatever form you make becomes
the frame for the surface. Tiles and
plates easily read as more two-
dimensional because they are already
flat. A plate conveniently comes with
a built-in frame in the rim, making it
akin to painting on a canvas. You can
even hang a plate on the walll

Take cues for how to decorate the
complex surfaces from the changes
in planes in the form itself. Color
blocking and blocked patterns can
be straightforward ways to deal
with a complex form. This is where
planning ahead and reviewing your
sketchbook can benefit your artwork.
Drawing the outline of the form on
paper and playing with colored areas
will give you a sense of what will and
what won't work before you commit
to finishing your surface.

As with much of ceramics, make
multiples and test patterns on your
forms as a part of your design process.
In general, make multiples of the same
form on which to test a new surface
design before committing to a final
piece. Even once you have settled on a
surface composition, adding color can
change how you perceive the surface,
S0 having extras on which to test color
palettes will lead to better results.



TRYIT!

With technology expanding constantly, many of us have access to opaque and overhead projectors (both digital and ana-
log). The ability to feed transfer paper through ink-jet printers makes it possible to use almost any image with an overhead
projector. If you have access to a projector, use it to play with enlarging your sketches or printouts and projecting pattern
ideas and colors onto the surfaces of your work before you begin. This technique gives you an enormous amount of infor-
mation about the scale and density of the patterns or imagery you are interested in incorporating onto your work. It can
inform color choices and even give you thoughts on how to adjust the form. | often make templates for tracing using this
technique. Once you have the right scale and sense of composition, trace the pattern onto a piece of paper placed in front
of the projector. This tracing can then be used as a transfer. (See page 53 to learn how to make your transfer.)
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“Dressing” Your Form

One simple way to approach designing for the surface

of your three-dimensional ceramic work is to think about
how you “dress” yourself and then consider “dressing”
your form. Because we dress ourselves every day, we
understand how to put together an outfit—how to match
our clothes. We know which patterns go well with others,
which colors match, which clash, and so on. In talking
about pottery, the words we use to describe form are
directly related to the words we use to describe the body.
For example, a mug can be described as having a “lip,” and
a ceramic form may have a “waist” and a “foot.” Thinking of
the three-dimensional form in relationship to the human
figure can inform how we decorate the ceramic surface.
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TRYIT!

For a week, take photos of the outfits
that you put together and wear. Try
using these combinations on the sur-
faces of your work. Work with every-
thing from the colors of the clothes to
the patterns—play with stitch patterns,
ruffles, and darting. This could even
become a source of inspiration for
how you make the actual forms you'll
be decorating. Are the clothes you
wear more textural and dimensional?
Architectural? Do you wear a lot of
pattern or color? Try working your
clothing style into your ceramics.



Using Shift in Plane

One of the most common and straightforward approaches to
adding surface design to an object—especially an overall pat-
tern or solid color—is to use the surface planes. For example, in
the bowl pictured, | could use a different pattern on each sec-
tion or decide to break the pattern at shifts in the plane. Or, as
you see here, | could make each shift in plane a different color,
using the palette | have developed.

Sometimes | draw a line along the shift in plane to help define
the form or | use the form itself as an imaginary line. Other times

| use the change in plane as a stopping point for pattern or motif,

or it may become the focus of the work. Taking cues from the
forms themselves is the key to creating your best work. Also,
study the work of artists you admire, making note of how they

'f

relate surface to form. What mechanisms do they use?
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Overall Pattern vs. Motif

Cylinder forms and multifaceted forms, such as mugs or tumblers, can be more
challenging to decorate than the single plane of a plate because there is no
obvious start or finish to the surface and you must consider both the inside
and outside of the form. When working on a three-dimensional shape such as
a cylinder, there are endless ways to break up the form. Consider each of the
following approaches:

A. MOTIF

Using a single motif, as shown here, creates a focal point without decorating
the entire surface. Consider using motifs to begin to build a narrative by delin-
eating two sides of the form.

B. SECTIONED

Taking a cue from the form, | will decorate just the rim or base of a piece with

an image or a repeat. This is similar to using the shifts in plane to direct where
you apply surface decoration, but you can also section a straight-sided object
and almost create an illusion of a change in plane through the use of pattern

and color on the surface.

C.OVERALL

A pattern that covers the entire surface can be striking and encourages the
viewer to interact with the whole object. The trick is figuring out how to make
the pattern fit correctly onto the form.
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COMPOSITION

Everyone struggles with composition. There is no
perfect formula for composing a great piece, but | have
developed some reliable tips to help with this important
piece of the equation. With practice, you will begin to
develop your own mechanisms for composing the sur-
faces of your work.

1. Start the decoration on the surface of your ceramics
with the focal point of the pattern or image. For example, it
could be the largest flower in a repeat pattern, or the larg-
est part of the image. If you are using a visually balanced
pattern, begin adding the decoration in the area where
youd like the focus to be. The focal point does not neces-
sarily need to be in the center of your work. In fact, it is often
best to set it off-center unless you would like the form to
be symmetrical or uniform. Starting from the focal point
and working your way out can be a good way to complete
the surface, because this approach allows you to make
sure that you place the focal point of the piece in the

right spot.

2. |n general, it is more visually pleasing to break up pat- 4. Use color to move your eye through a composition.
terns and forms into odd numbers—one, three, five, and Color can emphasize the focal point in a composition if
so on. When using sections and motifs, consider dividing very little color is used elsewhere or by using complemen-

the form into odd-numbered sections. You can do this by tary colors. Don't forget that the clay has its own color!
evenly measuring out the form from the top or bottom

and marking it with a pencil. 5. In clay, we have the ability to add textures to the surface
of our work, which is a quality unique to the medium of

3. Varying the scale of imagery in a composition and ceramics. You can place texture on your work in the same

mixing up the amount of space between imagery in a way you compose color or line. Textured areas can em-

pattern creates movement and points of interest. Varied phasize the focal point in the surface.

thicknesses and line qualities also add interest.
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TRYIT!

Try using underglazes to decorate
the base of your piece. Whether
you are working on a sculptural or
functional form, the base can be a
fun place to add surface treatment.
On a functional piece such as a mug,
the bottom may be revealed when
you are taking the last sip of coffee,
giving the person sitting across
from you a flash of an image. In
sculpture, the base can be a hidden
gem under your piece that only the
collector knows about. Underglazes
generally won't stick to a kiln shelf
when unglazed, but they will stick to
your clay. Experiment!
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Inside and Base

Don't forget that a three-dimensional form has a base and an interior space
that should be taken into consideration as a surface for decorating. When
making things by hand, we have the ability to add detail in unexpected places.
Try decorating the base of your work to add interest—especially on functional
pieces that are seen upside down in a dish rack or hanging from a cup hook.
Sometimes adding a single color liner glaze to the interior of a form or a simple
border can help the piece feel more finished.



Designing Your Own Repeat

Although there are many sources out there for existing surface patterns, it is always fun to create
your own by hand, especially if you plan to sell your work. | use hand-drawn methods all the time for
making repeats for my surfaces and other products. It is a great way to come up with new imagery.
The following pages show two well-known methods for creating a repeat pattern by hand.
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BLOCK REPEAT

1. To create a block repeat, draw marks on both ends of
one square at the same measured points (A).

2. Then draw an image that fits in between the marks,
beginning and ending at the marks (B).

3. Repeat the square to create the overall repeat
pattern (C).
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PAPER-CUT REPEAT

1. On a blank piece of paper, draw your design in the
middle of the paper, staying away from the edges (A).

2. Turn your piece of paper over and draw two lines, divid-
ing the paper evenly into four parts, numbering the parts 1
through 4, as shown (B).

3. Cut your drawing in half vertically and tape it back
together so the numbers are in the order as shown (C, D).

4. Turn back over to the design side. In the blank center,
fillin the drawing, staying away from the top and bottom
edges (E).

5. Cut the tape and tape the drawing back together as
shown—back to its original numbering (F).

6a, b. Cut the paper in half horizontally and tape the
paper back together so the numbers are in order, as
shown (G, H).

7. Flip the paper back over to the design side and com-
plete the drawing where it is blank, keeping away from the
left and right edges of the paper (.

8. Undo the tape, reconfigure the numbers to their original
order, and tape in place. Your pattern now repeats (J).
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CONGIDERING GOLOR

Learning how to use color will help bring your composi-
tions and designs to the next level. Using your sketchbook
to jot down color palettes and combinations can be very
helpful as you design. Your sketchbook can become a
great resource for recording color combinations that you
like from magazines to hardware store paint chips and be-
yond. Snapping a photo of a color grouping that you like
can also be a convenient way to take notes.

When researching color palettes that | like, | most often
refer back to the folder of color combinations that | keep
on my Pinterest page. Whenever | am using Pinterest, | in-
evitably find a color combination in an unexpected place,
and | pin the image for later reference. It is rare that | have
a specific color palette in mind when | am designing a new

TRYIT!

A color wheel is a great resource to have on hand as you
explore new color combinations, and it’s so easy to make
your own. Making a color wheel can help you experiment
with new colors and look beyond your color comfort
zone. Play and see what is pleasing to your eye. Try com-
bining colors that you like, and see what you can come
up with that is new and exciting!

Using colored pencils to fill in sketches of your forms
in your sketchbook can help you understand how color
will affect your forms. Use the simple color wheel here
or develop a more complex color wheel of your own to
start exploring.
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piece. More often, | am looking for the perfect color combi-
nations to go with the pattern or surface | am already de-
veloping. | certainly have color palettes that | love and fall
back on regularly, but | am always looking for new palettes
to keep my work looking up-to-date and fresh. Whenever

| am stuck on which colors | want to use together, | refer
back to my Pinterest folder and find inspiration every time.



TRYIT!

Make test tiles of all the underglaze, slip, and glaze colors you
have in your studio so you have a master palette to choose
from. When making your test tiles, consider applying one coat
of underglaze or slip to one part of the tile and multiple layers
to another part so you can see the variation in color when the
glaze is applied in thin or thick layers.

The colors available to ceramic artists have come a long
way, but the palette is not infinite. | often find color palettes |
love, but cannot find a matching ceramic color, and | have to
get creative about making a new color. Having the test tiles
will give you a better sense of the finished colors available.

lﬂd dv o aw
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Also, there is a wonderful Pantone app for smart phones
called “My Pantone” that | use all the time with the camera
feature on my phone. The app allows you to find the specific
Pantone colors in a particular image as well as identify the
palette within an image. This comes in handy when I'm using
an image as a reference for applying color to my work. | simply
select a photo from my camera roll and plug it into the app to
determine the colors in the photo.
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MAKING

LINES

Using line is my favorite way to create pattern on the ceramic surface.
The projects in this chapter include multiple techniques for creating
line-based artwork. Line drawing is perhaps the method we are all
most comfortable with simply because we use line in writing. Line
work is one of the most basic and effective drawing methods to use in
designing surfaces for clay. | use the mishima technique to decorate
almost everything | design in clay and other materials. The lines | draw

with mishima can be left monochromatic or
colored in like a coloring book after the work
has been bisgue fired. The mishima line acts as
a controlled ground for adding more expressive
color using underglazes and glazes.

When | was in graduate school, | developed
my own “transfer” technique for duplicating
imagery onto the ceramic surface, and | share
it with you in this chapter. Using transfer
templates makes it possible to easily repeat a
higher level of detail in your work. It also helps

remove some of the anxiety around drawing
on clay because it takes that piece out of the
eqguation. If you are worried about knowing
how to draw and not sure where to start, try
using transfers to add line drawings to your
surfaces. This will give you the opportunity
to work out some of your compositions on
paper before you commit to adding them to
clay. Use the projects in this chapter as a step
toward learning to draw as well as learning to
draw on the ceramic form.






MAKING A TRANSFER TEMPLATE

As a primer for many of the projects in chapters 4 and 5, this is a step-by-

step guide to making the templates you'll need to transfer imagery onto your
ceramic surfaces. These “transfers” are the result of a process | developed in
graduate school when | wanted to draw large and complex surfaces on my
ceramics, but was crunched for time. | later adopted this transfer method in
the surface decoration of my functional pottery. These transfers allow you to
repeat a design or motif on the surface of your work, removing much of the
hard work of the design process for each piece you make. Using templates
allowed me to make more highly decorated surfaces on my pottery and maxi-
mize my time. It also means that when a client comes to me needing to replace
a broken piece, | have the same pattern on hand and can make a new version
that matches the original. Although this process isn't archival, because old tem-
plates wear out or age, you can always trace over them to make fresh ones!

Tools

source template (see
pages 143 through 149)

tracing paper
pencil or pen

clear packing tape
(thinner is best!)

scissors
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1. Chose an image to transfer onto your ceramic surface
(using a template from this book, your own original, found
imagery, or a photograph), and place a sheet of tracing
paper over your source imagery.

2. Using a pencil or pen, trace over the lines from the
image that youd like to transfer onto the tracing paper.
These will be the lines you will transfer onto your ceramic
surface once your template is complete.

3. Once you complete the tracing, lay your traced image
on a clean, flat surface.
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| recommend tracing paper because it is transparent,
which means you can reverse or mirror an image if you
need to use the same image on the back of a form. And,
because you can see through the tracing paper, it’s easy
to figure out where to place the image or register a de-
sign on your ceramic surface.

TROUBLESROOTING

Sometimes tape can
wrinkle as you laminate
your tracing paper. This will
be okay, but some of the
wrinkles may transfer along
with your image. If the tape
is severely wrinkled, it may
be worth retracing your
image and starting again.




4. Carefully apply strips of lightweight packing tape to the
front of your image to laminate it. Place the laminated side
down and apply packing tape to the back as well.

5. Cut around the image with scissors, leaving a small mar-

gin (@about /4" [6 mmY]) around the outermost line you wish
to transfer, removing the extra tracing paper as you cut. It
is important to leave a small margin around the edge of
your image; if you cut right up to the outer line in your art-
work, that line will not transfer. Now you have a completed
transfer for working on your projects!

1P

Using cheap, lightweight packing tape to laminate
is an easy and inexpensive way to protect your
transfers. Lamination that is too thick will make it
challenging to complete the transfer and difficult to
flex around a three-dimensional form.
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PROJECT 1

MISRIMA SLIP INLAY

Mishima is the name for a slip inlay process that was adopted from Korea. The
mishima line has a characteristic quality that appeals to the printmaker in me.
It's a process very similar to engraving and the results have a similar aesthetic
appeal—but it is in clay! | love the versatility of the mishima line. Although you
can't make the line too thick or the underglaze will wipe out of the clay, you
can make a line that varies from thin to thick and is calligraphic. This process
lends itself to being colored after bisque, and it layers well with other tech-
niques or even with additional mishima lines. | choose to draw the lines into
the leather-hard clay with a calligraphy pen and a cartoonist’s nib, but | have
seen just about every kind of mark-making tool used for mishima. Experiment
with new tools to find the one you like most.

Tools >

laminated tracing paper transfer N
(page 53) from template (page 143)

dry leather-hard ceramic surface
Amaco T-3 stylus

Hunt calligraphy pen and
no. 107 nib

two 1" (2.5 cm) hake brushes, one
for brushing clay crumbs from
the drawing and one for applying
underglaze

underglaze or slip
natural sponge
bucket of clean water

clear glaze
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Line Transfer

1. Using the laminated transfer from the book (see page 53 2. Once you have decided on the placement, hold the

for how to make a transfer) or one of your own, hold the template in place and use your Amaco T-3 stylus to press
transfer template against the leather-hard ceramic surface  down and trace over the lines you want to transfer to the
and decide on the placement. Take advantage of the see- surface of your piece.

through template to create your composition. | often make
minor adjustments at this point as | respond to the form to
make the composition that works the best.

To see whether you missed a spot
in transferring your image from
the template to the ceramic sur-
face, hold your transfer in place
with one hand while gently lifting the other side of the
template with your other hand to peek beneath to see
your progress. When you are ready to continue drawing,
position the template back in place and continue until
the transfer is complete.

3. Once you have transferred the line from the laminated
template, you should see a light impression of the line on
the surface of your leather-hard ceramic piece.
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4. Using your Hunt calligraphy pen and no. 107 nib, draw
into the clay surface over the lines you transferred. You
shouldn't need to draw too deeply, because mishima works
even with fine lines if wiped gently. If you wipe with a light
touch and a very clean sponge, you can retain a lot of fine
detail. If you draw into the clay surface with a strong or deep
line, you can be more aggressive in wiping the surface after
adding the underglaze or slip in step 6. The calligraphy pen
should move easily over the dry leather-hard clay, allowing
for a flowing line.

5. Use a clean, dry 1" (2.5 cm) hake brush to brush away
the crumbs of clay on the surface of the piece. Some
crumbs may remain in the drawn lines even after brush-
ing them off. This is okay and part of the look of mishima.
Don' fuss over the crumbs, because you will be wiping
the clay surface, and that will remove any potentially
sharp burrs.

6. Paint a layer of underglaze or slip over the whole piece
using the other hake brush. You may apply the underglaze
or slip over the areas where you have drawn, but this may
cause the piece to dry unevenly and crack. To avoid this
problem, cover the entire surface of the piece with the
color you will be wiping off so that it dries evenly. Apply
the underglaze or slip before the piece gets too dry. If the
piece is close to bone dry, adding the extra moisture from
the underglaze or slip will likely cause it to crack.

With the mishima technigue, | can water down the
commercial underglazes | use by about 50 percent, which
allows for the underglaze to be pulled into the drawn lines
more easily and saves underglaze. Once you have painted
the piece with one coat of the underglaze or slip, let it air-
dry back to a dry leather-hard state before you move on to
the next step of wiping your surface. This is an important
step because if you wipe your pot too soon after applying
the underglaze, there will be lots of streaking of underglaze
or slip on the surface of the piece.

MAKING LINES 59 [HHHEEEENINTE



TIPS

If you find that when you sponge the surface of
your clay there are lots of streaks or you are wiping
away lines, let the piece dry back to a dry leather-
hard state. Also, double-check that your water is
clean. If not, change your water and try wiping
again. Using a soft natural sponge is important to
achieve a good result when wiping your work. The
sponge should be clean—so rotate it in your hand as
you wipe to ensure that you are wiping with a clean
surface each time. This means a lot of rinsing out
of the sponge, but the extra effort is well worth the
gorgeous results!

If there is still streaking once you have wiped
your piece and you are concerned about it showing,
let the piece dry to bone dry. Then sand the sur-
face gently with a green kitchen scrubby such as a

Scotch-Brite pad. This will smooth out the surface as 7. Usi | q tural ine the top |
well as remove an additional layer of the surface— - U5INg a cledn. damp natural Sponge, wipe the top layer

doing away with any streaking! Be safe and wear a of the underglaze off of the piece. The result should be a
dust mask while sanding. contrast between the slip inlaid in the drawn line and the

When glazing mishima work, remember to wipe clay body.
off any dust from previous sanding before you
apply underglaze or glaze to the bisqued mishima
piece. The dust from sanding will cause crawling
in the glazed surface. To remove dust, use a clean,
damp sponge.

Often the mishima line that you have inlaid
will sit a bit below the surface of the clay. This can
result in pinholes in the glaze surface because air
gets trapped in glazing. One way to avoid this is by
gently rubbing the glaze surface before loading the
work into your kiln for glaze firing. This pushes the
glaze into any holes that appear and seals them.

8. To finish your mishima surface, use a simple clear glaze
over the bisqued piece and fire your clay body to matur-
ing temperature.
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TRY

Painting color in the lines of your mishima surface is exciting, but even more amaz-
ing things can happen when you combine the projects outlined in this book on one
piece. Try combining the tape resist (page 65) with mishima to make a more com-
plex patterned surface. Add clear glaze over the surface to finish the piece.

!

TRYIT!

After the piece has been bisque fired,
paint a layer of underglaze color using
the mishima inlaid lines as your guide.
Do this before you add clear glaze. This
is a satisfying process—like coloring in
a coloring book!

TIPS

If you apply underglaze to the base
of your bisqued mishima piece,
you will need to wax the bottom to
avoid wiping off your underglaze
decoration once glazed.

After dipping your bisqued
mishima piece in glaze, you might
notice that the spots where you
have applied areas of underglaze,
after bisque do not soak up as
much glaze as the rest of your sur-
face. Using a clean, 1' (2.5 cm) hake
brush, brush on a layer of glaze
over the areas you painted with
underglaze. Now the underglazed
areas will have enough glaze to
retain the same shiny surface as
the rest of your piece once it is
glaze fired.
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ARTIST INSPIRATION

Doug Peltzman

Doug Peltzman is a full-time

studio potter and teacher in the

Hudson Valley area of New York.

Doug's work is a wonderful ex-

[~ ample of how to use the mishima
; technique to create a dynamic

ceramic surface. Doug exhibits

- his work and teaches workshops

nationally. His pottery has been featured in many national

publications and can be found in homes across the country:.
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ARTIST INSPIRATION

Diana Fayt

Diana Fayt is a modern-day
scrimshaw artist whose chosen
medium is clay. Drawing on her
background as a painter, sculptor,
and printmaker, Diana infuses her
ceramic surfaces with narrative.
Through her use of mishima as
well as her self-taught process of
etching in clay, shadows of rab-
bits come alive to play in forests
of intricately rendered botanical specimens, exotic sea
creatures lurk below antigue sailing vessels, and flowers
bloom. Diana’s work can be found in public and private art
collections in the United States and abroad. She has been
featured on the cover of Ceramics Monthly and in numer-
ous Japanese and American publications. When she is not
working in her studio, she can be found teaching technique
and inspiring creativity in workshops around the country as
well as online at Creativebug and via her self-created online
e-course: The Clayer. A graduate of California College of the
Arts, Diana currently lives and works in San Francisco with
her sweet pooch named Louie.

AN
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ProsEeT2
TAPE RESIST

Masking tape, washi paper tape—these are easily accessible materials and
make for a great surface decoration tool on bisque-fired ceramics. | prefer to
use washi tape as a resist because it is easy to tear from the roll and remove
from the surface of the bisque without leaving a residue behind. Most often, |
use washi tape to create stripes in my work. It leaves a clean line with little to no
cleanup required. Using washi tape as a resist is an easy way to get a straight
line or controlled curved line on the ceramic surface. Using tape as a resist in
ceramics is similar to using painter’s tape when masking off edges on a wall
when painting your home. Use it to block out areas of decoration or to desig-
nate a clear edge when decorating work. The uses for tape as a resist

are infinitel

Tools A : o R o e, T ﬂﬁ&*«n
bisqued ceramic surface . : I. 8 ﬁ‘ﬁﬁﬁ
sponge .
pen-style craft knife
self-healing cutting mat
washi tape or masking tape
1" (2.5 cm) paintbrush
underglaze

clear or tinted glaze

o
a ._.-;j-. ‘m : |
2 ?‘."@;d,_ﬁh
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1. Clean your blsque piece 