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FOREWORD

When 1 started in pottery more than thirty
years ago, there wasn't a ton of glaze informa-
tion out there. There were some classics, like
Daniel Rhodes’s Clay and Glazes for the Potter,
Robin Hopper’s Ceramic Spectrum, and Glenn
Nelson’s Ceramics: A Potter’s Handbook (the text
I used in college). There was also my main
source for everything pottery-related: a dusty,
worn-out collection of Ceramics Monthly maga-
zines that dated back to 1954. These kept me
pretty happy, providing countless tests to run
in order to help me learn what was going on
with my glazes. Still, I was always searching for
new and better books to explain the mysteries
of glazes. This included searching interlibrary

loans to find whatever information there was
out there, whether it was a dissertation on
microfiche, an obscure out-of-print interna-
tional book, or journals.

Today we have the opposite problem. There
is an unlimited amount of information at our
fingertips and that makes it hard to know where
to begin—let alone to understand what infor-
mation is most important. We are bombarded
with beautiful images in books, in magazines,
and on our phones of the most prized exam-
ples of ceramic masterpieces that have been
collected over the course of thousands of years
of human history, which we then want to repro-
duce in our kilns. So we find out the glaze name
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and look for a recipe, but then we quickly find
out that merely having a recipe is not enough
information to replicate the deceptively com-
plex glazing process.

It is a lot like wanting to make a spectacu-
lar birthday cake for a friend or family member.
You search online among hundreds of recipes
and come up with a beautiful picture of a cake
you want to make. Imagine your surprise when
you only get an ingredients list. There are no
mixing instructions, no indication of the type
of pan needed, if it should be greased, how hot
to bake it or for how long, in what kind of oven,
etc. It could take you a month of experimenta-
tion to figure out how to come up with anything
close to a decent cake, let alone anything that
resembles the beautiful cake that called to you.

This is the conundrum potters face; a recipe
is only a list of ingredients. You need to know
how to mix the ingredients; how to sieve; and
if you should you dip, pour, paint, or spray it
on. You need to know what temperature the
piece should be bisque fired to; what type of
clay is used; if there is an underglaze, slip, or
terra sigillata needed; the density of the glaze
slurry; how long to keep it in the glaze bucket
to get the correct application thickness for the
effect you want . .. and only then do you need
to know how to fire it, which includes the cone,
speed, and cooling necessary to achieve the
results you want.

These are among the many techniques and
considerations that Gabriel addresses in this
book. He explains in detail the unspoken vari-
ables and how to control them. (For a prime
example, see his discussion of density, start-

ing on page 28.) Rather than just dunking your
pot in a bucket for three seconds and expect-
ing magic to happen, you can focus on how to
achieve interesting surfaces. Gabriel lays out
these methods so you can create an infinite
variety of surfaces that are your own, rather
than just copying and replicating images that
inspire you.

We often think that if only we knew more
about glaze chemistry and mastered the Unity
Molecular Formula, we could design and create
what we want. However, the real way potters
find their own style is by working. You must pay
attention, find something that speaks to you,
and follow that direction to create something
new. For example, Nick Moen’s crystalline glaze
(page 102) was not planned in a chemistry lab,
but rather came out of the rush and tumble of
making a living as a potter. This caused him to
have to quick cool a load and that is where he
found something very interesting indeed.

Gabriel has included a large, but curated,
selection of glaze recipes to try out with a sam-
pling of application and firing techniques, as
well as plenty of inspirational images. He may
not be able to solve the modern problem we
have of selecting from endless combinations
of glazes, slips, application methods, and firing
cycles. However, his book provides a system for
you to follow so you can find your own style
and success.

Glaze on!

—JOHN BRITT

Author of The Complete Guide to High-Fire Glazes
and The Complete Guide to Mid-Range Glazes
johnbrittpottery.com
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INTRODUCTION

For potters, opening a kiln is like witnessing
magic. There's a moment when you can do
no more than bagk in the glittering, gleaming
light of the pots on the top shelf, reflective with
amazing glaze, After a good firing, we reveal the
pieces in the kiln one by one, slowly, contem-
plating the subtleties and calling our friends
over to take a look. As ceramic artists, we live
for this moment. As humans, we're filled with
joy when we create something beautiful,

On the other hand, a bad firing can ruin your
day. The attempt to create something beauti-
ful can seem a waste of time and effort when
we fail. It leads to negativity as we question
our competence, react with disgust, and use
unprintable language to describe the results.

At Odyssey ClayWorks, in the mountains of
Asheville, North Carolina, we have seen every-
thing over the years—both the ecstasy and the
agony. It has become our mission as an orga-
nization to eliminate as much of the latter as
possible. We aim to equip our students with the
information they need to make magic on a reg-
ular basis.

Amazing Glaze is the culmination of more
than a decade of workshops, hundreds of
classes, and thousands of firings. While it will
serve as a great primer for those new to glazing,
even the most experienced ceramic artist will
find in it new techniques and recipes to try. In

will investigate a bit of the chemistry behind
the scenes (don’t worry, you won't need a new
degree), dispel many glazing myths, and profile
several contemporary artists making waves in
the field. Last but not least, you'll find a selec-
tion of curated, thoroughly tested recipes to try
out in your studio.

Rather than seeing glaze as an afterthought
to the “more enjoyable” process of working
with wet clay, we'll seek to discover the hid-
den pleasures of the act itself. While many
beginning potters focus on form—and there’s
nothing wrong with that—glaze is an import-
ant and necessary part of ceramic art. It is the
way we dynamically enhance the surfaces of
our work, It is my goal to dispel the myth that
glazing isn't fun, Let's infuse the process with a
sense of adventure, levity, and wonder!

By the end of this book, you will have
the knowledge you need to create stunning,
repeatable results that will wow the crowd and
have your studio mates begging for the secrets
to your success, I encourage you to be daring
and adventurous in your exploration of the
materials and processes. Take detailed notes,
make sure to try something new in each kiln
you fire, and share the results with your fellow
potters. Seek to make work that adds to the field
of ceramics. It is my pleasure to accompany you
on this journey.

addition to providing the groundwork for set- Happy glazing! 5

ting up a successful glazing session, this book —GABRIEL KLINE 8
8
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Glazing can be every bit as rewarding as working with wet clay! The glaze

combination shown here is Tundra Sunset, found on page 61. 9
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GET READY
TO GLAZE

I often refer to the glaze area of our studio as “the
glaze kitchen.” While you should never bring food
and drink into the glazing area, there’s a good rea-
son for the name. The glazing area in any studio
should be set up much like a commercial kitchen.
You want clear staging areas and a flow that lets
multiple people work without getting in one anoth-
er's way. The area should be designed with safety
and efficiency in mind. In this chapter, we'll cover
how to set up a glaze area so that your workflow
can be natural, with a focus on safety and minimal
physical strain. We'll also cover the tools necessary
for glazing—and some fun extras!

Successful glazing also requires an understand-
ing of what glaze is, how to work with glaze, and
how to evaluate and test glazes. And of course,
you’ll need to know how to read a glaze recipe.
While expert glazers may find themselves on famil-
iar ground, I still encourage you to browse the next
few pages, as you may pick up some ideas or spot
some best practices even if you're a glazing veteran.
It's surprising just how few of us come up in stu-
dios that use hydrometers (page 18), for example.
For those of you just getting started on your glaz- e 'v
ing journey, this chapter is a must-read. Let’s get i &
cooking!

&
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THE GLAZE KITCHEN

The very use of the word kitchen suggests that we are cooking something up. Indeed, let us think of
the glazing process as preparing a visual feast on the surface of our work. In order to make glazing
your work an enjoyable, easy, and efficient process, take measures to set up a glaze kitchen that
reflects the natural flow of the glazing process. Just as a skilled chef moves gracefully and with
no wasted motion in the kitchen, so too shall we learn to dance with our materials in the glaze
kitchen. And while it may at first feel as if you have two left feet, you will soon be pirouetting your

way to the kilns. (Think Fred Astaire and Ginger Rogers.)

CHAPTER 1
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SAFETY AND CONSCIOUS
USE OF MATERIALS

Glaze myth #447: The creation of ceramic art has
low impact on the environment.

Although potters and other ceramic artists
have a reputation for being rather granola—
that is, ecologically conscious hippies who love
to play with earth—it is important to acknowl-
edge that we are the original industrialists. For
thousands of years, clay artists have mined
raw materials from the earth, consumed other
natural resources (including coal, natural gas,
wood, and oil) to fire them, and released toxic
chemicals, including carbon monoxide, in the
process. I mention this not to dissuade you
from working with clay, but to reframe the
perception of the craft to acknowledge its envi-
ronmental impact. When we begin to think in
this way, our work becomes more ecologically
conscious, focusing on responsible use of the
materials and offsetting our consumption
in other ways. There are many carbon offset
programs that you can consider, such as Terra-
Pass, which allows you to calculate the carbon
footprint of your work with clay and donate
funds accordingly to reduce greenhouse gases.
I would like to encourage all ceramic artists to
plant some trees, one way or another, at some
point in their journey.

While it may seem somewhat of a buzzkill,
it is vitally important to realize that in addition
to the environmental impact of ceramic arts,
many ceramic materials used in the glazing
process can be dangerous to your health, Many
are carcinogenic or otherwise dangerous with
long-term exposure—including silica, which
is present in all clay and glaze. Some are solu-
ble (able to be dissolved in water and absorbed
through the skin), and many, such as barium

Organizing glaze ingredients and using lidded containers
are both key to safety in the glaze kitchen.

carbonate, are poisonous. Just 5 grams of bar-
ium carbonate is a lethal dose in humans.

However, you can use glaze materials safely
with the following precautions:

* Always use an Occupational Safety and
Health Administration (OSHA)-approved
dust mask or respirator when you are
measuring, transporting, or mixing
dry materials.

* Avoid submerging your hand in glaze
without wearing a latex or rubber glove.
Many materials are soluble and can be
absorbed through your skin.

* Store all dry materials in lidded containers.
A gust of wind from an open door or even
a fan in the studio can contaminate the air
with harmful material.

e Immediately clean up any spills or splashes
with water. To avoid creating a dust cloud,
do not sweep up dry materials. Do not eat
or smoke when handling these materials.

DEALING WITH WASTE

When you are cleaning up spills, washing tools,
or rinsing off a glazed piece, it’s tempting to
dump waste glaze material down the sink and
forget about it. In most cases, at some point
down the line, those materials end up in riv-
ers and streams and the water table. Some of
these repositories may be sources of drinking
water in your area, and removal would require
additional energy on the part of the water
treatment plant. My recommendation is to
install (or to encourage your studio to install) a
custom trap below the sinks to catch as much
of this material as possible. As you can see, the
trap is a large metal basin on wheels with a
drainage pipe at the top. Waste material settles

N3IHOLIA 3ZV1D FHL
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APTER 1

The traps beneath our studio sinks help catch waste materials that would otherwise go down the drain.

at the bottom of the trap and can be periodi-
cally collected. There are a few possibilities for
its disposal:

e Sieve the material through an 80-mesh
screen and use it as a mystery glaze. The
chemical composition of the glaze will be
unknown, and will vary from cleaning to
cleaning, but you just might end up with
a glaze never before seen. It’s worth a test
before resorting to other options. This is our
preferred method at Odyssey ClayWorks.

* You can fire the waste materials in a
crucible in the kiln. To do this, you will need
a thick-walled, high-fire clay canister. Fill it
to one-third below the rim and fire to the
glaze materials’ maturing temperature. This
will render the materials inert.

e The last option is the municipal landfill,
but this disposal methods risks runoff and
reintroduction of the materials to the water
table or surface water.
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Glaze taxis make it much easier to move large buckets of
glaze around the studio.

INTENTIONAL DESIGN FOR
MAXIMUM EFFICIENCY

When you are designing your glaze kitchen,
you may want to sketch it out first using an
aerial view, as you would see in an architect’s
blueprint. Measure your space and draw a
scaled-down plan that you can fill in. You will
want space for a large worktable, room for your
buckets and tools, and an area for dry material
storage. Ideally the glaze kitchen will be sep-
arate from where you make your work, but it
is possible to convert your clay workspace into
your glaze kitchen. In my first studio, I worked
out of the basement carport of my house.
Once I had installed shelving, my kiln, and
two wheels, there was no additional room for
a separate glaze kitchen. So, I would set large
bats on my wheel and on buckets to create a
series of glazing stations. This worked well for
a long time, and I could produce lovely work in

an unheated basement with no running water.
Even if your situation is not ideal, you can still
produce ceramic gems in it.

Major considerations for the glaze kitchen
include proximity and transportation to the
kilns, access to water, worktables at appro-
priate heights, and drainage. If your glazing
area has a smooth path to the kilns, a solid
ware cart with good-quality casters can save
you dozens of trips to the kiln. Some carts are
commercially made especially for ceramics,
but I have found that baker’s carts also work
well and can often be found used at restaurant
supply stores. If your kiln is far away from your
workspace, or if you work at home and fire else-
where, plastic bins filled with bubble wrap or
old blankets can protect your ware during the
trips. I have always been impressed with Josh
Copus, a local wood-fire potter, whose studio is
in Asheville. He uses the blanket technique to
drive his greenware twenty miles on country
roads to his wood kiln in Madison County. He
first places his greenware pots on ware boards,
then loads the ware boards directly into the
back of his pickup truck. He drapes thick blan-
kets on top of the ware to cushion and hold the
pieces in place. This creates a surprisingly suc-
cessful bracing system for the delicate pots; he
experiences minimal loss, despite the long trip.

Note: Access to running water is helpful, not only
to mix glazes and adjust consistency, but also
for cleanup. If your studio doesn’t have running
water, filling a 5-gallon bucket with clean water
serves the same purpose and can act as your
sink. Before the advent of modern plumbing, a
trip to the river or well was a necessary part

of the daily routine of every pottery workshop.
Make sure you have a good supply of clean
water at the beginning of every glazing session.
At the end of a session, thoroughly clean the
work area with plenty of water.

NIHOLINA AZVID JHL
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I highly recommend worktables that allow
you to glaze your work without bending over
and putting strain on your back. Posture is
extremely important for ceramic artists, who
spend much of their time leaning over their
work in one way or another. It is a good idea to
stretch your back, arms, shoulders, and ham-
strings before working. (For a good example of
a prework stretching regimen, see Ben Carter’s
excellent book Mastering the Potter’s Wheel. The
exercises Ben recommends apply equally to wet
work with clay and to glazing.) Additionally, you
should store glaze buckets not on the floor but
elevated on a table or bench if possible. Ideally
you should elevate glaze buckets about 2 feet
off the ground, and you can use glaze taxis—
castered boards—to roll buckets across the floor
rather than picking them up. Why bother with
the casters? A 5-gallon bucket neatly holds a
10,000-gram (dry) batch of glaze. When you add
water, the bucket can weigh up to 50 pounds.
Lifting it from the floor to the table or from one
spot to another can put undue stress on your
back, especially since you'll often be moving or
using more than one glaze at a time. Another
easy way to transport glaze is to use a 1-gallon
pitcher to transfer glaze from one container to
another. It is quick, easy, and will save you a trip
to the chiropractor!

Dry material storage is another important
consideration when you are setting up a glaze
kitchen. Many glaze materials are carcino-
genic in their dry state. Dry materials should be
stored in containers with lids, and you should
always wear a dust mask when working with
these materials. If you are in business, OSHA
requires you to keep a safety data sheet (SDS)
on the premises for any dry materials that you
are using,

TOOLS AND MATERIALS

In glazing ceramic work, the right tool for the
job makes all the difference. If the following list
of tools seems long, keep in mind that you don’t
need all of these items right out of the gate, and
your studio may supply many of the tools and
materials as well. This section is more to famil-
iarize you with the tools of the trade than to
provide a shopping list.

Buckets and tubs (not shown) It is useful to
have a variety of lidded buckets to store your
glaze, as well as several extra empties that
you can use when screening and sieving glaze.
Buckets should be made from sturdy plastic.
Avoid metal containers, as they can rust and
introduce iron into a glaze, thereby affecting
its color and flux. You can purchase buckets at
most paint or home improvement stores, but I
have found that many bakeries purchase their
icing in 5-gallon buckets and will often give
away the empties for free. What size buckets
will you need? Let’s look at some common
batch sizes:

* 2,000 grams of glaze (dry) will fit neatly
into a 1-gallon bucket.

* 5,000 grams of glaze will fit into a
3-gallon bucket.

e 10,000 grams of glaze will fit into a
5-gallon bucket.

* 20,000 grams of glaze will fit into a
10-gallon rubber trashcan.

* 100,000 grams of glaze will fit into a
55-gallon plastic drum.

Drills, whisks, and stir sticks ® Glazes need
to be thoroughly mixed in order to perform
effectively. Materials settle out, so all glazes
should be stirred frequently to ensure the
chemical integrity of the recipe. A stir stick
works well, but it is the most time-consuming
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option. A large whisk, available at restaurant
supply stores, mixes glaze more quickly.
However, due to its curved shape, it cannot
reach into the corner of a bucket, where the
bottom and side(s) meet. A drill with a blunger
attachment (a long rod with spinning blades)
is the quickest, most effective means of mix-
ing a glaze, reaching the material in the
corner of the bucket while quickly homogeniz-
ing the recipe.

Sieves ® Almost all glazes benefit from
sieving. A sieve will get rid of any chunks

of undissolved material in the glaze, which
almost always cause problems, such as flaking
off or creating a mottled surface. Sieves come
in a number of different sizes, depending

on application. Small sieves can be used for
testing. A large Talisman screen utilizes an
interchangeable screen and brushes attached
to a rotary handle, which allows you to screen
larger amounts of materials quickly without
dipping your hand in the glaze. Note that
sieves also have several different mesh sizes.
Mesh size refers to the number of holes in the
screen per square inch. An 80-mesh screen is
usually sufficient, but some glazes will benefit
from using a higher-number mesh. (A mesh
with more holes per square inch screens a
finer particle size.)

Tongs © There are several types of glazing
tongs. For vertical work, the red-handled
stainless-steel tongs made by Kemper work
well. For glazing flatware, such as plates and
shallow bowls, use adjustable channel lock
tongs. They hold the work at a different angle,
allowing you to move the piece horizontally
through the glaze, resulting in a smoother
coat. Tongs will generally leave a “vampire
bite” at the contact points, which you will
need to fill in with a brush later. Tongs should
be used only with smaller work, as the weight
of the glaze inside a larger piece can put too
much pressure on the contact points with the

tongs, causing the bisqueware to crack. For
larger work, you may need to use your
gloved hands.

Hydrometer ® A hydrometer is a glass tube
filled at the bottom with lead, calibrated to
measure specific gravity (SG), or the density of
a liquid—in this case glaze—relative to water.
A hydrometer is the fastest way to measure
specific gravity, although there are several
other options. See page 28 for an in-depth dis-
cussion of specific gravity and its importance
in glazing.

Funnels ® Funnels are useful for channel-
ing glaze into narrow-necked forms, filling
up glaze trailers, and for calculating specific
gravity. Funnels are also often used in con-
junction with small screens when creating
glaze trailers.

Pitchers ® It is nice to have a variety of pitch-
ers available for pouring glaze over a piece and
for transporting glaze from one container to
another. A handle that’s open-ended on the
bottom allows you to hang the pitcher on the
inside rim of a bucket between pours, pre-
venting drips from forming a messy puddle of
glaze outside of the bucket.

Banding wheels ©® Banding wheels are often
used for waxing round, symmetrical forms,
but can also be used for glazing and decorat-
ing. Shimpo makes the best banding wheels.
(That’s an unsolicited endorsement, really!)
While more expensive than some other
options, they last a lifetime and have the
smoothest rotation.

Brushes ® Keep a variety of brushes on hand
for different applications, including wax resist,
brushwork with glaze, and filling in those
pesky vampire bites. Soft-bristled, floppy
brushes hold wax and glaze more effectively
than hard-bristled brushes do.
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Sponges © Sponges are an absolute necessity
for cleaning up. In addition, you can also cus-
tomize sponges and use them to apply glaze
to a piece. Both synthetic and natural sponges
work well in these capacities.

Respirator or dust mask @ Glaze materials
in their dry form can be a health hazard if
inhaled. You should wear an OSHA-certified
dust mask or respirator at all times when
working with these materials in their dry
state and when spraying glaze. Be sure that
the mask or respirator is certified for fine
particles. The N100 class of dust masks and
respirators is recommended for use with
ceramic materials.

Gloves ® If a piece is too large for dipping
tongs, and requires submerging your hands in
glaze, use latex or rubber gloves. Some glaze
materials are soluble and can be absorbed
through the skin.

Pebble bowls and bus tubs (not shown)

Pebble bowls and bus tubs, available at any
restaurant supply store, make great containers
for glazing large or flat work that is too wide to
easily fit into the glaze bucket.

Glaze trailers ©® Used to apply small amounts
of glaze in specific areas, glaze trailers come
in a variety of shapes and sizes. Condiment
squeeze bottles, tjanting tools for batik, and
hair dye applicators can all be repurposed as
glaze trailers.

Diamond grinding disks, sanding sponges,
and rotary tools (Dremel) attachments @
These tools are designed to help remove
unwanted glaze from pieces and to soften any
rough edges. While traditional sandpaper and
silicon carbide work well and are economical,
diamond grinding disks, sanding sponges,
and rotary tool attachments are long-lasting
and do the work quicker. They are worth the

investment. I wish | had discovered these
tools earlier in my career. You can often find
them at stores that supply glass blowers,
Dremel tools are available at home improve-
ment stores.

Spray guns @ There are many different
models of spray guns, some designed to use
with paints. These high-volume, low pressure
(HVLP) spray guns work equally well with
glaze. The simplest version yields a conical
spray, that is, one that results in a circular
shape on the piece. Other guns are adjustable
and can spray glaze in a vertical or horizontal
oval. Spraying is just one method of applying
glaze; you can find out more on page 52.

Spray booth (not shown) A spray booth
provides an area to spray a glaze on your
work while containing and venting the excess
aerated glaze outdoors. Spray booths are com-
mercially produced but can be custom-made
with materials as simple as cardboard and a
box fan.

Air compressor (not shown) Compressed

air has several uses in glazing, including
aerating glaze in the spray booth and cleaning
bisque fired work of pinhole-producing dust.
Your air compressor should be able to main-
tain 80 psi for cleaning bisque and 40 psi for
spraying glaze.

Triaxial blend board @ When you are testing
out three glaze materials in relationship to
one another, this board can help keep every-
thing organized, neat, and tidy. The board itself
comprises fifteen small containers in a tri-
angular grid, with each corner of the triangle
representing 100 percent of a given material.
The interactions between these materials can
be mapped in different, regular ratios, giving
the user a sense of the way the materials will
perform in proportion to one another.
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WHAT IS GLAZE?

“Nice glaze” is something one potter might say to another, pointing to the surface of a pot. But just
what is that glassy surface made of? Glaze begins its life as a combination of pulverized ingredients
that have been slaked with water to create a slurry, which can then be applied to the surface of a
ceramic piece through several different methods. When fired to the appropriate temperature, the
glaze will melt, permeate the surface of the piece, and then cool in a solid state, creating a perma-

nent coating or “skin” on the piece.

Glazing is not necessary for every piece you make, or even desirable in some applications. An
unglazed piece may be fired, as in the case of terra cotta flowerpots, roofing tile, and some sculp-
tures. (The clay is then referred to as “naked.”) So why glaze your work? There are two very good
reasons. First, by glazing you add visual interest to your pieces. Second, in the case of functional
work, glaze creates the impermeable surface that allows your piece to be used with food and drink.

A BIT OF CHEMISTRY

If you've ever cracked open a glaze book or
searched for a recipe online only to be over-
whelmed with the idea of glaze chemistry, fear
not. While the chemistry involved may seem
intimidating, you can achieve terrific results
without knowing a single thing about what is
in a glaze. Additionally, the focus of this book is
on the practical application of the glaze—that
is, how to get just the right amount of glaze in
the right spot. We won'’t go too far down the
road of glaze chemistry.

That said, it is still important to have at least
a basic understanding of the material in a glaze
as early as possible in your ceramic journey.
Knowing what makes a glaze is necessary if you
want to be able to adjust a recipe, which will
allow you to expand your palette exponentially.

Here's the crash course! Three main compo-
nents compose a typical glaze, and each one
is important in creating a glassy surface on
your work: a glass-former, a stabilizer, and a
flux. This combination is often referred to as
a “base glaze.”

* Glass-formers (silicon dioxide [SiO,] and
boron [B,0,]) provide durability.

¢ Stabilizers, sometimes referred to as
“refractories,” mainly alumina, sourced
from kaolin (chemical compound
Al,0,22Si0,), help the glaze stay on the
piece. Even the best glass-former won’t do
much good if it’s running down the side of
your pot.

* Fluxes (the group of oxides including
lithium, sodium, magnesium, potassium,
calcium, strontium, barium, zinc, and
lead) ensure that the glaze melts at the
appropriate temperature. You can have a
great recipe when it comes to glass-formers
and stabilizers, but without the right flux, it
will not melt the way you want.

Please note that some ingredients listed in a
glaze recipe may contain more than one of the
groups of oxides, and that some, such as iron
oxide, can perform multiple roles, acting as
flux, stabilizer, and colorant. For example, Edgar
Plastic Kaolin (EPK) contains glass-formers, sta-
bilizers, and trace amounts of fluxes.

Understanding a few basics about glaze composition can help you predict how glazes will look when fired.
The base glaze shown here is Spearmint, discussed on pages 22-24, with the recipe on page 178.
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HOW TO READ A GLAZE RECIPE

Chemical Analysis of EPK

BINL i virisdnseririapimoiimirpins P 45.73% Most glaze recipes will come in a standardized
1R 8 PRST RS ENU RO RS SLC PRy 37.36% form. The base glaze materials will add up to
PREMSE it 0.79% 100 percent, with additives such as colorants,
, 13 T TR TR P ST T SR B TR 0.37% suspenders (materials that keep a glaze from
Bl sivnaiipmronsipmilniimmaimmiipi 0.236% settling out), and opacifiers listed separately.
G- R SN W UL RRNL T N SR 0.18% This means the sum of all ingredients may total
B biivmissiwnsstimmupmieerirbrm i 0.098% more than 100 percent. (Note: The figures in the
Sk P TR G e R R L 0.059% recipe may be read as percentages, or as units
B issiciismninmimivmiiintiaus o 0.33% of measurement—grams, ounces, pounds.) No

Analysis courtesy of Edgar Plastic Kaolin

The ratio of glass-formers, stabilizers, and
fluxes in relation to one another is known as
the Seger (or Unity) formula. It is expressed
with the total fluxes equaling 1, and the total
glass-former and stabilizers expressed in ratio

matter what category of measuring units you
use, the recipe will remain intact as long as
you stay consistent in using that same unit of
measurement. For example, let's look at a glaze
recipe for Spearmint:

Spearmint, Cone 6

to the fluxes. This ratio can provide some insight ~ Wollastonite ..........cccccovuveerrnreirrirennnen 28.00%
into the relative degree of gloss of the glaze. If = EPK.......cccouvnvvennniennnnennncnsnninesnnnnene 28.00%
the glass-former to stabilizer ratio (Si0,;AL,O,)  Ferro Frit 3195 .....cccoovurevvrnriersercnnces 23.00%
is higher, than, say, 10:1, you will have a glossy = SiliCa........ccovenerirnnrieneineinisnnissesieinnnns 17.00%
glaze. A lower ratio of glass-former to stabilizer =~ Nepheline Syenite .........ccccccoovverrerrenece. 4.00%
at 5:1 will be more matte. In this way, the Unity = Total ......ccceeveveennrrenennesensennesncsennenes 100.00%
or Seger formula can provide insight into the
properties of a glaze. Also Add

In addition to the materials found in the  Light Rutile.......coummiriniiincncncninnncne 6.00%
base glaze, many recipes will include several  Copper Carbonate...........cccoevuerererennnns 3.00%

other materials that affect the way the glaze
performs, both in terms of application and fired
results. For example, these materials may be
responsible for keeping the glaze suspended in
water (such as Epsom salts), coloring the glaze
(copper carbonate, rutile, and mason stains), or
opacifying the glaze (Zircopax and Superpax).

If glaze chemistry floats your boat, several
excellent books have been written with a strong
focus on the subject. For a top-notch review of
ceramic materials, I recommend John Britt's
Complete Guide to High-Fire Glazes and Complete
Guide to Mid-Range Glazes as well as Daniel
Rhodes’ Clay and Glazes for the Potter.

Contained within these ingredients are the
aforementioned groups of oxides required for a
glaze: glass-formers, stabilizers, and fluxes, as
well as the additional colorant groups. You may
also see fluxes referred to as the RO/R,0 group,
stabilizers as R,0,, and glass-formers as the
RO, group.

In some cases, you may also see a chemical
breakdown of the glaze expressed in the form
of the Seger (Unity) formula, where the flux
group will add up to 1.00, and the R,0, (stabi-
lizer) and RO, (glass-former) can be expressed
in ratio to the fluxes. You'll see the ratio of
glass-formers to stabilizers is 6.94:1, suggesting
a low-gloss glaze, but not matte.

Scanned with
§ (8 CamScanner §



Chemical Formula for Spearmint, Cone 6
RO/R,0 (FLUX)

adding more stabilizers. As a result of these
tweaks, your base glaze may no longer add up

DD Lssaesiberspinmnsoressrersisin K,O (Potassium Oxide) to 100 percent. Thus, you will occasionally find

QDD s rssmmissrvsarsreeiosraass Na,O (Sodium Oxide) tweaked recipes that do not add up to 100 per-

0§ TETR p CaO (Calcium Oxide) cent. If you want to retotal the glaze to add up

0100 Beeissssnsrasssesengionsos Total fluxes to 100 percent, divide each ingredient by the
total and multiply by 100. For example:

R,0, (STABILIZER)

1) R O Al O, (Aluminum Oxide) INEredlent Kiicsainimmsisiiiiiig 80%

L T R A S Total stabilizers INETediONt Bunsisinsinnstsin 20%
INCTRRIBRL Qs asiimiviviiristiaitaiiiiii 15%

RO, (GLASS-FORMERS) (e R T TR I 115%

A R Si0, (Silicon Dioxide)

3,000 asimrisiassiosss Total glass-formers Then:
Ingredient A

OTHER 80 + 115 = 0.6956 x 100 = 69.56%

1, ¢ PSR SO YT Fe,0, (Iron Oxide) Round to 70%

DA s CuO (Copper Oxide)

11 B ARE SR TiO, (Titanium Dioxide) Ingredient B

T R B,0, (Boron Oxide) 20 + 115 = 0.1739 x 100 = 17.39%

0 e Total other ingredients Round to 17%

RATIO OF GLASS FORMERS TO Ingredient C

STABILIZERS: 15 + 115 = 0.1304 x 100 = 13.04%

6.94:1 Round to 13%
TRl o e Sl T R 100%

ADJUSTING GLAZE RECIPES

“Tweaking” a glaze, also known as adjust-
ing a glaze recipe, combines art and science.
Depending on the desired characteristics of a
glaze (more or less shiny, more or less matte,
more or less runny, more or less intense color,
a different color altogether), you may employ
different strategies. Varying the amount of
glass-formers, stabilizers, and fluxes will affect
the base glaze. Adding more glass-formers will
result in a glossier glaze. More stabilizers will

ADJUSTING BATCH SIZE

You may need to adjust your batch size to suit
your needs. To do this, take the original recipe
and decide how large you want to make it. A
5,000-gram batch of a base glaze, for exam-
ple, will fit neatly in a 3-gallon bucket. To get
from 100 units to 5,000, multiply each ingre-
dient by 50. By extension, if you were going to
make a 10,000-gram batch, you would multi-

make it increasingly matte. More flux will  ply each ingredient by 100. Using Spearmint g
cause it to melt and eventually run.Varyingthe  as our example, the math would be as follows E
amount of coloring oxides or mason stains will ~ for a 5,000-gram batch. (Note that the coloring ]
change its color. It is even possible to adjust a  oxides Light Rutile and Copper Carbonate are E
cone 10 glaze to fire at cone 6 by adding more  additions to the base glaze recipe, and the end N
flux, and to adjust in the opposite direction by  recipe with colorants will weigh 5,450 grams.) 2

23
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Spearmint, Cone 6

Wollastonite................. 28.00 x 50 = 1400.00
OO cisssiicssrinsvisisatissiod 28.00 » 50 = 1400.00
Ferro Frit 3195 ............. 23.00 = 50 = 1150.00
RO e oers stesiesinion 17.00 » 50 = 850.00

Nepheline Syenite ......4.00 x 50 = 200.00
Total (base glaze)....... 100.00 x 50 = 5000.00

Also Add

Light Rutile................... 6.00 x 50 = 300.00

Copper Carbonate.......3.00 x 50 = 150,00

POt sisinsiisiisisisaisssensess 109.00 x 50 = 5450.00
Using a cone pack will give you the most reliable data on
your firing.

CONES, TEMPERATURE,

AND HEAT WORK

Cones are small pyramids of compressed
ceramic material that have been formulated
to melt at a specific temperature in relation to
the rate of climb. Cones indicate the matur-
ing of clay and glazes. Cones are enormously
helpful to the ceramic artist, as they provide a
visual confirmation of what has happened (or
is happening) inside the kiln. There are differ-
ent types of cones, including small cones, large
cones, and self-supporting cones. Small cones
are often used in kilns that have a kiln sitter,
a device that automatically shuts off the kiln.
The small cone is placed horizontally in the
kiln sitter, with the shut off bar resting on top
of the cone. The bar, when in the up position,
allows the kiln to continue firing. When the
cone melts, the bar falls, the electrical circuit is
disconnected, and the kiln shuts off.

Large cones cannot be used in a kiln sit-
ter. They need some kind of support to hold
them up. Self-supporting cones are similar in
size to large cones, but can stand alone, which
saves time over the long run. Large cones and
self-supporting cones should be placed in front
of the spyholes of the kiln. They are referred
to as “witness cones.” When several cones are
used in this way, the group is referred to as a

“cone pack.” A cone pack usually comprises
a guide cone, guard cone, and target cone.
Even if your kiln has a thermocouple and
computerized controller, these can be slightly
miscalibrated or eventually wear out. As a rule,
always fire to a witness cone, rather than rely-
ing on the controller and thermocouple.

A large cone is mature when the tip of
the cone bends over and touches the shelf. A
self-supporting cone is mature when its tip is
parallel with the base of the pyramid that sup-
ports the cone, not when the tip hits the shelf.
This is a common mistake. This visual illus-
trates self-supporting cones that are underfired,
on target, and overfired, respectively.

Glaze myth #214: Cones measure the temperature
inside the kiln.

Actually, cones measure temperature and
time. For your glazes to perform properly—that
is, to achieve the appropriate degree of melt
and coloration—they must undergo a certain
amount of heat work, which is a function of
both temperature and time. Like to bake? We
can use brownies as a helpful analogy to illus-
trate the effect of heatwork. Brownies baked at
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A witness cone during a firing.

400 degrees for 20 minutes will be moist and
fudgy, while brownies baked at the same tem-
perature for 40 minutes will be crispy. It is not
just the maximum temperature achieved, but
how long it takes to get there and how long the
temperature is held that will also affect the end
result. Similarly, if we fire quickly, the cone will
bend at a higher temperature. In a medium fire,
the cone will melt at a slightly lower tempera-
ture, as the glaze has experienced more heat
work. In a slow firing, the cone will melt at an
even lower firing temperature.

KILN ATMOSPHERE
(OXIDATION VERSUS REDUCTION)

The atmosphere inside the kiln, specifically
the amount of oxygen present in the kiln, will
directly affect the coloration of your glazes. An
oxidizing atmosphere is one in which more
oxygen is present in the kiln than is needed
to burn the fuel. Oxidation refers to a process
of chemical recombination that occurs in a
kiln that has plenty of oxygen. When heat is
applied to the glaze, compounds volatilize or
break apart. They then recombine with the
oxygen available inside the kiln to produce
a new set of oxides. Electric kilns generally

oxidize, as their heat source does not require
oxygen to produce heat.

In the case of reduction, a live flame, not
electricity, is used to heat the kiln. The flame,
whether from wood, natural gas, oil, or coal,
requires oxygen to continue burning. When
there is plenty of oxygen available in the kiln,
you will continue to have an oxidizing atmo-
sphere inside the kiln, no matter what fuel
source you use. However, if there is not enough
oxygen in the kiln for the fuel to burn com-
pletely, the result is carbon monoxide in the
kiln atmosphere. The carbon atoms are natu-
rally attracted to oxygen and will create carbon
dioxide when combined with the oxygen mole-
cules present in the clay and glaze themselves.
The reduced oxygen in the clay and glaze will
directly affect the coloration and texture of
the finished work. For this reason, potters will
intentionally reduce the amount of oxygen in
the kiln by reducing air flow, hence “reduction.”
The difference in color can be quite radical.
Look no further than a glaze with copper car-
bonate, which may be green in oxidizing kiln,
and oxblood red in reduction.

éIZVID SI LVHM

&

Scanned with

§ (8 CamScanner



1

COMMERCIAL GLAZES VERSUS MIXING YOUR OWN
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There ate hundreds of commerclally produced
glazes that have been specifically formulated and
tostod by coramlic enginoors to provide you with
a wlde-ranglng palotte of finlshes, Whon applied
and fired according to thelr Instructions, these
glazos are conslstont, rellable, and convenlent,
Howover, thelr formulas aro kept secret, and rel-
allve to mixing your own glazes, thoy can bo very
expensivel While mixing your own glazes can be
more time-consuming than a qulck trip to the
store or ordering online, it is much more econom-
ical. When you purchase the matorials yourself
and mix your own glaze, you can save up to 80
percent versus using commerclal glazes, Over
the course of several kiln loads, these savings can
really add up. Additionally, it Is easlor to adjust a

recipe you mix yourself, because you know what
Ingredlents are in the glaze,

While the cost can be an Issue, quality generally
I8 not, Glaze you mix yourself Is neither superior
nor Inferlor to commerclal glazes, You should view
them both as viable avenues to express yourself
visually, Also, It's good to keep in mind that com-
merclally produced glazes and glazes that you
mix yourself can be used in conjunction with one
another, This means you can always splurge on a
unlque commerclal glaze and complement it with
more cost-offective glazes you mix yourself,

Whother you buy commaerclal glaze or mix your own, it's
all about gotting the results you want when you unload
the kiln,
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PREPARING TO GLAZE

In commercial kitchens and restaurants, there is often so much prep work to be done that thereis a
dedicated and indispensable position, the prep cook, who comes in early to get things ready. Before
a chef can prepare a dish to be served, onions must be chopped, potatoes peeled, and mushrooms
cleaned of dirt. If any of these activities is overlooked or done poorly, it will affect both the taste

and the presentation of the dish.

Similarly, in the glaze kitchen there are several important steps you can take to prepare a glaze
that will ensure a high-quality result. This prep work makes the rest of the process flow smoothly.
Be sure to pay attention to the details at this stage of the game; you will make things much easier

for yourself when you begin to glaze your work.

SLAKING, MIXING, AND SIEVING

Regardless of whether you purchase commer-
cial glaze dry or mix your own glaze from dry
materials, you will need to mix it with water in
three steps.

Slaking ® As a rule, you can start by filling
your container one-third full of water. From
here on out, make sure you are wearing a dust
mask in a well-ventilated area or outdoors.
Next, you’ll pour the dry premixed materials
for the glaze over the top of the water. Wait a
minute and allow the water to work its way up
through the materials. If there is not enough
water to make it all the way to the top of the
dry materials, you can pour more water on top
until the dry materials are completely sub-
merged. You want to err on the side of having
too little water, rather than too much, as you
may add more water during the next two steps.

Mixing ® Once the glaze has slaked, you can
use a stir stick, whisk, or drill with a blunger
attachment to mix the glaze materials thor-
oughly. Whichever tool you choose for mixing,
move it up and down through the glaze as you
mix and be thorough. Do not just stir in a cir-
cle with a stick immersed only halfway to the
bottom of the bucket. Be careful with a drill
and blunger, though. If you continue to spin
the blunger when you pull it out of the mix-
ture, you will glaze your legs. I've seen it many
times, and I've done it more than once myself!
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Sieving © Even after slaking and mixing, some
coarser particles or chunks of glaze material
sticking together in lumps may remain and
need to be sieved. For this reason, always sieve
your glaze twice after mixing it. You will need
a second bucket of equal size for this. For most
glazes, an 80-mesh screen is sufficient to cre-
ate a smooth, flowing glaze. Glazes should be
resieved before each use, as glaze can dry on
the side of the bucket and fall back into the
mixture, creating chunks. Also, in a commu-
nity studio setting, I have found all manner of
bisqueware, tools, and other foreign objectsin a
bucket of glaze. Screening will help you ensure
that none of these end up affecting your fin-
ished product—that is, unless you were trying
to make some unexpected art.

THE SPECIFICS OF SPECIFIC GRAVITY

It's a common misconception that specific
gravity measures the thickness of a glaze. Spe-
cific gravity actually refers to the density of a
material relative to water. Density is the mea-
surable amount of matter per unit of volume,
while thickness, for our purposes, refers to how
viscous, sticky, or resistant to flow a fluid is.

As such, glaze of certain density can be made
thicker by adding a flocculant (a material that
promotes the clumping of particles), such as
Epsom salts, or thinner by adding a defloccu-
lant, such as Darvan 7. Gums, like CMC, will
also thicken a glaze. While the addition of
these materials will change the thickness of
the glaze, the density will remain the same.

Measuring specific gravity is an incredibly
important step in the preparation and applica-
tion of glaze. The goal is to get just the right
amount of glaze onto the piece, and the den-
sity of the liquid glaze will affect how much
is absorbed by the bisque. Denser glaze will
result in more material being absorbed by the
bisque. The problem is, if the piece absorbs too
much glaze, it may run right off the pot in fir-
ing. Less dense glaze will result in less material
being absorbed by the bisque. Similarly, if the
piece does not absorb enough glaze material,
too much of the clay body will show. Both prob-
lems are avoidable by taking time to measure
and adjust specific gravity to the appropriate
level. Industrial ceramic facilities rely heavily
on measuring specific gravity to ensure a uni-
form product. It used to be that few studios
measured specific gravity, though I'm happy
to say that is slowly changing. But the most
important part is the amount of glaze that gets
on the piece!

Glaze myth#278: Dipping your finger in a bucket
of glaze to see if it runs off your fingernail is a
great way to measure glaze density.

Assuredly, somewhere in your travels, some-
one in a clay studio has delighted in showing
you the “finger dip” method of measuring glaze
density. This wise potter will mix (and usually
forget to screen) a bucket of glaze, then will

A hydrometer is a worthwhile investment to measure
the density of your glazes.
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dip his bare finger into some perhaps question-
ably soluble or toxic materials, hold his finger
aloft proudly, and beam at you as he says,
“See? It's running off my fingernail. Just right!”
Alternatively, he may have compared the glaze
to a dairy product. For example, he’ll say, “That
glaze looks a little dense, like cream. It should
be more like skim milk. Why don’t you add a
little water?” He'll make deep eye contact and
nod knowingly.

These methods of analyzing specific gravity
are rooted in good intentions. While they do, in
fact, indicate relative degrees of a glaze’s den-
sity—and can even get good results with some
glazes—more accurate tools exist to measure
the specific gravity of your glaze. I would sug-
gest that you rely on measuring specific gravity
using a hydrometer, or by measuring the weight
of 1,000 milliliters of glaze.

The hydrometer is designed to sink into a
liquid until it is buoyed. It will sink deeper into
a less dense glaze than into a denser glaze.
The specific gravity of the glaze relative to water
is calibrated on the outside of the hydrome-
ter. Take the reading at the level of the glaze.
The specific gravity of water is theoretically
1.00 g/ml, although this measurement would
have to be taken at sea level with a room
temperature of 70 degrees Fahrenheit. (With
substantial elevation or a different tempera-
ture, that calibration will change slightly. For
our purposes, though, it serves as a good base
measurement.) All glazes will have SG mea-
surements higher than that of water. The
higher the SG number, the denser the glaze.
Most glazes work well at SG 1.45, although
proper testing should be done, as some glazes,
such as Anja’s Silky Clear (page 164), and Odys-
sey Clear (page 173), which look milky when
thickly applied, benefit from lower specific
gravities. This is due to the unique gelling
property of Gerstley Borate, resulting in a more
viscous consistency. I recommend applying
those two at SG 1.25 and 1.35, respectively.
Alternatively, other glazes look best when

applied more thickly, such as Chun Celadon
(page 171), which looks best at SG 1.55.

Another method used to measure specific
gravity is to weigh 1,000 milliliters of glaze
with a scale. This works because 1 milliliter of
water weighs 1 gram (at room temperature at
sea level). Therefore, 1,000 milliliters of water
(theoretically) weighs 1,000 grams. Again, as
the molecules in the glaze are “denser” than
water, 1,000 milliliters of glaze will weigh more
than 1,000 grams. Try both methods to see
which one you like best. Once you choose the
method you prefer, stick to it for consistency.
Note that you may measure 100, 10, or even
1 gram of glaze and it will give you an assess-
ment of the specific gravity, although the
decimal place will be moved. If you measure
1,000 milliliters of glaze and it weighs 1,450
grams, measuring 100 milliliters of the same
glaze will weigh 145 grams, 10 milliliters of the
same glaze will weigh 14.5 grams, and 1 millili-
ter of glaze will weigh 1.45 grams. These are all
acceptable methods that indicate the density
relative to water.

Keep in mind that once you have established
the specific gravity of a glaze, the second factor
that determines how much glaze ends up on
your pot is the length of time the pot comes in
contact with the glaze and the absorption rate
of bisque whether through dipping, pouring, or
spraying. We'll get into glaze application start-
ing on page 38.

CHANGING CONSISTENCY

A couple of things can happen if your glaze’s
specific gravity is not within the appropriate
range (1.45 for most glazes listed in this book
unless otherwise indicated). A glaze that has
low specific gravity won’t give you a thick
enough coat. A glaze thatis too dense will likely
go on too thickly and may crack off, or worse,
run off the side of your pot during the firing.
Before glazing, sieve your glaze into a clean
bucket and measure the specific gravity. If it is
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PREPPING WORK TO BE GLAZED

Just as the glaze needs to be prepared, your
bisque fired work needs to be prepped before
glazing. First, check the work for any sharp
edges or burs and sand them down. It is much
easier to do this now than when the clay has
vitrified further. Next, remove all dust from
the pot. Some people dip their pots in water,
but this will saturate the bisque, and so it will
absorb less glaze. Potters who do this must
wait overnight for their work to dry or adjust
their glaze recipes accordingly, using a higher
specific gravity. Others sponge the surface with
a damp sponge, but this too introduces some
water and takes practice to get right. The way
I prefer to prepare work is to blow it off with
an air gun, with the air compressor set to 60
to 80 psi.

Note: Always wear a dust mask or respirator
when sanding or cleaning bisque with a spray
gun. Use a spray booth or do it outdoors to avoid
raising a cloud of ceramic dust in the studio.

If your glaze is too thin and it separates out with a layer of
water after settling overnight, you can remove some water
with a measuring cup and then remix the glaze.

within range, you can begin glazing, knowing
that the glaze is at just the right density. If it
is too dense, you can add water a little bit at
time, resieve, and remeasure the specific grav-
ity until it is just right. If the glaze is not dense
enough, you must let some of the water evapo-
rate out, which may take some time. In order to
do so, leave your bucket uncovered overnight.
Then you'll mix the glaze, sieve, and measure
the specific gravity again. If you have thickened
it excessively by evaporating too much water,
you can add water back and resieve until you
getitright. This may seem like a lot of work, but
really you are trading time spent before glazing
for time totally wasted if your pots don't turn
out right. If you are assiduous in this practice,
you will save many pots from bad glazing—and
thus save yourself from many headaches.
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CHAPTER 1
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TESTING

For best results, always test new glazes as soon as you get them or mix them, but before using
them to glaze in earnest. You may want to experiment with different specific gravities or over
different-colored clays or slips. When you're testing, I recommend using what I call “meaningful”
test tiles. Most studios have a test tile board made from objects that have little aesthetic value.
These may be simple extruded cylinders or the classic upside-down T shapes that can be made on
the wheel by throwing a low, wide, bottomless cylinder with exaggerated feet both inside and out.
Using a wire, you cut under the cylinder. The wire can then be used to cut the cylinder into sixteen

to twenty-four test tiles.

Meaningful test tiles should be similar to the work you create, even if your work is sculptural, as in these press-molded
busts by Kathleen Lizzul.

A meaningful test tile is one that accurately
represents the kind of work you want to make. If
you use slips, make sure your test tile has slips
on it. If you use lots of texture, make sure your
test tile reflects that. The classic upside-down
T-shaped tile is one of the quickest forms to
make. It can be useful in scenarios such as
doing line blends, described below, or testing
when you don't have much time to spare.

But what if your test “tiles” could be more
than tiles? If a test turns out well, and it's
on a cup form (as the tiles are on page 33),
the test piece could be its own art object to
be treasured, gifted, or even sold. I have sold
many of my test pieces over the years, and
as a professional potter, it is a way that I can
pay myself for the time I spent testing. If you
want to do this, I recommend that you find a
form that accurately represents your work—

one that you could make out of wet clay in
approximately 3 minutes. If you spend 1 hour
per month making meaningful test tiles, you
will have twenty pieces available for your test-
ing. That’s 240 tests per year. If you make sure
to put at least several test pieces in every firing,
you will soon discover great new glazes and
combinations, and you'll be well on your way
to amazing glaze!

A SIMPLE APPROACH TO LINE BLENDS

Another key strategy in testing is to method-
ically discover the possibilities of combining
glazes. What follows is a simple approach called
the line blend that can be used with glazes you
already have available and that will result in
dozens of new possibilities.
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A line blend can be as simple as combining two glazes 50/50. This line blend shows 100 percent Oxblood,
50/50 Oxblood and Reitz Green, and 100 percent Reitz green, from left to right.

Simply put, a line blend takes two ingredi-
ents and blends them in different proportions
at regular intervals. The simplest line blend
would be to mix two glazes in the following
percentages: 100/0, 50/50, and 0/100. In this
way, you can see unadulterated glazes as well
as glazes mixed together. You can make the
intervals smaller to see more variations: 100/0,
75/25, 50/50, 25/75, and 0/100. Decreasing the
interval to 10 percent will yield even more vari-
ations: 100/0, 90/10, 80/20, 70/30, 60/40, 50/50,
40/60, 30/70, 20/80, 10/90, and 0/100. This may
be done either with dry materials (by weigh-

the mix so you can replicate it in future mixes.
Make sure you label your test tiles!

Note: Triaxial and quadraxial blends utilize
the same principal as the line blend but use
three and four ingredients, respectively. Rather
than a line of possible blends, these methods
of testing result in a triangular or square grid
of possibilities.

A simple triaxial blend will look like this:

ing them out) or with wet glaze measure by  Ingredient A
volume. With the wet glaze method, be sure  Ingredient B
also to weigh out the amount of water used in  Ingredient C
AAAAA

AAAAB AAAAC %

AAABB AAABC AAACC §

AABBB AABBC AABCC AACCC 'cz';

ABBBB ABBBC ABBCC ABCCC ACCCC
BBBBB BBBBC BBBCC BBCCC BCCCC CCCcC =
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GALLERY

A word on the galleries in this book: | wanted to share a collection of pieces that are sure to inspire. To that end, this
first gallery is full of work to excite you about the possibilities of glaze. For the galleries that follow, the artists’ work
will relate to the concepts shared in the preceding chapter. Note that the galleries feature many glazes that potters
have developed through years of hard work, as well as commercial glazes. (The recipes in Chapter 6 are not intended
to match the galleries, which is why they have their own test tiles.) | encourage you to explore these pieces with an
open mind and let these top artists inspire further discovery!

Blue Vase Detail.
John Britt.

Photo courtesy of
the artist.

Sometimes a single
glaze can provide a
wonderfully variegated
surface, as in this detail
shot of a narrow-necked
bottle by John Britt.
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Pair of Steins. Steven Hill. Photo courtesy of the artist.

These inviting steins have been layered with several
complimentary glazes. The microcrystals at the rim are
subtle, but they add an additional layer of depth.

Oil Spot Pill Jar. Frank Vickery. Photo courtesy of the artist.

The green-glazed lid of Frank Vickery's jar showcases his
decorative slipwork, while the oil-spot glaze on the side of
the piece provides a second area of visual interest.

Covered Jar. Nich Daunis. Photo courtesy of Halima Flynt.

A single coat of beautiful glaze will accentuate strong
form. See Chapter 2 for more on single coat glazes.

Thicket Jar. Ben Carter. Photo courtesy of the artist.

The unglazed form can be thought of as a canvas for

painterly techniques, as in this covered jar by Ben Carter.

Brushwork will be covered in Chapter 2.
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Cloudscape Emergence. Sam Chung. Photo courtesy of the artist.

Black and red highlights against a background of white glaze provide a potent color contrast in the unmistakable work of
Sam Chung. Developing a personal aesthetic will be discussed in the next chapter.

Pocket Vase with Figures. Nick Joerling. Photo courtesy of the artist,

Two contrasting glazes accentuate each other, The imagery is created through the use of wax resists, which will be
described in Chapter 3.
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Camper Plate. Laurie Caffery Harris.
Photo courtesy of the artist.

Inlaid washes and watercolor underglaze decoration look
best under a bright clear glaze in this whimsical platter.
See Chapter 3 for more information on underglazes.

Vessel. Adrian Sandstrom. Photo courtesy of the artist,

This dynamic surface was built up using every trick in the
book. The narrow, bulbous form is accentuated by the use
of slips, underglazes, glazes, and lusters, all of which will
be covered in the coming chapters.

Ms. Rosetta and Friends. Taylor Robenalt.
Photo courtesy of the artist.

This lively bird duo features many of the techniques that
will be described In this book, including underglazes,
glazes, and lusters. Taylor Robenalt's use of porcelain
provides a bright white background that allows the colors
to really pop.

Tiny Bowls. Deborah Schwartzkopf.
Photo courtesy of the artist.

These tiny bowls are an excellent example of the type of
piece that can be quickly produced to serve as a great
canvas for glaze tests.
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APPLYING GLAZE
(AKA THE DANCE)

Glaze myth #215: Glazing isn’t fun.

You may have encountered people who badmouth
glazing. You may have even met people who hate
glazing. You know the type: they would rather do
just about anything (even clean the studio!) other
than glaze their work. These people often see glaz-
ing as a necessary step to finishing a piece. They
must check it off the to-do list to get back to the
more enjoyable process of working with wet clay.

It is true that glazing can be intimidating, espe-
cially when you have fear of ruining a good pot with
bad—or perhaps worse, boring—glaze. If you or your
studio mates are in the “hate it” camp, chances are
there’s more you can fix than the recipes you use.
What you need is a good, old-fashioned refram-
ing of the way you look at glazing a piece! Rather
than drudgery, try thinking of glaze application as a
form of dance. With this reframing, you can infuse
the process with a sense of joy and wonder, while
simultaneously exploring the endless possibilities
that glaze offers to enhance your work. Before you
can go on Dancing with the Stars, however, you first
must learn the dance steps. In this chapter, we'll
look at the primary methods of applying glaze and
how to proceed with grace, agility, and confidence.

While most ceramic artists enjoy the tactile bliss
of wet clay running through their hands on the pot-
ter's wheel or the satisfaction of carving a beautiful
line on leather-hard clay, the glazing process offers
its own satisfying movements and moments, which
we will explore in depth in this chapter. Feel free
to crank up the tunes to choreograph your move-
ments (use headphones in a community setting),
and let’s boogie.
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CHAPTER 2

GLAZE DESIGN: FORMING A PLAN

Wait a minute! Before the music starts, we should do a little planning. It is extremely important
to go into glazing with a goal and to take a systematic approach. Haphazard glazing will result in
haphazard results. Just as you may have spent time sketching or looking in books for inspiration
to create your forms out of wet clay, you should spend an equal amount of time sketching glaze
combinations in color and researching other artists whose glazes inspire you. I recommend that
you make an inspiration board for yourself. Keep it in your studio and update it often.

SET YOUR INTENTION

Examine what it is you like about each of the
pieces on your inspiration board and make
notes. Seek to expand upon your inspirations
in ways that are meaningful to you. An import-
ant question to ask yourself is “What do I have
to say?" Each choice you make aesthetically
results in a visual statement. These choices
you make along the way, including the col-
ors you choose to work with, carry with them
your unique way of looking at the world. This
will, of course, influence those who view your
pieces. The painter Wassily Kandinsky makes
this clear in his book Concerning the Spiritual in
Art, providing an excellent overview of the use of
color and its psychological impact on the viewer.
For example, according to Kandinsky, the fiery
red of oxblood glazes and the icy blue of some
celadons will stimulate the observer differently,
alternatively warming or cooling the viewer's
psyche depending on which color is used.

SKETCHING IN COLOR

This is an extremely important exercise when
you are interested in developing as a glaze art-
ist,and it will help separate you from the crowd.
Buy a set of good-quality markers, colored
pencils, or oil pastels—whatever medium you
like best. Personally, I like to use a fine-point
Sharpie to sketch the outline of a piece, and
thicker markers to fill in the color. I usually
sketch the pot freehand, but you can use a piece
of graph paper if you are interested in really
nailing the form. You can then photocopy the

',

Sketching with the medium of your choice is a great way
to hone in on a glazing plan.

blank form and color it in different ways. Try
out a variety of different color schemes to see
which one suits you the best. If you are techno-
logically inclined, you can use computer-aided
design (CAD) software to design your pieces,
add color, and get a glimpse of what the piece
will look like in 3D. Your sketches should func-
tion to work out your ideas; they do not have
to be masterpieces. What is important is that
you understand what you mean by the marks
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When your forms and your glaze work together to create a personal aesthetic, it's a beautiful thing. Look no further than
this set by Sara Ballek.

you have made. Fashion designers often work
in this manner, sketching in their own style to
create a dramatic impression of the effect they
want to achieve. You will work out the techni-
calities later.

These preparatory exercises will pay serious
dividends when you begin glazing. No more
wondering, “How should I glaze this piece?” as
you stare at your studio’s test tiles, hoping that
your eye can come up with a satisfying combi-
nation on the fly. With a plan in mind and your
intention set, and having sketched colorful
glaze designs that line up with your personal
aesthetic, you should move one solid step away
from “I hate glazing.”

DEVELOPING A PERSONAL AESTHETIC

Developing a personal aesthetic may seem
like a lofty goal. However, on a daily basis, you
make numerous decisions that reflect what

you value artistically and how you view the
world. For inspiration, look to your own fash-
ion sense and the way you decorate your living
space. Are there commonalities there? What
colors make you feel most at home, at peace?
What colors energize you? What textures and
patterns are you most attracted to? You know
that you are on the right path when your mug
matches your shirt.

Search other areas of your life for mean-
ingful pattern, designs, and imagery. Look at
childhood photos, your favorite band’s poster
art, that secret spot where you like to watch
the sunset. This is a sure approach toward an
authentic glazing style that represents your
values. In the end, we can always return to that
profoundly simple but important question:
“What do I have to say?” Your glazing should
reflect the answer to this question and be a
means to articulate your individuality.
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FEATURED ARTIST

Cayce Kolstad and the Happy Accident

Cayce Kolstad can move mountains. I've seen him
do it. | once watched him dig up a 600-pound rock
from his yard and move it by himself to create a
stair from his wood-fired pizza oven to his back
yard archery range. A larger-than-life character
from Lexington, Kentucky, Cayce is also a gentle
spirit with a devoted following of young potters
who have taken his kids’ classes at Odyssey over
the years,

Known for his Cayceroles, beautiful stoneware
casseroles that sell out every time he makes a run
of them, and for several innovative thrown and
altered chip-and-dip forms, Cayce also loves firing
the gas kiln at Odyssey. The medieval-meets-
1970s folk look of his ceramics has a timeless
appeal,

One firing at Odyssey left us mystified when
the bucket that had been labeled Reitz Green (see
recipe page 166), normally a variegated black and
green glaze in cone 10, had turned out as a beauti-
ful lavender. At first we thought it may have been
an anomaly in the firing, but subsequent firings
with the same batch of glaze yielded the same
results. We put it on everything until the bucket
ran out, but nobody could figure out how the pur-
ple had been achieved. Detective Cayce was on
it. Theorizing that it was possible that someone
had mistaken Oxblood (recipe page 163) for Reitz
Green, both of which are a light sage color in their
wet, unfired stage, Cayce did a line blend (see
page 33) of the two glazes together and found
that between 70/30 and 30/70, the combination
of the two glazes resulted in varying shades of
purple. The resulting glaze, Purple Passion Plum
(page 169) is now a mainstay at Odyssey.

Covered Jar. Cayce Kolstad. Photo courtesy of the artist.

Purple Passion Plum (page 169) was developed by Cayce
Kolstad by running a line blend of Oxblood and Reitz
Green (pages 163 and 166).
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Handled Basket. Cayce Kolstad. Photo courtesy of the artist. Casserole and Covered Jar. Cayce Kolstad. Photo by Tim Robison.

A single coat of high-gloss glaze breaks in the grooves of Another of Cayce's famous Caycerole dishes and a lidded jar.
this thrown and altered basket.
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Casserole. Cayce Kolstad. Photo courtesy of the artist. o

The interior of this casserole is lined with Buttermilk (page 160), a durable, food-safe glaze. The interior of casseroles

showcase food best when a lighter color is used. a3
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BASIC APPLICATION
(AKA GLAZE KITCHEN CHOREOGRAPHY)

Okay, now that you've warmed up, so to speak, it is time to work on your moves! You can think of
the glaze and your bisque as your dance partners, and you are the lead. First, make sure that you
have all your tools and cleanup materials ready to go. You will need a bucket of water and a large
sponge to clean up drips or spills, tongs or gloves for dipping, pitchers for pouring, squeeze bottles
for trailing, and a good respirator or dust mask if you are going to be using the spray booth. You may
want to stretch a bit to warm up, as glazing uses your whole body.

Applying glaze is, of course, the central focus of this book: the goal is to get just the right
amount of glaze exactly where you want it. Too much, and you will be grinding glaze off of your
kiln shelves; too little, and the clay body will show through. Both missteps create thoroughly
undesirable results. But by using the techniques that follow, you will gain control over the materi-
als you are using, and you'll be able to achieve the results you want with confidence and regularity.

Although it may take a couple of tries to figure out some of the moves, soon you will master
the tenmoku two-step, the Shino shuffle, and the ash glaze arabesque. Have fun, keep it light, and
“dance like nobody is watching!”

A QUICK WORD ON SPECIFIC GRAVITY
AND DEPTH GAUGES

There are several important factors at play
in getting just the right amount of glaze onto
your piece. The first is the density relative to
water, or specific gravity, of the glaze that you
are using. The specific gravity of the glaze is of
crucial importance to the glazing process. You
want to take the time to measure specific grav-
ity of the glaze each time you start, as water
can evaporate out of a bucket and change the
density overnight. Note that there is not a uni-
versal specific gravity that works best for all
glazes. Some will perform better when dense;
other glazes require less density. Likewise,
you'll want to adjust the gravity based on your
application method. (Spraying, for example,
requires a less dense glaze due to the equip-
ment used, whereas glazes that are brushed
on benefit from higher density.) Only through
testing will you be able to establish the ideal
specific gravity for each of your glazes. (For
more on specific gravity, see page 28.)

Once a piece is glazed, you can measure the
amount of glaze that has built up on the surface

of your pot using a depth gauge. A depth gauge
is a measuring device with a fine needle on its
end that you can press through the glaze to the
surface of your pot. When the bar of the depth
gauge meets the surface of the glaze, the gauge
will measure the thickness of the glaze. Depth
gauges range in price, and if cost is a factor, you
may use a needle tool and ruler to achieve the
same measurement. To do this, press the nee-
dle through the glaze and use your thumbnail
to mark the place on the needle where the glaze
ends. You can then measure the distance from
the end of your thumbnail to the end of the
needle against a ruler to determine the thick-
ness of the glaze. There’s a range of thickness
(1 to 4 millimeters) that may be ideal, depend-
ing on the glaze you are using.
Itisimportant to note that glazes will perform
better or worse depending on their thickness,
and each glaze will need to have its ideal thick-
ness established before you begin glazing in
earnest. As always, testing and detailed note
taking will benefit you enormously. For your
tests, be sure to write down the specific grav-
ity of the glaze, the application details, and
the thickness of the glaze on your piece. After
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A depth gauge in action.

your pieces have been fired, take further notes.
If the glaze is too thin, you can either increase
the specific gravity or apply more glaze. (For
example, maybe you'll submerge the piece
for a longer period of time when dipping or
apply an extra coat when spraying.) Conversely,
if the glaze is too thick, you can decrease the

specific gravity or reduce the amount of glaze
you apply (by again altering variables, such as
submerging the piece for a shorter period of
time or spraying one less coat of glaze). Retest
until you get it just right. It may take work to
get there, but when you do, you'll have per-
fectly repeatable results!
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DIPPING

Dipping your piece is the fastest way to cover
part or all of your piece in a smooth coat of
glaze. You will want to use an appropriate glaze
container for the shape of the piece you are
glazing. Taller, more vertical forms can often
be dipped directly into the glaze bucket using a
pair of tongs or gloved hands. Wider, more hori-
zontal forms, such as shallow bowls, plates, and
platters, are best dipped in a lower, wider con-
tainer such as a pebble bowl or bus tub. The goal
with dipping is to create the smoothest coat of
glaze possible. Glazes may move on their own
when melting, but unintentional drips from
careless glazing are almost always unattractive,
To ensure uniformity, and to avoid that unat-
tractive drip, you can use several techniques
that aid in creating a smooth coat of glaze.

Note: When dipping forms, most potters use wax
to coat the bottoms of their pieces before dip-
ping. This keeps glaze from sticking to the foot
of the pot, which can then cause it to fuse to the
kiln shelf. Cleanup is as easy as one pass with

a moist sponge to remove any stubborn glaze.
For a detailed description of wax and wax resist
techniques, see page 77.

THE COUNT

Using this technique, you will be factoring the
specific gravity of the glaze in conjunction with
the amount of time the piece is submerged to
create an individualized approach to glazing
your work. Both factors in the equation, the spe-
cific gravity and the length of time submerged,
will affect the amount of glaze that ends up on
your piece. In other words, a denser glaze will
take less time submerged in glaze to build up
to the ideal thickness than a less dense glaze
will. Our goal is to establish the ideal thickness
of glaze on the piece, and to use specific gravity
and a count method to be able to replicate it.

Several tools are helpful in measuring specific
gravity and in determining the thickness of the
glaze on your piece. See page 28 for a refresher
on specific gravity.

Once you have established the specific grav-
ity of the glaze, you can glaze your test tiles,
It is important to submerge the tiles in glaze
for equal amounts of time. At Odyssey, we rec-
ommend submerging the tile for 2 seconds as
a starting point. You can count “one, one thou-
sand, two, one thousand” in your head, but we
have found that this is a highly subjective affair,
depending upon the speed at which you artic-
ulate your thoughts, as well as on the amount
of coffee you consumed prior to coming to the
studio. Use a clock or timer instead.

Here’s how to dip a vertical form:

1. Make sure that the glaze bucket sits at a
good height, so you don’t have to bend over
excessively. Waist level works best.

2. Using tongs or gloved hands for larger work,
submerge your piece in the well-mixed,
screened glaze with the appropriate specific
gravity. As you are lowering the piece into
the glaze, angle it slightly so the glaze flows
smoothly into the interior of the piece,
rather than splashing as it rushes in over
the lip.

3. Completely submerge the piece in glaze for
a 2-second count, then remove the piece
and invert it over the bucket to pour out any
glaze on the inside. This will also help keep
the coat uniform, as the bottom of the piece
has spent slightly more time submerged
than the top has. Inverting the piece causes
the thicker glaze at the bottom of the piece
to spread out evenly toward the top.

4. Hold the piece over the bucket until it has
stopped dripping, then place it right-side up
on the table to dry.
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When you dip pieces upside down, an air bubble forms to keep the glaze from moving to the interior of the piece. This can
be especially useful when dipping an accent glaze over a base glaze.
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Here’s how to dip a horizontal form:

1. For horizontal forms, you may want to
use a bus tub or pebble bowl and channel
lock tongs. Channel lock tongs hold the
piece from the side, allowing you to dip
horizontally through the glaze without
straining your wrist.

2. Itis important to use a “first-side-in-first
side-out” strategy to ensure that all parts
of the piece spend an equal amount of
time submerged.

3. Once the entire piece is submerged, use
a 2-second count, smoothly remove the
piece from the glaze, and invert it over the
container to allow any drips to run off.

4. Once all the drips are gone, set the piece
right-side up on the table and allow to dry
before touching.

You may choose to dip only a portion of the
piece in glaze, either right-side up or upside
down, depending on where you want the coat.
For a single coat applied to only a portion of
your piece, the same best practices apply. You
should be moving smoothly and with intention,
altering the dip angle or using a wax resist to
apply the glaze exactly where you want it. In

general, layered glazes should be kept toward
the top of the piece in the case of glazes that
tend to run. However, there are some combina-
tions of glazes that do not move, in which case
you can glaze all the way to the bottom of the
piece. While a more thorough discussion of lay-
ering can be found on page 55, the key to most
combinations is getting just the right amount of
the second (or third) coat of glaze exactly where
you want it—just like the first coat.

Again, using a wax resist (page 77) is a sure-
fire way to protect portions of the piece from
receiving glaze. When you're inverting a piece
todip it, you'll often want to create an air bubble
on the inside of the piece—keeping the second,
layered coat of glaze on the exterior only. When
you're doing this, you want to avoid the “bloop.”
The bloop is caused by the air trapped inside
the piece when inverted. It occurs when you
angle the piece on the way out, allowing that
trapped air to escape out one side or the other,
often causing an unwanted splash of glaze on
the outside or inside of your piece, accompa-
nied by the namesake bloop! sound. To avoid
the bloop, carefully remove the piece from the
glaze, making sure to keep it level, with the lip
and foot of the piece parallel to the floor. If time
allows, you can wax the inside of the piece,
which will also alleviate this problem.
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With practice, pouring should create as even of a coat of glaze as dipping.

POURING

Pouring glaze allows you to glaze only a cer-
tain area of a piece—the inside rim of a platter,
for example. You can also use pouring to glaze
work too large to fit in a bucket, as we’'ll see in
the next chapter, in the section on glazing large

To ensure success when pouring, find a
pitcher that pours cleanly, without drips. You
will also need to hold the piece over a bucket
or other container to recapture any glaze that
runs off the piece and to avoid a messy cleanup.

pieces. Pouring glaze can be a quite satisfying ~ When you're pouring a glaze, it is more difficult =
and beautiful process. As liquid glaze cascades  to work with a count system, so I'd recommend g
out of the pitcher and is quickly absorbed on  abandoning that strategy and applying two >
the surface of your pieces, you can see fluid  coats of poured glaze, or enough to roughly =
dynamics at work. As anyone who has seenthe  equal one 2-second dip. g
slow motion of a drop of milk can attest, there g
is a certain beauty to fluid in motion. It can cre-

ate its own unique decorative pattern. 5

£ .
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Brushing can be used to create a uniform surface (top) or one with variation (bottom),
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BRUSHING

Brushing glaze onto a piece can be an incred-
ibly satisfying endeavor. If you love the feel of
a brush in your hands, this method of appli-
cation will appeal to you. Most glaze recipes
require additives in order for the glaze to flow
smoothly off your brush. You may want to add
a bit of gum arabic, glycerin, liquid starch, or
commercial products such as Veegum T or CMC
gum to your glaze to increase its brushability.
(Pay attention to the instructions accompany-
ing these materials, as each requires a different
amount to be added to the glaze.) While this
may slow the drying time, your brushwork
will be made much easier. The challenge when
brushing glaze is to create an even coat, which
must be done multiple times. It usually takes
about three coats of brushed glaze to equal one
2-second dip.

Here are a few tips:

¢ Alternate the directions of the brushstrokes
to ensure that the strokes fill one another
and create a uniform coat.

» Allow the glaze to dry between coats.

* Choose a soft-bristled brush that can
be charged with a fair amount of glaze.
Hard-bristled brushes leave deep grooves
and make it difficult to get an even coat of
glaze. (Potter Joe Campbell has a wonderful
side business making brushes specifically
for use with glaze. If you get a chance
to own one of Joe’s brushes, jump at the
opportunity. They are themselves small
works of art and a joy to use.)

You can also use brushing in a more dec-
orative fashion. You can brush glaze directly
onto the surface of the pot, creating patterns
or images, or onto a base layer of glaze. When
painted over another layer of glaze, this proce-
dure is referred to as in-glaze painting.

Note how the trailed red line of underglaze on the pre-
fired work (right) translates to a dynamic red point of
interest when fired (left). Glazes used are Spearmint
(page 178) and Chun Celadon (page 171).

TRAILING

Glaze trailing is another effective means of
applying glaze. It provides effects unattainable
by other methods. Glaze trailers (essentially any
kind of squeeze bottle) come in myriad sizes;
start by choosing one that most closely matches
the line you want to create. You can trail glazes
above or below other coats of glaze. Glazing in
this manner allows you to work with imagery,
either concrete or abstract, and also allows you
to create fine lines with your glaze.

You can make some very dynamic colors by
combining commercial underglazes with clear
or translucent glazes. For example, I use Amaco’s
Radiant Red underglaze mixed 50/50 with Chun
Celadon to create a bright red at cone 6. The
underglaze by itself is very matte, and the addi-
tion of the Chun helps it meld with the other
glazes. The result is a bright red line that adds
dynamism to the glaze combination.

NOILVDIT1ddV JISvE
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CHAPTER 2

SPRAYING

The spray booth may conjure up images of the
Jersey shore and its colorful airbrushed T-shirts.
I have always been amazed by the artists who
create those shirts, custom designed on the
spot, with just a few quick, efficient sweeps of
the arm. Spraying glaze is a similar process,
though the results are generally far from an
airbrushed shirt!

The main advantage to spraying is that it
allows you to feather your glazes, creating a
gradient effect on the piece. It is very difficult
to achieve this effect any other way. Spraying
glaze has other benefits, as well. With the spray
gun, you can introduce a very thin coat of glaze
to a piece, or you can build up a thicker coat of
glaze in certain areas. Spraying glaze can also
be an effective way to glaze large pieces that
will not fit in any container.

You will notice that when you're spraying,
the glaze lands on the pots differently than
when you're dipping or brushing. Glaze builds
up on the surface in a powdery topography
rather than being drawn into the porous surface
of the bisque. However, if you continue to spray
in the same area, it will eventually develop
a sheen. Once the glaze looks wet, you can
move to a different section of the piece. Cover
the entire area desired, and once it has dried,
return for one more wet coat. The amount of
glaze that accumulates on your piece will be
the rough equivalent of one 2-second dip.

Here are a few important tips for
spraying glaze:

 Always wear a respirator or dust mask to
avoid inhaling aerated glaze.

* Always spray your glazes in a
well-ventilated spray booth or outdoors.

* Most people use 35 to 45 psi when spraying.

* Always sieve your glaze with an 80-mesh
sieve to avoid clogging up the nozzle of
the gun.

* For a denser glaze, you may want to lower
the specific gravity with a little water to
improve its sprayability.

* HVLP guns have a nozzle that allows you to
adjust the shape of spray coming out of the
gun. Rather than just a circular spray that
comes out of a standard spray gun, HVLP
guns can also emit a vertical or horizontal
oval-shaped spray. These different spray
shapes can give your sprayed work a
different look, and are good for feathering
layered glazes.

« Be careful when you handle work that has
been sprayed with glaze, unless you want
to leave your fingerprints in the powdery
surface, only to show up later, when you
unload the kiln!

Don't be intimated by the spray booth in your studio.
It is the best way to experiment with thinner coats of
glaze and feathering effects.
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CHAPTER 2

2

SINGLE COAT

Applying a single coat of glaze may seem like the bare minimum you can do when glazing
a pot. However, with just a single glaze, there are many possibilities. When combined with
an interesting surface (see page 69, left), sometimes a single coat is all that’s needed. Likewise, you

may find glazes that are exceptional on their own.

Want to try a showstopping single-coat glaze? These five glazes look so good that they have
become legendary among clay artists. Each provides a beautiful color, texture, and feel to ceramic
work. The five glazes can certainly be used in conjunction with other glazes as well. (Recipes are

listed starting on page 158.)

Yellow Salt (cone 10): A bucket of Yellow Salt
can be found in almost every community stu-
dio, and with good reason. Yellow Salt looks
great in reduction, salt, and wood kilns. It can
fire as a warm yellow mottled with brown spots
and will sometimes go white in a wood kiln. It
is not too glossy and doesn’t run. About 2 to 4
millimeters of glaze works best. See the photo
on page 168.

Tenmoku (cone 10): Classic Tenmoku provides
a deep glossy black when applied thickly, and
it breaks beautifully on texture and edges,
revealing a warm brown. The combination of
colors is serious, even somber, but also calm-
ing and quieting. Perhaps for this reason, it is
often associated with the practice of drinking
tea. Getting just the right thickness of Tenmoku
on your piece is crucial to achieving both the
brown and black tones: 2 millimeters is rec-
ommended. Edges may be scraped back with a
metal rib to accentuate the black/brown con-
trast. See the photo on page 166.

Charcoal Satin (cone 6): Charcoal Satin is
another glaze with a serious feel. It looks like a
well-tailored wool suit and works nicely in any
environment where the other neutral colors
(black, white, and gray) are present. It will break
darker black where thicker and gray where
thinner, providing two complementary tones in
the same glaze. Charcoal Satin looks best when
applied on the thick side: approximately 3 milli-
meters. See the photo on page 175.

Spearmint (cone 6): Originally published in Ron
Roy and John Hesselberth’s book Mastering Cone
6 Glazes, Spearmint is a lovely, mottled sage
green. It is one of the most popular glazes at
Odyssey because of its consistency and var-
iegated surface. Spearmint looks great on its
own, but it also “plays well with others” and
can be used in many combinations. See page 57
for a stunning, layered glaze combination that
uses Spearmint as a base. About 2 to 3 milli-
meters thick works best for Spearmint. See the
photo on page 178.

Sparkle (cone 05): As its name suggests, Spar-
kle is a brilliant low-fire glaze that glints in the
sunlight. It features a warm brown base with
gold highlights. A thicker application (3 milli-
meters) usually works better for Sparkle. See
the photo on page 184.
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LAYERING GLAZES

While there's nothing wrong with single coat, you may find that you are looking for different effects
that can come only from using multiple glazes on the same piece. Layering glazes can take an
infinite number of forms, and can employ any or all of the application methods mentioned earlier
in the chapter. Some glazes that look terrible on their own make great modifiers when layered with
other glazes. Strontium Crystal Magic at cone 6 and The Juice at cone 10 are good examples. Alone,
these high-titanium glazes are both a matte yellowish white. However, when layered with other
glazes, they can add variations and white crystals that look like snowfall or a cascading rainbow
waterfall. (See the examples on pages 57, 58, 60, and 61.)

While many artists closely guard their glaze
recipes and combinations, I have always shared
my secrets with my students. When they try
these combinations, it piques their interest in
creating combinations that better represent
their own personal aesthetic. Soon enough,
they have come up with combinations and
variations that dance to their own music. In
that spirit, I want to present twelve tried-and-
true layering combinations. Test them out, but
be aware that they will look different on differ-
ent clay bodies. Then modify them to your taste
and make them your own. This is part of the
adventure in glazing: first tracing the steps of
those who have come before you, then setting
out on your own.

Before we dive in, here are some general
guidelines for layering:

¢ Glazes in combination can forn what
is called a “eutectic,” which is two or
more materials that, when combined,
have a lower melting point than any of
them individually. For our purposes, that
means glazes that do not run very much
individually might run down the side of
the pot when combined. For this reason,

always use cookies when firing glazed work.
(Cookies are fired disks of kiln-washed clay
that your piece can sit on. For an in-depth
description of cookies, see page 138.) Until
you get to know the combination well,

keep the second layer of glaze no more
than one-third of the way down from the
top of the pot. For tiered layering—that is,
combinations that involve a third or even
fourth glaze—keep these one-fourth of the
way down the pot, or at the very lip, at least
to start.

Layering multiple glazes will build up
increasing amounts of glaze on your pot.

If the glaze is too thick, it will eventually
begin to crack and fall off the work. Use a
lower specific gravity on the second and
third layers, submerge the piece in glaze for
a shorter period of time, or use brushing or
spraying to apply thinner coats.

Always let glazes dry between coats. In
some cases, you may need to use a fan to
dry the work, or leave it out overnight.
Make sure you give the last coat of glaze
time to dry before loading pieces into the
kiln as well.
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12 TRIED-AND-TRUE LAYERING COMBINATIONS

CONE 6 COMBINATIONS

OASIS

1. Dip entire pot in Odyssey White Gloss.

2. Dip top third in Chun Celadon.

3. Dip Strontium Crystal Magic at rim.

BLACK-TIE AFFAIR

1. Dip entire pot in Odyssey White Gloss.

2. Dip one third of pot in Chun Celadon.

3. Dip entire pot in Charcoal Satin.
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FIRELAKE
1. Dip entire pot in Fat Cat Red.
2. Dip to one-third of pot in Chun Celadon.

3. Dip rim of pot in Spearmint or Ol Blue.

PISGAH FOREST (Aiso shown on page 20)
1. Dip whole piece in Spearmint.

2. Dip top one-third of the pot in
Chun Celadon.

3. Apply red trailer line one-fourth of the
way down from the top of the piece.

4. Dip Strontium Crystal Magic at nim.
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MIDNIGHT IN MAINE
1. Dip whole pot in OI’ Blue.
2. Dip top one-third in Chun Celadon.

3. Apply red trailer line one-fourth of the way
down from the top of the piece.

4, Dip Strontium Crystal Magic at rim.

SNORKELING IN SAINT JOHN
1. Dip whole piece in Chun Celadon.

2. Dip top one-third of the piece in Strontium
Crystal Magic.

3. Apply red trailer line one-fourth of the way
down from the top of the piece.

4, Dip OI' Blue at rim.
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CONE 10 COMBINATIONS

FOREST MEETS THE BEACH
(Also shown on pages 130 and 141)

1. Dip entire pot in Roger’s Green.

2. Spray Yellow Salt over the entire
exterior surface.

DESERT SUNRISE (Also shown on page 43)
1. Dip entire piece in Purple Passion Plum.

2. Spray Yellow Salt over entire exterior
surface. (This combination also works well
in reverse, with a base coat of Yellow Salt
and sprayed Purple Passion Plum.)

SNOILVNIEWNOD ONIYIAVT INYL-ANV-AIIYL T
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WILD WEST

1. Spray Strontium Crystal Magic at the top
of the piece. Allow the glaze to build up in
some areas.

2. Dip the pot four-fifths of the way up from
the bottom of the piece in Ohata Khaki.

3. Pour Buttermilk in the interior of the
piece and pour out.

4, Dip the top one-fourth of the piece
in Buttermilk.

LIFE ON MARS (Also shown on pages 38 and 39)
1. Dip entire pot in Oxblood.

2. Spray The Juice, letting it build up in some
areas, and feathering in others.

3. Pour Buttermilk across the piece.

4, (Optional) Dip Van Guilder Blue Ash at rim.
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RAINBOW WATERFALL FOREST
(Also shown on the cover)

1

Spray The Juice at the top of the piece,
allowing it to build up in some areas, and
feathering others.

. Dip the outside of the piece four-fifths

of the way up in Reitz Green.

. Pour Buttermilk on the inside of the piece

and pour out, coating the entire interior.

. Dip the top one-fourth of the piece

in Buttermilk.

TUNDRA SUNSET (Also shown on page 8)

1.

Dip the pot four-fifths of the way up from
the bottom in Purple Passion Plum.

. Pour Buttermilk on the inside of the piece

and pour out, coating the entire interior.

. Spray Strontium Crystal Magic at the top

of the piece, allowing it to build up in some
areas and feathering others.

. (Optional) Dip Van Guilder Blue Ash at

the rim.
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TROUBLESHOOTING

Even for experienced glaze artists, there are inevitably some stumbles along the way. Here are several of
the problems you may encounter when glazing, and their solutions.

The tongs are leaving vampire bite marks: This
can happen with any pair of tongs, and does not
mean that your glaze needs adjusting. Wait until
the coat of glaze has dried, then fill in the bare
spots with a brush,

The clay body is showing through the glaze: The
glaze is likely not dense enough. Increase the spe-
cific gravity, or submerge the piece in glaze for a
longer period of time.

Glaze is cracking off the piece before firing: The
glaze is too thick. The only remedy is to wash all
the glaze off the pot, allow it to dry for 24 hours,
and reglaze, Reduce the specific gravity of the lay-
ered glazes, or submerge the piece in glaze for a
shorter period of time.

Unintentional glaze drips: You may get lucky,
but these are almost always unattractive. Glaze
drips can be avoided by inverting the piece over
a bucket directly after removing it from the glaze.
Wait until the piece stops dripping before invert-
ing. If you do end up with any drips, you can
smooth them out with a metal rib or burnish them
with a gloved finger.

Not enough glaze is being absorbed on the sec-
ond and third layers of a combination: Allow the
piece to dry longer between coats, or use a fan to
force-dry the surface. Never add a second or third
coat of glaze until the layer below it has dried fully.

Coat of glaze is uneven: Make sure that the glaze
has been stirred thoroughly so that it doesn't
begin to settle out. You may need to do this every
3 to 4 minutes. Also, be sure to use a first-side-
in-first-side-out technique for flatware, and invert
vertical pieces after removing them from glaze,

Cracking (top) s a sign that the glaze you applied is too
thick. Vamplre bite marks (bottom) are often unavoidable
when using tongs, but they can be filled in.
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GALLERY

Brushwork Platter. Sam Scott. Photo courtesy of the artist.

Confident brushwork divides the form but doesn't
overcrowd it with information. Beautiful restraint is
displayed by the artist.

Black and White Vase with Handbuilt Neck.
Sam Scott. Photo courtesy of the artist.

Sam Scott pours his glazes in a controlled manner. Each
pour results in a rounded field of black glaze. The effect
resembles river stones that have been smoothed down
over the course of thousands of years.

Teabowl. Steven Hill. Photo courtesy of the artist.

The spray gun allows Steven Hill to layer his glazes,
providing a smoother transition of colors and additional

Q
interaction between the amber and blue glazes. Notice the ‘3_:
hints of green and yellow between the two glazes. &5
=~
<
63
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Garden Jug. Ben Carter. Photo courtesy of the artist. Cloud Gourd Bottle. Sam Chung. Photo courtesy of the artist.
The creamy, off-white glaze breaks nicely over the handle A high-gloss, smooth white background provides a clean
of the jug, revealing the red clay beneath. The curves of look, while the red and black highlights accentuate the
the all-around floral decoration are well-suited for this sculpted elements of this bottle.

round pot.

CHAPTER 2

UFO Vase. Nick Joerling. Photo courtesy of the artist.

2

The undulating line left by the corner of a rib is the perfect place to transition from one glaze to another in this vase.
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Teapot. Deborah Schwartzkopf. Photo courtesy of the artist.

The use of a dark, matte glaze contrasted with a lighter,
glossier glaze enhance the surface of this incredible
teapot form.
Black Jar. Adrian Sandstrom. Photo courtesy of the artist.
The form and decoration of this piece work together to
entice the viewer to contemplate it. You want to turn the
piece around to see how it varies from side to side.

Black and White Teapot.
Sam Scott. Photo courtesy of
the artist.

Controlled pours of

black glaze over white
form teardrops that
seemingly push up from
the bottom and down
from the top. This sense
of movement reflects the
manner in which the glaze
was applied.
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GOING FURTHER
WITH GLAZE

It may take a kiln load or three to master those
basic dance steps of glazing taught in Chapter 2.
Having put in the time to master a set of glazes
and glaze combinations, you may feel a sense of
satisfaction—as well you should! Mastering glaze
techniques, even the fundamentals, is no small
feat. While it might be tempting to rest at the first
feeling of contentment, I encourage you to continue
the glaze journey with me. Examine the techniques
in this chapter with an eye toward bringing addi-
tional variation and layers of expression to your
work. Only through continued exploration will
you discover never-before-seen combinations and
colors and make your own contributions to the
continuing evolution of the entire field of ceramics.

Variation and improvisation are personal pro-
cesses that can work in perfect harmony with a
more static body of work. Rather than feeling you
must only stick to what you know or only experi-
ment, instead think of the two as complementary.
By establishing your own look with a set of glaze
techniques, you create a launching pad for riffs
and variations. If you want to make a dinnerware
set, stick to what you know will work. However,
if you are feeling inspired one weekend and have
a few one-off mugs, it's time to set out on a new
path of improvisation. Create variations on what
you've been doing and see what shakes out in the
firing. This sort of improvisation can help reflect
who you are in the present moment. It allows you
to show your personality, the particular way in
which you relate to your chosen discipline and to
the larger world.

‘r
!
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CHAPTER 3

BUILDING DEPTH

Let’s start with some strategies for building depth in your surfaces. After all, one of the most com-
mon complaints for mid-range electric firings is that the surfaces are boring, lacking the depth of
other firing methods, such as wood- and soda-firing (see a discussion of these methods on page
118). This is because an electric firing is a stable, neutral atmosphere that heats the glazes. That is,
the firing itself adds nothing to what you have done to the surface of your work. Although it is by
far the easiest way to fire your work, it is also the most challenging way to create visual interest on
the surface of your piece. Thankfully, there are a number of ways to build depth and develop a more
exciting look in an electric kiln.

2 %

P e )

Using incised lines and underglazes is a great way to build depth, as seen in this vase and cup by Laurie Caffery Harris.
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The same glaze can look quite different depending on the clay body. Here, Odyssey Gloss White glaze is shown over a
brown stoneware clay body (left) and a porcelain clay body (right).

One simple way to expand your palette with
the same set of glazes you already use is to
manipulate the color of the clay beneath the
glazes. There are several ways to do this. First,

familiarity and appreciation for the clay’s
unique qualities. It just feels good to work with
that clay. If you're at this point as well, that
doesn’t mean you're stuck with your favorite

you could use a different clay body. The same  clay’s color. Read on for a few interesting ways E

glaze will read very differently over dark brown  to alter the skin of your ceramic work to get E

stoneware than on porcelain or terra cotta. You  the most out of your glazes, while still using a

can make test tiles in several kinds of clay to  the clay body you enjoy most. E

illustrate this point with your favorite glazes. o
However, most clay artists tend to develop

an affinity for a particular clay. They have a 69

y »)
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SLIP, ENGOBES, AND TERRA SIGILLATA

Much like the candy coating of your favorite
bite-size chocolate, slips, engobes, and terra
sigillatas provide a thin layer of colored clay on
the surface of your piece. A slip is essentially a
liquid clay that you can make as thin or thick as
you please. You can continue to use your favor-
ite clay body, but coat some or all of your piece
in a colored slip of your choosing to build depth.
The glaze will respond to color of the slip, rather
than the color of the clay beneath it. Partially
coating a piece in slip will give you two different
looks of the same glaze on the same piece.

You may want to mix a slip with a specific
gravity of over 2.00 for an application like slip
trailing, or as thin as 1.25 if you are dipping a
piece in slip to coat it. While slips are generally
applied when the clay is leather hard or bone
dry, depending on the recipe and how much it
shrinks in relation to the clay body, some reci-
pes are formulated to be applied to bisqueware
(see recipes on pages 190-192).

An engobe is similar to a slip, but with less
clay and generally more silica. For this reason,
engobes are usually glossier than slips, and can
be applied on bisqueware. Note that all slip and
engobe recipes should be screened as well.

Slips and engobes closely resemble glazes in
their look and consistency before firing. Sim-
ilarly, the application methods for applying
glaze to a piece described in Chapter 2, and the
alternative techniques described in this chap-
ter, all represent viable techniques for applying
slips and engobes. Getting creative with your
application will add another layer of visual
interest to your work and can help you develop
your voice.

Slip trailing ®, brushing slip ®, pouring slip ©,
and dipping in slip ©.
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Terra sigillata, or “sealed earth,” is a clay
slip that has been refined to the point where
it provides a glossy surface, especially when
burnished. It can be used instead of or in
addition to glaze. Terra sig, as it is known, is
applied to bone-dry greenware and can be col-
ored with oxides or mason stains, similar to a
glaze, Cynthia Lee, a former director at Odyssey
ClayWorks, uses terra sig on her beautiful
low-fire, flora-inspired platters (see photo
on page 72). To make terra sigillata, you will
require just three ingredients: clay, water, and
a deflocculant (a material that keeps a solution
in suspension). You will also need some time
for the process to take place. First, mix 10 grams
defloculant, such as sodium silicate or Darvan
7,into 1 gallon of water, Add 2.5 pounds of clay
(ball clay or Redart work well) and allow to set-
tle overnight. When you return, the materials
will have settled out into three distinct sec-
tions. Terra sigillata is the middle section and
can be removed with a syringe. You can dispose
of the sludgy lower section and thin top layer.
You can then add colorant, if desired. (For rec-
ipe, see page 193.)

H1d3d ONIQTIng
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Wall Flower. Cynthia Lee. Photo courtesy of the artist.

The floral decoration neatly fills the interior surface of this platter by Cynthia Lee.
Colored terra sigillatas provide a soft sheen.

Flower Cone. Cynthia Lee. Photo courtesy of the artist.

Terra sigillata combined with wire and beadwork bring this cone flower sculpture to life.
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In these pieces by Naim Cash, black slip
was applied and then carved through to

reveal the white clay. The glaze is simply
Odyssey Clear (page 173).

VLSASAVASIVANS
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The Odyssey studio has always stocked a mys-
terious and untraceable recipe for slip called
Fish Sauce. This slip recipe is unique; not only
is it easy to work with, it also has an enormous
firing range. Unlike many slips, it can be fired
to any common temperature, from cone 05
all the way up to cone 10, We tend to keep
about four versions of Fish Sauce stocked at
all times: the base recipe for white, plus black,
green, and blue, Fish Sauce can be mixed thick
for trailing, watered down and brushed on
your work, or thinned even further for dipping.
Fish Sauce must be applied in the leather-
hard state before the clay changes colors, or it
may flake off while drying. The Fish Sauce reci-
pes can be found on page 191. Additional color
variations are possible using coloring oxides
or mason stains as well. For a list of suggested
additions of coloring oxides, see page 191.

Fish Sauce can be applied quite thick with a
trailer, as shown on this pot, which has a black
Fish Sauce design.

COMMERCIAL UNDERGLAZES

Commercial underglazes are carefully formu-
lated combinations of clay and pigments that
come in a variety of forms, including pencils,
markers, watercolors, and oil pastels. However,
they are most commonly bought and used
by potters in a liquid, paintable medium that
resembles a brightly colored slip. Underglazes
are generally applied before (or under) a glaze,
thus the name. However, underglazes can also
be applied on top of glazes or between coats.
While the recipes are generally not available,
commercial underglazes come in an amazing

FISH SAUCE

~5

& 4

array of different colors, including some very
bright reds, oranges, and yellows, colors that
are difficult to achieve for the average studio
potter. Underglazes can be applied to clay in any
state. They seem to absorb best into bone-dry
greenware, yet applying them on bisque gives
you the opportunity to wash off mistakes and
combine underglazes with resist techniques
(see page 79).

Commercial underglazes in liquid form
are usually applied by brush and require two
to three coats in order to be When
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Commercial underglazes need not be applied thick, straight out of the jars. Laurie Caffery Harris uses them in a more

painterly fashion, as seen on this plate.

brushing, make sure to let the base coat dry
thoroughly before adding another layer. Under-
glazes do not run, which makes them popular
for doing any kind of detailed illustrations.

Just as with slip, the use of underglazes
beneath your glaze can result in many new

variations on a single glaze. Try making a test
piece with several different colors of underglaze,
then add a single coat of glaze, and witness
how you have created several new looks for the
same glaze.
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Washes and stains are often sponged off after application,
which can highlight elements of a piece.

WASHES OR STAINS

Washes, also called stains, are coloring oxides
suspended in water, sometimes with the addi-
tion of a little clay or frit (a manufactured
prefired glaze) to help them bond to the sur-
face of a pot. Washes are very powerful, and as
such they are often applied and then washed
off with a damp sponge to reveal some of the
clay body below. This can leave more oxide
in lower-lying areas, such as carvings, and it
consequently gently colors the higher area,
accentuating any decorative elements. Washes

Green Whiskey Cup. Micah Thanhauser.
Photo courtesy of the artist.

Blue Whiskey Cup. Micah Thanhauser.
Photo courtesy of the artist.

A wash of copper on one bowl and cobalt on the other
illustrate the effect an underlying color can have on the
glaze above it. Each piece was glazed with Gen's Satin
Matte, recipe on page 174.

can also be used to affect the color applied
above it, an effect particularly noticeable in
the crystalline glazed whiskey cups made by
Micah Thanhauser, shown above. Washes are
applied to bisqueware, but you can also experi-
ment with painting them on top of glaze, which
is referred to as glaze painting, or overglaze.
This generally creates more movement on the
surface than when the wash is applied under-
neath. You can find wash recipes on page 193.

Scanned with !
§ CamScanner" :



RESISTS

One of the overarching themes of this book is to get just the right amount of glaze on your piece
exactly where you want it. But what do you do when there’s a part of your pot where you don’t want
glaze? It's time to look at different types of resists.

Don't be afraid to try combinations of these resist techniques to bring additional depth, imag-
ery, and color to your work. For example, you could combine sticker, tape, stencil, and freehand
waxing in the same piece to accentuate their interplay, each giving a different quality of line;
hard and angular, curved and flowing, concrete or abstract. You will soon find a style that others
find irresistible.

S1SIsad

Resists were used on these rectangular platters by the author to define the white areas.

.
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CHAPTER 3

3

WAX

There are several commercially produced
wax resists. Forbes wax and Aftosa wax are
water-based waxes. They flow naturally off
a brush and are quite versatile. Mobil resist,
which can be hard to find these days as it is
out of production, is petroleum-based, slightly
thicker than the Forbes and Aftosa wax, and
reliable, though it is less suited for decorative
work, as its thickness doesn’t allow it to flow
quite as well off the brush. All these waxes will
need time to cure to function most effectively.
Wait at least 15 minutes, or until the sheen has
gone away, before glazing. An hour is better,
and if you are using wax resist brushwork as
decoration, wait overnight. These waxes can
be hard to see when applied to bisque, as they
dry a matte clear, so it can be a good idea to
dye them with food coloring, making it much
easier to see where you have waxed and where
you have not waxed. (Aftosa wax comes precol-
ored.) Add ten to twenty drops of food coloring
to a gallon of wax to tint. The dendritic expan-
sion of food coloring into wax is one of those
moments in the glaze kitchen that always puts
a smile on my face. (Remember to enjoy not just
the finished results, but the process as well.)
Any glaze left on the bottom of the piece will
fuse your work to the kiln shelf during firing,
damaging either your work or the shelf. You
may want to wax % inch up the side of the foot
as well, particularly when using runny glazes.
Some people use a combination of paraffin and
beeswax that is heated to the melting point
on an electric pancake griddle. You can cover
the bottom of a large piece quickly with this
method, but this wax is not suitable for brush-
ing. When you're using this method, do so in a
well-ventilated area, and make sure to turn the
griddle off when you are done, as this heated
material is a fire hazard. If you accidentally get
wax where you don’t want it, you can get it out
with 90 percent rubbing alcohol, available in
most pharmacies, or you can rebisque the work.

Most artists use wax to keep glaze from sticking to the
bottom of their pots.

Dendritic expansion is visually stunning.
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WAX FOR LIDS

To keep lids from sticking to pots during
firing, try adding a little bit of alumina
hydrate (one of the main ingredients in kiln
wash) to your wax. A teaspoon per cup of
wax should suffice. Apply this wax to the
places where the lid meets the pot before
glazing and firing.

Waxes that are applied over bisque will burn
off in the firing, leaving the clay body exposed.
This can be a dramatic effect, particularly when
you are using a clay body that fires to an attrac-
tive color that complements and contrasts with
the glaze. Remember, though: you do not want
to expose the clay body on the food-bearing
surfaces of functional work.

Wax can be used in even more creative ways.
For example, consider applying it on top of a
coat of glaze when layering. The second coat
of glaze will absorb everywhere except for the
waxed areas, exposing the first coat of glaze
below. Or perhaps you want to paint a design
on your piece with underglazes, apply clear
glaze on top, and wax that portion of the pot.
Then when you dip the entire pot in a colored
glaze, the wax will keep the glaze off your dec-
oration. Finally, you can add coloring oxides or

),"i\q

Al

N
L)

mason stains to the wax, providing additional
coloring to your brushwork; a teaspoon per
pint is a good place to start.

Note: Wax can ruin brushes. Make sure you
either rinse out your brush extremely well after
using wax, or use a dedicated wax brush kept in
water while not in use. A brush with wax left in
it will quickly stiffen so much that it will become

=
m
Yunomi. Michael Kline. Photo courtesy of Tim Barnwell. unusable. -
172}
The stamped decoration is contrasted with the wax resist g
brushwork in this Yunomi by Michael Kline (no relation to
the author). Coloring oxides have been added to the wax.
79

y
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STICKERS

Like tape resist, stickers can be placed on
bisque or glazed surfaces to resist the next coat
of glaze. An enormous amount of design work
has already been done by the sticker manu-
facturer, but you can also customize your own
stickers. Sticker paper is available at most office
supply stores. You can sketch your designs on
the paper, then use scissors or a craft knife
to cut them out. As with tape resists, be sure to
smooth the stickers down before glazing. You
may need to go back and clean up the lines if
any glaze was able to migrate underneath the
surface of the sticker.

STENCILS

Stencils made from paper or plastic can be used
to create additional imagery when decorating
or glazing. Stencil film, which is an adhesive
vinyl, also works well. An enormous number

s A, SR I g

Commercial stencils are an easy way to transfer imagery
to a piece,

of commercial stencils are available, or you can
make your own custom designs. Stencils work
best when brushing or spraying, and you can
affix them to your piece using artist’s tape.

SLSISIy
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CHAPTER 3

Anja Bartels and the Plastic Wrap

Resist Technique

Using plastic wrap instead of wax was the key for Anja's clean surfaces. It might work for you as well.

Originally from Hamburg, Germany, stencil art-
ist Anja Bartels discovered pottery making while
living in an intentional community in Virginia. Pas-
sion ignited, she returned home to study in the
German Ceramics Guild, which honed her skills in
a way much different from the typical experience
in American art schools. With a strong focus on
craftsmanship and technical skill, Guild training
provided her with the groundwork for making a
high-quality product paired with the practical
experience of working with a master potter for
three years, Guild apprentices must engage in
all aspects of the business, including marketing,
sales, accounting, and production.

Anja's nautically themed porcelain employs
several different techniques including slip trailing
and sgraffito (a technique in which underglaze is
painted onto greenware and a design is carved
back through, revealing the clay body under-
neath). She pours and sprays glazes, using a
unique resist technique for some pieces, such as
the beautiful urchin bowl seen here. She throws
and trims these bowls on the wheel, then applies
several thousand small slip-trailed spikes using
a surgical bulb while she listens to audiobooks
about shipwrecks. Anja’s personal aesthetic and
process are consistent and highly developed,
reflecting her upbringing in a port town and her
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love of ships and the sea. After bisque firing, Anja
glazes only the inside of the bowls by first pour-
ing Chun Celadon (page 171) into the inside of
the piece, then spraying Strontium Crystal Magic
(page 179) onto the interior. The exterior surface
is left bare, showcasing the beautiful white porce-
lain clay and slip decoration.

When glazing, Anja first carefully pours the
celadon glaze to coat only the interior of the piece.
Then, to keep any glaze from running onto the out-
side of the piece, which is covered in thousands of
spikes and would be a nightmare to properly wax,
Anja tightly wraps the outside, spiky surface with
plastic wrap and seals it with artist’s tape. ®

Then she sprays the second glaze, removes the
plastic wrap and tape, and cleans with a sponge
any places where the glaze migrated under the
tape. ® The result is dynamic, contrasting the
smooth, watery blue glaze with the hardened
white surface of the unglazed porcelain. It is as if
these pieces were born in the sea. ©

ST314VE VINV
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Urchin Bowl. Anja Bartels.
Photo courtesy of Lourie Caffery Harris.
A completed urchin bowl. The plastic wrap resist has

prevented any glaze from marring the pure-white
porcelain exterior.
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Urchin Luminary. Anja Bartels.
Photo courtesy of Laurie Caffery Harris.

The candle on the inside of this luminary reflects the cel-
adon glaze on its interior and casts an ethereal blue light
through the carved decoration.

Sailing Ships Platter. Anja Bartels.
Photo courtesy of Leurie Caffery Harris.

Sgraffito decoration and gold decals fill the interior of

this handbuilt porcelain platter. The slip-trailed rim is left
unglazed, showcasing the beauty of the porcelain.

Peacock Teapot. Anja Bartels.
Photo courtesy of Laurie Caffery Harris.

The sgraffito tree is carved in black underglaze onto the
bone dry porcelain teapot.

After bisque firing, Odyssey Clear (page 173) glaze is
applied and fired to cone 7. The gold luster and peacock
decal are then applied and fired to cone 018. More to
come on decals and lusters in Chapter 4.
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ALTERNATIVE APPLICATION TECHNIQUES

The basic glazing techniques of dipping, pouring, brushing, trailing, and spraying you acquired in
Chapter 2 are by no means the only ways to apply glaze to a piece. I learned this lesson long ago,
but recently my daughter, Stella Ro, reminded me of it. She has been coming with me to the studio
since she was born, and she began making her own work at the age of two. She has always been
fascinated by the material, and one of her favorite activities is to “play clay.” Stella Ro’s playful
approach to tools and materials has opened my eyes to ways of working that I never would have
thought of.

One day, while we were glazing some of her work, Stella Ro opened a tool bin, grabbed a spoon
and asked, “Dada, spoon?” While it had not occurred to me to use a spoon to apply glaze to a piece,
I smiled at her and told her, “Sure.” She carefully took a spoonful of glaze out of the bucket, gen-
tly pouring it onto a texturized, bisque-fired slab she had made. There was a certain grace to the
movement, and the glaze laid out in a manner that would not have been possible in any other way.
It opened my eyes to the fact that anything could be used to apply glaze: a chopstick, a wrench, a
feather, a tire iron. I encourage you to improvise, to experiment with found materials, or to make
your own applicators. In this way, you will begin to develop your own process that is unique to the
way you work, resulting in decorative patterns that have never been seen before.

LADLING GLAZE

Porcelain glazers in Jingdezhen, China, have a
unique and beautiful way of glazing the inside
of a bowl. The bowl is held upside down over
a large vat of glaze. Using a ladle and with a
quick, efficient flick of the wrist, the glaze is
thrown upward from the ladle into the inside
of the bowl. The impact of the glaze spreads it
out over the interior surface of the bowl as the
excess runs and drips back into the vat. It is a
practiced move, requiring both skill and repe-
tition to master, but may be the most efficient
way to glaze the interior of a bowl—an import-
ant consideration when glazing hundreds, if not
thousands of bowls in a day. Ladling can also be
used for more decorative glazing designs.
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With some practice, you too can ladle glaze!
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CHAPTER 3

SPONGING

Glazes may be sponged onto the surface of a
pot or onto an existing layer of glaze. Sponging
allows the glaze to spread unevenly because of
the porosity of the sponge, and it can be a great
way to create a misty look with the applied
glaze. Sponges may also be cut into custom
designs using scissors or an X-ACTO knife to
leave concrete imagery in glaze.

DRY GLAZING

Glazes in their dry, mixed form may be sprin-
kled through a handheld kitchen strainer,
like putting powdered sugar on pancakes.
This works best on horizontal surfaces, as the
glaze rests on top of the surface, rather than
penetrating it. Be sure to wear a dust mask or
respirator whenever you are dry glazing, and
be sure to work in a ventilated spray booth or
outdoors, Be very careful when transporting
this work and loading the kiln, as the glaze
materials are resting on top of the piece and
are easily disturbed.

Scanned with
(8B CamScanner



SPECIAL CONSIDERATIONS

Some pieces you create may require special techniques or equipment to successfully glaze them.
Large pieces that won't fit in a bucket, small pieces that cannot be held with tongs, and delicate

pieces all require a special approach.

GLAZING LARGE WORK

For work that is larger than any bucket or peb-
ble bowl you may have, there are still several
ways to get an even coat of glaze. These tech-
niques require more than one person, so don’t
be afraid to ask a friend for help.

To glaze the interior of a large vertical piece,
pour several pitchers of glaze into the inside of
the piece. Station an assistant next to the work
with a large container to catch the excess glaze
as you pour it out. Quickly but smoothly pick
up the piece and begin to rotate it to coat the
entire interior of the vessel. As you are turning
it, invert it to the point where it begins to pour
out of the neck. Try to make two full revolutions
to coat the entire interior, then pour out all the
excess glaze. The water in the glaze will begin
to permeate the entire piece from the inside,
so you may see discoloration from the outside.
For this reason, wait until the next day, when
the water has evaporated out of the bisque, to
glaze the exterior of the piece. Otherwise, the
saturated bisque will absorb insufficient glaze,
yielding an unintended and often unsatisfac-
tory result.

Once the interior glaze has dried, place the
large piece on a banding wheel sitting inside
a large pebble bowl, either right-side up or
inverted, depending on the degree of a glaze’s
runniness. Inverted will work better for runny
glazes, as more glaze will build up at the top of
the pieces. Excessive runny glaze at the bottom
of a large piece risks its loss as it is much easier
for the glaze to flow off the piece and fuse it
to the kiln shelf below. If the lip of the piece is

narrower than the width of the banding wheel,
you may want to place the piece on two equally
thick pieces of wood so that the glaze can flow
off the lip of the piece without building up
too much. If pouring, spin the banding wheel
slowly, pouring glaze from the top of the piece
while it spins. The glaze will run down the side
of the pot and flow off the lip. Let the banding
wheel make two full revolutions before pouring
the glaze lower down on the piece. Continue
pouring glaze down the piece until the entire
exterior is coated. Wait until the piece has dried
to remove from the banding wheel.

While pouring glaze over large work is the
quickest way to cover the surface with glaze,
you can also spray the surface, or use brushes.
Dipping is possible, but requires several people,
containers the size of a bathtub or larger, and
massive (100,000-gram) batches of glaze.

Large horizontal pieces, such as platters or
wide-rimmed bowls, present a different set of
challenges. The inside of the piece is gener-
ally the focus with low, wide forms, and they
are rarely amenable to the pouring technique
described above: too much glaze will pool up
in the interior of the piece, causing bubbling
in the glaze when fired. Although you will
need a large batch of glaze to fill it, a kiddie
pool filled with glaze can make for straight-
forward, easy dipping, again utilizing the
first-side-in-first-side-out technique described
in Chapter 2. You may also choose to brush or
spray glaze onto large horizontal forms.
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CHAPTER 3

8

If you want to dip larger pieces, make sure you have a large enough container for glaze and have a clear plan for
how you will execute the dip.
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For very large work, you will either need to spray or pour your glaze.
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CHAPTER 3

8

GLAZING SMALL WORK

Traditional tools such as channel lock tongs
may not work well for glazing very small work.
You may need to improvise or make your own
tools to suit the tiny scale. You can use a pair of
tweezers for dipping or holding a piece while
you pour glaze over it. For brushing, you may
want to cut the bristles of a small brush as far
down as a single strand. When spraying, the
wind created by the compressed, aerated glaze
can easily knock over a tiny piece. Use some
white glue (Elmer’s or similar) to affix the piece
to a bisque-fired cookie to anchor it. Wait until
the glue has set up before glazing.

Note: Many people have amazing collections of
tiny ceramic art. Jon Almeda has carved out a
beautiful niche in the world of miniatures, and
his work is highly collected.

GLAZING DELICATE WORK

Very thin work, or work with very fine detail,
needs to be handled carefully. Tongs can easily
crack the porous bisque, especially once sub-
merged in glaze. Use a pair of gloved hands
instead. Should a piece of bisque crack while
you are glazing, be sure to screen the glaze
immediately to make sure any broken bisque
shards are removed. The only thing worse than
breaking one piece is to have the remnants of
that piece stick to your next piece and ruin that
one as well.

Glazing small work presents its own challenges!
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GALLERY

Bowl with Handles. Nick Joerling. Photo courtesy of the artist.

Chubby Unicorn Pride.
Mac Star McCusker.
Photo courtesy of the artist.

A rainbow of underglaze on its horn

transforms this rhino into a “Chubby
Unicorn” and provides an additional
visual statement.

A single brushstroke of wax resist on the exterior of this bowl provides a third color and textures in this thrown and

altered bowl.
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CHAPTER 3
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Serving Platter. Sara Ballek. Photo courtesy of Halima Flynt,

Brightly colored underglazes enliven the surface of this wheel-thrown and pinched platter.

Covered Jar. Steven Hill. Photo courtesy of the artist.

Layered glazes run beautifully down the side of the pot,
cascading over the slip decoration on this magnificent jar.
Truly amazing glaze,

Cloud Flask. Sam Chung. Photo courtesy of the artist.

Underglaze stays put when applied, as can be seen in the
sharp black line of the cloud on this bottle.
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Garden Pitcher. Ben Carter. Photo courtesy of the artist. Cabin Vase. Laurie Caffery Harris. Photo courtesy of the artist.

The glaze used to color the leaves and flowers gently The imagery is first carved into the pot using an X-ACTO
bleeds through the incised decoration, giving a soft, knife, then filled in with a wash. Then the entire surface
pleasant aesthetic to this pitcher. is sponged, which leaves color only in the incised lines.

Underglaze watercolors are used to color the piece.

Q
>
|
| 2
m
=

Contrasting Swans. Taylor Robenalt. Photo courtesy of the artist. <
Boldly colored underglazes and lusters (covered in the next chapter) bring additional life to these exquisitely executed
porcelain sculptures. 93
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“Sophie” Serving Bowl. Angelique Tassistro. Photo courtesy of the artist.
A top coat of clear glaze showcases underglaze that has been applied and wiped away, and the fine lines applied with an

underglaze pencil.
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Push Play. Sam Scott. Photo courtesy of the artist.
Brightly colored underglazes jump off this platter.
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Serving Dishes. Deborah Schwartzkopf. Photo courtesy of the artist.

| am intrigued by the small amount of contrasting color on the handle of these elongated bowls.
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CHAPTER ¢
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REDS

There is an old adage for success in the ceramic arts: “Make it good. And if you can’t make it good,
make it big. And if you can’t make it big, paint it red.” Perhaps this maxim exists because the
psychological impact of the color red is one of the most intense on the spectrum. Yet if you know
potters, they'll also tell you it’s because both chemistry and physics make it difficult to get a good
red in the kiln. There are challenges sourcing materials, some of which are rare and occasionally
toxic (such as lead and uranium). Other materials are quite expensive and must be carefully fired
to avoid burning out. Thus, red pieces (and similarly purple, orange, and pink ones) have a certain

mystery and power to them.

TIN/CHROME REDS

Tin/chrome reds produce off-red tones, such
as mulberry and maroon, that are often quite
beautiful. I've found that the combination of
the colorants tin oxide and chrome oxide in
oxidation can result in a range of colors, from
pink to plum. Tin/chrome reds require very
exact mixing, as most recipes require just a
pinch (as little as 0.5 percent chrome oxide and
maybe as much as 5 percent tin oxide). In order
to ensure that these glazes perform well, make
sure to measure carefully! Fat Cat Red (recipe
on page 172) is an excellent example of a tin/
chrome red at cone 6. Fat Cat Red plays well
with others, including Chun Celadon, and pro-
vides a nice base glaze that doesn’t run. For a
truer red, I recommend using a copper red in
reduction, or an encapsulated red glaze.

COPPER REDS

In reduction, especially at cone 10, copper can
produce a beautiful sang de boeuf, or oxblood
red. Copper reds are finicky, requiring technical
mastery—and sometimes they're still elusive.
Entire books have been written dedicated to
these remarkable glazes, the best of which is
Robert Tichane’s Copper Red Glazes. In brief, cop-
per reds must be fired carefully, as too much
reduction and heat will burn out all the red,
leaving a gray or clear glaze, and too little will
result in an equally unattractive green-tinted
finish, With copper reds, it is important both to
get enough glaze onto the pot (generally 2 to

The Radiant Red underglaze provides the pop of red you
see here. The base glaze is Chun Celadon.

3 millimeters, but careful: too much can cause
the glaze to run) and to nail the amount of
reduction at just the right time. I recommend
starting reduction between cone 012 and cone
010, continuing up to cone 04. It may take sev-
eral firings to get it just right, but when you do,
the results are spectacular. Oxblood and Purple
Passion Plum (recipes on page 163 and 169) are
great copper red glazes. See the sample firing
schedule on page 142.
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ENCAPSULATED REDS

Cadmium oxide is a highly toxic material that
can produce brilliant yellows, oranges, and
reds when fired to ceramic temperatures. In
order to overcome the dangerous nature of this
material, labs “encapsulate” cadmium in a zir-
conium sphere, rendering it inert and therefore
chemically preventing it from leaching out of
the glaze. While expensive (the cost is reflected
in the price of encapsulated stains and glaze),
encapsulated cadmium underglazes and glazes
provide some of the most vivid and powerful

colors available to the ceramic artist. Commer-
cially produced Christmas Red and Fire Engine
Red glazes often incorporate encapsulated cad-
mium oxide. The Radiant Red trailer, described
on page 51 is a prime example of the potency
of encapsulated cadmium oxide as well. The
material is available to the studio potter in the
form of encapsulated mason stains and Cer-
dec/Degussa stains. While encapsulated reds
are a splurge, they can bring a vibrancy to your
work unattainable by any other method.

Red Bottle. Adrian
Sandstrom. Photo courtesy of
the artist.

Encapsulated reds provide
the brightest examples of
the color in ceramics, as
in this dynamic pot.

saay
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CRYSTALLINE GLAZES

Humans have been fascinated with crystals throughout our history. Crystals form when certain
molecules align in a lattice formation that is uniform and repeated. In nature, crystals can take
millions of years to form. Crystals can also be produced in a lab—and, to our delight, by a studio
potter in the kiln.

Crystalline glazes require the presence of zinc oxide, silica, and titanium dioxide to create crys-
tals in the surface of the glaze. The three combine to form a zinc-silicate crystal, but the right
conditions have to exist in order for them to do so. The titanium nuclei represent the “seeds” of the
crystal, which will then grow in a sea of silica and zinc. Most of the time, the glaze, made predomi-
nantly from Ferro Frit 3110 and other low-fire ingredients, will be overfired to cone 6 or 10 to create
a flowing medium in which the seed crystals float. The temperature will then be lowered and held
in order for the crystals to grow, but precautions must be taken to capture the excess flowing glaze.
To do this, crystalline potters often throw a separate porcelain drip tray that sits below the piece
itself. Grinding is a way of life for the crystalline potter, but with the right tools, the process is fairly

simple. (See page 145 for an examination of diamond sanding tools and techniques.)

MICRO VERSUS MACRO CRYSTALS

A number of glazes will naturally produce
small (micro) crystals up to 2 millimeters in the
course of a normal firing, including Strontium
Crystal Magic, The Juice, and Gen’s Satin Matte
(recipes on pages 179, 163, and 174, respec-
tively). These glazes are either self-decorating
(Gen's Satin Matte) or can provide the addition
of small crystals when layered over or under
another glaze (Strontium Crystal Magic and
The Juice, although both of these glazes look
terrible when used alone).

If you are after larger crystals, I recom-
mend using glazes specifically formulated to
promote the growth of large crystals. These
glazes are generally high in Ferro Frit 3110,

zinc oxide, silica, titanium dioxide, and colo-
rants with very little clay. Additionally, use a
firing program at cone 10 with several long
holds on the way down in order to give the
crystals the most time to develop. Most crys-
talline potters “soak” the kiln for 3 to 5 hours
between 1,850 and 2,100 degrees Fahrenheit as
the kiln is cooling down. Growing large crys-
tals in a kiln is an energy- and labor-intensive
endeavor, and crystalline potters experience a
very high loss rate, although some pieces may
be saved through refiring. While the payoff is
tremendous, as in the stunning piece by Frank
Vickery on page 125, the pursuit is not for the
faint of heart!

Nick Moen's crystalline glaze produces large crystals.
See pages 102 and 103 for more information on this
unique glaze.
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FEATURED ARTISTS

Unique Crystalline with Nick Moen
and Genevieve Van Zandt

Nick Moen (cups at left) and Genevieve Van Zandt (sculpture at right) developed the Gen's Satin Matte recipe together,

then took it in different directions to suit their work.

In the firmament of young American ceramic
artists, Nick Moen and Genevieve Van Zandt are
bright, shining stars. From Minneapolis, Minne-
sota, and Detroit, Michigan, respectively, these
two Midwesterners were studio mates at Odys-
sey in 2014. In some ways, their styles could
not contrast more. Nick's work has focused on
sleekly designed forms to be slip cast. His work
is modern, urban, refined, understated, and qui-
etly beautiful. Upon examination, Genevieve's
work offers a phantasmagorical appreciation
of a natural world that opens onto mystical
possibilities. The yin-and-yang nature of their
friendship formed the basis for some truly enter-

and time while forming beautiful crystals at cone
6. The story of the development of this glaze illus-
trates several interesting qualities regarding the
nature of matte glazes.

Both artists sought an alternative to the glossy
nature of most of the Odyssey house glazes, so
they set out to develop a satin matte glaze that
could add range to the textural possibilities in the
glaze recipe. The result was Gen's Satin Matte
(see recipe on page 179). Genevieve colored the
base glaze with a variety of bright mason stains,
and thereby created a seven-color rainbow. She
brushed the glazes onto her sculpted porcelain,
which achieved a lovely, gloss-free, vibrant sur-

<
E taining collaborations that resulted in interesting  face distinct from so many of the other glazes that
] advancements in the studio. were being used at the time.
5 One Nick-and-Genevieve collaboration saw the Nick used this same glaze on the surfaces of his
development of a new glaze, as well as anew fast-  slip-cast porcelain line. Preparing for an upcoming
102 fire crystalline technique that saved both energy  show, Nick managed to fill one extra kiln the night
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Detail shot of microcrystals on the surface of a pillow platter.

before leaving. In order to get the work to cool in
time to be displayed, he fast-fired the kiln, and
when it reached temperature, he “crash-cooled"
it by opening the lid of the kiln (using gloves and
protective gear), reducing the heat from the top
temperature to just above quartz inversion (1,100
degrees Fahrenheit).

This happened at around4:00 a.m.Returning to
open the kiln at 7:00 a.m., Nick found that his pots
were covered in beautiful, dime-size crystals. The
whole firing had taken less than 10 hours to heat
up to cone 6 and cool to room temperature. How
was this possible? It turns out that many matte to
semigloss or satin matte glazes are the result of

Crash Cool Copper Glaze detail. Nick Moen. Photo courtesy of the artist.

microcrystals that cover the entire surface of the
piece. Genevieve's mason-stained, rainbow ver-
sion of Gen’s Satin Matte is an example of this.
In Nick’s firing, however, the crystals had begun
to form, but were frozen before they could meet
each other and form a matte surface. Instead,
there are matte crystals suspended in a glossier
background, but produced in one-quarter of the
time and at a lower temperature than traditional
crystalline glazing, obviating the additional step
of grinding the bases of the pots. Necessity being
the mother of invention, Nick’s haste resulted in
a new approach to the glaze, with a dynamic and
unexpected result.

LANVZ NVA JATIAINID ANV NIOW ADIN
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FEATURED ARTISTS, NICK MOEN AND GENEVIEVE VAN ZANDT

Envelope Vases. Nick Moen, Photo courtesy of the artist, Waffle Mugs. Nick Moen. Photo courtesy of the artist
This glaze provides a variety of colors, even in the areas The charcoal glazes at the bottom of these mugs slows
that don't grow as many crystals, the flow of the crystalline glazes at the top, preventing

them from running off of the foot,

<
™
I
: Drinking Vases. Nick Moen, Photo courtesy of the artist,
s Slip casting provides regularity of form, but the crystal development
gives cach piece in the set an individual look,
104
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Roses and Thorns. Genevieve Van Zandt. Photo courtesy of the artist.

Glazed porcelain flora, fauna, and minerals combine in harmony to create this wall hanging.

Floragasmic Explosion. Genevieve Van Zandt. Photo courtesy of the artist.

LANVZ NVA JATIAINITD ANV NIOWN DIN

Mason stains can be used to color a base glaze to offer the artist an expanded palette.

105
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DECALS, CHINA PAINTS, AND LUSTERS

Glaze myth #818: The glaze fire is the end of the road.

After the initial glaze firing, many people think that the piece is finished and unable to be altered
further. Disappointing or boring pots may be sold as seconds, given as gifts, or hidden from sight.
However, this belief is far from the truth. Multiple glaze firings can both take care of glaze faults
and add more visual interest to your piece. Many potters rely on this technique to build up the
surface of their work, including John Tilton, Adrian Saxe, and Eric Knoche. (For a discussion of
refiring, see page 146,) A dull pot can also be turned up through the addition of printed images, pre-
cious metals, or painted imagery in a third—or fourth or fifth—firing. Three interrelated decorating
methods—decals, lusters, and china paints—are terrific options to add depth, meaning, and visual
interest to your glazed ware, These processes require a third firing, often to a much lower tempera-
ture, but will not undo any of the work you have already done.

DECALS

Decals are commercially produced for saleina  expensive, running north of $5,000. Thankfully,
great variety of colors and designs. If you have  several companies, including Milestone Decal
access to a color ceramic decal printer,you can  Art, will print custom decals for you—even if
also print your own decals in almost any color.  you need just a single sheet.

However, these color ceramic decal printers are

Julia Claire Weber's
work explores the
possibilities of artist-
designed decals. See
more of her process
on pages 110 and M1,
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If you can be satisfied with sepia or dark
brown-toned monochromes, there’s another
way to print and use nearly any image you can
bring up on your computer. The only trick is
finding one of several inexpensive printers that
utilize red iron oxide and manganese dioxide
in their ink.

» HP Laserjet M1212nf MFP
o HP Laserjet 4L

e HP Laserjet 5L

e HP P1005 Laserjet

e HP P1006 Laserjet

« Printers that accept HP LaserJet print
cartridge 12A or 85A

Using specialty decal paper, you can print
and apply images to the side of your glazed
piece, and fire to witness cone 04. To apply
most decals:

1. Always clean the surface of your piece
before applying a decal, as dust and dirt
can cause the image to peel. A paper towel
moistened with a little bit of rubbing
alcohol works well.

2. The decals will be printed on decal paper,
which has a clear plastic topcoat that
contains the image, on top of a thick
stabilizer paper. In order to separate the two
so that your decal can be applied to your
work, first cut out the design and place it in
a bowl of water. ®

3. After approximately 1 minute, the decal will
be ready for application. First, line up where
you want to put your decal. Then, using the
backing paper for stability, slide the decal
off the paper and into place on your work,
ink side down. ®
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4. Use a paper towel or sponge to squeeze
moisture out from the inside to the
edges. Be gentle. If you are too abrasive, you
can tear through the design. Try to get as
much moisture as possible out from under
the image. ©

5. Allow the piece to dry. Place carefully in the
kiln and fire to the cone suggested by the
manufacturer. ®

Note: You want to be careful with decal imagery,
as many images you'll find online have been
trademarked.

CHINA PAINTS

China paints are applied directly onto the sur-
face of the glazed work and fired to cone 018.
They are commercially produced and available
in a rainbow of colors. China painting is a highly
specialized pursuit, although certainly anyone
can try it. China paints are made by combining
coloring oxides with a small amount of lead
oxide frits and mixing in a bit of oil. They are
widely available through ceramic suppliers.

Much like oil painting, china painting
requires a steady hand, as it is very difficult
to remove paint if you get it where you don’t
want it. As with decals, be sure to clean the
piece before beginning. The china paints can
be applied as you would paint on a canvas, but
make sure you know what image you want to
create before you begin painting. China paints
are unforgiving and smear when you try to
wipe them off. You've only got one shot to get
it right! Additionally, use care and handle the
piece only where there is no china paint to
avoid finger marks and smudges before firing.
Because of the petroleum base, fire the pots in
a well-ventilated kiln. (As an interesting side
note, color decals designed for ceramics are
printed using china paints.)
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LUSTERS

The addition of precious metals to artwork
always increases its perceived value. The psy-
chological impact on the viewer is undeniable.
Gold! Silver! Platinum! We equate these materi-
als with wealth and status. It is possible to fire
precious metals directly onto your work in the
form of metallic lusters, which are a combina-
tion of pulverized precious metals and organic
solvents. Commercially produced mother-of-
pearl], gold, white gold, platinum, and silver
lusters are all available.

Lusters can be applied by brush to the out-
side of a glazed and fired piece of ceramic work.
Alternatively, some decals also utilize precious
metals and can be applied as described here
and on pages 107 and 108. Lusters can add an
irresistible, mirrorlike gleam to your work. In
the case of functional ware, however, be sure
to warn customers that the pieces cannot go in
the microwave, as the metal will spark.

As with both decals and china paints, it is
important to clean your work with alcohol
before applying luster. When you do apply
the luster, a thin coat is best. (You can use

Artist Taylor Robenalt’s Golden Eared Dog (above) and
Two Swans with Roses (top) feature gold luster.

mineral spirits to thin the luster before paint-
ing, if necessary) Using a dedicated brush,
apply the luster in a well-ventilated area, as
the fumes smell potent and are often toxic. One
smooth coat should suffice. When you’re fin-
ished, clean luster brushes with mineral spirits.

Note that luster painted over decals will
cause the decal to burn out. If you are going
to use both on your work, do two separate fir-
ings. Fire the decals first, then apply and fire
the lusters.
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FEATURED ARTIST

Decals at Work with Julia Weber

Originally from Erie, Pennsylvania, Julia “Jewels”
Weber spent time teaching pottery to Bhutanese
refugees. Using clay as the basis for connecting ;
cultures, Julia's class showcased how a young,
motivated potter can make a difference in her
community and address larger societal issues,

Julia has worked hard to establish a unigue line
of wheel-thrown and altered porcelain, Her pro-
cess is remarkably complex, with great care and
attention to detail paid at each step along the way,
In this pitcher form (on page 111), for example,
Julia began by throwing the body on the wheel,
She then darted the foot and added a hand-built
spout and handle. Afterward, she incised the lines
in the foot and inlaid the carvings with a wash,
She then bisque fired the pitcher to cone 04, She
applied a coat of Odyssey White Gloss (page 174),
She waxed select areas of the pitcher to control
the second coat, her own gray glaze. She then
fired the piece in oxidation to cone 6.

This is where the decals came in. She designed
her mountain motif using Adobe lllustrator and
created several different color schemes. She
printed out the image with her color decal printer
to create a china paint decal. She then applied the
decal to the outside of the pitcher as described on
pages 107 and 108, and fired it a third time to cone
014, Finally, she removed the pitcher from the kiln
and sanded its foot level, and it took its place in
the gallery,

Julia’s work is a labor-intensive process, to be
sure, and it takes the combination of glaze, form,
and decoration all working together—not to
mention three separate firings—to achieve this
captivating result. The end product is a cohesive

» and balanced statement, a hard-edged, angular
o piece that remains inviting to use. It's a well-
s designed, modern update to the iconic and clas-
o sic pitcher.
no
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Stacking Mountain Mugs. Julia Claire Weber.
Photo courtesy of the artist.

The color schemes of decals created using a computer
can be easily manipulated, resulting in @ multitude of
variations on a theme.

Stacking Mountain Mug. Julia Claire Weber.
Photo courtesy of the artist.

Incised lines, clear and gray glaze, and an original decal

design make this a perfect container for a mountain
lover's morning tea.

Mountain Butter Dish. Julia Claire Weber.
Photo courtesy of the artist.

The angular design of this butter dish works well with the
geometric design of the mountain motif.

Darted Mountain Pitcher. Julia Claire Weber.
Photo courtesy of the artist.

This pitcher combines thrown and handbuilt elements,
incised line decoration, tape resists, durable food-safe
glazes, and decals, all working together to create a
modern-looking piece with visual impact.
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NON-GLAZE FINISHES

If you are making nonfunctional work, there are several ways to finish your bisque fired pieces
without ever putting them in the kiln again. You can use acrylics, waxes, and spray paints to
add additional color and sheen to your work. As always, make sure to apply these products in a
well-ventilated area using proper protection, and according to the manufacturer’s instructions. You
could also use crayons, pencils, markers, and oil pastels on the surface of your work, then seal in
the imagery using any of these spray-finishing products. You may want to do some testing before
using these techniques in earnest, as these materials can change the color of the clay when they
dry, sometimes giving it a slight orange sheen. (The best clear that I have found is the High Gloss
Duncan Porcelain Enamel.)

Believe it or not, a sandblaster can be a useful tool to manipulate the surface of your piece. It
takes down the sheen of a glaze and can even reveal the clay body beneath. Take proper safety
precautions, such as wearing a dust mask or respirator, and make sure that you are using the right
medium in your sandblaster. (I recommend alumina sand, as it contains no silica.) You can tape off
areas or use vinyl decals to create sandblasted designs on your work as well.

Many possibilities exist for finishing your work with other materials besides traditional glaze.
Epoxies, metal, and other mixed media additions are a possibility. Cloth, beads, gemstones, and
even fur can all be used to enhance the surface of your work. Be open-minded and willing to exper-
iment, and soon you may discover a new venue for your creative voice.

Molly Morning-glory
uses a variety of
non-glaze finishes

in her work, such

as sandblasting in
these fanciful bird
sculptures.
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Alternative Finishes with Molly Morning-glory
and Naim Cash

A second-generation ceramic artist, Molly Morning-
glory grew up around wheel-thrown pots of all
sizes made by her parents, Maggie and Freeman
Jones of Turtle Island Pottery. Although she can
knock out a mean face mug in a matter of min-
utes, Molly’s career has pushed away from the
functional production work of her parents and
toward large sculptures made in series, creatively
decorated using a number of different techniques.

Naim Cash grew up writing graffiti and paint-
ing in Richmond, Virginia. He discovered ceramics
in 2016, and it has been amazing to watch the
progression of his work in three dimensions. The

y -

e

Molly and Naim work together with a variety of non-
traditional materials, including spray paint, stickers,
acrylic paint, and enamel.

collaborative pieces between Molly and Naim are
particularly captivating, relying on the technical
skill of the two artists accompanied by a shared
vision of creative intent.

In terms of process, the sculptures are hand-
built from slabs, textured, and decorated with
underglazes. The pieces are then bisque fired to
cone 04. Any cracks or flaws are filled in with
two-part moldable epoxy. Afterward, the work is
taken outside, tape is applied, and Molly spray-
paints isolated areas with gold for contrast and
additional effects. Once she has completed her
portion, Naim inherits the piece and applies

(8 CamScanner

HSVD NIVN ANV AYOTD-ONINYOW ATION

-
-
w

Scanned with



<
o
X
=
o
<
T
o

3

acrylic paint in his own style, working from the
decorations Molly has previously put in place.
Once Naim has finished, the entire piece receives
a coat of clear spray enamel to finish and seal it.
Exciting, vibrant, and mysterious, this is the kind
of work that is pushing the entire field of ceramic
sculpture forward in America.

Head. Molly Morning-glory and Naim Cash.

Photos courtesy of Halima Flynt.

Tape and sticker resist, spray paints, and acrylics enliven
the surface of this sculpture. The all-over decoration begs
for the viewer to move around the piece, which can be
appreciated from every angle.

"MTURED ARTIST, MOLLY MORNING-GLORY AND NAIM CASH
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RAKU AND ATMOSPHERIC FIRING

The term atmospheric refers to several types of firing in which gases and materials inside the kiln
(and at times, post-firing) affect the surface of the work, changing the look, color, and texture of the
clay and glaze. The most common forms of atmospheric firing are raku, wood, and salt or soda fir-
ing. Each of these styles of firing yields very different results, depending on your desired outcome.

The draw of atmospheric firing is easy to see: the surfaces are truly unique. There is also a
magic in controlling some variables in decoration while leaving others to chance—an approach
that appeals to some personality types more than others! There are a few downsides to these firing
techniques, however. First, some firings, such as raku, leave clay porous. This means you cannot
raku fire most functional work. Chance can also work against you; a bad firing may ruin many pots
(although you can always refire).

The good news is that these firing types are most often communal. Since special kilns or tools
are needed for all atmospheric firing, potters tend to fire work together. If your studio does not offer
atmospheric firings, turn to the internet and see if any local studios have drop-in days or special
workshops focused on these techniques. By firing with local experts, you have the best chance to
find techniques, recipes, and firings that suit your local clay selection. You may make some new
friends as well.
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Raku firing is an accessible way to try atmospheric firing. Many communal studios offer raku classes and workshops.
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RAKU

Adapted from an ancient Japanese technique
used during the tea ceremony, modern raku
involves heating ceramic work to between
1,470 and 1,946 degrees Fahrenheit. Due to
the low temperature and quick nature of the
firing, the clay remains porous, and as such
is ill suited for functional ware. Some potters
will bisque fire work to be raku fired to cone 1,
which allows the surface to still accept smoke,
but provides a more durable finished product
than with a cone 04 bisque. However, there are
some glaze effects that can only be achieved in
the raku kiln. The process of removing red-hot
pots from the kiln and watching them ignite in
a can of combustibles is certainly dynamic and
exciting, but proper precautions must always
be observed when firing rakuy, including always
using tongs or appropriate gloves, keeping long
hair tied back, and having a fire extinguisher
on hand.

. First, special low-fire glazes (see recipes on

pages 186 to 189), often high in colorants
such as copper carbonate, are applied to the
surface of the work.

. Once dry, the work is placed in a kiln with a

removable top and fired quickly (in an hour
or less) to the appropriate temperature.
When the work reaches its peak
temperature, the kiln is opened, and the
glowing red work is removed with tongs. ®

. The work is transferred to a can filled with

combustibles, most often newspaper or
sawdust or both. ®

. The combustibles ignite, and the lid is

closed on the container. This creates a
heavily reducing, smoky atmosphere inside
the container. © ©®

. As a result, the porous clay body will

become black. This type of firing allows
the glazes to showcase some unique
effects, including a beautiful type of
crazing, and some remarkable metallic
finishes, especially when copper is present
in the glaze.

. After cooling for 30 minutes in the can,

the pots are removed and submerged in a
bucket of water to “freeze” the colors. The
pots can then be cleaned with an abrasive
cleanser (such as Ajax) to get rid of any
excess carbon and to brighten them up.
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WOOD, SALT OR SODA, AND ASH

For millennia before the advent of electric-
ity and use of fossil fuels, wood was the main
source of fuel for kilns. Sourcing wood was an
important part of any potter’s daily operations.
Potters in Germany began using wood from
retired seafaring vessels and barrels that had
been used to store salted herring. They noticed
that the work fired with this wood often exhib-
ited an orange flash. These potters theorized
that the flash was caused by salt in the water
that had impregnated the wood, so they inten-
tionally began adding salt to their firings in
order to increase the effect, and thus salt firing
was born. Similar to wood ash landing on pots
in a wood kiln, the salt or soda ash added to the
kiln volatilizes (that is, turns from a solid into
a gas), and the gas in the atmosphere spreads
throughout the kiln, coating everything with a
layer of sodium oxide, resulting in the “orange
peel” texture on the work. Today, many potters

salt and soda fire in gas kilns rather than wood
firing, although many wood-fire potters also
have a salt or soda chamber in their kiln.
When wood is used as the primary fuel
source for firing ceramics, the ash created by
the fire travels through the kiln, landing on the
work inside. Wood ash contains calcium oxide
and potassium oxide, as well as small amounts
of sodium, zinc oxide, and other volatiles, all of
which are common ingredients in many glazes,
As such, the wood ash deposits form a layer of
glaze on the surface of the work, which may be
“naked,” coated with slips, or glazed. The path
of the flame across the work will greatly influ-
ence the look. For that reason, wood-fire potters
take extra care when loading the kiln in order
to consciously direct the flow of the flame over
their pieces, hoping to create as much excite-
ment as possible on the surface of the work.
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 FEATURED ARTIST

Wood Firing with Josh Copus

| first met Josh Copus while he was finishing an
undergraduzte degree 2t the University of North
Cardiinz in Asheville. This tz2ll, charismatic,
2nd boyishly good-looking potter immediately
impressed me with his boundless enthusiasm for
the crzft, his passion for loczl materizls (which he
czlis “wild clay™), 2nd his commitment to creating
community through firing.

Over the years, | have watched Josh dig 120,000
pounds of clay from a farmer’s field in Leceister,
North Czrolina, estzblish 2 successful cooperative
studio, the Clayspace Co-op, 2nd build three lzrge
wood-fire kilns on his land in Madison County.
In addition, Josh's fascination with the humble

Wedge. Josh Copus. Photo courtesy of the artist.

2 4

day brick l=d him to start 2 successtul mai-order
brick company, an uniikely sounding but surpris-
ing'y successful endezvor. Al the while, Josh has
produced some of the most unigus wood-fired
forms: wheel-thrown and coiled pisces that are
paddled, faceted, and slipped with the near mani-
aczl energy of 2 man hell-bent on making 2 visuzl
statement that represents his creztive philosophy.

If you zre drawn to the finishes of Josh's pots
or those of other wood-fire potters, perhaps it is
2 firing method you should investigate. Following
are some of Josh’s thoughts and wisdom, should
you have the chance to zdd work to 2 wood-fire
kiln near you, or 2t 2 workshop.
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Finger wipes through slip create action and movement on this stately piece.
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FEATURED ARTIST, JOSH COPUS

“Wood firing is many things, but boring is not
amongst them. The process itself is never dull. My
advice if you're just getting started with wood fir-
ing is to work hard and listen harder. Volunteer to
do the overnight shift, Fire as many different kilns
as you can and learn from as many different peo-
ple as possible. But most importantly: learn what
you like, figure out what you want to say, and make
it yours,

“Personally, | want things to feel like rocks, like
they were in a shipwreck, or like someone dug
them up out of the ground. Wood firing is the best
option for me to achieve this, I'm not beholden to
it, though . . . if it didn't produce the effects | was
interested in, | would finish my work another way
and just have a bonfire with friends. It's a lot easier.

“Now | can tell you the basics of firing a kiln in
five minutes, but you can still spend the rest of
your life trying to figure it out. My best advice is
to learn the temperature and atmosphere zones
that the kiln you're using creates naturally. Accen-
tuate those zones instead of trying to make a kiln
fire ‘even’. .. you can use them to your advantage
to create a variety of different effects. You'll find
clays and glazes will change completely in dif-
ferent areas of the kiln. If you know what you're
doing, you can make one glaze do ten different
things in the same firing.

“I've found the notion that there are good and
bad spots in a kiln to be completely untrue. There
are only the right spots for the right pots. | can't
even count how many times I've heard someone
say ‘Il don't like the back’ or ‘the front is the best
spot’ when we are loading. Over the years, I've
seen plenty of bad work come out of the front face
of a wood kiln. It doesn't really matter how good
the surface of a pot is if the lid is fused to the jar
by heavy ash deposits.

“Wood firing can take you to places you never
dreamed of, but it can also bring you to your
knees. Remember that the sun will always come
up again tomorrow. If you keep showing up, you'll
figure it out.”

Large Stone Vessel. Josh Copus. Photo courtesy of the artist.

No glaze was applied to this piece. All of the coloris a
result of the wood ash and path of the flame over the
pot, and its reaction to the sphere of slip applied on the
faceted sidewall.

Iron Stone Vessel. Josh. Copus. Photo courtesy of the artist.

Atmospheric glazing allows the artist to show off the
beauty of the clay itself. Large particles of rock are visible in
the surface of this piece, made from hand-dug “wild clay.”
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Moon Jar. Josh Copus. Photo courtesy of the artist.

Seashells used to support the piece leave a beautiful recollection of its firing. The seashells kept the piece from fusing to
the kiln shelf, as an alternative to wadding. The jar was fired on its side, which affects the movement of the atmospheric 121
glaze over the form.
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FEATURED ARTIST

Linda McFarling and Salt Firing

| have always been inspired by this simple, direct
goal of salt-fire potter Linda McFarling: “My aim
as a functional potter is to make pots that honor
the rich traditions of the past, while hopefully
adding to them."” Greatly influenced by Japanese
and Korean pots, Linda has, over the course of her
career, successfully updated classic forms, put-
ting her own personal stamp on tradition, and in
the process has created some truly dynamic and
innovative salt-fired forms.

As she constantly searches for new avenues
of expression, in recent years she has expanded
her repertoire from wheel-thrown pots to include
a series of beautifully extruded vases. Linda is one
of those rare artists who is also a brilliant teacher,
and her classes are a hot ticket. Her students are
attracted not just to the austere beauty of the work
she creates, but to the energy and enthusiasm
she brings to her teaching. Salt- and soda-firing
guru Linda McFarling is a living national treasure,
in my opinion.

If you are soon embarking on a journey into
learning salt firing, here is some advice from Linda,
gathered from years of teaching:

1. Remember to wad everything! Wadding is
material that the work will sit on in the kiln,
preventing it from fusing to the kiln shelf in
an atmospheric firing (recipe for wadding on
page 193).

2. Make sure you have enough kosher salt and
soda ash on hand. About 3 to 5 pounds of each
should be sufficient for a 20-cubic-foot kiln.
These materials can be placed in newspaper
“burritos” and thrown inside the kiln, or mixed
with water and put in a commercial sprayer.

3. Make sure your equipment, including burners,
blowers, and sprayers, are in working order.

Tripod Jar. Linda McFarling. Photo courtesy of the artist.

The salt and soda in the atmosphere provide all the color
and texture on the surface of this covered jar.

4, Make sure glazes are not too thick and glazes
that run are not on the fire face.

5. Never use a rubber wand for spraying! It will
melt in the flame and leave you scrambling for
a way to introduce your salt or soda ash into
the kiln.

6. It matters how you load. Know your slips and
take your time. Your firing and pots depend
onit.

7. 1 would advise anyone interested in pursuing
salt and soda to work with an experienced
professional. Find work you love and study
with its creator if at all possible. There are
many little nuances that will have such an
impact on your success or failure. Your
learning curve will be much shorter!
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Yunomis. Linda McFarling. Photo courtesy of the artist.
The combination of glaze applied before firing and atmospheric glaze from the kiln give these yunomis a special,
tactile appeal.
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Oven Casserole. Linda McFarling. Photo courtesy of the artist. [2)
Glazed and unglazed areas of this casserole work in conjunction to form an aesthetically pleasing finished product.
123
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FEATURED ARTIST, LINDA McFARLING

Olive OIl Ewer, Linda McFarling. Photo courtesy of the artist.

A single coal of glaze breaks over the raised areas,
highlighting the textured surface of this ewer,

Olive Oll Ewer,
Linda McFarling
Photo courtesy of the artist

Salt and soda (n the
atmosphere of the Kiln
will aftect the way your
glazes porform

Teapot, Linda McFarling. Photo courtesy of the artist.

Heavy salt deposits decorate the body of this teapot,
while the color and texture of the cane handle complete

the visual statement,
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Crystalline Vase. Frank Vickery. Photo courtesy of Dick Dickinson Studios. A
Stunning blue crystals accentuate a wheel-thrown bottle form., ,’-’.
=
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Golden Eared Bunny and Dog. Taylor Robenalt. The Other One Crystalline Vase, Bruce Gholson,
Photo courtesy of the artist, Photo courtesy of the artlst.
Underglazes and lusters contrast with the stark black Detall shot of crystals meeting to form a lovely pattern on
underglaze and white porcelain, the surface of this pot.
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(3 Crystalline Orb, Frank Vickery, Photo courtesy of Dick Dickinson Studios.
The glaze transitions nicely from the near pure white at the top of the plece to the largoe
126 crystals floating in the amber colored background at the base,
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Molybdenum Crystalline Vase. Bruce Gholson.
Photo courtesy of the artist.

Radical rainbow crystals are the result of the use of
molybdenum in the glaze.

Crystalline Glaze Under a
Microscope. Evan Cornish-Keefe.
Photo courtesy of the artist.

A microscope allows a detailed
look at crystal growth in a glaze.

Crystalline Matt Vase. Samantha Henneke.
Photo courtesy of the artist.

The runny glaze at the neck provides downward

movement on this piece, in contrast to the bubbly effect of

the crystals in a matte background.
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Oval Platter. Bill Campbell. Photo courtesy of the artist.

Gigantic crystals cover the interior of this platter. This is a result of skillful application and careful firing.

Bent Nova Bowl.
Bill Campbell.
Photo courtesy of the artist.

The fluid glaze pools up
in the incised lines of this
pleasantly altered bowl,
which also features some
iridescent effects and
beautiful crystal growth,
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White Plate.
Adrian Sandstrom. Photo
courtesy of the artist.

Neutral tones of gray,
black, and white dance
together on the surface
of this platter, suggesting
microbiotic life under

a microscope.

‘Crystalline Bowl.
Evan Cornish Keefe.
Photo courtesy of the artist.

The spectacular crystal
growth on the rim of this
bowl contrasts nicely
with the speckled clay
peeking through the glaze
on its interior.
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FIRING, FINISHING,
AND FIXING

About thirty thousand years ago, humans began
making and firing figurines in fire pits. With expe-
rience, these early ceramic artists were able to
increase the temperature of their fires, eventually
constructing the first primitive kilns within small
caves by digging into the mountainside. Around
seven thousand years ago, Egyptians discovered a
clay body amenable to firing composed predomi-
nantly of glass and fluxes. The advent of Egyptian
paste represents the beginning of glaze history, as
potters began to experiment with the use of these
materials on top of clay vessels to create a skin—a
less permeable surface on the pot.

Fast-forward to the modern era, and you'll find
ceramic material scientists able to use their knowl-
edge of the periodic table to create working maps
of ceramic materials and their interactions. The
performance of these materials is predictable, but
it relies on skillful firing, which is what we'll inves-
tigate in this chapter. If great attention is paid to
the making and glazing of the work, but the firing is
done casually or without care, the result can be dis-
appointing. However, if the same careful attention
to detail in the making and glazing is paid to the
firing the work, the results can be not only spectac-
ular but replicable as well.
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THE BASICS OF FIRING

Over the past several thousand years, humans have used many different materials to fuel their
kilns, including animal waste, wood, straw, and in modern times, coal, oil, natural gas, propane,
and even reclaimed methane from landfills. Yet the majority of kilns in the United States, United
Kingdom, and continental Europe now rely on electricity or natural gas. It is worth noting, however,
that the electricity you use can still come from a less-than-desirable source, such as coal. When you
imagine a piece of coal burning in order to heat up the elements in an electric kiln, you will find
new inspiration for efficiency.

In this chapter, we will focus on the two types of kilns that are most widely used (electric and
gas), suggest firing schedules that are appropriate for different types of work, and discuss ways to
correct physical defects in the glazing process. But first, let’s look at the initial firing of work, the

bisque firing.

BISQUE FIRING

Most potters bisque fire their work before glaz-
ing, heating the pots to between 1,728 and
1,946 degrees Fahrenheit so that they become
less fragile than greenware, but are still porous
enough to accept glaze in its liquid form. When
you are bisque firing, there are several import-
ant considerations.

For all firings, you'll want to make sure that
your kiln is located in a well-ventilated area or
has had a commercial vent installed, as some
offgassing of materials will occur during the fir-
ing. Make sure that the work is bone dry before
loading it into the kiln. (You can use the kiln to
force-dry pieces, but it creates extra wear and
tear on the kiln elements, and can use more
fossil fuels.) You want to fit as many pots as
possible into the kiln to a certain extent. How-
ever, you should avoid excessive stacking or
nesting. This can affect the ability of organic
and inorganic material to burn out of the ware,
which can affect your glazes in subsequent fir-
ings (see pages 134 and 146).

During the bisque firing process, several
changes happenin the clay. First, non-chemically
bonded water (H,0 that lies between mole-
cules of other material and has no electrostatic
attraction to them) will evaporate up to the boil-
ing point of water, usually around 212 degrees
Fahrenheit. Many potters will hold the tem-
perature at 180 degrees Fahrenheit for between

thirty minutes and six hours to make sure that
all this water has left the clay. This process is
called candling, and it can be tested by holding a
piece of glass up to an open spyhole in the kiln.
If condensation develops on the glass, there is
more water to be evaporated out of the clay. You
should wait until the glass no longer fogs up
before turning up the kiln. If this water, referred
to as the “physical water,” remains when the
temperature is raised above the boiling point
of water, this water will expand as it turns to
steam and can cause the work to crack—or even
blow up into a million tiny pieces. It is crucial to
make sure that the work has fully dried before
continuing the firing.

Note: When you're loading a bisque kiln (in fact,
when loading any kiln), be sure to line up the
kiln posts directly underneath one another so
they form a column that runs up the kiln. Stag-
gered kiln furniture can result in warped kiln
shelves, or worse, can create so much tension in
the shelves that they crack, and (woe unto the
unwary) the whole stack implodes.

Electric kilns are the most common method of firing in
studios today.
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Between 572 and 1,292 degrees Fahrenheit,  Standard (slow) bisque fire profile:
organic material in the clay begins to burn out.
Between 842 and 1,112 degrees Fahrenheit, the
chemically bonded water (water that has an
electrostatic attraction to other molecules in
the clay) is released. At 1,063 degrees Fahren- Segment 2 200 degrees per hour to
heit, the quartz in the clay will go through a 1,000 degrees Fahrenheit
process called quartz inversion, which involves
a linear expansion of the material. Some pot-
ters slow the rate of climb to 100 degrees an

Segment1 80 degrees per hour to
250 degrees Fahrenheit

Segment3 100 degrees per hour to
1,100 degrees Fahrenheit

hour through this process, while others con- Segment4 180 degrees per hour to

tinue at the same rate of climb. Inorganic 1,500 degrees Fahrenheit
materials, including carbon and sulfur, begin to

burn out at 1,292 degrees Fahrenheit and are Segment5 108 degrees per hour to
released as carbon dioxide and sulfur dioxide. 1,946 degrees Fahrenheit
Above 1,450 degrees Fahrenheit, frits, soda ash,

and boron begin to melt, and the clay sinters This firing schedule will take approximately
(becomes denser as the molecules realign in  twelve hours and is recommended for the
more of a lattice structure). majority of bisque fired ceramic work. For large,

Most potters bisque fire to somewhere  thick, or sculptural work, we use a slightly dif-
between cone 08 (1,728 degrees Fahrenheit) ferent program.
and cone 04 (1,946 degrees Fahrenheit). I
recommend firing to the higher of the two
temperatures so that the heat fully penetrates
thicker areas and allows all the organic and
inorganic materials to burn out. Also, a lower
firing will result in more porous bisque that will
absorb glaze quicker. If you bisque fire to a dif-
ferent temperature, you will need to adjust the
length of time you submerge your pot in glaze.

Whether you are bisque firing in an elec-
tric kiln or a gas kiln, an oxidizing atmosphere
should be maintained. If there isn't enough
oxygen to burn the carbon and sulfur at this
stage of the firing, they will burn out during
glaze firing, causing pinholes.

If your electric kiln is programmable using
a controller, we recommend using a slow cone
fire program to bisque, rather than a medium
or fast program.

Celadon Stein. Gabriel Kline. Careful attention paid to the
firing will result in a beautiful, replicable finish, as seen in
this stein by the author. Photo courtesy of Steve Mann.
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Large or thick bisque fire profile: For most bisque firing in a manual electric kiln:

Segment1 75 degrees per hour to Segment1  all three sections of the kiln

180 degrees Fahrenheit on low for three hours
(Hold at this temperature for

Segment 2 all three sections of the kiln

two to eight hours, depend-
on medium for three hours

ing on the size or thickness

MR °f _the prete) : | Segment3  all e saitions of i
Segment2 150 degrees per hour to kiln on high until it reaches
900 degrees Fahrenhelt IEImpETE
Segment3 75 degrees per hour to
1,200 degrees Fahrenhelt For large or sculptural work in a
o S B S ~ . manual electric kiln:

Segment 4 175 degrees per hour to

1,946 degrees Fahrenheit . o s s s
BRSERNEA Y e B AL BTES P Segmentl - Turn the bottom elements

: - on low for two hours
For kilns that do not have a programmable : S O L)

controller, you will have to manually turn up ~ Segment2 = Turn the rmddle elements
the kiln at several intervals. Start by keeping - on low for two hours.

the kiln settings on low for three hours, oruntil
no moisture appears on a piece of glass placed
in front of a spyhole. If the kiln is vented with a g § o
fan, be sure to turn it off when you do this test Segment 4 Turn the bottom elements

in order to assess accurately the moisture level . on medlum for two hours

in the clay. Turn the kiln on medium for three @ —— — —
hours, and then move the kiln up to high until Segment 5 Tumthe rmddle elements

it reaches temperature, determined by the wit- - on medmm fOT two hOUl'S
ness cones in the kiln. i ' O

5 Segment 3 Q Turn the top elements on
: 1 low for two hours.

Segment 6 Tum the xmddle elements
: on hlgh for two hours

Segment7 = Turn the bottom elements
- on hlgh for two hours

Segment8  Turn the rmddle elements
on high for two hours.

' T ’ =
Segment9  Turn the top elements on =
high until the kiln reaches ~
temperature. g
(7]
o)
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=
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of refractory materials mixed with water that
will resist glaze that has run off a piece. See
recipe on page 193.) Additionally, any exper-
imental pieces, or pieces that would exhibit
runny glaze, should be cookied. A cookie is a
fired, kiln-washed disk of clay that is placed
underneath the work during firing. The cookie
prevents any runny glaze from landing on the
kiln shelves, which can be very expensive to
replace. (See page 138 for more on cookies.)

Similar to bisque firing, during glaze firing
the kiln posts should be aligned, not staggered,
in order to create the strongest stack possible
and put the least amount of pressure on the
kiln shelves. Kiln shelves are susceptible to
cracking under uneven pressure.

You will find many different ways of address-
ing runny or “risky” glazes in different studios.
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In our opinion, the hierarchy of practices is
as follows:

* Good: Make sure your shelves are

kiln-washed on the top only, % inch in from
the edges.

e Better: Place work on kiln-washed cookies
on kiln-washed shelves.

* Best: Place work on wadding on
kiln-washed cookies on kiln-
washed shelves.

Raku is an exciting firing process that provides finished
results faster than any other method of firing, though the
work becomes ornamental only, and should not be used
for food or drink.
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FEATURED ARTIST

Tisha Cook’s Superlative Kiln Cookies

As the kiln tech for the large, front-loading Geil
downdraft kiln at Odyssey, Tisha Cook has estab-
lished several exemplary studio practices that
have become teaching tools for all of our students.
A terrific potter and a former cake decorator,
Tisha Cook'’s attention to detail is unparalleled in
the studio. (She first throws very exacting forms,
then adds facets, carvings, and elegant feet, han-
dles, and knobs while each piece is leather hard.)
Her skillfully dipped, poured, and sprayed glazes
interact in the kiln to produce dazzling combina-
tions, often forming eutectics resulting in rivulets
of ash and crystal highlighted against a satiny
base. Post firing, Tisha adds even more detail to
the pieces, inlaying handmade paper and custom
reed handles. She even dyes the reeds herself to
match the color scheme of the glaze and paper!
Due to her use of these risky glazes, Tisha has
developed a system for firing her work that mini-
mizes loss. Her practice uses balls of wadding on
top of a kiln-washed cookie, which is then placed
on top of a kiln-washed kiln shelf. While this may
seem labor-intensive, she saves herself an enor-
mous amount of work when unloading the kiln
and when grinding the bottoms of the pots for
smoothness. Because her pieces have already

reves ‘

Making and using kiln cookies like this one may seem
unnecessarily labor-intensive, but you will end up saving
yourself considerable effort—and probably some pots,
cups, and bowls, too!

been treated with care and presence in their
making, forming, bisque firing, and glazing, her
system gives the pots the dignity and respect they
deserve. Tisha loses very few pieces and saves
countless more through this technique. | have
always appreciated, too, that the cookies them-
selves are aesthetically pleasing, having been
made from clay rolled to ¥ inch thick, cleanly cut
with a custom die, the edges cleaned, and neatly
kiln-washed.

When you are making your own cookies, it's
a good idea to make sure your cookies are made
from a cone 10 clay body, even if you are firing to a
lower cone. If a cookie is made from a low-fire clay
and is accidentally placed in a high-fire kiln, you
will produce a melted puddle of clay that has per-
manently fused itself to your kiln shelf. You should
also avoid using cookies that are warped or have
already had glaze run onto them. Use a cookie
underneath any experimental glazes you might be
trying for the first time, or any combinations that
you know to be risky or runny. Be consistent with
this practice and over time you will spare yourself
many headaches. Cookies save lots of pots, shat-
ters in platters, and holes in bowls!

Celadon Covered Bowl with Reed Handle and Inlaid Paper.
Tisha Cook. Photo courtesy of Steve Mann.

Subtleties, such as the crosshatching beneath the knob
on the lid of this covered jar, give the viewer a variety of
enjoyable details to appreciate.

|
|
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Perfume Bottles with
Stoppers. Tisha Cook.
Photo courtesy of Steve Mann.

Carefully sprayed

glazes create movement
horizontally through these
stoppered bottles. A
glaze-catching foot with

a stable glaze prevents
the flowing glaze above it
from running off the pots.

Cobalt Covered Bowl with
Reed Handle and Inlaid
Paper. Tisha Cook.

Photo courtesy of Steve Mann.

A semi-translucent
cobalt glaze highlights
the stamped decoration
and carved decoration on
the body of this pot. All
the details work together
to create a refined look.
Tisha Cook dyes the cane
reed for her handles to
match the inlaid paper
decoration, applied after
glaze firing.
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In terms of the glaze firing schedule, the rate
of climb will be higher than that of bisque fir-
ing for the first part of the firing, as the clay no
longer needs to shed water or burn out organic
materials. However, the rate of climb will be
slowed toward the top of the firing in order to
give the glaze materials time to mature. Glazes
will often release gases and bubble before flux-
ing out to coat the piece in a smooth liquid
layer of glaze. Going slower at the top of a glaze
firing allows time for these processes to take
place. If you rush the top of the firing, you may
find bubbles in your glaze or bare spots on your
ware. As the kiln begins to cool, the liquid glaze
will “freeze” back into a solid on the surface of
your piece. Glazed work should be allowed to
cool to room temperature before unloading.

Standard (medium) glaze fire profile:

200 degrees per hour to

Segment 1

. 250 degrees Fahrenheit
- Segment 2 - 400 degrees per hour to
- 1,000 degrees Fahrenheit
‘ Segment3 = 180 degrees per hour to
; - 1,150 degrees Fahrenheit
5 Segment4 = 300 degrees per hour to
: - 1,694 degrees Fahrenheit
Segment S5 120 degrees per hour until :
. the kiln reaches temperature

Another program you can use, developed by
Pete Pinnell, is a down fire program to cone 6,
in which the kiln continues to fire after it has
reached temperature, causing a slower cool-
ing process. This program encourages crystal
growth and can combat glaze defects such as
pinholing, which will be discussed in detail
later in this chapter.

Down fire profile:

Segment 1

100 degrees per hour to
200 degrees Fahrenheit
Segment 2 450 degrees per hour to
1,900 degrees Fahrenheit
Segment 3 108 degrees per hour to
2,196 degrees Fahrenheit
Segment 4 150 degrees per hour to
1,700 degrees Fahrenheit

Note: The Skutt cone table suggests 2,232 degrees
Fahrenheit for a rate of climb of 108 degrees an
hour to reach cone 6. However, due to the down
fire and the additional heat work that occurs
during it, I have found that firing to the lower top
temperature of 2,196 degrees Fahrenheit yields a
great cone 6 firing, while firing to 2,232 degrees
Fahrenheit sometimes results in an overfired
kiln. Also, if you are using a manual kiln, you
can down fire by turning the elements back to
medium after the kiln reaches temperature for
two to three hours.

Glaze myth #412: The computer (or kiln sitter) will
always give you a perfect reading.

While the technology is convenient, both
kiln sitters and computers can be unreliable
at shutting off the kiln at the appropriate time.
The kiln sitter can fail, relays can stick, or the
controller and thermocouple can become mis-
calibrated. These problems will cause the kiln
to either shut off before it has reached tem-
perature (underfire) or continue to fire after
the kiln has reached temperature (overfire).
In order to avoid those problems, we highly
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encourage the use of witness cones in the kiln.
Witness cones are placed in the kiln in front of
the spyholes so that they can be seen during
the firing. You should make sure to be around
your kiln at the top of the firing so that, if the
kiln shuts off early before the witness cones
have melted, you can turn the kiln back on
until the witness cones have melted, and then
turn the kiln off manually. Similarly, if the kiln
reaches temperature but continues to fire, you
can turn the kiln off manually in order to avoid
severely overfiring the work.

REDUCTION FIRING

For reduction firing in a gas kiln, you will need
to monitor both the rate of climb and the atmo-
sphere inside the kiln. During the periods of
reduction, the carbon monoxide in the kiln will
seek out the oxygen molecules in the clay and
glaze (most easily released by iron oxide and
copper oxide) in order to continue burning. The
reduced number of oxygen molecules in the
clay and glaze will affect the color of both. For
example, copper that would look green or blue
in oxidation may turn oxblood red in reduction.

Reduction firing
creates unique results,
altering both glazes and
clay bodies in a differ-
ent way than oxidation.
This set from Cayce
Kolstad features
Roger's Green and
Yellow Salt glaze on a
buff stoneware

clay body.
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The firing should begin with oxidation up
to cone 012 (1,582 degrees Fahrenheit). When

Reduction glaze fire profile (for cone 10):

the kiln hits t.hat temPerature, push in the Segment1  Leaving damper open, climb
damper to deprive the kiln of oxygen. You want 100 degrees per hour to 200
to achieve a “climbing reduction,” in which the degrees Fahrenheit.
temperature inside the kiln goes up approx-
imately 60 degrees per hour, or 1 degree per Segment2  Leaving damper open, climb
minute, up to cone 04 (1,946 degrees Fahren- 400 degrees per hour to
heit). If the temperature begins to fall when you - 1,582 degrees Fahrenheit.

ush in the damper, gently pull it back out until | R ) e
P : ¢ i y.p Segment3 | Push damper in until rate of
you achieve this rate of climb. You may see a e :

\ : g climb is 60 degrees per hour
yellow flame with an orange tip coming out of )
; i e to 1,946 degrees Fahrenheit.
the chimney and spyholes, indicating a reduc- ' - e eiemameEiims
ing atmosphere. After this initial reduction, the | Segment4 | Pull damper out until rate
damper can be pulled back out and an oxidiz- | " of climb is 100 degrees per
ing flame, indicated by a bluish color, can be | " hour to 2,150 degrees
| |

used until it reaches 200 degrees below the top | | Fahrenheit.
temperature. At this point, you want to pushin oo iy
the damper a second time to reduce the sur- | Segment5 | Push damper in untila

face of the glazes further.

In order to measure the degree of reduc-
tion, you can use an oxiprobe to measure the
amount of oxygen inside the kiln. However,
these are quite expensive and easily broken.
Alternatively, and for no money, you can look
at the color of the flame, As mentioned above, a
reducing kiln will have a yellow to orange flame
coming out of the chimney and spyholes. An
oxidizing flame is a bluish color. As the degree
of reduction can greatly affect the colors you
can achieve, you will want to experiment with
the damper settings, taking detailed notes as
you fire,

yellow-orange flame is

- coming out of the chimney
' and spyholes, indicating a

- reducing atmosphere, and

" climb 60 to 100 degrees per
" hour until the kiln reaches
temperature according to

5 ; the witness cones (approx-
. imately 2,350 degrees

| Fahrenheit).

Note: This profile is for a Geil downdraft kiln.
Not all gas-fired kilns will require adjusting the
damper as described in segment 5.

It's optional, but some people like to oxidize
at the top of the firing for half an hour with the
goal of brightening the colors. In order to oxi-
dize, pull out the damper to let sufficient air

s into the kiln, Experiment with this technique
e to see if it works for you and your glazes.

5 Whether your glaze firing is oxidizing in an

electric kiln or reducing in a gas kiln, once the

R firing is complete, the kiln should be allowed to
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higher than the recommended cone can reveal
dynamic results. In my experience, some cone
6 glazes can look more mature at cone 7. There
are several glazes that can be pushed further
than that, and still look appealing at cone 8 or
even cone 10.

I encourage you to look at the process as
reaching the top of the material’s firing range.
When you are intentionally firing your glazes
this way, you will first want to make sure that
the clay body you are using can handle the fir-
ing range. Many cone 6 clay bodies are even
more vitrified (becoming more glasslike, and
able to absorb less water) at cone 7 and sound
a beautiful ring when struck. Similarly, many
cone 10 clays intended for food or drink begin
to vitrify sufficiently at cone 7. When you
intend to intentionally “fire hot,” it is import-
ant to make sure that the clay body being used
can handle the heat being applied and is suf-
ficiently mature to withstand the rigors of its
intended use. Do make sure that you test your
clay body first, as some cone 6 bodies may bloat
or warp, and some cone 10 clays may not vitrify
sufficiently for long-term use. In order to avoid
unnecessary loss, and before you begin to uti-
lize this strategy in earnest, make sure you test,
test, test!

Some examples of cone 6 glazes that can be
successfully fired to cone 7 include Spearmint,

Chun Celadon, and Chameleon Gray-Green;
recipes and suggested ranges are found start-
ing on page 170.

Likewise, you can intentionally fire a glaze to
a lower temperature than the recipe suggests.
For example, a glossy glaze fired at cone 10 may
make a fantastic semimatte at cone 6. Experi-
ment with the cone 10 glazes in your studio. Do
be cautious if the work is going to be used with
food or drink. Often the results look great but
may not be suitable for functional work. If you
are going to intentionally “fire cool” for func-
tional work, make sure to test your results once
they come out using the scratch test for dura-
bility, the lemon test to check leaching, and
the microwave and freezer tests to ensure the
work can handle thermal shock. (These tests
are described in detail beginning on page 150.)

Van Guilder Blue Ash is a great glaze that
performs well at cone 6 to cone 10. If it is runny
at 6, be aware that it is runnier at 10, so use
with caution and keep at the very top of the
pot. Always use cookies. (See recipe on page
193.) Two remarkable materials to note with
incredible firing ranges are Amaco LG 10, which
makes a great clear glaze from cone 05 all the
way to cone 10, and Fish Sauce Slip (recipe on
page 191), with a similar extended firing range
from cone 04 to cone 10.

Cobalt Platter. Gabriel Kline. Photo courtesy of Steve Mann.

Precise application of layered glazes and careful attention
to firing can give you tremendous results.
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CLEANING IT UP

At this point, you should be unloading a flawless kiln of remarkably dynamic pots. Even so, there
will probably be a few things to clean up from time to time.

For those pieces that do have glaze run off the side, the sacred art of grinding should be employed
to clean the base of the pot. This will remove any excess glaze, thus returning it to a level and
smooth finish. First use a Dremel with a rotary diamond bit to separate the pot from the cookie.
Next, use a Dremel or bench grinder to remove excess glaze. Or better yet, make a custom diamond
sanding bat. Diamond sanding disks are available commercially at most glass blowing supply stores
and may be glued onto a throwing bat. When placed on the potter’s wheel, it will transform the
equipment into a proper grinding station. You can then wet sand the piece by periodically wetting
the disk with water. This will alleviate most of the dust, but you should always wear a dust mask or
respirator and safety goggles when grinding.

dN LI ODNINVITO
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A diamond sanding disk makes quick work of any excess glaze on the bottom of a pot.
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A Dremel tool with a rotary diamond bit is a useful tool for
removing small debris.

I recommend using a 100-grit diamond bat
initially and finer grades of sandpaper or dia-
mond sanding sponges after that. The diamond
bat also does a great job of leveling pieces that
may have warped slightly in the kiln. (Goodbye
to that unfortunate and obnoxious wobble we
have all experienced while sitting at uneven
café tables.)

If the surface of your work is disagreeable
coming out of the kiln, all is not lost. You can
still reglaze and/or refire. The challenge in refir-
ing glazed work is to get fresh glaze to stick to
the glazed surface. Some people heat the pot
up in the kiln to about 150 degrees Fahren-
heit and then reglaze. The warm surface of the
pot causes the water in the glaze to evaporate
almost immediately and helps the glaze adhere
to the piece more quickly.

Another—and in my opinion better—method
is to use an additive called ATP enhancer, avail-
able at most pottery supply stores. Add just
three to four drops of the enhancer per ounce

of glaze. Once stirred, the glaze thickens to a
near-foamy consistency, and it will stick to the
surface of the pot without running. (You do not
have to heat the pot at all with this method.)

Refiring improves the quality of a sub-
standard piece about half of the time, but
sometimes the piece looks worse after refiring.
If it was a piece that would have ended up in
the dumpster without refiring, it certainly can't
hurt to try, and sometimes you will transform
a mediocre piece, mirabile dictu, into one that
truly sings! Just keep in mind that there’s a risk
inherent in refiring.

COMMON PROBLEMS

Even for the most seasoned pro, things may
go awry. Even porcelain factories, which have
refined the production process to a science,
have massive shard piles of unsuccessful
pieces out back. For the clay artist, there’s not
much worse than opening a kiln and finding
pieces with problems such as pinholing, dunt-
ing, crawling, crazing, or shivering. Luckily the
most common problems have common causes
as well.

Pinholing ® Pinholes are tiny bubbles in the
glaze that freeze as the glaze cools. In addition
to being unattractive, they can also be danger-
ous, as they break easily and can be very sharp.
Pinholes are generally caused by organic or
inorganic material burning out during glaze fir-
ing. In order to overcome pinholing, make sure
to bisque fire your work to cone 04 in order to
burn out as much organic and inorganic mate-
rial as possible. If the problem persists, try
adding more flux to the glaze recipe.
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Dunting: Dunts are cracks that go through both
the glaze and the clay body, ruining the struc-
tural integrity of a piece. If a piece dunts, it is
almost surely lost. Dunting is commonly due to
cooling work too fast through quartz inversion.
To alleviate dunting, first make sure that you
are cooling the kiln slowly, particularly through
quartz inversion (1,063 degrees Fahrenheit) and
at around 450 degrees Fahrenheit, where the
last bit of contraction of the ceramic materials
will occur.

Crawling ® Crawling refers to glaze that sepa-
rates into clumps during firing, forming beads
on the surface of a piece. Crawling is often due
to glaze that is too thick (cracking in the dry
state is an indicator) or glazed work that has
not had sufficient time to dry before firing.
In order to alleviate crawling, make sure that
you have tested your glazes to find their ideal
specific gravity and count. If the glaze cracks
before it is put in the kiln, we recommend
washing the glaze off, allowing the piece to
dry for twenty-four hours, and then reglazing.
Similarly, it is best to allow glazed work to dry
overnight before loading it into a kiln to ensure
that all of the water contained in the glaze has
evaporated before heat is applied. It should be
noted that sometimes crawling can look very
nice, and that there are several glazes that are
formulated to crawl, including Cassie’s Bling
(see recipe on page 181).
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Crazing © Crazing refers to z network of
cracks that zppear in the surface of the glaze
zfter firing “Delayed crazing” may continue to
for weeks or even months zfter the piece has
been removed from the kiln. Crazing is due to
z difference in expansion znd contraction rates
between the clay body and the glaze, which
puts the glaze under tension. (The glaze shrinks
more than the clzy.) The cracks appear to relieve
this tension, much as an earthquake zlleviates
the tension of tectonic plates. In order to over-
come crazing, try reducing high-expansion
fluxes such as soda or adding silica to the glaze
recipe to zlter its coefficient of expansion.

Shivering: The opposite of crazing, shivering
is a dangerous condition in which the glaze
flakes off the clay body, often in very sharp
splinters. When the clay body contracts con-
siderably more than the glaze, the glaze is put
under compression, causing it to flake off the
piece. You can try adding 5 to 10 percent soda
feldspar, nepheline syenite, or Ferro Frit 3110
to normalize the expansion rates between the
clay and glaze. Alternatively, you could substi-
tute high-expansion oxides like spodumene or
lithium carbonate.

dn LI ONINV3IO
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TESTING DURABILITY

If you are a maker of functional ware to be used with food or drink, it is important to test the dura-
bility of your product. While there are laboratories that will perform a battery of durability tests
for a fee, there are several tests you can perform at your home or in your studio that will indicate
whether your work is appropriate for functional ware. Once you are satisfied with the visual look
of your piece coming out of the kiln, subject the work to the following tests to ensure that it will
perform admirably in a number of different scenarios.

Some glazes may give an indication of their suitability for functional work simply by their
recipes. Glazes with high amounts of colorants (such as those with more than 4 percent copper
carbonate), and glazes with low silica and low alumina immediately suggest that they be used only
on work that will not be used with food or drink. Some toxic materials may leach out of the glaze
in the presence of acids such as vinegar or coffee. If you are in doubt about a certain glaze, first
use the tests below. If these tests are inconclusive, or if the glaze seems at all questionable, send a

piece off to the lab.

Freezer test: Place the piece in your freezer
overnight. The next morning, preheat your
oven to 350 degrees Fahrenheit and heat the
piece, moving it directly from freezer to oven,
for a half hour. Clay and glaze used for func-
tional work should be able to handle this stress.
If the piece cracks or crazes when making the
transition from cold to hot, you may want to
consider using a different clay or a different set
of glazes for your work. If the piece passes the
test, you can be assured that the future owner
can use it without much worry.

Scratch test: Take a key from your key ring and
draw it back and forth over a small area of the
glazed surface of your piece. If the key leaves
a score mark that cannot be removed with a
gentle buffing by your finger, silverware would
score the surface similarly and will leave a
darkened surface over time. While this scoring
is not necessarily a problem in terms of func-
tion, and can be removed with products such
as Bar Keepers Friend, you may want to adjust
your recipes to include more silica and/or flux,
providing a glossier surface.

Lemon test: Squeeze the juice of a lemon onto
a horizontal glazed surface of your piece. Place
the rest of the lemon in the juice and leave it
out overnight. The next morning, remove the
lemon and rinse the piece. If you notice any
change in color in the glaze, the acid in the
lemon juice was able to leach other materials
out of the fired glaze. If this glaze were to be
used for functional work, the acid in a cup of
coffee could cause similar leaching, creating a
beverage fortified with a number of unwanted
ingredients. If your work fails this test, do not
use that glaze on functional work. It is import-
ant to note that if your glaze passes this test, it
doesn’t necessarily mean that materials are not
leaching out of the glaze at all, just that they are
not leaching badly. If in doubt, use a stable liner
glaze on all surfaces that will come into contact
with food and drink, and save any questionable
glazes for the exterior of your cups.
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Microwave test: You may also want to test your
work in the microwave, as many cups, bowls,
and plates will end up there at some point.
Fill a test piece with water and microwave for
one minute. If the clay body is not sufficiently
vitrified, the water will absorb into the sur-
face of the work and become very hot when
microwaved. The expansion of this water into
steam when heated can compromise the bond
between the clay and glaze, causing the glaze
to chip off. The thermal shock of hot water may
also cause cracking if there is a misfit in the
thermal expansion of the glazes on the clay,
such as a tight liner on the inside and a crazed
matte on the outside. Also, it should also be
noted that some glazes, including lusters and
other metallics, will cause sparking in a micro-
wave and should be labeled as such when being
sold or gifted.

Congratulations! At this point, you have
successfully navigated the entire process of
glazing. It is my hope that some of the mys-
tery has been uncovered, and that many of the
myths about glazing have been dispelled. As an
Amazing Glazer, you now know how to mix a
glaze just right and apply it artfully and with
precision to your piece. You can fire the work
carefully to get the best results and test your
finished pieces for functional use. With these
skills in your back pocket, you can move com-
petently in any glaze kitchen anywhere in the
world. While the recipes in the following chap-
The scratch test is a quick way to tell whether silverware ter are a great starting point for your adventure,
is likely to leave a similar mark on functional work. they are really just that, and the possibilities
are endless. I want to wish you the best on your
journey, and know that great things, and plenty
of Amazing Glaze, lie ahead!

ALITIEVINA ONILS3IL
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GALLERY

Woodfired Bud Vase. Micah Thanhauser.
Photo courtesy of the artist.

Wood ash deposits color the surface of this pot, while
allowing the texture of the clay itself to contribute to the
aesthetic value of the piece.

Brass Vase. John Britt. Photo courtesy of the artist.

Ceramic mimics brass on the surface of this bottle.
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Melon Pitcher. Steven Hill. Photo courtesy of the artist. Pitcher. Justin Rothshank. Photo courtesy of the artist.

No less than five glazes have been applied using a spray Atmospheric salt and soda enliven the surface of this
gun to the surface of this piece. Their interactions yield tall pitcher.

even more color combinations, including the lavender in

the middle.

Platter with Figures.
Nick Joerling.
Photo courtesy of the artist.

Masterful wax resist
decoration creates a
group of figures that
dance across the surface
of this platter.
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Black and White Jar with Handles. Sam Scott.
Photo courtesy of the artist,

Sam Scott's eye for design is impeccable. The poured
teardrops of black glaze leave just enough of the white
below it to create a quiet piece with big visual impact.

Bottle Vase. Bill Campbell. Photo courtesy of the artist.

Glaze breaking off the handles contrasts with the flowing
amber base glaze and large crystals that seem to float to
the top of this bulbous vase.

Teapot.
Adrian Sandstrom.
Photo courtesy of the artist.

Slips, underglazes, glazes,
and lusters combine to
build up the surface of this
attractive teapot. The artist
achieves a wonderful depth
of surface by layering these
design elements.

Ad311vVo

155

Scanned with
(B CamScanner



o? vf"’

. h..» ... 63
& .wﬂnﬂ%m.v, w,..ud%. ;

-




THE RECIPES

The Odyssey ClayWorks glaze kitchen has built an
impressive array of glazes, slips, and washes over
the years. The recipes have come from a number of
sources: instructors, resident artists, and students
have all left their mark. Some of these recipes are
popular, reliable classics found in many communal
studios. Others are obscure gems found through
mining old texts. Still others are the result of exper-
imentation and tweaking.

No matter the source, these glazes represent a
living history, culled from dozens of workshops,
hundreds of firings, and an innumerable number
of tests. Credit is given to the source of the glaze
whenever it is known.

Thousands of color and texture combinations
are possible using these recipes. I encourage you to
mix carefully, pay attention to the specific gravity
(which should be 1.45 g/ml unless otherwise noted),
and take detailed notes.

Happy glazing!
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NOTES

» For small batches, you can round the percentages in all the recipes to the nearest whole
number if your studio scale cannot measure tenths or hundredths.

» Silica comes in several mesh sizes. Use 325-mesh unless otherwise indicated.
* Laguna Borate or Gillespie Borate can be substituted for Gerstley Borate.

* All cone 10 and cone 6 glazes tests are on Highwater Clay’s Helios Porcelain. Low-fire tests
are on Highwater Clay’s White Earthenware. If you use a different clay body, the results will
vary (see page 69).

HIGH-FIRE GLAZES

AMBER CELADON

CONE: 9-10

Atmosphere: Reduction
Surface: Glossy

Color: Amber, Honey, Brown

INGREDIENTS AMOUNTS
Alberta’SHp s mmnniiumaanaiiassin 35.87%
Custer Feldspar......ccevnivininniiiinns 21.74%
Silicalsraminamistannieamniaiaiisa 14.13%
Wollastonite ......ccevveeenrieniinesiinerinennnes 14.13%
WHIBINE cioecsvinpmmsiossmssmssssomssmisei 7.61%
EPK .oivvcrnisnsesinssassiesssassssnsssssninssassisusesasassies 3.26%
Gerstley BOTate sy 3.26%
TOTAL ..cvveeenessresessracesssssensesassassessoasas 100.00%
Also Add

Yellow OChIe .....cccoeviiniiivinnnennnninninnnnns 8.70%
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BLUE CELADON

CONE: 9-10

Atmosphere: Reduction
surface: Glossy

Color: Translucent Light Blue

INGREDIENTS AMOUNTS
Silica " SRS 30.70%
G-200 Feldspar.... 29.83%
WOLlAaStONIte v.veereerririiieeereeeeee e 23.68%
GroJleB cissssssmmmsissssmsintes evssionsses 1311655
Talc.... 4 e 2.63%
TOTAL 100.00%
Also Add

Red Iron OXIde .....ccecveeeeeeeereeneenneeenns 0.44%
517:10) 1] S 0.25%
BECCA'S CLEAR

CONE: 10

Atmosphere: Reduction/Oxidation

Surface: Glossy

Color: Clear

INGREDIENTS AMOUNTS
Silica..... R PTERND AL 32.68%
Custer Feldspar........ccoeureeeeusueeene .27.72%
EPK. e R4S 19.80%
Whiting. ... 19.80%
TOTAL 100.00%
Comments: From Becca Floyd.

S4ZV1D d¥1d-HOIH
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» s ——E— BUTTERMILK

CONE: 3-10

Atmosphere: Reduction/Oxidation

Surface: Glossy

Color: Opaque Off-White

INGREDIENTS AMOUNTS
Minspar 45.99%
Cetatiey BOMte oo 25.26%
OM-4 Ball Clay 15.69%
Silica 7.69%
5 U —— 5.37%
TOTAL 100.00%
Also Add

o1 OO — 7.69%

BYRON TEMPLE SATIN MATTE

CONE: 10
Atmosphere: Reduction/Oxidation
Surface: Satin-Matte
Color: Variegated Green
INGREDIENTS AMOUNTS
Custer Feldspar 47.57%
Cornwall Stone > .. 17.48%
WBRRG - ..o 17.48%
DM BB . sircciisiisssicssiiimsias 8.74%
EPK TP A T e Py T 5.83%
PR ORAR iinnvisnnnsanmamaiine 2.90%
TOTAL 100.00%
Also Add

: Red Iron Oxide ..5.83%

E Light Rutile 3.89%

<
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OHATA KHAKI

CONE: 10
Atmosphere: Reduction
Surface: Semigloss

Color: Reddish Brown

INGREDIENTS AMOUNTS
Custer Feldspar........cccoueurririrnscensuennes 51.53%
BIIDR iiissiisistisinthibitosiabbrtbitissastibobissiat 16.98%
DONR ABRL 1. oissiisiissbcisiibbabbissstisat tabbbib piod 10.54%
PR Vit st bibtabbrrocbassotbbhbabtbbbonasborubinbtibit 6.67%
TRLC ittt en st i abebatusitassbontasts 6.67%
WHIINE citimbirsiiiibiihasirsdbabontbossasbssrabstity 7.61%
TOTAL isiiiiovisssiessessenosersasss ... 100.00%
Also Add

Red Iron OXide .....ccevevvevmemeereveneneennnnns 11.36%
BEDYONIEE 1100 tovis thessvberisnpsassopbonsssnesssoss 1.46%

VAL'S SATIN BLACK

CONE: 10
Atmosphere: Reduction/Oxidation
Surface: Semimatte

Color: Gunmetal Black

INGREDIENTS AMOUNTS
MIRSDAY st e et g 20.00%
Cormnwall Stone.......cccceveeevevereeecnerrennnnen. 20.00%
SIHCA L xvisiiviions civimasrsmrmiseas siissaesinsnsiesssng 20.00%
DOIOMAIN &, st amvrsvaives ibosssestrsssiisegeivessssse 15.00%
DAl O it AN f oS Ssiv Senisgo s i emennsienes 13.00%
OM-4 BAll Gl .isiciisircenisrviinisiensssssnssssss 10.00%
WHIANE vicsresmiemssisridssimaasvissisionsiesisss 2.00%
TOTAL 100.00%
Also Add

Red Iron OXIde .....coceevrverrecrennennanerveneenenes 3.00%
Manganese Dioxide........c..ccoevrerenenrennn. 2.00%
Cobalt ORYAE ;. sssisiseiivimmrissssssereisiasmmsrisss 3.00%
Chrome OKIAe siiccicisorermmesessrisnisrssiines 1.00%

Comments: FromVal Cushing.
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& EPRPTER 6

- IPANEMA GREEN

CONE: 10

Atmosphere: Reduction/Salt/Soda
Surface: Semimatte

Color: Variegated Green

INGREDIENTS AMOUNTS
G-200 Feldspar........cccoeevervecneneressesirnanns 47.00%
DN it 23.00%
DOJOMULe 5::civiiisuisnivesnssinissaisnsssisossisivicse 14.00%
SICA i it nisimstpssmmspias 11.00%
BOne ASh...cocoevieeenrieeecesecreeressisenen 3.50%
TOTAL .... e R T T Xe 100.00%
Also Add

Red Iron OXide .......ccoverrererrrrennirevessenenns 4.00%
Copper CarbONAte. .uwmrmmomsiseseonisssnss 2.79%
BentONIte iimsiiisitiiiimersssssisssssmsisissisia 2.00%

KOREAN CELADON

CONE: 9-10

Atmosphere: Reduction/Oxidation
Surface: Gloss

Color: Translucent Amber Green

INGREDIENTS AMOUNTS
chuster Felaspar viuisnmmimamssisnis 25.85%
UL i i isivio s s S ST bR 25.85%
OM4Ball'ClaY w s itamaniie 20.69%
SIICR . it R s e i 20.69%
EPK 7 cisuissigicesmmmnnimsiiimvviismvpinissiavdsrenes 6.72%
BONE ASN .uccviiirinieniineenesnesnsssesssesnnenns 0.20%
MOTAL osscsisstrissnssvsrrrssssssssarsssnsinnssssis 100.00%
Also Add

Yellow OChIe .....coeeevrecinnnenninecsnninninene 2.07%
Red Iron Oxide ......cccvvvinceriinenenenrerennenns 1.55%
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THE JUICE

CONE: 10
Atmosphere: Oxidation/Reduction
Surface; Crystalline Matte

Color: Off-White

INGREDIENTS AMOUNTS
ORI PRMBIIRY isoscrcivescivearrmmesisssoencins 46.24%
VIO scvasnasioarsoncisoncioominsitisienetionts 17.24%
BRI TR sivvssiicocsissiiaiwsovasi eiicsins 13.24%
Strontium Carbonate ..............cosccrissnn. 12.72%
GOIRMY BOXRLS ciosnictisssarssesesccersersevsseses 4.62%
Lithium Carbonate ..............ooocoovvrvrvnnnn, 4.62%
D SN s icniost siaiisniionissisarsim iR 0.58%
TOTAL ...... it Resur e ki fopaniisisnet .. 100.00%
Also Add

THROTER DRI oo cisnerrinnirarscasprar 17.24%
SQIBIBIED i cocsianiniiinaresicsretacicarntrasainahe 2.31%

Comments: From Hank Goodman, Inspired by Steven Hill,

Not particularly attractive when used alone. This glaze
works beautifully when layered with other glazes.

OXBLOOD

CONE: 10

Atmosphere: Reduction

Surface: Glossy

Color: Red

INGREDIENTS AMOUNTS
AR FROPDRY ssconiescoromessororssoissensssaoss 62.00%
FONN0 I RLIE iscinvicoirviviiesommssorsrostiiy 22.00%
WHRIIDG s corncussssvicnsamrrsmosissaresssssstoscasssi 10.00%
B ot R it A B T 4.00%
SINCA o sinnissirmviinticitaivsismram e v itivis 2.00%
TOTAL ...co0veners sosasisres focranaaanense vesseness 100.00%
Also Add

T8 ORI cacnmncrmiminsreisiomenonmrsmin 2.00%
Copper Carbonate.........ccccoririrrmrsrirsinrines 1.00%
DIRROIIRD sciapvaciiovsimsmmmismcss i 2.00%
Comments: From Frank Bosco.

*
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ANJA'S SILKY CLEAR

4 -
"\ - Dot CONE: 7-10
| Atmosphere: Oxidation/Reduction
\ ' Surface: Matte
""‘\ Color: Clear
E\ INGREDIENTS AMOUNTS
“‘. EPK iiinassivinminisnsriissrsivsineie 37.63%
Wollastonite st 29.03%
i : FerToFrit 3124 i iisisispiniistamintifasiis 27.96%
: SIlCRE it sumbribsiaesisbmiie 5.38%
) ’ TDOITAR fotissisu sttt 100.00%
|
Comments: Mix thin—SG 1.25. From Anja Bartels.
———
- -

LINDA'S SAINT JOHN'S BLACK

CONE: 10
Atmosphere: Reduction/Oxidation
Surface: Semigloss

Color: Black

INGREDIENTS AMOUNTS
Alberta SHp - vnntmn it 75.00%
Nepheline Syenite ........ccccovevevvvninicnns 25.00%
PO A TR 100.00%
Also Add

Cobalt Carbonate..........ccceververenirennrrenene. 5.00%
Manganese Dioxide........coecsussserscsnsiessses 2.00%
BENtONILE .oovevveirereereereeeeseeseseereseresansenne 2.00%
Red Iron OXide .....cocevevvevenenrrcenerenennnnenns 1.00%
Chrome:OXIde it 0.25%

o
[
m
[
]
<
e
&)

Comments: From Linda McFarling. Mix thick for
brushwork—SG 1.80.
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SCHWEIGER TURQUOISE

CONE: 10
Atmosphere: Reduction/Salt/Soda
Surface: Gloss

Color: Turquoise

INGREDIENTS AMOUNTS
SHICR tsssiciuseassansivivinmmsssssisssnmrssnsssisisosing 35.10%
CUBLET FRIABDAY 1visoisnsmnssssssnsssensonsrorivsi 28.50%
WHIGAR citsvsstssssmmonsenissonssnrnnsssnessnsssasini 17.90%
Strontium Carbonate .........ceoeevrveverurnenan 9.40%
TRIC Kissicssiiressivorssrrivisisorsasasessransbsntprpsbvontess 4.00%
EPK tiitsieisttsssneesstostersoasiosiissgasisssersssonsipessish 3.20%
BONRASH s isissiminaisiminssiniivinie 1.90%
TTOTAL civisitsisssssbrospssssssssossosrssosvassorsnsd 100.00%
Also Add

Copper Carbonate.........ceuseeeseisesessnseennns 3.00%
BENtONILE «..cvvvvvirieierinrisrissesnisenasiniiennns 2.00%
REDART SHINO

CONE: 9-10

Atmosphere: Reduction

Surface: Opaque

Color: Buff to Red-Orange

INGREDIENTS AMOUNTS
Nepheline Syenite...........cccoeoerrnrerernnnen. 62.00%
OM=4 Ball ClBY scicessssissssssssesosserssasssssne 17.00%
Redart Clay (v aasuumnmmimimmsmm 9.00%
EPK i irssiainmnnniinmis 4,00%
BB ABI v v asismisionsassamis 4.00%
SPOAUIIIENR vievisesssnerorsessssssivmsssssnssssnsssssses 4.00%
TOTAL ...cvvervnrressrnanesscssssassnssncs 100.00%

Comments: Mix soda ash last. This glaze works well
under any number of glazes, but poorly on top of them.

S3IZV1O J¥1d-HOIH

&
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REITZ GREEN

CONE: 10

Atmosphere: Reduction

Surface: Semimatte

Color: Green/Black

INGREDIENTS AMOUNTS
Nepheline Syenite...........c.ccocoveururururunse 70.00%
Spodumene ..........ccccecineeniieninneresesnenenens 15.00%
OM-4 Ball Clay......cccoceevveeremrennrercrencnenns 8.00%
WHIBHE «svamorammmmsmsmmossmmsmmmmss 5.00%
Gerstley Borate. . cumususssss e 2.00%
TOTAL «.cuvvrtnnnnnieenineiiiseesnenssenenneseesnes 100.00%
Also Add

Cobalt Carbonate ...ussumsusmsssememmurass 1.00%
Light Rutile ..., 2.00%

Comments: Apply thin to medium. Thin is black. Medium
is green. Rub bubbles out of raw glaze to help prevent
pinholes. From Don Reitz.

TENMOKU

Cone 9-10

Atmosphere: Reduction/Oxidation
Surface: Semigloss

Color: Black/Brown

INGREDIENTS AMOUNTS
Custer Feldspar cvwwessomussammmmamiss 45.00%
591 1T IO 27.00%
WHhItING ...cooviiniririinncneineeeseneennaens 17.00%
EPK iciiissssisssassssbsanssbnsssssisesosssrssassuasssssesside 11.00%
DOTAL voimuctinseisensssnsnssesissssesssessssivasiise 100.00%
Also Add
REAIOROBIAE cconerereemnsmmssssmmessomssy 10.00%
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BLUE ORIBE

CONE: 9-10
Atmosphere: Reduction
Surface: Gloss

Color: Semiopaque Blue

INGREDIENTS AMOUNTS
CuahEr FEIRRDaY . .o sepinemsiiai 30.91%
MR 505505 oees hisswassysnpasvesanspebssesassaosisbes 25.32%
VTIINE it smssmksiramesansismind 22.36%
S R e e s e e 12.55%
y -1 AT STCMMRTE NI S WS SR S 7.81%
BONE ASD . iccniitiasisssninsanssiisisensoscioessasnivs 1.05%
TOTAL iy ibsn Sostuasass brm i ey 100.00%
Also Add

Copper Carbonate.........ceceeeeeeeeeenccencncnn 7.00%
Cobalt Carbonate.........ccceccevemererresrennenens 2.00%
WERTZ CARBON TRAP SHINO

CONE: 9-10

Atmosphere: Reduction

Surface: Semigloss

Color: White to Red

INGREDIENTS AMOUNTS
Nepheline Syenite ...........ccccoeoerrvrunenee 50.00%
OM-4 Ball Clay.......cooccommrrveemeresmrrassseanens 17.00%
MNP AL s eiwersr ssrs i sinsassisising it iond 15.00%
SPOARINPRE ssirisssisisivonsriviisseesivspriger 12.00%
Ty o AT T Lt S A DR U 3.00%
SOATABN i s G 3.00%
TOTAL socrviosereesosscossssssssasssvorssssonssspssns 100.00%
Also Add

T e e R e e L 2.00%

Comments: This glaze needs heavy reduction to trap
carbon, but it is still a pleasant Shino with light reduction
as shown here.
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CHAPTER 6

g

- _ YELLOW SALT

CONE: 10-11

Atmosphere: Reduction/Salt/Soda
Surface: Glossy to Matte

Color: Opaque Light Yellow

INGREDIENTS AMOUNTS
Nepheline Syenite .......ccccceussnerersosees 71.36%
DOIOMHEB Y et s s s it st 23.78%
OM-4 Ball Clay.......cccovuerinirnnnncreinnarnnnnans 4.86%
TOTAL ..ovvernissnesssessnssnssssnsssnsssaassasess 100.00%
Also Add

ZAICODAX B bt S st osiminmiisigpses 18.03%
Red Iron'OXide i icarisnsmisiammsiae 1.13%
BENtODIte s ittt e 4.50%
Epsom Salt (Dissolved In Water)........... 0.18%

Comments: From Joe Molinaro at Eastern Kentucky
University. Very nice on stoneware clays. In reduction
firing (no salt), it can turn a beautiful yellow matte with
medium to thin application. Too-thick glaze goes shiny!

VAN GUILDER BLUE ASH

CONE: 6-10

Atmosphere: Oxidation/Reduction

Surface: Ash Rivulets

Color: Gray/Blue

INGREDIENTS AMOUNTS
WhIDNE sl s hivaimnaprssniin: 31.00%
Tennessee #10 Ball Clay..........cooceuueen. 24.00%
SlllcAbE s e 22.50%
Unwashed Wood Ash........ouvuriuinennnns 15.00%
Custer Feldspariwimesininais 5.00%
1815 (47 1] St S S0 SR, R e 2.50%
TOTAL .vveennniisnencsnenses Y TR P 100.00%
Also Add

LIRNLRUBIR (oo sinsinmsiniimisssissresssriinapsiin 4.00%
REA oD OXIAE it 0.75%

Cobalt Carbonate ....wseeseessessrssssessersassnce 0.50%

Comments: Ash glazes run and pool, resulting in a sur-
face covered in rivulets. This piece was fired to cone 6.

Scanned with
(8B CamScanner



PURPLE PASSION PLUM

CONE: 9-10
Atmosphere: Reduction
Surface: Semigloss
Color: Deep Plum

INGREDIENTS AMOUNTS
Custer Feldspar.........ccouveveiniirnneninennnnnns 37.20%
Nepheline Syenite .........ccocoevevenerenennnes 28.00%
PEO PRL 3134 . . .siasaamnaniiatiing 13.20%
WRIRRE s aidimesrissmmssonifinis 8.00%
SPOANIMENE st 6.00%
OM=ABAIICIAY:..:..voserssssisssissssesssisssssnsaneios 3.20%
EPK i ccccstinsininusassiaistassonsbasssssosssassssssssssibasnss 2.40%
SHORE i st R R 1.20%
Gerstley Borate...........cociiiiieisnsnnnnes 0.80%
TOTAL ...ccccecnnnnenneeassesssssssnsnansesssssessas 100.00%
Also Add

Bentonite seisnsimmaaronisreivsi 1.20%
DA X0 i e o S i 1.20%
LIghERUMIE 2 isiunisimivisiorsinmisnn 0.80%
Copper CarbonBte. ...cuissssssmssssiissnsia 0.60%
Cobalt Carbonate..........ceiininiririnininenes 0.40%

ROGER'S GREEN

CONE: 9-10
Atmosphere: Reduction
Surface: Semigloss
Color: Deep Green

INGREDIENTS AMOUNTS
5-200 FeldSPAT i siisionsississs 22.73%
WHIHNE 5 i iiusniiosiin 22.73%
B TUe S tniinnninmitaiiing 22.73%
BIlCR s e 2 e e e e T 22.73%
Strontium Carbonate........c.coevesrernivennens 9.08%
TOTAL .cvvvrnrrerersssassssnns sessnsessnnansessesss 100.00%
Also Add

Copper CArDOnBLe wusiimiismsernsssniom 9.08%
BEntonle:iviimiitamminiuhmnting 1.81%

\i.ji_./
=
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CHAPTER 6

3

MID-RANGE GLAZES

ANJA'S KEY WEST BLUE

CONE: 6

Atmosphere: Oxidation
Surface: Glossy

Color: Variegated Turquoise

INGREDIENTS AMOUNTS
il CRA R RN UM LS e 28.86%
MIsIRpaL i e snisdias: 18.31%
Zinc Oxide..... ETERISWIRY 11.94%
Custer FeldSpar.........cecceensessassnsnsrsnarnse 10.45%
Gerstley BOTate......cceeuesmsssssasosssnssersenes 10.25%
WRIENG o) o St tormsinss ancerees 6.57%
Nepheline Syenite ..........c.c..... 4.98%
B e o e e taaisasatesarsusarnrsntsins 4.18%
Dolomite..... DT TV T E RN S 2.88%
Wollastonite iui.isiimsiimsis 1.58%
TOTAL 100.00%
Also Add

Copper Carbonate..........cceueeesesasssasssssenns 2.48%
BENEONILE iy iiisevssiisarssirsssispiesssoiueisrssnsrsss 0.60%

Comments: From Anja Bartels.

ALBERTA YELLOW

CONE: 5-6

Atmosphere: Oxidation

Surface: Glossy/Shiny

Color: Translucent Brown Yellow

INGREDIENTS AMOUNTS
Blberta Shpssivensusinsiaainmhes 35.10%
U e R R AP G R S A 23.43%
Nepheline Syenite........cccceeevecrrnnrernnnens 21.86%
Gerstiey BOTale iy cmiidisisimay 17.65%
Soda Ash........... T e R e B R 1.96%
TOTAL .....cenvueree 100.00%
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BROKEN CELADON

CONE: 5-6

Atmosphere: Oxidation
Surface: Semigloss

Color: Blue/Green Variation

INGREDIENTS AMOUNTS
Gerstley BOTAYE ..ovmiisisosisimmsiorsonsess 50.00%
BIIPH: innesvivctmmsgminsinnmd v 32.50%
Grolleg. SER—. 17.50%
TOTAL 100.00%
Also Add

Copper Carbonate.........cc.oeurvurrurveruranns 4.00%
Dot Rille v nsmmmimmneing 6.00%

CHUN CELADON

CONE: 5-6

Atmosphere: Oxidation
Surface: Glossy

Color: Translucent Blue-Green

INGREDIENTS AMOUNTS
1T AP R B S BT 30.00%
NADSDAY i bt 38.00%
WHIANE - i rinivsamde meive e 14.00%
ZINCORIAL i iisrivvivisinimiiiiivusnssiorine 12.00%
OM-4 Ball Clay.......ccsrcsseasescsssessnsoronronsons 6.00%
TOTAL i 100.00% 2
5
Also Add 3
COpper Carbonate. ...........swwssmmssssssssmsnnnnns 2.25% 8
BeNtODILe Sieeis St Sah s i 1.00% E
o
Comments: From Leah Leitson. This glaze is great by A
itself, but plays well with others. SG 1.55.
m
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FLOATING BLUE

CONE: 6

Atmosphere: Oxidation
Surface: Glossy

Color: Blue/Brown

INGREDIENTS AMOUNTS
Nepheline Syenite...........c.coovvrsrisnnrinses 47.30%
Gerstley Borate.........ooovvnsisssnsnasissinnnns 27.00%
BINCB s tscistivssnpimsiniosersinbiiiioiusitioiorie 20.30%
EPK ssviisiivosinissantvssssrssibivirnberitverdvesserbosiy 5.40%
TOTAL ssscecscrssrrovsresssosssrssiossoios sorssvisine 100.00%
Also Add

YAPRE RURLR sisinvinsrivitmmscsssuorcamparismmvnne 3.00%
Cobalt CATDORBLE cvivivievsessssisisnessimsesisnseroe 1.50%
RED WOT KR . iisimansimiisipaaicniti 2.00%

Comments: This popular glaze works well in combination

with other cone 6 glazes.

ODYSSEY CLEAR

CONE: 6

Atmosphere: Oxidation
Surface: Glossy

Color: Clear

INGREDIENTS AMOUNTS
SIP o Go i csidiisspaidisinsiiiiviciiiinge 30.00%
Nepheline Syenite ............coeusnseesesrnsrses 30.00%
Gerstley Borate..........ccoecvvsnererernsesennnas 20.00%
Y A LTI T TTI LT 10.00%
WollBBLONIR i covininisiinmneions 10.00%
TOTAL ..cccovvrvvrersssnnrrssossssansasesssssssssnens 100.00%

Comments: SG 1.35. From Nick Moen.

SIZVIO IONVI-AIN

3
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ODYSSEY WHITE GLOSS

CONE: 6

Atmosphere: Oxidation/Reduction

Surface: Glossy

Color: White

INGREDIENTS AMOUNTS
SIllea i iiiinninainitihnsisingaeie 30.00%
Nepheline Syenite ..........cocoveuseiisesuscnnns 30.00%
Gerstley BOTate.. . .sumbsivissnsissssisssibions 20.00%
EPR is; crisiiias piaivomimsnikisminphicaiipisomny 10.00%
WOLlaStONILE ..ciucvnssiasisisssmmassiasasiseriansas 10.00%
TOTAL 100.00%
Also Add

A1 (60s] 112D (U T AU T S 6.00%

Comments: This glaze is the same as Odyssey Clear
with the addition of Zircopax to make it white and
opaque. Great liner glaze that plays well with others.
From Nick Moen.

GEN'S SATIN MATTE

CONE: 6

Atmosphere: Oxidation

Surface: Semimatte/Crystalline
Color: Off-White with Pink Specks

INGREDIENTS AMOUNTS
@uster Faldsparaitasms s 34.90%
ZINE OXAerscreara siatisitmat b it 25.80%
e E iy R e e s e R o . 22.60%
WRINNE - st s et Al ol 12.60%
03] G A e e e B L b 4.10%
TOTAL ... 100.00%
Also Add

B O e STl Lo 2.00%
TaghT RUTNIEs s inate S st LSt 6.50%

Comments: Semimatte when cooled slowly. Crystalline
when cooled quickly. From Genevieve Van Zandt.
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CHARCOAL SATIN

CONE: 6

Aumosphere: Oxidation

Surface; Semimatte

Color: Gray-Black

INGREDIENTS AMOUNTS
1) SRR PRI S AP S, 31.70%
PRED P B134 s rvesaucsivsarmonmmrrmorsests 31.00%
T — 23,20%
SILAR cnriisrsssesers 19D INRI LRI ES PSS IIIIIIINIRR R ERS 14.10%
TOTAL ..cc0vvver 90008099 RO EIIPIPD soressnrenssesce 100.00%
Also Add

Mason Stain 6650..,....iseressseresssreresnns 10.00%
D% RO ainisensismnmminrisnsmsrmsimis 6.00%
MOSSY GREEN

CONE: 5-10

Atmosphere: Oxidation

Surface: Satin

Color: Green/Opaque

INGREDIENTS AMOUNTS
Nepheline Syenite ..........ocovrerirnnrinnnns 60.00%
Strontium Carbonate .............ovviveininns 20.00%
(o) VEL BT F o [ |7 10.00%
QIR siiissisiisciminsrniniiimtioiisiiirine 9.00%
Lithium Carbonate ........ccccrvrrerriririsns 1.00%
TOTAL sisiseiiriseisssisisrsnrrossnstrivrrsssersonine 100.00%
Also Add

Copper Carbonate........c.couervnssrsnssininns 5.00%
Titanium Dioxide..........cocorrervvvnrnssrinnnes 5.00%

Comments; From Pete Pinnell, Also known as Pinnell
Strontium Matte or Weathered Bronze.
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CHAPTER 6

N
(=)

OL' BLUE (VARIEGATED SLATE BLUE)

CONE: 6

Atmosphere: Oxidation
Surface: Glossy

Color: Blue

INGREDIENTS AMOUNTS
EPK i1euvesensssssnssssssesssssnsssnssssnsnsossassosssssnsss 30.00%
WOLlastonite .v..issmussssssssmmsssssspisssssnsons 29.00%
Ferrd Prit 8195 cinusmssmssmsinssnsossssssrsss 20.00%
SIUE8 ssssisssssssssassmmsssssssisssnsonpsssprssassussnsss 17.00%
Nepheline Syenite ...........sussussssasrssnssssss 4.00%
TOTAL cuvccvueisessnsssanssncsnsssansssssossessesse 100.00%
Also Add

Light Butlle.,.cusniismsmsinssmpmesirivisn 3.00%
CoppeY Carbonate. smsmsssssinsmmsmsn 3.00%
Cobalt Carbonate.........ccooeeniivinsininnie 1.50%

Comments: From John Hesselberth and Ron Roy.

PURPLE

CONE: 6
Atmosphere: Oxidation
Surface: Matte/Semimatte/Satin

Color: Purple

INGREDIENTS AMOUNTS
51T TR S RS S 32.78%
Quster FeYASDAY isssiciirsssssssssssmsisssnsiis 27.07%
Nepheline Syenite..........ccccoevererninriunans 14.39%
BN E it mnpai sl 12.05%
GerstlEy BOYate s smmsvimsnsrinisns 8.44%
Lithium Carbonate ..........ccoeevviririnnrennns 3.65%
Magnesium Carbonate............cccovuvirinnes 1.63%
TOTAL ..cotvtrrnnnnnmnnsississesssssssssssssssesnene 100.00%
Also Add

14191 0)7a (o [ YO L Pt LT 4.88%
BENORE i s 1.63%
Cobalt Carbonate.,...isesssssesssssasnsssssnsassns 0.61%
Chrome ORde vinsmmmsnmsimsimmsingii 0.17%
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RANDY'S RED

CONE: 6

Atmosphere: Oxidation

Surface: Semigloss

Color: Brown/Red

INGREDIENTS AMOUNTS
Gerstley Borate..........ocvecervevnrenrrnnnnnnn. 32.00%
BIRCR s csrsssrsmsassssasassnssnsassssssssiinssgsisanes 30.00%
NINEDRY srvsntissssimmiorssswississsssmsmins 20.00%
RO ucsrn S s osvbdussasnsitssisrsnsarensarsonsens 14.00%
B DK s st i s eeseosiaesisnsrsiosspiossansntsniss 4.00%
TOTAL cisissssessssvisssosssssniisssrogessassanssss 100.00%
Also Add

Red Iron OXide .......ccceevrervererrenrenercnnn. 15.00%

Comments: A slower firing will result in more variation
on the surface, including red brown speckles. A faster
firing will result in a dark red/brown, as shown here.

SILKY BLACK

CONE: 6

Atmosphere: Oxidation

Surface: Semigloss

Color: Black

INGREDIENTS AMOUNTS
Nepheline Syenite.............ccooovrerrvennce. 33.11%
MBS DAL s ittt soinsssessrentissisnsin 16.79%
243 PR R R R S TSP 12.57%
11T T N N A S IS 7.97%
Gerstley BOrae i urismmusrisinse 7.50%
NP it it i 7.13%
ZineOXide s 6.19%
N0 e e e T i TS 5.45%
DOIOMMIEE oo iiaaiaiss it roniishniinssinsiesh 3.29%
TOTAL ....covvverrenreserrnsnns 100.00%
Also Add

Black COPPEI QKA. wuiseessssssssrssssssssssnssnsen 5.63%
ReAAUOROXA0 oo nismsiins o 5.63%
T e e e e S A T 1.88%

SIZVIOD IDONVI-AIN
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BRITT'S PRETTY MATTE MUSTARD

CONE: 6
Atmosphere: Oxidation
Surface: Matte

Color: Yellow

INGREDIENTS AMOUNTS
Custer Feldspar.....c.cvnenciccncnenen. 48.10%
POrro FYIt 3134 ...iiciviiensvervonssssssrssoinasisoss 12.70%
DOIOTNILE iciicii i isirsssivsmsesisdvesuitoesssese 24.00%
EPKiiciisimsnsantsssssstisinntenssogsiissstors csavens 10.40%
WINNAR 9 ci s savsararinsnsiasiiibsm 4.80%
TOTAL ;o5 m b sstiissiige 100.00%
Also Add

Titanium Dioxide............cccevuveeerreeennnns 10.00%
Nickel OXide ....cuerecmiiiiineeeeeceiiiineeeenenens 2.20%
Bentonite & ity 2.00%

Comments: From John Britt.

SPEARMINT

CONE: 5-6
Atmosphere: Oxidation
Surface: Semisatin
Color: Green

INGREDIENTS AMOUNTS
Wollastonite «eiussiaesuz ey 28.00%
EPK o i s e e e 28.00%
FeITo FrIE 3105 citisisitaipimmsssivrasoniommss 23.00%
Silica b o s R R 17.00%
Nepheline Syenite............ccceviviennnnennns 4.00%
TOTAL s2sicestiaromsssmiies st 100.00%
Also Add

BIBht RUble st snaimmimromnmmasiing 6.00%
Copper Carbonate:....osssssensnassarssinsssasasy 4.00%

Comments: From John Hesselberth and Ron Roy.
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STRONTIUM CRYSTAL MAGIC

CONE: 6

Atmosphere: Oxidation

Surface: Matte crystalline

Color: Off-White

INGREDIENTS AMOUNTS
CuBter PRldSpaYy..uisiunpnimmiimnin 46.00%
WHHIDR ciivemaisimpapronmsiempmsinitosis 17.20%
BEHUE - i sieis s 14.90%
Strontium Carbonate..........cccecvuvnennes 12.70%
IIhiGIN CATDODALE .covserssmspsssasnsmseniseassais 4.60%
FRIYOEYIE D124 ...ococicrmimsvssrosssoesionisniresneiss 4.60%
TOTAL iiiiisicisissssosssisongossosisosonsosssvorsso 100.00%
Also Add

TANIUMDIOKIAL . cvssmanis rwswnsinstissins 12.00%
BERIDIILE s duitasninvimraiaminkmmsmis 2.00%

Comments: From Steven Hill. This glaze should be used only”
as a modifier glaze. It will add white crystals that float in the

surface of the other glazes. It can be very runny, so only apply
to the top third of the piece, and make sure to use kiln cookies.

STEPHAN'S STRONTIUM

CONE: 5-6

Atmosphere: Oxidation

Surface: Waxy Rich Satin Matte
Color: Aqua Green with Black if Thick

INGREDIENTS AMOUNTS
Nepheline Syenite...........cccocvrrnreerennen 57.30%
Strontium Carbonate...........cocveuevrnrunnes 27.08%
I CATDONALE » o e resissivssiensassivarissrne 2.08%
S O T T TR 7.29%
) ) TP A e D T T R T 6.25%
O AL s st ssesiniisscisissssiis Sosiavei 100.00%
Also Add

Copper Carbonate.............oeceveuenrenne 4-10.00%
SO Al o e e s el 0.25%

Comments: Crusty black where 10% Copper Carbonate is
used. 4% Copper Carbonate (shown here) gives a green tone.

Nice waxy white matte with no colorants.

S3IZVID IONVIE-AIN
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CHAMELEON GRAY-GREEN

CONE: 5-6

Atmosphere: Oxidation

Surface: Semimatte

Color: Green/Gray

INGREDIENTS AMOUNTS
MINBPAE jsncesrisgassissinismmivnsvipibmisesieriisns 50.00%
BRI tcianitossunivoss ssiv s eapssbsisg ibodssnmeisusarhsss 20.00%
2 12| N e 15.00%
WG ssmmsmmnmtsnpmain g 10.00%
ZINCONIdE s snmmrenmipivammiies 10.00%
Lithium Carbonate ...........creuenmnarsssassenines 2.00%
TOTAL........o0icisiessrossinnsssssisssnsissoapas 100.00%
Also Add

Copper Carbonate; ... 3.00%

Comments: This glaze works best on porcelain/white clay.
Thick application produces mottled gray; thin application
produces smooth aqua.

TURQUOISE MATTE

CONE: 6

Atmosphere: Oxidation
Surface: Matte

Color: Turquoise Blue-Green

INGREDIENTS AMOUNTS
Nepheline Syenite .........coueneeseassonsonese 70.75%
Strontium Carbonate ...........cceeeeerennnen 26.78%
Gerstley:BOTate ., o iniimisisssnbissrssssns 2.47%
TOTAL i i 55 s55v0srsssssassnrssiiimitatinss 100.00%
Also Add

Copper Carbonate.,.......vusssessssresssssesenses 3.91%
BENLOTULE, ivsmmamiminamyiiddiniseaig 2.88%
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LOW-FIRE GLAZES

BUMBY'S BEADS

CONE: 05-04

Atmosphere: Oxidation

Surface: Crawl

Color: White

INGREDIENTS AMOUNTS
Magnesium Carbonate...........c.cocucueuncs 34.04%
Gerstley Borate... 32.98%
BOTBX <;oiuciessiiesssosssasssasosssssissossssnsssssiassass 26.60%
T o b S G s eas s R Rpssmse snenios 6.38%
TOTAL fos wsessense 100.00%
Also Add

T DA e e R b s il 6.38%

Comments: Bumby's Beads is a crawl glaze. Alligator skin

texture, but not reccommended for functional work.

CASSIE'S BLING

CONE: 05-04

Atmosphere: Oxidation

Surface: Textured Crystal

Color: White

INGREDIENTS AMOUNTS
Magnesium Carbonate...........cceeueveenens 35.00%
Cryolite (TOXIC) ..vuvevssererusrssrrssnensicisenes 30.00%
Lithium Carbonate ........ccccourvrvcrenennan, 25.00%
BOYRX suarvessiosersossissssossirissnsosssssssaisessatpassis 10.00%
TOTAL esseesses 100.00%
Also Add

Mason Stain 6023............ceevenene LT 6.60%

Comments: Crawl glaze. From Cassie Ryalls Butcher.

S3AZVTO IYII-MO1
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JACKIE'S BLUE

CONE: 05-04
Atmosphere: Oxidation
Surface: Semimatte

Color: Turquoise

INGREDIENTS AMOUNTS
SHIICA .vveeererreressssserssnssessosuessonssassssssssssasns 42.00%
Gerstley BOrate.....coummmmmssssmiscsisensns 38.00%
Lithium Carbonate ......ccenimrsinierines 10.00%
Nepheline Syenite ........occouwimmirinnirinnns 5.00%
EPK i oiiisiiisinisiisssionstosensesstioasnodanssssenesioris 5.00%
TOTAL XX ER R L] se0000RtERRRsRsY LA LS 0000t 100.00%
Also Add

BEDLONILE ivreerecssainsnssisississsocsasississsansseiscsas 2.00%
Cobalt Carbonate.......cccervvuresesrmsnsresasinns 2.00%
JACKIE'S TURQUOISE

CONE: 05-04

Atmosphere: Oxidation
Surface: Semimatte

Color: Turquoise

INGREDIENTS AMOUNTS
Bilied s 42.00%
Gerstley Borate.........oosssesssssnssnssussssnans 38.00%
Lithium Carbonate..........cccocovrvrrernnnen.. 10.00%
Nepheline Syenite............ccoorevsnureennsvnnns 5.00%
T ITe 5.00%
TOTAL 55 éosssnissresrsssvssinssssnsssasasossueses 100.00%
Also Add

COpPer Barbonate . ....cisimissiessiss 3.00%
BENLONIte ....coinisnisminmiiiimaniniiiis 2.00
REATION OXIA i wiiiineisiscisissivivisivnssiiss 1.00%
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JOHN'S BLUE

CONE: 05-04

Atmosphere: Oxidation

Surface: Translucent Gloss

Color: Blue-Turquoise

INGREDIENTS AMOUNTS
Ferro Frit 3110 ......cccovveeveerrnrcrensnenn 77.00%
Silica o T T 10.00%
EPK..... AR STORN 7.00%
Gerstley Borate...........ccocoeesrernnnee 6.00%
TOTAL ..100.00%
Also Add

Copper Carbonate..........ccoceoeevervcrvcrrencan 2.00%

LEE'S BLACK

CONE: 05-04

Atmosphere: Oxidation

Surface: Semimatte/Satin

Color: Black

INGREDIENTS AMOUNTS
FErTO Frit 3124 ....ueeeeveevceeeeeeeeeraene, 30.00%
Gerstley PoTate . s i i 26.00%
Nepheline Syenite............ccccccouroeureraenae 20.00%
Lithium Carbonate.........cccecveveveerervennen. 4.00%
PR e o S asgsssaintves 10.00%
STl o s s e s e s o 10.00%
TOTAL ...cccsivssssessssncssosssrsissnosh .100.00%
Also Add

Mason Stain 6650.........ccccevveereererveerrennens 10.00%
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- LIZARD

CONE: 05-04
Atmosphere: Oxidation
Surface: Crawl

Color: Semiopaque Brown/Yellow

INGREDIENTS AMOUNTS
Gerstley Borate.. 43.54%
Nepheline Syenite 12.44%
SN CH Y ot s 5 Tt s 3.10%
Borax .. 6.22%
Magnesium Carbonate............cccoeueeeee 25.38%
Lithium Carbonate..........cccocecvennnccnenne 9.32%
TOTAL 100.00%
Also Add
Red Iron Oxide 3.96%
SPARKLE
CONE: 05-04
Atmosphere: Oxidation
Surface: Glossy
Color: Brown and Amber
INGREDIENTS AMOUNTS
Ferro Frit 3124 ..... 30.00%
Gerstley Borate 26.00%
Lithium Carbonate.........ccceceueereeuncrcnanane 4.00%
Nepheline Syenite .........cccoceeecsrsrsssacnsans 20.00%
EPK.. 10.00%
Imsil 400m Silica......ccveverrenenencrenencanens 10.00%
TOTAL 100.00%
Also Add
& Yellow Ochre .........cccouueveens 5.00%
E Spanish Red Iron Oxide ........c.coouvvrnnenee 4.00%
é Manganese DioXide.........ccvuverervnririnenes 1.00%
184
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VC SATIN STONE

CONE: 05-04

Atmosphere: Oxidation

Surface: Opaque Satin

Color: White

INGREDIENTS AMOUNTS
PEII0 P LA = isiiicnniioiiivbivissiiomarstiivins 44.12%
Silica.. % .- 14.71%
Nepheline Syenite...............ccccc.... 14.71%
Gerstley Borate..........ccccevevecmvuenee .. 9.80%
Talc....... ..4.90%
Whiting....... % 4.90%
EPK it visssses 4.90%
ZANCOXAAC 150 aeiiisvsensapsiosdensiisssnanaisonsis 1.96%
TOTAL 100.00%
Comments: From Val Cushing.

VC SATIN ROBIN’S EGG BLUE

CONE: 05-04
Atmosphere: Oxidation
Surface: Opaque Satin
Color: White
INGREDIENTS AMOUNTS
Ferro Frit 3124 44.12%
Silica 2 14.71%
Nepheline Syenite 14.71%
Gerstey Bomate s . curuaimim wamiei 9.80%
i -1 VR R SO SRS L S SN 1S TR 4.90%
Whiting 4.90%
DK e e e et e 4.90%
Zinc Oxide 1.96%
TOTAL 100.00%
o
Also Add 5
Mason Stain 6376.. 4.90% z
Copper Carbonate 0.98% E
ments: From Val Cushing. E
185
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CHAPTER 6

WARM CLEAR

CONE: 05-04

Atmosphere: Oxidation/Reduction
Surface: Semigloss

Color: Clear

INGREDIENTS AMOUNTS
Gerstley BOYBLR, .....ccaiamsssssmsisporsss . 55.00%
EPK tiiiisiitnneciassnssnibininniosississassosipssnssastos 30.00%
P ascnunsivimsmsssiansssbissiinmssiin 15.00%
TOTAL 100.00%
Also Add

RUBLE sisicisionnuiiamtiisiisismmtsmsmming 1.50%

RAKU GLAZES

Glazes in this section should only be used with
raku firing (see pages 115 to 117).

STEVE LOUCK'S RAKU CRACKLE

CONE: 06

Atmosphere: Oxidation/Reduction
Surface: Glossy Crackle

Color: Clear

INGREDIENTS AMOUNTS
Gerstley Borate........coiesessrassisssansesesesass 37.21%
Ferro Frit 3110 ¢ AL I 37.21%
Nepheline Syenite........i.covsuserseasasasninie 18.60%
| G S R TS PAT TSP W T 6.98%
TOTAL : 100.00%

Comments: Best crackle effect when applied thick. 3mm is
recommended.
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BURGUNDY MATTE

CONE: 04
Atmosphere: Oxidation/Reduction
Surface: Matte

Color: Burgundy

INGREDIENTS AMOUNTS
GRTBEIEY. BOTRLE. .j iiv0usssssssvamsmensssrrsgssonss 50.00%
TRIC +ecorersorasasisncssasnsossasrsnsserssnsssasnersassassase 30.00%
Nepheline Syenite ..........ccoevirerirenninnan, 20.00%
TOTAL ...cooivsvunnnnnnrarsnsnssssnssnsssssssssneas 100.00%
Also Add

Copper Carbonate........coovessiesesisnssnsennns 3.00%
21T S o 2.00%

Comments: Best when thin, goes green when
applied thick.

RICK'S BLUE RED

CONE: 04
Atmosphere: Oxidation/Reduction
Surface: Shiny

Color: Blue Red Flash

INGREDIENTS AMOUNTS
Gerstley Borate...........ovuvivinisnnnrennnnnnnne 49.03%
Lithium Carbonate ..........ccocorisnvirnrnnnes 25.75%
SPOAUMIBNE ...vruasivsnsssassnssssienssrsiisssrenss 25.22%
TOTAL .i0viiesesssccescessosssosssossosessoosssosssss 100.00%
Also Add

2 OO DR s cisrsiimmnnisys b iminaiibssniss 23.84%
Copper Carbonate....sussesnessesssasssssisons 1.61%
Cobalt CArbOnAte......cceimensssmrasnssssorsssasonss 1.61%
Ao BAlL s anunintnpsisunasiens 0.76%

S3AZVIO NAvH
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ALLIGATOR RAKU

CONE: 04

Atmosphere: Oxidation/Reduction
Surface: Crawl

Color: Blue-Green

INGREDIENTS AMOUNTS
Gerstley Borate..........cocovveieereennnnninnnenns 66.67%
Bone ASh.....ccveirieneiececenieeeenesiennen 33.33%
TOTAL 5icivicsivivopniranssinissdaysrssssssisssansnns 100.00%
Also Add

COPPEY CAIDONBTE oscssesssemsrssnssssnsnssvasssons 8.33%
Cobalt Carbonate........ccceveeeeeecrreecrrecunnn 8.33%

RICK'S TURQUOISE

CONE: 04

Atmosphere: Oxidation/Reduction

Surface: Shiny

Color: Turquoise

INGREDIENTS AMOUNTS
Gerstley Borate........ccoeeereerencnessnenennnns 39.81%
Lthivum ColDORBIE oo 20.49%
SPOONINENE s manisismomsmssersims 20.10%
Nepheline Syenite ........c.cccceeevenncnnnenee 19.70%
TOTAL .cuurerrittttittencssnsnsssstesseesssasenes 100.00%
Also Add

ZUCOPAR Tt 18.99%
Copper Carbonate........c.cccoccemeenssesninenenns 2.51%
TR 0 | R S SR 0.61%
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PALE LEMON LUSTRE

CONE: 04

Atmosphere: Oxidation/Reduction

Surface: Glossy

Color: Yellow

INGREDIENTS AMOUNTS
Gerstley BBIALE, . usumtimsmitpesesssivsisrisss 75.00%
Soda Feladspars: st amssaisesis 25.00%
TOTAL ...... 5 100.00%
Also Add

Copper Carbonate........ 3.00%
Manganese DioxXide........cocoeueeriurccucnenace. 1.50%
BENIOTILE i com v intp ey tdnitens 2.00%

PIEPENBURG CRACKLE

CONE: 04
Atmosphere: Oxidation/Reduction
Surface: Crackle

Color: White

INGREDIENTS AMOUNTS
Gerstley BoTate .o sivisuiisnsunniiis 70.00%
Nepheline SYeDie iiisiiismivsaindriios 20.00%
513 1100, SRR atl D R FT LA S 10.00%
VLA D o b o it i o2 o 100.00%

Comments: Best crackle effect when applied thick.
3mm is recommended.
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SLIPS

Apply all slips to leather-hard clay unless otherwise noted.

BAUER SLIP MATT LONG BUTTER SLIP
CONE: 6-10 CONE: 6-10
INGREDIENTS AMOUNTS INGREDIENTS AMOUNTS
) R PO F R T SRR /1 50.00% Grollep Kaolinisiamaisamsimnbaiins 88.89%
OM-4 Ball Clay......ccccoereverrereeeenenenens 50.00% BOTRX A cxois o iveviiesiessangisieoss SEnshasvatoys 11.11%
TOTAL i rvrissvsresrisisrssistorassssrssarasinbassss 100.00% TOTAL wiiivsin i seninisisssosassriisisess 100.00%
Also Add Also Add
CAVOOYIRK .. . iohios ineniips i iy 1.25% ZICOPRX i visiiiamiribitsmsiistaioamin s 11.11%
BOTAX i iativssissnsipiibiismmmsiciivamismsiin 0.65% Titanium Dioxide.........cceeuverssrsnrsensnnsnins 8.88%
Comments: Apply thinly to bisque. Soak borax in water
BAUER ORANGE SLIP until dissolved before using recipe.
CONE: 6-10
INGREDIENTS AMOUNTS LITE AVERY SLIP
B R e 46.93%
OM-=4 Ball Clay ... ussisioisionisnditoidiis 46.93% CONE: 6-10
BOTAX S s bt sl it tae 6.14% INGREDIENTS AMOUNTS
TOTAL S St s i it s 100.00% Helmer Kaolin i sssisiiisidssiss 48.78%
Custer Feldspar.........ccevevenivennsrenennenes 21.94%
Also Add OM-4Ball'Clay . .cuissssusssnsansssssssisspsssss 14.64%
ZITCOPAX «.eveveenenierriareneessessssestssencsseseasens 11.73% Silicatswdiddh it cadnaniieaniad 14.64%
TOTAL ......ccouuuee caTaEetasaeiins 100.00%
HELMER FLASHING SLIP
Also Add
CONE: 6-10 Bentonite . ...i.initeinasstusiismmisissenssseianis 2.43%
INGREDIENTS AMOUNTS
Helmer Kaolin bt 50.00% RED SLIP
EPKinnaiitinmmibnnnisisnnms 20.00%
Nepheline Syenite..........ccocererererecrennee 20.00% CONE: 6-10
SIIEE wiiiiy iR 10.00% INGREDIENTS AMOUNTS
MOTAL  salsta s B fatns 100.00% Helmer Kaolin .......cccceeennninennicncnnnnnnes 63.73%
Gralleg KRl isnisanswasivisssins 19.60%
Also Add Nepheline Syenite .........cccouvcvneninninenne 14.71%
Bentonite saiisigoistmisiniiomii S 2.00% BOTAR 5isi0ssisssmasyuionimpmissssissepssstsimmanisiaiin 1.96%
= TOTAL sosssirssinrssssissassnsssinesassisesmrrssasse 100.00%
u Comments: Looks good in salt/soda.
E Also Add
! BentOnIte: titaim G nima s irsaais 1.96%
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TRAILING SLIP FOR BISQUE

FISH SAUCE SLIP

CONE: 6-10

INGREDIENTS AMOUNTS
Custer Feldspar.......ccocereerenenensnenenencne. 70.00%
OM:A Ball Clay;....comeresressersecsessonssperspns 20.00%
TAlG i fiti e dissstisdnistontonionsmsgonsioss 10.00%
TOTAE, s isatsiinndssinsesie 100.00%
Comments: Apply to bisqueware.

TILE #6 SLIP

CONE: 6-10

INGREDIENTS AMOUNTS
FoTIle ittty 70.00%
Nepheline Syenite..........cccoevururnrnnn.ne. 30.00%
TOTAL 100.00%
Also Add

Bentomitel =l ot osiiausnstafugs 3.00%

POOR MAN'S PORCELAIN SLIP

CONE: 04-6

INGREDIENTS AMOUNTS
it el e e 25.00%
G-200 Feldspar.......cccecceeeeeeeeneenrececennane 25.00%
PR e el st bt 25.00%
DM Ball Xy . oot 25.00%
TOTAL 100.00%

CONE: 04-10

INGREDIENTS AMOUNTS
11 3] GO T LS o NS ST S S 43.70%
Silica......... T N L Y TN 15.60%
MIDSPRY s anssiniansimmsibsisi i 23.50%
BeDEOMILE icscicipisiiiissisionssossssssanssosesspoomsits 9.40%
1504 10,0 ¢ LS SRS R T WM 7.80%
TOTAL ..... 100.00%
For Black Also Add

Red Iron Oxide ......c.cceeevveerevrereeneernenenee 3.00%
Cobalt Carbonate........ 2.00%
Manganese Dioxide .........ccccccrueurcenece. 2.00%
For Blue Also Add

Cobalt Carbonate..........cccceeeeeveereeeruennnene 2.00%
For Green Also Add

Copper Carbonate...........cccceceeueeees 3.00%
OESTRICH SLIP

CONE: 04-10

INGREDIENTS AMOUNTS
FO TN O it essenssisissesssinsss Tinasbiasss o 40.00%
OM-4 Ball Clay.... 30.00%
Silica 200M................ 15.00%
GuSIEr BelaBDAT .....cruninsinsmsissssisiontss 15.00%
TOTAL 100.00%
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WOLKOW SLIP

CONE: 05-2

INGREDIENTS AMOUNTS
1% 5 Gy P S ot T T A PR (0 40.00%
OM* Ball CIAY.1vicoscscssisrasoisssanmirissasasss 30.00%
Custer FRIASDAY ¢ vuamisensiteysasinsia 15.00%
31} oy PR R ) SR RE WL T 15.00%
MOTAL i fnsvitsmomi et sitapisiisics 100.00%
For Off-White Also Add

Light Rutile ........ccccvevvcrnririncinnnircncnnn. 4.00%
For Yellow Also Add

Mason Stain 2022........c.eeeevenveeenveneensnnenes 10.00%
For Blue Also Add

Cobalt Carbonate..........ceeevreeverrvesreenens 4.00%
For Green Also Add

Copper BarDODRALE ot 3.00%

RED ORANGE FLASHING SLIP

CONE: 10

INGREDIENTS AMOUNTS
Helmer Kaolin.........cvevenevenennerennnnne 50.00%
|3 R R T 20.00%
Nepheline Syenite .........cueeeeensiensacnsenss 20.00%
31 (o A P U S e 10.00%
TOTAL i vevisrssisvisastasasssioresrsisenivansssons 100.00%
Also Add

BENtOMNILE ...couevveveerrereiereneereeesssesessessees 2.00%

(8 CamScanner
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UNDERGLAZES, WASHES, TERRA SIGILLATAS,
AND OTHER RECIPES

ODYSSEY 1/1/1 UNDERGLAZE

COPPER OXIDE WASH

CONE: 04-10 CONE: 06-10
INGEEDIENTS AMOUNTS INGREDIENTS AMOUNTS
=L 33.24% Fermo Frit 3124 ........oeeeevevereervererenn, 50.00%
Ferro Frit 2124 ... 33.33% BPRL rsisisniinasnicisiivedosmsisniismsinssisiiiasist 50.00%
Stzin or Oxide ...33.33% TOTAL 100.00%
TOTAL 100.00%
Also Add
COBALT WASH CODPEE CArDONAL......co0rscsrsrcrssrosissoseicin 50.00%
i i RED ART TERRA SIG
INGREDIENTS AMOUNTS
SESTOPIMBAIA .ccovconiisoiiiiriviiosssivioniiss 50.00% CONE: 04
UR biasis e wmaisiaranmerivesteoiitsnisce i 50.00% INGREDIENTS AMOUNTS
TOTAL 100.00% REA ALY ooisisississiissapmissmivizonipinies 20.00%
WWEE .civiivciisviniginibmsinisiaiiisliniin ias 80.00%
A£lso Add TOTAL Liscvivoresiasisiiiviivisissinisrivisasiasionss 100.00%
S CMDIIE cvseivssarsnsivssisirssn 25.00%
Also Add
PED IRON WASH BOMIRY BIHCRLR isvsiiinvissanstisiisipsisisngtivi 2.35% g
CORE: 06-10 Comments; Mix ingredients in a blender. Allow to %
iGrzDiENTS ANOUNTS e e koo o :
BORNO WEI DET vsnoiisivniviivrinscivivturiyivieies 50.00% material as you would a slip. Can be burnished for L4
BP R oo msinsichiipssi Al 50.00% additional effect. g
TOTAL vorees 100.00% E
(7]
Also Add KILN WASH o
R B0 OO iiviviiviiviionisimiviirinsiiint 50.00% INGREDIENTS AMOUNTS E
Alumina Hydrate ...........covcvvviniiininns 50.00% 5
COBALT IRON WASH SUONOME s vssiviiicomimnmirstanonmsiinis 25.00% E
OKiiiiviingiiisini G 25.00% o
CONE: 06-10 POTAL ssisssnissisiissisisnsivmunmir L00.00% 4
INGHEDIENTS AMOUNTS §
;’;;mmz B ssivvinivisvrissisia GHariaLisIn s tese ?0)00% WADDING g
WK s rvssacsisesiviines wetirrty tretroiess T 50,00, 7
TOVAL ssvisr00s0000r0000000000003000000000000000000 100,00% INGREDIENTS AMOUNTS E
BYK 1000001000000 SO IR IIII IR I NRIY 14450 50.00% g
Also Add Alurmninag HyArate .........ooorinvsiiiiiiiiniins , 50,00% t/
IR OO ocvcvvississicrasrsinsssiosiss 50.00%s TOTAL svvvivivsisiiiinicicirsivnsminssssssisinress 100,00%
Jed fron Ozide .,........... Jassstiriisreinberinicts 50,00% 193
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Ash Glazes, Robert Tichane

The Ceramic Spectrum, A Simplified Approach to
Glaze and Color Development, Robin Hopper

Clay and Glazes for the Potter, Daniel Rhodes

The Complete Guide to High-Fire Glazes: Glazing
and Firing at Cone 10, John Britt

The Complete Guide to Mid-Range Glazes: Glazing
and Firing at Cones 4-7, John Britt

The Complete Potter's Companion, Tony Birks

Electric Kiln Ceramics: A Guide to Clays and
Glazes, Richard Zakin

Finding One’s Way with Clay: Pinched Pottery and
the Color of Clay, Paulus Berensohn

Glazes Cone 6: 1240°C/2264°F, Michael Bailey
Glazes for Special Effects, Herbert H. Sanders

Image Transfer on Clay: Screen, Relief, Decal, and
Monoprint Techniques, Paul Andrew Wandless

Mary Rogers on Pottery and Porcelain: A Hand-
builder’s Approach, Mary Rogers

Mastering Cone 6 Glazes: Improving Durability,
Fit, and Aesthetics, John Hesselberth and
Ron Roy

The Potter’s Complete Book of Clay and Glazes,
James Chappell

The Potter’s Complete Studio Handbook: The Essen-
tial, Start-to-Finish Guide for Ceramic Artists,
Kristin Muller and Jeff Zamek

The Potter’s Palette: A Practical Guide to Creating
Over 700 Illustrated Glaze and Slip Colors,
Christine Constant and Steve Ogden

Raku Art and Technique, Hal Riegger
Raku Pottery, Robert Piepenburg

Reds, Reds, Copper Reds, Robert Tichane
Salt-Glazed Ceramics, Jack Troy

Smashing Glazes: 53 Artists Share Insights
and Recipes, Susan Peterson

Those Celadon Blues, Robert Tichane
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Aardvark Clay and Supplies, Santa Ana, CA
www.aardvarkclay.com

American Art Clay Company (Amaco),
Indianapolis, IN
Wwww.amaco.com

Axner Pottery Supply, Oviedo, FL
www.axner.com

Bailey Ceramic Supplies and Equipment,
Kingston, NY
www.baileypottery.com

Big Ceramic Store, Sparks, NV
www.bigceramicstore.com

Bluebird Manufacturing, Fort Collins, CO
www.bluebird-mfg.com

Clay King, Spartanburg, SC
www.clay-king.com

DiamondCore Tools, El Cajon, CA
www.diamondcoretools.com

Geil Kilns, Huntington Beach, CA
www.kilns.com

Highwater Clays, Asheville, NC
www.highwaterclays.com

Laguna Clay Company, City of Industry, CA
www.lagunaclay.com

L&L Manufacturing, Swedesboro, NJ
www.hotkilns.com

Sheffield Pottery, Sheffield, MA
www.sheffield-pottery.com

Shimpo Ceramics, Glendale Heights, IL
www.shimpoceramics.com

Standard Ceramic Supply Company,
Pittsburgh, PA
www.standardceramic.com
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www.andersonranch.org

Beatrice Wood Center for the Arts, Ojai, CA
www.beatricewood.com

Archie Bray Foundation for the Ceramic Arts,
Helena, MT
www.archibray.org

Armory Art Center, West Palm Beach, FL
wWWww.armoryart.org

Arrowmont School of Arts and Crafts,
Gatlinburg, TN
www.arrowmont.org

Baltimore Clayworks, Baltimore, MD
www.baltimoreclayworks.org

Carbondale Clay Center, Carbondale, CO
www.carbondaleclay.org

Center for Craft, Creativity, and Design,
Asheville, NC
www.craftcreativitydesign.org

The Clay Studio, Philadelphia, PA
www.theclaystudio.org

Greenwich House Pottery, New York, NY
www.greenwichhouse.org/gh_pottery

Harvard Ceramics Program, Allston, MA
www.ofa.fas.harvard.edu/ceramics

Haystack Mountain School of Crafts,
Deer Isle, ME
www.haystack-mtn.org

John C. Campbell Folk School, Brasstown, NC
www.folkschool.com

Lillstreet Art Center, Chicago, IL
wwwlillstreet.com

Mendocino Art Center, Mendocino, CA
www.mendocinoartcenter.org

Morean Arts Center, Saint Petersburg, FL
www.moreanartscenter.org

Northern Clay Center, Minneapolis, MN
www.northernclaycenter.org

Odyssey ClayWorks, Asheville, NC
www.odysseyclayworks.com

Penland School of Crafts, Penland, NC
www.penland.org

Pewabic Pottery, Detroit, Ml
www.pewabic.org

Pottery Northwest, Seattle, WA
www.potterynorthwest.org

Red Lodge Clay Center, Red Lodge, MT
www.redlodgeclaycenter.com

Red Star Studios, Kansas City, MO
www.redstarstudios.org

Santa Fe Clay, Santa Fe, NM
www.santafeclay.com

Watershed Center for the Ceramic Arts,
Newcastle, ME
www.watershedceramics.org

Worcester Center for Crafts, Worcester, MA
www.worcestercraftcenter.org

PRINT AND ONLINE PUBLICATIONS

American Craft Council
www.craftcouncil.org

Ceramic Arts Daily
www.ceramicartsdaily.com

Ceramic Review
wWww.ceramicreview.com

Ceramics: Art and Perception/Ceramics
Technical
www.ceramicart.com.au

Ceramics Monthly
www.ceramicsartsdaily.org/ceramics-monthly

CFile
www.cfileonline.org
Pottery Making Illustrated

www.ceramicsartsdaily.org/pottery-making-
illustrated

Studio Potter Journal
www.thestudiopotterjournal.tumblr.com
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C

air gun, 31
Alberta Yellow, 170
Alligator Raku, 188
Almeda, Jon, 90
alumina hydrate, 79
Amber Celadon, 158
Anja's Key West Blue, 170
Anja's Silky Clear, 30, 164
applying glaze
about, 39
basic application, 44-53
layering glazes, 55-61
plan for, 4041
single coats, 54
troubleshooting, 62
ash firing, 118
ATP enhancer, 146

Ballek, Sara, 41, 92

banding wheels, 18

Bartels, Anja, 82-84

base glaze, 21

basic application, 44-53
batch size, adjusting, 23-24
Bauer Orange Slip, 190
Bauer Slip, 190

Becca’s Clear, 159

bisque, prepping, 31

bisque firing, 132-135
Black-Tie Affair, 56

bloop, 48

Blue Celadon, 159

Blue Oribe, 167

blunger attachment, 18
Britt, John, 22, 34, 152

Britt’s Pretty Matte Mustard, 178
Broken Celadon, 171
brushes, 18, 79

brushing, 50-51, 87
buckets, 16

building depth, 68-76
Bumby'’s Beads, 181
Burgundy Matte, 187
Buttermilk, 60-61, 160
Byron Temple Satin Matte, 160

Campbell, Bill, 128, 155

candling, 132

Carter, Ben, 35, 64, 93

Cash, Naim, 73, 80, 113-114

Cassie’s Bling, 148, 181

ceramic art centers, 195

ceramic suppliers, 194

Chameleon Gray-Green, 144,
180

channel lock tongs, 18, 48

Charcoal Satin, 54, 56, 175

chemistry of glazes, 21-22

china paints, 106, 108

Christmas Red, 99

Chun Celadon, 30, 51, 56-58, 83,
98, 144, 171

Chung, Sam, 36, 64, 92, 154

Clay and Glazes for the Potter
(Rhodes), 22

clay body, color of, 69

cleaning up, after firing, 145

Cobalt Iron Wash, 193

Cobalt Wash, 193

coloring oxides, 22-23

combining glazes, 32-33

commercial glazes, 26

commercial underglazes, 74-75

Complete Guide to High-Fire
Glazes (Britt), 22

Complete Guide to Mid-Range
Glazes (Britt), 22

Concerning the Spiritual in Art
(Kandinsky), 40

cones, 24

consistency, changing, 30-31

Cook, Tisha, 138-139

cookies, 55, 137, 138-139

Copper Oxide Wash, 193

Copper Red Glazes (Tichane), 98

copper reds, 98

Copus, Josh, 119-121

Cornish-Keefe, Evan, 127, 129

cost, 26

Cowan Amber, 172

cracking, 62

crawling, 148

crazing, 149
Crystal Magic, 56-58
crystalline glazes, 100-105

D

dampers, 142

Daunis, Nick, 35

decals, 106-108, 110-111

delicate work, glazing, 90

density, 28

depth, building, 68-76

depth gauges, 44-45

Desert Sunrise, 59

design efficiency, 15-16

diamond sanding disk, 145-146

dipping, 46-48, 87-88

down fire program, 140

Dremel tool, 145, 146

drills, 16, 18

dry glazing, 86

dunting, 148

durability, 150-151

dust mask, 13, 16, 19, 27, 31, 52,
86,112, 145

E

Edgar Plastic Kaolin (EPK), 21-22
encapsulated reds, 99

engobes, 70

environmental impact, 13
eutectic, 55

F

Fat Cat Red, 57, 98, 172
featured artists
Bartels, Anja, 82-84
Cash, Naim, 113-114
Cook, Tisha, 138-139
Copus, Josh, 119-121
Kolstad, Cayce, 4243
McFarling, Linda, 122-124
Moen, Nick, 102-104
Morning-glory, Molly, 113-114
Weber, Julia Claire, 110-111
“finger dip” method, 28

Fire Engine Red, 99 ?,
Firelake, 57 8
firing, 132-137

197

Scanned with :
§ (8 CamScanner



INDEX

firing range, 143-144

firing schedules, 134-135, 140,
142

Fish Sauce Slip, 74, 144, 191

Floating Blue, 173

flux, 21-23

Forest Meets the Beach, 59

freezer test, 144, 150

funnels, 18

G

galleries, 34-37, 63-65, 91-95,
125-129, 152-155
Gen's Satin Matte, 100, 102-103,
174
Gholson, Bruce, 126-127
glass former, 21-23
glaze design, 40-41
glaze firing, 136-137, 140-141
glaze kitchen
about, 12
efficient design for, 15-16
role of, 11
safety in, 13
tools and materials in, 16-19
waste in, 13-14
glaze taxis, 15, 16
grinding, 145-146
guard cone, 24
guide cone, 24

H

Harris, Laurie Caffery, 37, 68,
75,93

heat work, 24, 26

Helmer Flashing Slip, 190

Henneke, Samantha, 127

Hesselberth, John, 54

HG Raven, 161

high-fire glaze recipes, 158-169

Hill, Steven, 35, 63, 92, 153

horizontal form, dipping, 48

hydrometer, 18, 28-30

incised lines, 68
in-glaze painting, 51
Ipanema Green, 162

J

Jackie's Blue, 182
Jackie's Turquoise, 182
Joerling, Nick, 36, 64, 91, 153

John's Blue, 183
Jones, Maggie and Freeman, 113
Juice, The, 55, 60-61, 100, 163

K

Morning-glory, Molly, 80,
112-114
Mossy Green, 175

N

Kandinsky, Wassily, 40
kiln atmosphere, 26

kiln shelves, 132

kiln sitters, 140

kiln wash, 136-137, 193
Kline, Gabriel, 144

Kline, Michael, 79
Knoche, Eric, 106
Kolstad, Cayce, 4243, 141
Korean Celadon, 162

L

ladling glaze, 85
large work
firing, 135
glazing, 87-89
latex, 80
layering glazes, 55-61, 79
Lee, Cynthia, 71-72
Lee's Black, 183
lemon test, 144, 150
Life on Mars, 60
Linda's Saint John’s Black, 164
line blends, 32-33
Lite Avery Slip, 190
Lizard, 184
low-fire glaze recipes, 170-180
lusters, 106, 109

M

mason stains, 22-23
Mastering Cone 6 Glaze (Roy and
Hesselberth), 54
materials
conscious use of, 13
storage for, 13, 15
Matt Long Butter Slip, 190
McCusker, Mac Star, 91
McFarling, Linda, 122-124
“meaningful” test tiles, 32
microwave test, 144, 151
Midnight in Maine, 58
mid-range glaze recipes, 170-
180
mixing, 27
mixing your own glazes,
commercial versus, 26
Moen, Nick, 100-101

non-glaze finishes, 112-114
(o)

Oasis, 56

Odyssey 1/1/1 Underglaze, 193
Odyssey Clear, 30, 73, 173
Odyssey White Gloss, 56, 69, 174
Oestrich Slip, 191

Ohata Khaki, 60, 161

Ol’ Blue, 57-58, 176

Oxblood, 60, 98, 163

oxidation, 25, 142

oxiprobe, 142

P

Pale Lemon Lustre, 189

personal aesthetic, 41

physical water, 132

Piepenburg Crackle, 189

pinholing, 146-147

Pinnell, Pete, 140

Pisgah Forest, 57

pitchers, 18

plan, forming, 4041

plastic wrap resist technique,
82-84

Poor Man's Porcelain Slip, 191

pouring, 49, 87, 89

preparing to glaze, 27-31

prepping work to be glazed, 31

publications, 195

Purple, 176

Purple Passion Plum, 42, 59, 61,
98, 169

Q

quadraxial blends, 33
quartz inversion, 134

Radiant Red, 98, 99
Rainbow Waterfall Forest, 8-9,
61
raku, 115-118, 186-189
Randy’s Red, 177
recipes
adjusting, 23
high-fire glazes, 158-169
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how to read, 22-23
kiln wash, 193
low-fire glazes, 181-186
mid-range glazes, 170-180
raku glazes, 186~189
slip, 190-192
terra sigillata, 193
underglazes, 193
wadding, 193
washes, 193
Red Art Terra Sig, 193
Red Iron Wash, 193
Red Orange Flashing Slip, 192
Red Slip, 190
Redart Shino, 165
reds, 98-99
reduction firing, 25, 141-143
refractories, 21
Reitz Green, 61, 166
resists, 77-24
resources, 194
respirator, 13, 16, 19, 27, 31, 52,
86,112, 145
Rhodes, Daniel, 22
Rick’s Blue Red, 187
Rick’s Turquoise, 188
Robenalt, Taylor, 37, 93, 109, 126,
154
Roger’s Green, 59, 141, 169
Rothshank, Justin, 153
Roy, Ron, 54

S

safety, 13

safety data sheet (SDS), 16

salt firing, 115, 118, 122-124

sandblasters, 112

Sandstrom, Adrian, 37, 65, 99,
129, 155

Saxe, Adrian, 106

Schwartzkof, Deborah, 37, 65,
95,154

Schweiger Turquoise, 165

Scott, Sam, 63, 65, 94, 155

scratch test, 144, 150-151

Seger formula, 22

sgraffito, 82

shivering, 149

sieves, 18

sieving, 28

Silky Black, 177

single coats, 54

slaking, 27

slip, 70, 73, 82, 190-192

small work, glazing, 90

Snorkeling in Saint John, 58

soda firing, 115, 118

Sparkle, 54, 184

Spearmint, 20-21, 22-23, 24, 51,
54,57, 144,178

specific gravity (SG), 18, 28-31,
44,46

sponging, 86

spraying, 52-53, 87

stabilizer, 21-23

stains, 76

stencils, 81

Stephan’s Strontium, 179

Steve Louck’s Raku Crackle, 186

stickers, 81

stir sticks, 16, 18

Strontium Crystal Magic, S5, 58,
60-61, 83, 100, 179

T

tape, 80
target cone, 24

Tassistro, Angelique, 94
temperature, 24

Tenmoku, 54, 166

terra sigillata, 70-72, 193
testing durability, 150-151
testing glazes, 32-33
Thanhauser, Micah, 76, 152
Tichane, Robert, 98

Tile #6 Slip, 191

Tilton, John, 106
tin/chrome reds, 98

tongs, 18, 48, 62

tools and materials, 16-19
trailing, 51, 82

Trailing Slip for Bisque, 191
trap for waste, 13-14
triaxial blends, 33
troubleshooting, 62

tubs, 16

Tundra Sunset, 61
Turquoise Matte, 180

v

underglazes, 68, 74-75, 79, 193
Unity formula, 22

v

vampire bite marks, 62

Van Guilder Blue Ash, 60-61,
144, 168

Van Zandt, Genevieve, 102-103,
105

Variegated Slate Blue, 176

VC Satin Robin’s Egg Blue, 185

VC Satin Stone, 185

vertical forms, dipping, 46

Vickery, Frank, 35, 100, 125, 126

w

wadding, 137, 138, 193
Warm Clear, 186
washes, 76, 193
waste, 13-14
water
firing and, 132
in glaze kitchen, 15
wax and wax resist, 46, 48,
78-79
Weber, Julia Claire, 106, 110-111
Wertz Carbon Trap Shino, 167
whisks, 16, 18
Wwild West, 60
witness cone, 24, 141
Wolkow Slip, 192
wood firing, 115, 118-121
worktables, 16

Y
Yellow Salt, 54, 59, 141, 168
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PRAISE

FOR AMAZING GLAZE

“This book made me fallin love with S t a rt m a k i n g m a g i C

glaze all over again. With Amazing A

Glaze, Gabriel has created that rare t h | a Z e

glaze book that is both thorough W I g

and accessible, giving you the

information and inspiration you

need to spark your creativity. It

is amust-have for potters that are Join.Gabriel Kline on a journey that makes glazing less intimidating

looking ta expand their knowiedge and more fun, with'a variety of techniques, sure-fire recipes, and

of caramicsurfacespnd glazes * L mspirlng worK from some of today’s top ceramic artists, Beginiin the

";‘;;“f,"f;‘;} ;‘;‘I“” of Mastering the . glazq kitchen,” where you'll set yourself up for'success, then'move
" on to the core techniques for getting the glaze right every time. Learn

aboutlayering, working with resists, and combining techniques to

“Amazing Glaze takes an engaging S Stake your glazing aboye and beyond: Whether you're after crystalline
look at what a glaze is, then why and effects, an elusive 1ed, or'a'crash=coursein applying decals, it’s all
how to use it, with a strong emphasis T - here. Artist features and stupning gallery work wxll leave you inspired

on planning ahead. It’s a book that X ol and ready to get glazmg

will help many who struggle with

the process—it may even encourage
anew perspective for those who

are in the ‘1 hate glazing’ camp. If
you find that you approach glazing
with trepidation and anxiety that
leads to indecision, or if you need
more variation, creativity, and
spontaneity in your surfaces, Kline's
guidance will help you get beyond
those roadblocks and find successful,
personalized solutions to finishing
your work.”

—Jessica Knapp, Editor, Ceramics Monthly

*[Gabriel] may not be able to solve the
modern problem we have of selecting
from endless combinations of glazes,
slips, application methods, and firing

cycles. However, his book provides

a system for you to follow so you can 1 } : y
find - 53000 d
nd your own style and success. ) (822,
—John Britt. trom the foreword y vovaceUR 36 1 lll“l" |“l|| Il Vi : 0.c0m . 'L
.-«. \‘\4‘
-
3

- - i
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