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(1) Description/Abstract 

 

Blue is a blueprint representing the most common sentiments one experiences and how we rely 

on certain things and people for support. Waves are the main focus and represent an array of 

feelings and emotions. Corbels, a structural adornment that carries an incumbent amount of 

weight, is used as a pedestal to symbolize the unwavering supports we rely on. The two together 

create a soft but strong dynamic entrusting one another. 

 

The color blue is strongly connected to human life. Universally, it is the most favorite color. It is 

the color of the sky and ocean, which is connected to stability and truth. Blue is a color filled 

with complexity and contradictions depending on the shade. In color theory it is said to possess 

both positive and negative traits. Dark blue can hold a feeling of authority and intelligence while 

light blue provides peace and perpetuity. Cultures have also had an effect on the color blue. 

Americans have coined the terms “feeling blue” and “singing the blues” as reference to feeling 

sad or depressed. These examples of color symbolism show the importance that a hue can have 

in our lives. 

 

(2) Process, Materials and Methods 

 

In my mind clay has always been a medium of continuity and fragility. Clay can be controlled 

yet still remains unstable- I find my emotions and feelings to operate in a similar capacity. I work 

with porcelain for its freshness, delicacy and strength, qualities I find in myself.  

Using clay as my main medium allows me to reflect on these handmade objects. They go 

through various stages of fragility. Once fired there isn’t much you can do to change the object. 

It serves as a reminder of feelings and emotions I’ve experienced. Like fired clay, these 

experiences can last forever if you care for them. Neglected, shattered and broken, these mental 

states diminish and vanish over time. 

 

To achieve a certain level of uniformity I choose slip casting to reproduce multiples of the same 

objects, the corbel. Slip casting is a fairly easy process in which liquid clay, also known as slip, 

is poured into a plaster mold. The plaster walls absorb the water in the slip leaving behind a clay 

wall that lines the inside of the mold. The slip sits inside of the mold for a certain amount of time 

until you achieve the desired thickness. Extra slip is poured out for later use and left behind is a 

hollow clay shell of your object. 

 

In order to slip cast a piece one must first make a plaster mold of it. My corbel required a four-

part mold, which many don’t realize how laborious this process can be. The object must be 

dissected to understand the best possible way to cast without error. Undercuts on the corbel 

dictate where the seams of each part must be for undercuts will not allow the corbel to release 



from the mold deeming it unusable. Once the mold map is made then the mold making process 

can begin. Each part of the object is carefully embedded in clay exposing only the side to be 

casted. A secure barrier called cottle boards houses the entire setup. The exposed surfaces, other 

than clay, must be coasted with several layers of a releasing agent. A combination of Murphy’s 

oil soap and water was applied and allowed to dry between coatings. Once a section of the mold 

is constructed and the releasing agent applied, plaster can then be mixed for that one part.  

 

Mixing plaster is another arduous part of mold making.  The amount of plaster needed to fill a 

part of the mold must be measured by volume. Then water and plaster ratios must be measured 

out correctly before mixing. Plaster needs to be sifted while adding it to the water where it then 

soaks for several minutes before mixing. Mixing can last no longer than 3 minutes and careful 

attention must be paid to creating air bubbles. Once the plaster turns from a watery mixture to a 

heavy cream consistency then it is ready to be carefully poured into the cottle board encasement. 

A rubber mallet it used to strike the surface of the table to disrupt and dislodge any air bubbles 

inside the plaster. Now the plaster will undergo a chemical reaction, heating up and then cooling 

down, which after about an hour can be released from the cottle boards and clay barrier. This 

same process is reproduced for each section of a multiple part mold. 

 

Once all the parts of the mold are created, cleaned and dried then the slip casting can begin. 

Mixing several ingredients with water and a deflocculant creates slip. The deflocculant is added 

to the liquid clay mixture to keep the particles in suspension and prevent the charged particles 

from flocking together. Artists usually time the amount the slip sits in the plaster mold to achieve 

the same thickness for each piece. I produced 14 corbels each sitting in the mold for 40-45 

minutes before pouring out to dry. The corbel took about 1 hour to dry within the mold before I 

could remove it. The mold was then cleaned and left to dry over night before another casting. I 

was able to produce one corbel a day. 

 

After each corbel was removed from the mold I let it dry and stiffen up over night. I would then 

clean up the seams, surface and even off the back so it would sit flush against the wall. Corbels 

were then bisque fired and glazed fired with Midnight Blue hand made glaze. A wooden catch 

was epoxied on the inside for screws to hold on to when affixed to the wall. 

 

The waves were made by several methods and either hand built, extruded or wheel thrown. The 

size of the wave would dictate which method I used. For the smallest of waves I made them by 

hand out of wedged clay. Medium sized waves were pushed through an extruder and then 

manipulated by hand to simulate a wave. The largest of forms were thrown on the wheel. The 

structure would first be thrown to resemble a hollow mountain and then when firm I would cut 

and manipulate it to parallel an abstracted waveform. Each piece was glazed with two to four 

different glazes and the surfaces embellished with a unique raindrop pattern in various under 

glazes. 

 

(3) Resources and References 

 

My interest in architecture has always been a driving force behind my work. From drawing to 

ceramics it has always felt a part of my genetic blueprint. Talking about my work and love of 

architecture to others like professors, artists and friends, Betty Woodman was frequently 



mentioned. I’ve watched DVDs, interviews and documentaries about her. The more I read and 

watched the more she influenced me to use architecture in my own work. Her influences range 

from pottery vases to baroque architecture. She has a special way of abstracting her forms, which 

to me reflects her unique artistic style.  “Her imagery is bound to the realities of life, dealing with 

the accoutrements of pleasure and the experience of beauty. She blends the furniture of the 

table—platters, vases, cups, and tureens—with the history of art and architecture.” (“Betty 

Woodman: The Ultimate Still-life Object” – Ceramics Monthly) She incorporates an emphasis on 

surface design, something I find extremely important in my own work. The non-fine art aspect of 

design such as wallpaper, fabrics and quilts inspired Woodman to investigate and push the 

ceramic surface. In my own process I’ve pulled inspiration from illustrators, architecture and 

nature and managed to bring them together. 

 

Corbels have been used throughout history in architecture from Neolithic times to the present. 

The corbel arch is used to span a space or void in a structure. Often rows of corbels are used to 

support a projecting wall or parapet. They ensure stability and charm. 

 

Nature is another influence of mine. It has always had the power to appear weak yet strong, 

joyous and fierce. It affects our moods, our bodies and souls. My waveforms were influences by 

Japanese woodblock prints, especially Hokusai. The soft undulations of water begin to morph 

into an abstraction. They turn from realistic predictable waves to soft rounded forms.  

 

(4) Exhibition Simulation 

 

Blue was installed in a loose undulating format reflecting the undercurrents of the ocean. The 

layout is meant to entice the viewer’s eye to move from one side of the installation to the other 

and back again. Three floor pedestals were used to hold a collection of large and small waves. 

The pedestals were placed in a pyramidal structure and were meant to hold the viewer between 

the wall works and floor works. In between the two installations there’s a strong energy. The 

viewers were also conscious of being in a confined space with delicate objects. It was my 

intention for the viewers to pickup on a certain personal feelings while becoming more aware of 

the created space they were in. 

 

Working on a small scale in general I decided to use the smaller wall to install Blue and the 

largest wall to showcase my Blue Prints.  Prints are exhibited in white frames and matted. They 

will be wall mounted horizontally and equidistant from one another, reminiscent of corbels on a 

building façade. The structured format of Blue Prints and the organic flow of Blue are meant to 

speak to the two extremes of human feeling and emotion. 

 

(5) Reflection 

 

I believe this art program has pushed me to make more conceptual work. Before Blue I was a 

potter and now I feel as if I am an artist communicating through my art. I believe my greatest 

success is my ability to produce art and an art show that feels professional and refined. I’ve put 

myself out there for others to connect to and feel successful. Professionally I hope to inspire and 

encourage other young artists to showcase their strengths and talents as I continue to do so. 

  



I would like to continue pushing my interest in architecture through clay. Although mold making 

and slip casting is an extremely laborious and rewarding process, I want to push that practice 

further. I’ve achieved a certain level of success in seamlessly reproducing multiples but now 

wish to manipulate them further. How else can I apply these adornments in my artwork and how 

will that change their meaning? 

 

As a new art teacher and a graduate student I’ve realized that for me the two professions can live 

harmoniously. You will never find the time to make your personal artwork; you must take the 

time to do so. I plan to encourage my students to see their strengths, identify areas of 

improvement and continue to push themselves to achieve success. I hope I can inspire them and 

help them learn to be confident artists with something meaningful to share with the world. 


