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As artists, Addam Silverman and Ricky Swallow are both deeply commit-
ted to their own forms of alchemy—Silverman tn ceramic and Swallow
in cast bronze. Through a direct dialog with materials, both work 10
extract a narratwe from the limitations of the mediums in which they
work. Their friendship and alignment as contemporaries makes sense.
Both have found footing within the Los Angeles art communuty, both
inspiration from Caltfornia’s cultural history, and both eng

e the line

between art, design and crafi.

Over the last five years, Silverman’s work has grown w scale to include

11, i

masewn and more site-specific work, while also
remaining wholly @

niques. His pieces rely on a rare faith in the results of exper

iformed by traditional ceranic and glazing tech-
fation

and the tension betieen the tight symmetry of his forms and the organc,
abstract event of his glazes.

This conversation took place one afternoon, over sandwiches. at Sil-
rerman’s new Glendale, California studio. Both Silverman and Swallow
had just returned from art fair season in Miami, Florida, where cach
exhibited new works.

Writer: Andrew Post
Photographer: Jason Frank Rothenberg
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ADAM SILVERMAN

RICKY sWALLOW: Wie were both in Miami last week and we both worked for
several months towards solo presentations down there. I felt like it was
nice to be working on my sculprures at the same time as you because [
knew that there was someone else under pressure, scrambling to meet the
same deadline. You presented 40 pots split between a giant shelf structure
that you designed, and a large, low pedestal. For me, there’s always a real
liberation whenever something leaves the studio, ships, and you don't see
itagain unul it is installed in che gallery, without studio debris or weari-
ness, How did you feel about your installation when you saw it—did it
work as you had planned, or in a different way?

ADAM SILVERMAN: [t was a pleasant surprise. We mocked it up here, but we
didn't have the wall painted blue, and we didnt have the pedestal buile.
So it was largely an imagined installation unil I saw it in Miami. In the
context of the design fair, | felt like it was an appropriate response to the
audience. The burnt wood and blue walls were risky moves. It ran the nsk
art installation. The booth could

decorative rather than ar

of seemun
have, in theory, been understood as two objects: one wall installation
with twenty pots and a pedestal installation with twenty pots. But in
reality it was perceived and sold as 40 individual picces

RS: Was it cool to show in the same space, under the same roof as some of
your peers like Takuro Kuwata and Morten Lobner Espersen?

As: ¢ was fantastic. | was a little bit nervous about the installation and
how it would play in that context, but also about how I would stand
up. I've shown a litele bit with Takuro in the same galleries, and we're in
a lot of the same collections, so I know that our work can coexist. Bur,
this was the first time tha | stood alongside those guys in an exhibition

context

#s: The pieces that you made seemed to have gone through a large num-

ber of multiple glazings and firings. Is this the first time you've employed




that many multiple firings ©o achieve cerain surfaces? : e
AS: No, but what was a first was the opportunity (o spend our 0

pieces finished at the same time [©
allowed cach piece to get the
all pretty worked

months on one show and have forty
present together. Having thac much time
attention it needed to feel resolved. The pieces were
over for sure

RS: Can you overload the glaze and overlayer to a poin
falling off the pot? .
As: \cgah. and :cm also push the pot 100 hard. Sometimes l‘ll fire :IPOI
three or four times and I'll open the kiln and it'll just be in picces. Irjust
can't take another firing for whatever reason. The glazes, as they ixprlf{
and contract, pull and bubble and then do itagain. Every time | h_rc. ics
at the same temperature. Some people will go lower and lower‘ with dif-
ferent glazes, and 1 don't do that. Ilosta couple of the larger pieces that
were supposed to be included in the show in Miami.

#s: A lot of your pots, including the first few that I bought from you, are
the same kind of blue. There's a vase I have from you that’s just kind of’
somewhere between high-end Smurfand Yves Klein blue. That colour
is one of the things that’s consistent throughout the seven or eightyears
that I've been looking at your pots. Now you're bringing that colour into
the pedestals and the walls and it seems like Silverman blue. Is there
something about that colour? Does it resonate? Did it come from any

rwhere it just starts

architectural fan bases?

As: That's a good question. I don't know. I thinkit's actually a version of
areally good navy blue.

75 [s it 2 colour youve developed or tweaked, oris it readily available?
As: In terms of the ceramic context it's cobalt. It is what makes all those
blues. I've gor probably five or six different blue glazes thavare cobalt-
based with other ingredients that make them react differently to heat.
I actually work with a pretry small number of glazes. Outside of the
ceramic context perhaps they're indigo-based blues.

75 In order to try and figure out when we first met, I went to the kitch-
en this morning and tried to find the earliest thing that I remember
acquiring from you. I think the earliest thing I found had the Roman
numerals reading seven, which is '07. It's a very small cup and ichas your
fingermarks shiclding the glaze.

Thar's when we met, and that's when I started looking acand collecting
your pieces. You were making a lot of small tea bowls, which felt very
reminiscent of the Japanese tradition that you were interested in. So
much has changed in your work over the past seven years, but which kind
of things have remained consistent, and which things in the work and
the forms, glazes or the scales do you feel you've worked through? What
kind of other changes register in the picces themselves?

As: It's funny that you're using that cup with the fingermarks—thats
where I learned ir, from the guy who made that cup [referring to a cup
that Ricky is using to drink tea during the conversation). He taught me
tha technique of the fingermarks, which has continued eveniinto my
larger work. What I like about it is thar it's not just a decorative motif,
Literally, the easiest way to glaze an object is ro hold it without fussing
about the f_lngcrm:uks lefton the pot. So I think that's a consistent thing
in terms of whatever the scale is or whatever the shape is—it is a record
of the processes that it went through o make it.

#5: When thar technique is used in Japan, is it sort of a replacement for
a signature, given that a lot of Japanese tea bowls are not traditionally
signed?

A5% Yes, the fingermarks are better than a signature in a way, theyare really
yours, your fingerprints. I can remember several instances when Japanese
I)co[:)l{: have looked ac my work, and they'll pick it up, and they'll look at
the fingerprints, specifically, and really appreciate it or try to undcman'd

which hand was where, or how the potwas held while it was pla, d
But back to your questt
things thatyere ‘
basic skills, Trying to makea really good bow],

nmklnglucr.lllythmn.m«ho[lmu]x.uul Cups unti

on about those littde bowls and the ¢ up

driving those. Most importandly, it

were (wo
cisein honing my
repetitive practice,
basic elements come together
ns: Were the smallest bowls thrown
were all thrown off the hump. Dovetailing wich ¢y ,,

and begin to feel right
off the hump?

2s: Yeah, they
the fact that people weren't spending )
aceded to besmall and quickand accessible. That's evolved, cleq
cars, | think when we met, and when you got that
a show for Larry [Schaffer, owner of OK Store]

a lov of money on my sty

the last few )

was working on
called 100 Bowls. Thatwasa momentin time where I made a I

things for one placein LA and they wound up all around town
#s: The thing | liked about the small-scale picces is they allowed o,
admirer or collector to obrain a set of things relatively casily. Sever

Jater it seems to me that you don't use those glazes anymore or you'r
so finicky about the feet of the pots.

as: The thing about that small-scale stuff, and particularly
Jike abowl or a cup, is that it’s only really about the footand the
the swell of the hip or the shoulder. It’s the most funda
making. It like making a wraditional Doric or [onic colum:
the three basic parts that have o work perfectly together, othery
off balance. At that time, I was really trying to make things tha
formally balanced. If 1 make wonky forms with more aggressive su
it becomes a whole other thing. It becomes a litdle too hippy
orous or something. The aggressive surfaces need a strong gec
work with and respond to. The importance of strong geomerric fo
something that has stayed with me throughout the years

#5: So when you talk about those three elements or any elem
wraditional porcery, is that something that you learn? I know you 5
time in Japan, after youd already been making pots seriously for a
years. Did you ever do any formal pottery training or is it just from y
own practice?

As: Thar's actually something that I learned through studying arc
ture, and being trained in the modernist tradition. You can use ¢
formal vocabulary to describe a building—where it’s reduced o the n
abstract, fundamental, compositional elements. To apply that to bow
or pots was an easy leap.

I've never been in a lecture or a history of ceramics class where
onetalks about the foorand the lip and the swell of the hip or th
thing, but I'm sure they do, I just didnt have the opportunity «
study ceramics,

RS: Yer Iooking at pottery here in LA, going to Lacma and lookin
their collections, That also scems like a good way to inform oneself

AS: Torally. Wha's been nice for me, since I didn’t really become a stud
of ceramics in earnest until my mid-thirties, is that it allowed me ¢

back toschoolin my head, go to places like Lacnma and have a whol
Ond\'-:lvcofbcingas(udcm.ldidn'( have a teacher to guide me thr
it, but at that point I was educated enough that I could guide my

I'vebeen making pots my whole life, but "2 is when [ left
gotastudio and said, “I'm going to treat this as my carcer and
:'::Pg:"‘;f Fall of"oz Irented a space and gota business license

ifIhad a picce of pottery signed "02—that would be z¢ro ho

AS: 2 :

Yuh',,\sﬁr“w""‘g Pots goes, 2002 was the beginning. To besuj
OG youd have to have one that says 1978, but I think only my par
have one of those,

b The medium of ceramics is having a kind of extended dalliance ¥
thecontemporary art world and also a sort of extended market
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vase—they see no difference in terms of it inhe

e both observed and discussed. It's something I see as refresh-
ing buralso problemaric. I think placing a poton a pedestal doesn't nec-
essarily make it a sculprure bur, as a singular object, it does force 2 more
sustained looking. I don't think thar's a new idea, but what is 2 new idea
is people being more open to the medium coexisting without the need
to question its craft or art status. That seems to bea growing trend. John
Mason, who we both know, has always said that you should just look at
the thing itself, and that it should be judged on the merits of its char-

acter, regardless of craft. Whar does this mean to you and your practice,
particularly in view of the attention surrounding the medium right now?
As: [ try not to worry too much about that question because [ et para-
lyzed if I overthink the position of clay in the art-design-craft hierarchy,
Orif I even accept that asa valid hierarchy or separation of disciplines. I
ke John's advice and just focus on making the work. Then once
I decide to let it out into the world, the object has to stand on its own
merits. That being said, I am cerrainly benefitting from and enjoying
the brighter spolight on clay at the moment. And I hope that the “more
sustained looking” you mentioned will create a bigger audience for the
long haul.

The nice thing about calling myselfa potter is that I don't have to say,

F'm an artist” or “I'm a designer” or “I'm a craftsman.” Ijust say poweer,

and thacallows me to float between those disciplines, and to try to claim
some real estate in cach, in the cracks in-between, or the areas where the
three bleed together. Ac least that's the illusion that I like to live with,

I guess the other obvious thing about working in clay, and how it
does or doesn't relate to the art world, is the question of‘funcnon, If1
make something out of clay and i's gota hole on the top,

: it's considered
a vase in most people’s minds,

For some people, it doesn’t matrer ifisa

Tent or monetary value,

For some people it is judged on its own merits, as Jol
for others it’s always going to be a vase, and as such, live in
decorative art worlds.

OF course, thisiis very different in the US versus say Japan
Korea. If you look at auction results that come from

prices at auction, any season, are almost always for ceramic
always objects. They're almost never two-dimensional work. And |
it’s just a differenc way of looking at value in art. Somebody wi
$50,000 teacup and use it, and someone else will buy a s

and keep it in a box, wrapped up safe somewhere. I0s the san
with the ‘vases” that I make. Some people will put flowers it

put them in the dishwasher, others will leave them, pac
inabox or glue them to a shelf,

A8+ That idea of utility—anything with an aperture becomes
As: Right.

RS- It seems like more recently there’s been an attempr to kind o
off the vessel, and you've been making these orbs, or extende
where thar idea of functionality is, literally, caulked or stopp
remember reading something about Hans Coper makin

sions, where he still wanted things to have the sensibility of a

he really wanted to close up the top, or cut and compose thing
that you couldn't legibly think of it as traditional pottery
AStIttook me ten years of working full-time to actually close the o]
first piece I ever closed the top of was a tiny little picce. [t was
saury moment because I felt like, “Okay, this is crossing the |
sculpture; am [ ready or qualified to do that?” And then you |
say, “Fuck it, don't rake everything so seriously,” and just do i

And what happened was I made this one lictlc piece and
e : 3 ool
top. Tomio Koyama came 1o do a studio visit and he was lool
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“What's thae?” And 1 said, "'Ih.\f'\ the :‘)‘“
piece I've closed the top on.” And he uix_i. "Lc(js do .|.sho\;; ?lslll:l;m:
this as the beginning and make more of ¢his kind f" work. i
show with him in maybe 2010 or ‘11 withoutone functional piece i {.
It was a real l\rmkrhn;ugh moment that allowed me not © b:vso. l“’:
of doing that kind of work. So now it’s not a conscious banning oF EHe

the pots and then he was like,

flower, per s¢, but..
#s: No, but maybe itis a
forms, regardless of what people do with them.

bour just gleaning confidence in these things as

As: Righ, its true.

Rs: You were a partner in Heath Ceramics forsix n )
and during that time you were able ©© introduce a lot of nesw ‘mf'\“ ©
(Lulxhvmu}u audiences both from here and Japan. Akio Nukags {S one
th really passionateabout. I chink of
Japanese tradition of portery, but

ears from 2008 10 2014,

that stands out as someone we're bo
Akio as being really conscious of the
also interested in modernism—especially certain British mm.!cm ﬁs‘{m'
I emember when we met and it was probably the time L was first nerding
out on Hans Coper. You had just made asuite of works that were almost
homages to him. Do you see a parallel with how you and Akio work?
48: We have radically different backgrounds, educations and practices.
Yet we share some sort of DNA that makes our work very comfortable
together. Perhaps it s that we are both descendants of the British mod-
ernists who you mentioned, like Coperand Rie. Akioand Imetin 2005
or 2006

Rs: During your residency in Japan?

AS: Yes, I was there working for a month or so; and met him in the very
beginning. | saw a postcard with an image of one of his pieces on itand
that lead me to track him down at his home and studio in the woods. It
was an epic time in my life, and it was importantin terms of the commu-
nity that I built there. Akio is a key member of that community. In the
ten or 50 years since we met, Akios work has evolved alot. He had a very
small, formal vocabulary when I met him that was rock solid. He was just
nailing these shapes beautifully—beautiful surfaces and beautiful glazes.
8s: And was there a consistent market for what he was doing?

A8t Yeah, he has a really strong following asa functional poteer. His work
was very, very reasonably priced. The next wave of stuff chat you were
referring to, dealing with the more ambitious forms are newer, and in
the last three years have become even more ambitious. Its nice to see
the change.

#s: Do you think some of the development in Akio's work has been
prompred by these shows in California?

As: Yeah, absolutely. I think it’s been a real expanded opportunity. It's
a new and different audience. It allowed him to get out of his comfort
zone. I think coming to California for the first time about five years ago,
everything really blew his mind, quite literally.

A5t And now you're doing this small project with him—it seems like a
kind of analog text message conversation or something.

As: Juis very primitive. I did a version of it with Alma Allen before—the
same ‘(up‘\ and bottoms’ concepr. It fun. It's just like a really dumb
version of exquisite corpse. Analog texting is a good way to put it too.
R8¢ I noticed you made those works just after your big Design Miami
deadline. Was the collaboration a nice way o just do something else,
with less pressure?

A8: Yes, 1 did all of thosc in two or three days. I¢s just like sketching. It's
super fastand satisfying, and as spontancous as one can be with clay that
you have to fire overand over again i

RS: ()mj thing that seems worth noting is that your pottery really inhabits
your life in a very pervasive way. Outside of your sludio: .

i : it’s very much
partof your home and family life. Your children have

all grown up caring

from it, plants fill pots in your garden, and you recently made ¢,
10 , plants 3§

assouler pots for you!
seems like a gund way to measure its merits, but also Joo).

awironment alongside other objects i 4 ¢

¢ wife Louise Bonnet. Using your own fyy,

pottery’ :
<ina more domesticer

(ual—at least for me

pot
ing ri
achome versus the studio.

as: Functional, domestic pots are
e 1 have evolved from making primarily that kind of

as a collecror. T have such d

ferent the

the foundation of any porter’s

and practic
buc like retul
or life drawing—honing the s )
in our life ac home. We have pots from other potters who | |l
as pots that | have made, in use at home. I eat my cereal cvery day
of a bowl from Mashiko. I've had it since 2606, so I've probably
over 3,000 breakfasts out of it. That's a pretty amazing thing to ¢

about. \\"'haupcrson.ll and important relationship I have with «f
Someday it will break. Knowing thatis part of the thrill of using i;

rning to it from time to time, s an exercisc like
ills. [ also like living witch ar

morning.
Parc of 1
instead of mixtapes I guess. And she has always been so su

my work thatitis very rewarding to make pots for her 1o i"”. her §
on or flowers in. Itis strange in some ways © look around the ho
realize that we have so much of my work everywhere, but I gues
our house is so full of other stuff; it sort of blends in
too much attention to itselfand seeming too egotistical. At least 1
that’s the case. Also, when I produce work for Louise, it is very
and personal. She may say something like, “We need more mediu
bowls for soup,” and thatis something that becomes a pleasure for ¢
make for her, rather than a burden like a commission from someonc ¢

courtship with Louise was making her cups and b

thout ¢

would be. Another thought is, even though my work has evolved
andis now presented in galleries versus furniture stores—where | had
first three shows—there is still an inherent domesticity in the scalc
materials of the work. The fact that the pots I make now can still, fo
most part, be carried by one person and put on a shelfor tal I
around. The face that they are clay. Those things connote someth
ferent and may only make reference to domesticity through their fo
Itis true that making good, functional pots—working pots—presci
own challenges, and rewards when done well. Itis not casy to do. A
good bowl is very hard to make. So I think it is good to stop and
bunch of bowls every once in a while; assess their merits, but also

make something that someone would want to have 3,000 meals

As: Working as a potter here, there must be an awareness of the histe
California pottery. It’s a deep resource and history for you to be
10, or to follow. I feel like there’s the shadow that Peter Voulkos, and tf

who studied under him, cast over this world. But prior to tha

thesame time, there wasa lot of very formal pottery going on that
be seen as less radical bur no less important.

People like Glen Lukens or Laura Andreson working and teach
herein LA. Harrison McIntosh and Rupert Deese workis
Marguerite Wildenhain ac Pond Farm in Norchern California, «
And the Heinos and the Natzlers, Do you feel pressure to participat
or recognize that history, or to completely mess with ic?

AS: Earlier in my career, when I was just focusing on bowls and

1g in Clarem

shapes, the Natzlers were superimportant to me. Gertrude was
an elegant bowl thrower, and Otto was such a great glazer—thi
sort of(hcfocusofmycarly self-education. At that time, Voulkos scar
the shit out of me. But then | got to a point where I could open m
to his work and try to understand what he was doing—how he evo
from a very solid, functional, heavily Japanese-influenced potter
punk abstract expressionist, .

e
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RS: [’ interesting, | know when Shoji Hamada came out here in the
s0s or carly "60s, he did a series of throwing demonstrations. Harrison
Meclntosh writes about the mutual respect between Hamada and Voulkos
despite their radically different forms. There was something of an appre-
ciation of the discipline in each person'’s respective craft

As: In my mind, I always compare Voulkos to Picasso. Before Picasso

began doing abstract work he was an incredible draftsman, and the only

ason that his abstraction is so powerful is because he was such a solid
painter first. It was the same with Voulkos. To tear apart pots and rip
u don't know how to throw beaurifully to begin with

holes in them—

it’s just rookic stuff that anyone

and you don’t know how to fire properl
, and what makes me feel

can do. Another thing I like about Voulkos
connected to him is that I still sit ac the wheel and throw every day. No
matter what the stuff winds up looking like, that's the core of the thing,
Where Mason moved off the wheel, Voulkos really stayed until he went
into bronze and steel. But even those—the big, assembled works—for
him are all wheel-based. Thar's a really specific decision, whether you're
on or off the wheel

I

time—the “s0s and '6os

gor super lucky in the context of that historical arc, because that

was so rich and lincredible. This may sound
disrespectful, but in the '7os and "8os, things just sort of wene fallow, I
mean, of course, there was Peter Shire doing his thing, and Ralph Bacerra
and a few other guys, but I feel like thar was kind of a dormant period.
Then in 2002, when I sold my first pot and decided to commit full-time,
there was just no one around. I'had this kind of void where [ could look
back at that history quietly without people paying too much atention
or really caring about how or where I fit in, Now there’s a much h|&;¢r
context of people working—there's so many pottersin LA now, and more
people paying attention to the history. Suddenly

eryone knows about

the Natzlers and the Heinos, or Voulkos, or even your boy Doyl
who is having a huge momentin the sun. Whereas ten years

was really paying atcention.
8S: Pacific Standard Time.
AS: Pacific Standard Time played a big role, absolutely, and thatw
and really imporeant I think. I'm really happy to be considered p
thachistorical legacy actually; I don't feel any need to fuck with it

#s: [ know you met Harrison McIntosh who's turning 100 this
you ever meet any of the other people we're discussir
As: | met Otto Natzler and I met Otto Heino, both of wh
dead.

A2 When you met Narzler, was he still making anything?

A5 No, towards the end of his life, he was just doing yog
alive,

85: Did he give up any of the glaze recipes on his deat

As No, apparenty he took them to the grave, which seems silly o1

butit’s his decision. The story goes, from people [ know, mutual fr
we had, that he wrote all the glaze recipes in German, and alw
one ingredient out that he would commit to memory, s0 no on
beable crack it.

"8+ Is it true that the Nawzlers would have these sales of their g
they would open the kiln and let people into the studio? Have y
those stories?

As: o e ;

I haven's, but traditionally that's how most potters operate
have kiln openings. When I'fired in Japan, wed fire for, like, th
straight. You're up day and night, drinking beer and by t

exhausted; then word goes out.

o T ey : o

Is this a firing situation where you're stoking and contro
AS: Yeah v = { Y

Yeah, you have the old guy who knows the kiln the bes
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controlled by ear, a little bit by vision, but you're sensing or (ccllngkfhcy
whole process. He's taking pecksat things, and you're stoking and .\.whlorl:.
and stoking; he's listening and pulling bricks out; peckingin ©© uc\ =
things loniz and sound and smell—using all of his senses © understan
whar's happening inside the kiln.

In the end, in the country at least, everyone
firing because the smoke is up all over the town. You can se¢ e
the smoke stops, they start showing up—24 hours later when they know
the kiln is cool. So by the time we started unloading there were all these
: And every time a piece came out
atchingand alking

knows when theresakiln
it. Once

people there just standing and waiting.
and gotsct on the table, people were standing there w:
about each pot, one by one.
®s: Wanting to witness the process, or actually wanting © purchase the
pieces? _ ¢
As: Both. Some of them were just fans. It was a thing to do; like, “Let s(go
out to so-and-so's kiln opening.” For other people, it was about having
the first crack at buying pieces s
RS: We touched on this before, but were they high-price things, for utilicy
or aesthetic?
28t "Their work was all functional and not very expensive. Mashiko isa
functional porcery town. They have two ceramic festivals a year, one in
the fall and one in the spring, and that's wherea lot of the potters make
nost of their money. Thousands of tourists come—they make that fes-
tival their vacation.
As: That idea of the annual sale in ceramics. Peter Shire does his annual
Christmas sale, and leading up to that point he takes a break from com-
missions or sculprural stuffand funnels energy into preparing work forit.
Up until Michael Frimkess' father, Lou, passed away, he used to organize
annual sales t00. So there are pieces that are now highly valued objects
in galleries that were originally sold as part of the tradition of pottery.
A3: Yes, and that goes back o the story that you heard about the Naczlers.
1 think that really was or is the traditional potter’s way of making a living
and also connecting directly with his or her collectors. I did an annual
holiday sale for three years I think. I had this bookkeeper who also did the
books for Peter Shire, the Natzlers, the Heinos, Beatrice Wood and oth-
ers. He was the potters’ bookkeeper and talked me into doing the annual
holiday sale. He told me that all of the potters he worked with did one,
and that for many of them it could represent half of theirannual income.
®s: One of the things I appreciate about you is that you're involved in
your own pottery on different levels. You're doing commissions, you're
doing this collaborative show with Akio and you're doing shows in gal-

s. How do you balance and weigh up all those things? I know you're
rying to do fewer commissions
AS: Well, I'm trying to do commissions that are more like larger scale
art installations, rather than single pot commissions. In the last year
I've done some interesting, architecturally scaled projects where the clay
object becomes almost like a brick or a building unir. I enjoy it, and a
this point I'm trying to only do projects where I connect with the people
involved and am personally compelled by the project. Right now I'm
working on my first public art commission, which will also involve the
largest pieces that I'll have made. Its for the exterior of 2 new buildingin
West Hollywood. At the same ime | am making some small plates for my
friend’s restaurant Trois Mec, vases for the Chateau Marmont, s(anin'g
new work for a show in Tokyo this spring, and working on a book with
Tamorsu Yagi and Dung Ngo about 2 collaboration I did this year with
Kohei Oda, a plant grafting master from Hiroshima. I am lu:k’v
such a nice variety of work i
As: [ feel like there’s a naivety regarding how much time a commission
takes and how much they can pull you out of your regular studio groove.

<o haye

and often it's a much bige

d of like, “Can you just do this

Icskin :
¢ But there’s also a point where a commission presents

than tha
problem th
some of the early
so many technical pro ;
abigscale, but really rose to the enginecring challenge of some ¢

commissions.
as: Thatis the

sions recently :
new techniques and work at new scales. I guess ic’s

at elevates what you do to a different scale. I'm thiy)
John Mason doors thac he did for houses. [l

blems involved and John was already we

from great clients and collectors, that have ¢

me (o try

trying to choose the right people and the right opportunities regarg
uf:(h: scale. Some small commissions that I have done wound up be

way more work than the large ones because the people needed so ¢
hand-holding or wanted the picce redone several times. Commissio;
they putyou in the service b

aslippery slope. Ina really basic w:
rather than in the art making business.

#s: One of my pet peeves about POtters or ceramicists is tf
Jack of editing or individual critique on a pot-to-pot basis. Give
poery is by nature serial in its production, how, within this fra

is it possible to slow down your looking, as things are coming up off

wheel or our of the kiln?
as: | agree completely. Tha is a real challenge for any artist worl
any medium, but porters in particular I guess. [ used to sell almos

thing I made just because [ fele like I had to—to feed the kids. Now |

much more discerning and think, “If I don't feel good enou
Ishouldn’t pur it out into the world.”
Also, if a piece is not strong enough on its own, before it is

then I have to smash it. I used to try to glaze my way out o
bur that’s idiotic because if the glaze turns out well, the por
and it becomes that old lipstick on a pig thing. And if the g
badly on an ugly por, then you just wasted more time maki

doubly ugly.

I play this game with myselfwhere I'll make somethi
sure about it I'll think, “If somebody who I really like an
this, does that make me like i©2” Then I'll pretend somebody who
respect made the piece and think, “Is it bad just because they ¢
is it still good, even though they made ie” But mostly I am pret
about ifa piece is in or out. Worthy or not.

espec

d

R$: | have this game with Lesley [Vance] that ifa painting’s not wol
for her'say, *Okay, you walk into a cafe and this is in a show; in a caf
itsall a good painting?” Sometimes it works.

A related question: as you were preparing the body of we
Miami, how did you determine whether something was includ
work on, or totally scrapped?

ASt Miami was the biggest and most important stage that I have b
in terms of audience numbers and caliber. The bar was very |
goal was to present the 40 best pots that | have ever made. Ther
clearline formein terms of what would be included, but I am luck
was trained in such a rigorous critique-based program, so I'm

self-critic. [ really try not to let anything out of the studio that | ¢

think is good enough. And if I don't let it out, I smash it, so it d
find another way out.
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ﬂipsxdcoﬁhc commission. | have had some grear com




