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I . 

During my undergraduate art studies, I gave the 

greatest emphasis to two-dimensional art--drawing, 

painting, and graphics. But my goals in studying 

ceramics on the graduate level have stressed three

dimensional art. These goals include developing a full 

range of skills in ceramic processes, producing work for 

exhibition and sale, and most important, learning to 

prepare courses in ceramics for high school and other 

students. Since the primary purpose of my study is to 

achieve teaching competence in ceramics, most of my 

study has been devoted to gaining an understanding of 

the traditional and classical aspects of ceramics, 

throwing well on the pottery wheel and chemically formu

lating technically good glazes. 

I deliberately chose ceramics as a medium in my 

master's study in order to broaden my aesthetic aware

ness and diversify my skills. My past art study has 

been heavily over-balanced in the two-dimensional area 

of art, so the emphasis on three-dimensional work for 

my .A. was both necessary and logical to provide en

richment and a fresh approach to my creative expression. 

In setting up working goals, I had, due to my previous 

art background, a desire to see ceramic forms (and 

other art) fulfill more of a function than that of a 

purely visual experience. I like for forms to function, 
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even if the function is merely as a storage container 

or a vase. 

I have always admired a skilled worker in any 

endeavor, and this admiration prompts me to seek to 

perfect the potter's traditional skills of wheel throw

ing. I feel sure that the majority of the ceramic 

pieces in my master's show will be largely what would 

be viewed as the classical forms. When I look at the 

classic work by master potters of past time periods, I 

am moved by the centuries of evolution the form has 

undergone, yet I recognize the timeless nature of the 

chall enges they faced, for example, how to fit a handle 

to a form or what shape the shoulder of a pot should 

have. I feel personally insul . ted when I look at the 

expressions of some of the "avant garde" ceramicists 

who incorporate a gimmick or technique that is foreign 

to ceramics such as the addition of photographically, 

silk-screened glaze images to pursuade the public that 

the object is something more than just clay. 

I n working with the ceramic medium, I am sure that 

the same influences which I responded to previously as 

a painter will also motivate my work as a potter. 

When I paint, I respond to nature forms, especially 

surfaces in the painting. The same organic textures 

subconsciously direct my ceramics. Recently I learned 
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rt is my opinion that raku is a valuable art form 

because it reaches the f usion of sense and sensibility, 

of past and present, of form and function. The simple 

forms which emerge are beautiful to me because all the 

senses are involved, touching the clay when it is first 

wedgeda hand-building the pot or throwing on the wheelr 

constantly smoothing, trimming, pressing, pushing, bend

inga hearing the roar of the gas burner and blower unit 

as the kiln fires; smelling the burning exhaust fumes 

and wood smoke when the glowing pot is submerged in 

saw dust; and breathing in the clay dust and tasting its 

harsh dryness. So I think Piepenburg is correct when he 

says that it is not the form or even the philosophy that 

is important, but it is the experience that lives. When 

a beautiful object moves out of the realm of inanimate 

form and becomes, quite literally, an experience, then 

art is born. 
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