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ABSTRACT 
 

An autoethnographic approach to looking at interpretation and understanding of 
personal and artistic identity; by juxtaposing the vessel with the decorative and 
communicative abilities of Morse code and intentionally creating a point of friction 
where the questions of identity and interpretation can take place. 

The thesis discusses the background to the autoethnographic research which is 
rooted in the artists own questions regarding personal and artistic identity. By using 
the closed vessel as a vehicle to discuss certain issues raised during the research 
period, the discussion moves through the physical elements of the project towards 
the final discussion of the concepts behind the objects made. 
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And your doubt may become a good quality if you train it. It must become 

 knowing, it must become critical. Ask it, whenever it wants to spoil something  

for you, why something is ugly, demand proofs from it, test it, and you will find 

 it perplexed and embarrassed perhaps, or perhaps rebellious. But don’t give in,  

insist on arguments and act this way, watchful and consistent, every 

 single time, and the day will arrive when from a destroyer 

 it will become one of your best workers –  

perhaps the cleverest of all that are building at your life. 

(Rilke, R.M 2004:56) 

 

 

 

Anyhow, dream as it is, I pray you to pardon my setting it before you, for it lies at the bottom of all my  

work in the Decorative Arts, nor will it ever be out of my thoughts 

(Morris, W 2004:254) 
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INTRODUCTION 

I have a particular interest in how we define ourselves and how others interpret us. 
This interest spans the scope of not only personal identity, but also artistic identity 
and in turn, the identity of the objects we make. 

Autoethnography is the form of methodology I have adopted during my research 
process, enabling me to take a closer look at my own identity as a craft ceramicist 
whilst studying and gaining a greater understanding of contributing factors to how 
other practitioners in this field choose to define themselves today.  

 
Autoethnography is an intriguing and promising qualitative method that offers 

a way of giving voice to personal experience for the purpose of extending 
sociological understanding.                                                     

(Wall, s 2008:38) 
 

This is a research method that examines a situation through me rather than being 
about me. Various contemporary artists and ceramicists employ this technique – for 
example ceramicist Fiona Thompson during her 
M.phil project in 2012: an investigation into the role 
of the souvenir and photographic image within 
tourism using her personal experiences as a tourist 
as the starting point for her ceramic objects. In the 
same way, I am using my background and research as a baseline my objects.  

The project has its beginnings in many different areas, esthetically, historically, 
theoretically and personally. By using my aforementioned areas of interest as my 
starting point, and working with the combination of the vessel and Morse code as 
vehicles for exploring these, I have been able to delve deeper into the ceramic 
traditions I work within.  

The use of the Morse code in conjunction with the objects is an essential part of 
this project, where the various ways of combining the code with the objects assist 
in underpinning and underlining the ideas I want to express and explore. 
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BEGINNINGS 

The following paragraph is from my application to Konstfack, giving an insight 
to personality, not only how I work but also who I am. It might help towards a 
further understanding of why I find myself researching questions of identity, 
ambiguity and duality.  

 
It has been a fascinating process for me to 

see how my own work has developed over time. 
The almost pedantic control over the line and 
form, the somewhat subdued colour choices and 
minimal decoration is quite a contrast to the 
(slightly) chaotic work space, unorthodox colour 
combinations and almost over decorated things I 
surround myself with. It is as if through my work I 
am able to connect with a part of myself I have 
either subdued or pushed aside. 

 

By nature I am spontaneous and chaotic, but I am also strongly governed by 
the need for control, order and understanding. So whereas it is vital for me to feel 
free to work intuitively and without boundaries, it is also necessary for me to 
understand what that means and why.  

The sheer act of making objects in clay will forever be entwined with our 
own ideas of creation and identity.                                             

(Chambers, R. 2008:17) 

However, my interest lies not only within the need to understand myself, but also 
how other practitioners within the field of ceramic craft identify themselves. In an 
interview with the online newspaper Dag og Tid, Jorunn Veiteberg says… 

My interest in craft is about something similar to that of being ‘nynorsking’. 
[…] one meets prejudices and the language has been considered limited. To choose 
craft means resistance from areas in the field of art who consider it un-cool, rural 

and not as a part of contemporary art. But it is in the friction and confrontation 
between different cultural views that the excitement happens.                 

(dagogtid 2013 URL) 
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The way that Jorunn Veiteberg describes her interest in craft art (I use the term 
“craft art” as a translation for the Scandinavian term Konsthandverk.) somehow 
resonates with me; I have recently realized that my own interest in craft art and the 
frictions she is referring to are also to do with my own background: Being both 
Norwegian and English, growing up not completely in England and not entirely 
abroad, I have made a place for myself in the spaces between worlds. This gave 
me the flexibility to adjust easier to varying situations such as new social or cultural 
situations or even new schools, but at the same giving me the ability to keep closer 
to my own identity (ironically; often the opposite to where I found myself!) 

Working with craft and ceramics in a somewhat non-traditional way and at the same 
time maintaining deep connections with the core values of “traditional” craft, this 
duality becomes prevalent within my objects. Mårten Medbo describes, whilst 
discussing the background to his doctorate in craft art, various motivations to the 
positioning of contemporary craft artists, one of which being to “challenge 
preconceived notions and to transgress boundaries in relation to the craft tradition”. 
He goes on to reflect and highlight this dichotomy within craft. 

 “As a craft artist one is always at some point in the field of tension between 
tradition and innovation.”                                                                                                                                                                                                          

(Gustavsbergs 2012:26) 

 

 

 

 

 

 

 

 

 



 
 

9 

VESSEL  

My starting point, in material form, has been the vessel, and my interest comes 
from the fact that the vessel can exist in both art and craft contexts and all the 
spaces in-between, so effectively illustrated in 
Oppenheim’s Objet: Déjeuner en Fourrure. The 
vessel has been a fundamental part of my own 
learning and development within ceramics and has 
always been at every stage of my journey from 
functional to sculptural. Ceramicist Anders Ruhwald explains how he defines his 
work using the term “craft art”; 

By labeling my work as such I position it among 
utilitarian objects at a conceptual level without committing to 

it practically.                                                 
(Dahn, J + Jones, J 2013:179) 

It is for similar reasons that I appreciate working with the 
vessel so much. It accommodates my need to be in various 

places, applicational and artistic at the same time. British ceramicist Edmund de 
Waal talks about his own interest in the ceramic vessel in an interview with John 
Tulsa for the BBC; 

Pots can be about anxiety, they can be about pleasure, they can be about time, 
they can be about genetics. ---- Ceramics isn’t just a domestic drama,           

(BBC 2013 URL) 

The very context of the vessel is also interesting to me. It is iconic and archetypical 
through its materiality, practicality, as well as its impracticality (as seen with the 
example of the furry cup!). It intrigues me that the object in itself can tell such a 
vast and varied story purely by existing. Paul Mathieu explains;  

Pots, like most craft objects, carry their own context implicitly.               
(Chambers, R. 2008:47)  
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Naomi Clement adds to this by referring Phyllis Blair Clark; 

A pot comes with all sorts of cultural information, social, economic, aesthetic, 
etc. I try to keep in mind both the utilitarian and informational role.           

(Chambers, R. 2008:7) 

Possibly the first objects ever made with clay were vessels; there exists for me a 
feeling of human history and eternity within the both the vessel and the material.  

The drinking or pouring vessel, jug, pot, 
or bowl is often held to be the ur-form of 
all cultures, linking ancient and premodern 
cultures to the modern and contemporary 

crafts.                                                              
(Adamson, G. et al 2013:258)   

 

Vessels talk about people’s industriousness, ability to problem solve and their 
creativity.  The relationship the vessel has to human ritual and the human body as 
one of the most intimate objects we have around us makes it very personal. It is 
almost vital for our existence, to be able to drink, eat, contain, transport…   

Conceptually and stylistically, the most difficult thing one can do in ceramics 
is and always has been to make pots. With the possible exception of brick, pots 

are, by far, the greatest contribution ceramics as a distinct and specific art form has 
made to culture and civilization. This remains true today.                                                                                                               

(Chambers, R. 2008:50) 
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FORM 

The forms I am working with are sculptural vessels, a continuation of form studies I 
have worked with previously. 

       

They are double walled and are finished with a shallow bowl rather than being 
open and the inside being a replica of the outside. I began working with closed 
vessels some years ago after seeing the works of Thomas Bohle at Ceramic Art 
London.  

 

 

 

 

The technique of double walled forms has a long history, with some of the earliest 
pieces originating in China from the 
seventeenth century, as shown in this 
example of Kangxi teapots. Here the outer 

wall is pierced creating a 
latticed and slightly 
illusionary effect.  

More recently, developments to the double walled technique 
can be seen used by ceramicist Simon Van der Ven. 
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In these images we can see the 
framework and machinery of a 3D 
ceramic printing machine and the 
result of a programmed double 
walled vessel printed by this 
machine; showing the possible 
future potential of double walled 
ceramic objects. 

More specifically though: I am interested in the double walled technique in the 
context of the closed vessel, not just thick walled. This aesthetic is adopted by 
various ceramicists such as Felicity Aylieff, Emma Johnstone, Derek Wilson and of 
course, Thomas Bohle. 

         

        Felicity Aylieff              Emma Johnstone           Derek Wilson                  

The form becomes truly three dimensional, not purely a shell or casing, and has 
both sculptural and functional reference points and I want to make use of this 
ambiguity or duality. 

I have recently been struck by the slight irony of creating this ”uncertainty” 
regarding the form through the act of the creation of a second vessel to close the 
first vessel thereby in fact moving the object further away from the reading of a 
vessel to something slightly more abstract. By creating in effect two forms in one, 
(the recognizable silhouette of a pot, and the top section closing the pot with a 
subtle reference to a vessel) I intend to underpin the ideas of duality, by existing in 
opposing places at the same time (functional / sculptural) and the confrontational 
confusion this can cause for the viewer; I want to make them ask what tradition 

http://www.google.se/url?sa=i&rct=j&q=&esrc=s&frm=1&source=images&cd=&cad=rja&uact=8&docid=M2OpEvhgTsQt1M&tbnid=HRUA83weLFtMoM:&ved=0CAUQjRw&url=http://www.a-n.co.uk/interface/reviews/images/74745&ei=Jz40U5usOLGV0QW3vICABA&bvm=bv.63808443,d.ZG4&psig=AFQjCNGIP62cuaOjevGf9Jcx9X3sK7iH_w&ust=1396019068503072
http://www.google.se/url?sa=i&rct=j&q=&esrc=s&frm=1&source=images&cd=&cad=rja&uact=8&docid=Dw_3No4gwD63JM&tbnid=9sjcR_X-7GIyEM:&ved=0CAUQjRw&url=http://www.ceramicsireland.org/events-2/derek-wilson&ei=Oz00U_lD56XRBYjdgJgK&bvm=bv.63808443,d.ZG4&psig=AFQjCNHZAMWVK0HXfL-DEVF0b6fgrjvZFg&ust=1396018777438573
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does this object refer to? How should I read this piece? What box should I put it 
in? Can I use it for anything?  

Certain ideals of modernism, which I have embraced almost entirely through my 
previous work, are still a strong influencing factor on my current work. The ideas 
suit my points of interest; focus on form and materiality. 

Any nicely behaved modernist purist ought to […] pare down the irregularities of 
observed form in the interests of creating a new stability of shape.                                                             

“with its emphasis on the integrity and givenness of materials”                   
(Potts, A. 2000:141+155)   

These aspects are incumbent within modernism; however, I have no intention of 
being governed by the “dogma” of modernist rules and regulations, as is apparent 
in the objects I have developed during my masters. For example; the scale of the 
objects, the use of decoration (albeit somewhat subdued) and the external 
influences placed in conjunction with the objects such as sound, water droplets and 
the technology required to put these interventions into action. As Mårten Medbo 
expressed it at the Mapping Contemporary Craft seminar: 

” Boundary breaking is a most important aspect of art – without clear boundaries, 
there is nothing to break!”  
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SIZE 

I have a particular interest in building large sculptural vessels, because of both the 
technical challenge and the affect they can have on the viewer. I aspire to make 
objects that are communicative to most audiences, regardless of specific interests or 
requirements for previous knowledge. During the Mapping Contemporary Craft 
Theories seminar in Göteborg, Nov. 2013, Jorunn Veiteberg describes art as “coded 
information, all visualization is a coded message”. It is because of this “coding” that 
certain art forms can appear inaccessible to viewers not in possession of the 
“codex”. One of the ways I have found of connecting with the viewer is by making 
large pieces. It is easy for people to comprehend 
the work and can create a bodily experience 
through the sense of the objects being “a physical 
analogue of one’s own presence.”  (Potts, A. 2000:139) 
Some of the challenges involved in building large 
objects, and the appreciation of this helps to 
connect to the viewer and make them want to give 
the work more time than they possibly would have 
otherwise. Is this a cheap trick? I don’t know, but I 
do feel that there is a certain timelessness in 
something that is well made (something I strive to achieve) that transcends the 
ages; it is possible to view an object centuries old and still have an appreciation of 
the technical abilities required to make it.  

Making as a singular form of craft integrity is assumed to connect 
across the millennia with what makes “authentic” creativity a hand-held, 

somatic earth-centered practice. In other words, the manipulation and 
firing of clay provides a non-arbitrary, cognitively and socially integrated 

relationship between producer, user, and tradition.                  
(Adamson, G. et al 2013:260)   

This is something that can be appreciated however great or small the viewers’ 
knowledge is in the field of interest.  It speaks of certain values within the maker, 
namely that they are willing to take the time not only to make but also to learn to 
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make. The care and attention of the maker resonates throughout the work and there 
is something very satisfying about an object that contains those elements.  I have 
always appreciated these things in other works and aspire to achieve that in my 
own objects.   

At this point in this autoethnography, my interest in the Arts and Crafts movement 
makes itself known. William Morris’ beliefs in a social political system where craft is 
an integral part of daily existence and the value of craft unquestionable.  

I say that without these arts, our rest would be vacant and uninteresting, our 
labour mere endurance, mere wearing away of body and mind.         

(Morris, W 2004:235) 

Although not in complete agreement of all of Morris’ political beliefs, there are 
important ideals and questions raised in the Arts and crafts movement that are just 
as relevant today as they were 150 years ago: Issues that not only concerned 
themselves with material, decoration and technique, but also questions regarding the 
framework around mass production or even environmental issues as a consequence 
of that production. It is in this sense that the Arts and Crafts movement is known 
as exactly that; a movement, rather than a purely artistic “genre”. 
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MATERIAL 

The clay I have chosen to use for the majority of the pieces in this project is a mid 
range temperature red stoneware clay called Keuper Red. It can be called a low 

temperature stoneware or high 
temperature earthenware depending 
on how you want to look at it. It is a 
clay I have worked with previously 
and have had successful experiences 
with building and firing the clay. I 
also very much appreciate the colour 
of the clay when fired, a musty red 
colour that is reminiscent of  
traditional terracotta and earthenware 
clays, something I wanted to 
reference without it actually being 

earthenware. More importantly though, questions of ambiguity are prevalent even 
within the clay itself.  

Jorunn Veiteberg relates craft to material and physicality in this way; 

More than other visual art, craft emphasizes qualities that address the physical and 
sensual aspects of the objects; qualities linked to the handling of materials and 

surfaces, fabric and structure, form and colour, construction and composition.                                                     
(Veiteberg, J  2005:79) 

From a slightly more hands on perspective, Thomas Bohle describes working with 
clay as;  

an erotic process, not knowing where it will lead me I cannot help but roll with the 
tide. The ever-changing soft material keeps changing, reacting to every movement 

of mine, subtle as it may be, and reflects my inner mood. After burning it lures me 
into feeling its surface. The attraction remains forever.                      

(thomasbohle 2014 URL)   
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TECHNIQUE 

My tools for building and my tools for casting: 

My building technique is very methodical and at times frustratingly slow. I make the 
coils only slightly thicker than I intend the thickness of the walls to be, this gives 
me greater control over the growth and form of the piece. Each coil is worked in 

twice on both the inside and out   using a relatively stiff 
saw edged kidney.   

 

 

 

 

The area worked on for        
this is about fifteen 
centimeters down the wall so each coil gets worked in 
excess of thirty times.  This aids in homogenizing the clay body, adding to the 
stability and structure of the wall and avoiding cracks in the drying and firing 
processes.  I generally only add a few coils at a time, giving the clay time to rest 
and stabilize.  During this waiting I go back to the lower layers and work on the 
form from both sides to create the line I am looking for.  This is very meticulous 
part of my process and the most time consuming.  I want to create very clean lines 
on relatively simple forms.  The eye is very sensitive to the slightest wavering in 
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the silhouette so this is something I go back to again and again during the building 
process and push myself to adjust, push, scrape and re-align to come as close to 
perfection as I can.  This also includes an awareness of the effect the drying and 
shrinking process has on the clay and form, trying to compensate and 

    

accommodate for this movement is possibly one of the greater challenges in my 
making, I choose to try to work with it rather than fight it. As most ceramicists 
know, working with clay is a communication and collaboration between the maker 

and the material, very rarely a dictatorship! The final adjustment of 
the forms continues even after firing, (often the coils become 
prominent again through firing) working the surface with sandpaper 
allows me to “fine tune” the line and 
adds to the textural surface of the piece.  
The forms are low fired and unglazed, I 

very much appreciate the “honesty to material” ideals from 
the arts and crafts movement. By leaving the ceramic 
surface bare the viewer is able to experience the material 
closer to my own interactions with the clay and ceramic 
material during my making. There is also something poetic 
about the future potential of the pieces to be glazed, re-fired and to take on a 

second life, reminding myself that they are part of a 
longer process and not 
subject to completion 
requirements, they may 
never be truly finished.  
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CONCEPT 

Discussing and questioning ideas within craft is an area 
of investigation and representation adopted by various 
practitioners, two of which whose work has had great 

impact on my own 
progression are 
Mårten Medbo and 
Kjell Rylander.  

  

 

A general awareness of new movements within the field of craft were already 
prevalent well over thirty years ago as presented here in a book entitled “Keramik” 
(Swedish: Ceramics), the title of the chapter; About Craft-Ceramicists anno ’79,  

Craft-ceramicists also have greater freedom and a stronger will to experiment than 
before. […] The positive side of this kind of experimentation is that both viewer and 

ceramicist are forced to reconsider what ceramics actually entails.             
(Andersson, I. et al 1983:18) 

Questions regarding various facets of craft have been afloat just under the surface 
of my own practice since I began developing my artistic identity. This interest has 
been more than purely the need to discern myself; it has been a desire to gain a 
greater understanding and to explore the field of craft and those that work within it. 
This can be seen quite clearly in certain previous works; 

 

“I Am Who I Am Because Of 
Where I Am and Who I Am With” 
tackles issues of identity both 
personally and artistically. 
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 “Art Hand Work”, a look at 
relationships between art, craft 
and mass production. 

 

 

 

 

My areas of questioning during my master project eventually boiled down to issues 
of interpretation and, as a result, navigational difficulties within the field of craft as it 
stands today with a specific focus on the potential dissonance between personal 
definition and external interpretation. 

I am interested in these issues not only as a student within the ”educational 
machine” with all its requirements of art-historical understanding and personal 
insight, but also as fully fledged practitioners of ceramic craft. I wonder how much 
of this interest is the result of being a student, a symptom of these times, or part 
of a constant process practitioners undergo in the search for and development of 
their identity.   

In her book ‘Craft in Transition’, Jorunn Veiteberg discusses the ‘indeterminate’ 
nature of our time regarding craft based on, for example, the varied disciplines that 
exist within the field, each with their own history and traditions. In regards to this 
line of reasoning, Jorunn Veiteberg talks about the futility of attempting to create a 
new definition of what craft should be by stating that 

Instead, it should be about accepting that craft art will continue to be 
unstable and, like other art, it will probably be easier to define through what it is 

not rather than through what it is.                                                         
(Veiteberg, J 2005:43) 

During an interview with Jorunn Veiteberg we discussed further her thoughts on this 
topic and she added;  
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”I have nothing against definitions […] It is something else to develop 
terminology […] there is always a need for new terminology; it is what we think with 
[…] By developing new terminology and […] putting a new name on a phenomenon 

you are making it visible.”                                                         
(Own Interview)  

The issues of having solid definitions (or as corrected here by Jorunn Veiteberg; 
terminologies) within craft are not connected with the possibility of locking in and 
restricting the various areas within craft, but as giving us tools of navigation to 
further understand the field we are moving in.  

The crafts world is a small town, a community, although it’s geographically 
dispersed (qtd in Johnson 87)                                                     

(Chambers, R. 2008:11) 

Martina Margetts of The Royal College of Art in London, spoke of navigational 
challenges within craft during a seminar in Gothenburg entitled “Mapping 
Contemporary Craft Theory” (Oct. 2013); By considering the field of craft as a 
landscape and entitling the onlooker as a “cartographer of craft”, and referring to 
navigating through the terrain as “to make sense of what’s going on”. During her 
presentation, she offered a possible example of navigational markers through terms 
such as “Enchantment”, “Disenchantment”, “Cultivation” and “Reparation”. Although 
not necessarily the array of terms that I would take immediately into use, I do find 
the concept intriguing as an alternative to placing ourselves purely in a context of 
tradition and history and therefore allowing craft to create terms for itself in the 
present.  

It is important for me to state here that this reflection does not at all remove me 
from my awareness and reverence of the fact that nothing we make is ever entirely 
without some form of historical context and that the phrase “Standing on the 
shoulders of giants” is one that follows me in my work. It is primarily through an 
historical and traditional context that we are able to create objects that contain 
meaning and have the ability to communicate without words.  
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MORSE 

This research turned into a development in my own work in the form of a small 
group piece that was quite momentous! (In relation to myself that is!) I called it 
”Meaning Making Time Taking”, with the momentous act being the application of 
decoration on my objects, not created by texture, effect-glazes, or the markings left 
within the clay body from firing procedures. 

        

One of my goals at the beginning of this process was to push my own boundaries 
and consider the use of decoration on my normally subdued and clean forms. I had 
been aware for some time of the decorative potential of visualized Morse code and, 
as a means of visual communication, was a perfect choice for me to test on my 
objects. 

Paul Mathieu reflects on the relationship certain modernistic ceramic practices have 
with decoration;  

Interestingly enough, both these important concepts, function and decoration, 
which played such essential roles historically in culture, were largely forgotten 

or dismissed by Modernism as well as by most contemporary art practices.  
(Chambers, R. 2008:51) 

Alex Potts describes how modernist artist Richard Serra relates to decoration as  

Mere embellishment … any exaggerated emphasis on surface for the sake of itself is 
decadent.                                                                      

(Potts, A 2000:260)   



 
 

23 

Decoration has been under scrutiny for its value (or lack of it) beyond that of ‘pure 
decoration’, seen as superfluous and non communicative, even damaging! Part of 
this of course has its relations to the low status of the objects decoration was 
generally associated with. Adolf Loos stands out as one of the main agitators in this 
line of thinking and in his essay “Ornament and Crime” from 1908. Loos describes 
the negative consequences of ornamentation on a grand scale; 

Ornament means wasted labour and therefore wasted health […] it also means 
wasted material, and both mean wasted capital.                                

(Loos 1998:171-173) 

William Morris however defended the existence of ornamentation by stating 

It seems clear that mankind has hitherto determined to have it even at the cost of 
a good deal of labour and trouble: an answer good enough to satisfy our 

consciences.                                                                  
(Morris, W 2004:257) 

and opines on the expressive communicative quality he felt should be afforded it: 

You may be sure that any decoration is futile, and has fallen into at least the first 
stage of degradation, when it does not remind you of something beyond itself.    

(Morris, W 2004:260) 

In her essay Just Decoration? Ideology and Design in Early-Twentieth-Century 
Sweden, Christina Zetterlund refers to in ‘the workers’ service “Liljeblå”;  

Liljeblå was inspired by eighteenth-century Swedish white-and-blue faience 
decorations […] represented the quintessential Swedish style. 

By formulating a recognizable pattern for the workers they are made observable.  
This is a visibility that seems to enable schemes for improving the physical living 

conditions, for the state to cater for the workers.  At the same time, this becomes a 
mechanism of control demanding adjustment and adaptation.                    

(Fallan, K. 2012:106+115) 

Liljeblå acts as an example to underline the associations embedded in decoration, 
not only through art history but also social and political connotations. This is a 
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strength I feel that the Morse gives to this project by being an internationally 
recognizable representation for communication. In contrast to the option of creating 
a purely personal patterning system of coding that only I understand. It somehow 
gives the decoration a form of legitimacy in this context, in that there are those that 
are able to read and understand what is written. However, I have made a 
conscious descision not to reveal the contents of the Morse to the viewer, the 
reasons for which will be discussed later. 

 

I started to apply Morse code as a decorative element to my pieces, with the intent 
to somehow visualize the communicative abilities within craft objects. More 
importantly though, I found it very useful in evoking 
thoughts on many varied levels that were directly 
related to issues raised during my research. By 
combining the vessel with Morse code there is a 
controlled disruption to the tradition the objects 
otherwise exist in and the dissonance that occurs 
within the interface between the Morse and form therefore assist in underpinning 

these areas discussed through my research. For 
example; interpretation and understanding, the holders of 
knowledge and it’s accessibility and understanding, 
ownership of identity (is it intrinsic to the objects’ own 
identity because it is dependent on the object for its 
existence, or is its identity owned by the viewer who 

has the knowledge and ability to interpret and understand the code?).   

I appreciate using ceramic techniques that have a long history and found that slip 
trailing the Morse gave an extra element of depth, texture and structure to the 
external surface of the pieces evoking associations with Braille, another form of 
pattern based communication.       
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There are great and long traditions 
within the slip trailing techniques and is 
generally associated with the decoration 
of earthenware pots, as seen here in 
these thirteenth century jugs found in 
London. The Bernard 
Leach tradition from 
the turn of the last 
century has almost 

iconic relations to the technique. 

Potter Graham Taylor uses “authentic” methods even today 
(cow horn and goose quill) to make his replicas 
of roman Barbotine cups. My modern day 
equivalent; a tool 
similar to a giant 
pipette!   

 

As mentioned earlier; In the presentation of these pieces I have decided not to offer 
any transcript of the contents of the Morse decoration.  In presenting “Meaning 
Making, Time Taking” I gave the translation to the viewers and it seemed much of 
the interest and curiosity in the work fell flat once the content was revealed: A 
series of comments and quotes 
which I had collected over the 
years that somehow impacted 
upon me, either as points of 
truth or points of opposition to 
my artistic development. I 
reflected on the fact that even 
though the quotes and 
comments gave meaning and 
importance to myself, they don’t 

http://www.google.se/url?sa=i&rct=j&q=cow horn slip trailing&source=images&cd=&cad=rja&docid=3fiqTTQ81riUMM&tbnid=hax5IcQDcF9J0M:&ved=0CAUQjRw&url=http://pottedhistory.blogspot.com/2011/11/im-working-on-stock-for-my-trip-to-torm.html&ei=mpSSUY3SEoiM4AT29oDACA&bvm=bv.46471029,d.bGE&psig=AFQjCNHtHznlIawF1GuX7A-5NdMMYl5c-w&ust=1368647187652212
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necessarily have the same impact on others. I am reminded of the Babylonian clay 
plates of ancient text as described by polish artist Agnieszka Kurant during a lecture 
at Konstfack. 

 

She described how the tablets were revered and even hailed by some to be 
magical when the content was unknown. People were able to give the tablets their 
own meaning and importance and they became valuable beyond the pure historical 
value. In recent times, the tablets have been “de-coded” to reveal often mundane 
messages which were undoubtedly of importance for the people involved, but not 
quite as magical! 

 

 

 

 

https://www.google.se/url?sa=i&rct=j&q=&esrc=s&frm=1&source=images&cd=&cad=rja&uact=8&docid=RAGOe-EqAowo3M&tbnid=AhjTyQ6djodQyM:&ved=0CAUQjRw&url=https://lphsworldgeography.wikispaces.com/Mesopotamia-Babylon&ei=2IA0U_HmLOaK0AWToICoCg&bvm=bv.63808443,d.ZG4&psig=AFQjCNE0h18Pmi8JiFw7WM2FjaG4m4LqNg&ust=1396036129597108
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CONCLUSION 

 

“Ceramic objects : “First, they act practically, usually as containers, combining 
binary oppositions in a non-hierarchical fashion. [  ] Second, they act 

semiotically as signs, encoding meaning and aesthetics. Thirdly, and this is 
too often forgotten, they act as archives – of time, of knowledge”       

(Chambers, R. 2008:50) 

Whether or not there actually exists a genuine need for an expanded range of 
definitions within the field of craft, beyond my own need for understanding, I am as 
yet uncertain. That each individual practitioner should delve into their own practice 
and ask themselves these questions is of great importance, however, without the 
expectation that they should land on the same set of reasonings as I have. One of 
the great beauties of craft as I understand it is the incredible range that exists 
within it, and I hope that that is something that continues. 

 

In a speech in Cape Town in June 1966, Kennedy said: 

There is a Chinese curse which says 'May he live in interesting times.' Like it or not we live in 

interesting times. They are times of danger and uncertainty; but they are also more open to 

the creative energy of men than any other time in history. 

(phrases 2013 URL) 
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APPENDIX 

The exhibition space: 

 
Certain aspirations I had for my exhibition pieces were, due to necessity, modified 
or even completely rejected. My concerns about these changes were put to rest as 
time went by during the exhibition, and it is these changes and the results that I 
would like to talk about now. 

The first group of objects entitled “Do You Read Me”, were intended to be 
experienced with sound emanating from the largest and the smallest pieces (Morse 
code created by the sound each pot made when struck). For this reason I entered 
into a collaboration with two master students from the Stockholm Technical College 
which began very well but soon ran into difficulties in regards to problems with 
equipment availability and time. My exam critic, Love Jönsson, reflected over the 
eventual effect of the incorporated sound before the exhibition, and although he 
could understand my intention, he felt that the group would work well without the  
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extra layer of the audio effect. He was right. The objects were eventually exhibited 
silent, but rather than experiencing a feeling of missing 
something from the work, this allowed the decorated vessel 
to take more space and become the prominent piece in the 
group. It also kept the space where my objects were shown 
calmer, something the sound would have most certainly 
interfered with and possibly have created an environment 
inconducive with the objects themselves.  

 

 

The second major change made was in regards to the piece entitled “Standing on 
the Shoulders of Giants”. I initially wanted to have the 
piece finished for the exhibition, as seen here in this 
sketch. I underestimated the the problems I would come 
across during the making process, the time it would take 
me to rectify these issues, and the impact my exam 
would have on the focus and attention I was able to give 
to this piece during its making. But rather than choose not 
to exhibit it, I decided I would keep it in the exhibition 
unfinished and unfired and work on it throughout the exhibition. A bold choice some 

thought, but a very fruitful one as 
became apparent already after the first 
day. By working actively in the 
exhibition space, visitors felt more 
comfortable to approach and engage 
with the works and myself, a small 
barrier that can sometimes be difficult 
to cross. The viewers were able to 
connect directly with the material and 
my techniques in a way they would 
never have been able to do otherwise. 
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I also encouraged physical interaction, allowing them to feel the material, the 
texture, the temperature, even giving them small pieces of clay to manipulate 
themselves and get an insight into how the material behaves. The teacher in me 
found this very satisfying and I believe it was greatly appreciated by the audience; 
one woman said to me, teary eyed, how pleased she was to see the material in 
action and the continuation of traditional building techniques in a modern craft 
context. This is now the second time I have chosen to work in the exhibition space, 
and it is something I will probably continue with in various forms in the future. 

All in all, I am greatly satisfied with the results and experiences of this exhibition. 
Although not as I had initially planned it, I think the changes made added to the 
experience of my objects and that is after all one of my main goals in showing my 
work; that the visitors are able to experience something beyond purely observing an 
object and instead somehow engage with them and walk away with a memory 
stored not only in the visual, but also the sensual. 
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