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“Since wanted to be a writer, tried to find own a@i Couldn't. But still loved to
write. Loved to play with language. Language wasemnial like clay . . . Loved to
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PREFACE

My earliest and fondest memories were of workinghvaool, muddy
clay at home and within art class at school. Nealll of my childhood
experiences with art were immersed in clay, aneépasable from the
processes of learning and teaching that surrouadddnformed making.
Like many of my colleagues in the ceramic artsell in love with the
richness, responsiveness, and variability of tiag chedium. So too like
my education colleagues, | was very interestedow lothers taught me
and how | began to educate myself about art-makidg. a university
student, | became fascinated with the historiestbér ceramic artists in
different times and places. | also began lookiogfomen artists like
myself and to puzzle over how the symbols and mgtiies surrounding
women ceramicists are prominent as “earth mothans!’ pottery makers,
yet individual names and biographies often weresmgs If the artist can
be seen as a sort of storyteller, the researcl Etaitl tell here centers on
the lives and works of a sample of remarkable woimnecontemporary
ceramics.

In this book, | examine gendered experiences atigtiaridentities of
fifteen contemporary female ceramic artists. Theedoounding literature
reviewed as the basis for this study included ldpbes of female
ceramic artists in the United States, texts of gestiudies and art history,
and a range of related resources within ceramibaaaogy. This study
employs an interpretive lens of ambivalence as gesttcontext. Within
gender studies, the concept of ambivalence chaizesethe nuance,
contradiction, tension, and dualism associated wittmen’s works and
women’s lives. This research, then, particularhalgpes ambivalences
within contemporary artistic experiences of gen@eg. being treated in a
particular way as a woman artist) as well as &tigisponses relating to
gender via interviews with research subjects (ergating artwork in
dialogue with gender issues).

This study is qualitative, involving two stages ioterviews with
research participants and analysis of their artaordy research is
influenced by feminist research approaches in teofnsoncerns about
reciprocity and representation. | have specificdcused upon portraiture
methodology, an arts research method emphasiziedutalocumentation
in research, detailed interpretative description data, and the co-
construction of the research text in collaboratioth subjects. This study
identifies ambivalence within artistic, literary darverbal documents of
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contemporary women ceramic artists, intersperséu agicasional reflection
on my own role and voice as researcher.

The depth of artistic experience and identity illnated by this
research has rich implications for gender studies at education. Some
relevant findings to be taken into account withie teaching of ceramics
and the study of its history include subtle andxpeeted persistence of
gendered associations with technology, binariesgefider identity in
symbols and traditions of ceramics, and subtle ssexisurrounding
ceramics learning experiences.

This research also prioritizes women’s work in ot as an often
neglected set of perspectives, arguing that an \atdit vision of art
allows us to move beyond the dualisms of maleness famaleness
toward multiplicities within a continuum of genddrexperiences and
practices in ceramics. As an artist and educahis,study has not only
been central in my professional work, but also toashed upon my lived
experience of personal questions in conversatioitls @ther artists. |
invite readers to also explore the depths of @tisimbivalences in
ceramics and gender, and look forward to contintinngconversation.

—Courtney Lee Weida
New York, August 2011



CHAPTERONE

LOCATING CERAMICS, WOMEN,
AND AMBIVALENCE

Introduction: Ceramics From an Art Education Lens

"The relationships between ceramics and feminiserfranitful avenues for
further investigation . . . because of the longgvjpervasiveness and
complexity of women's engagement with this areeuttiiral activity."
—Cheryl Buckley, 2001, ifreminist Visual Culture. p. 183.

| have long been obsessed with questions and ileast clay in the
hands of women. A great deal of my work in theaosics studio has
come to reflect this, both in tone and technigh. research habits follow
this thread as well, with pages of notes on theléanies shared among
women potters and ceramists of different temponad @eographical
realms. Over the past few years, | have delved littoks and articles
touching on women and ceramics (often delightingemvh find clay
fingerprints pointing to the same passages whereomy eyes linger). |
have been researching the narratives of other &smalmy field in order
to understand more about an often uncharted areaseérch, and also to
satisfy a deeper and more personal need to helgineta tradition of
women artists with whom [we] live in continuum” (8eer, 1996; p. 222).
To focus on gender and feminism is a personal ehiiat my experiences
as a woman, a ceramicist, a student, and a tehelverled me to make.
Feminist inquiry raises many provocative questiwithin ceramics.

How do gender issues impact the ways in which ulehtstories of
ceramics, and how do they relate to present petisps®f artists working
in the clay medium? In my experiences as a stu@eitthen as a teacher
and artist, | have noticed that the roles of wonmerclay arts can be
perplexing. On the one hand, literature from aechagy, art history, and
gender studies suggests that women were the fakers of clay objects,
and that females are often associated with nagath, and domesticity or
the home (features commonly linked with clay as atenal).
Simultaneously, there is also documentation of wushexclusion from
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glaze and kiln technologies, profit and credit floeir own ceramic work,

and acknowledgement as leaders of the field ofistadramics (Poesch,
1984). Historical conceptions persist, includinggeptions of ceramics as
“an exclusively female activity” or “naturalizedictivity linked to females”

(Vincentelli, 2000; p. 15). Vincentelli (2003) alsioted the common
belief that women were the first potters (p. 9 danette Knowles (1997)
observed in her dissertation on the women of theedaan Art Pottery

Movement that men have dominated texts of art hists well as art

education histories. Within such historical resbat perceived a tension
between the ways in which womanhood is broadlydihkvith ceramics,

and yet individual women may be excluded from hisTchapter outlines
the complex interplay of women, gender, and fenityin ceramics

methods and materials.

Trends in art historical canons often favor biodmam celebration of
the individual and mystical qualities of men’s stitt genius, while on the
other hand use biography to trap women’s works rofwdthin a more
simplistic analysis of identity and creativity (8alon, 1991). In the field
of ceramics, women’s work may be further margirediz within
connotations of the clay itself, as a soft, crafitenial. In my observations
as a student and my own experience as a makdt,unease between the
feminine qualities of clay as a material and thes@ssigned to a female
maker of clay objects. The nature of genderedusimhs in ceramics
along with the “femininity” and feminine quality dhe clay medium
creates a unique set of experiences for women éeissn This research is
grounded in such gendered tensions, and invessightenv women
ceramicists describe and/or negotiate gender isasebey practice and
document their craft and artistic experiences.avehconsidered texts and
artworks by and about women in ceramics literatargg subsequently
interviewed women ceramicists in order to compsaedyi explore those
various tensions surrounding gender and ceramics.

My literature review of ceramics and gender examinays in which
women ceramicists may experience a sense of imteonélict surrounding
several topics, including but not limited to: asations of the body in
pottery, concepts of gendered touch in the cerapriosess, and notions
of heritability in ceramics learning. In a sortdiélogue with the work and
words of contemporary makers like Magdalene Odurkite Malone,
Tracey Heyes, and Jane Peiser, | have questionedwmmen ceramic
artists may often react to historical perceptionsl @ocial conventions
variously. | found that women makers can recland eevise a variety of
roles and practices. For example, Tracey Heyestadwpft traditions of
sewing as subject matter and technique by cregifmy forms in clay,
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and yet the sculptures she makes are hard, noidnatbbjects. Attention
to nuances of history and symbolism inspires thewer to think about
tensions and dualisms of hardness and softness,ofrstulpting and
sewing. Artists may express and navigate dualism coypsciously
embracing techniques and ideas that may be assdcisith women,
femininity, and/or domesticity, yet responding ege relationships on their
own terms.

Following my analysis of the literature (and inggirby personal and
anecdotal artistic experiences), | also intervieviftden female ceramic
artists to learn more about contemporary womenngieists’ beliefs and
experiences concerning gender and ceramics. Hsisarch aimed to
investigate additional tensions within women cerasté’ beliefs and
experiences, as told by those artists themselvébinAthe interview data,
| have located numerous references to subject reatted art processes
perceived as “feminine” or female conventions. TWwmnen in this study
discussed a variety of their own nuanced respongeand uses of
associations and perceptions of femininity. Thesponses during
interviews offer nuanced depictions of female bedreclay, assertions of
oppositional success (or “proving” oneself) in eeies, and commitment
to membership in female ceramics communities. iddaants stressed
dualism and contradiction within their own expedes and artistic
responses to femaleness in artmaking and as astiadubject. Their
collective responses also contain contrasts betweegthy narratives
versus several concise and clipped answers tosissdugender in ceramics.
Both the nuanced descriptions and the short reggoraffer rich
implications for speech and silence as negotiatiafs complex
experiences.

As | attempted to apply my readings in gender ancthen’s studies to
ceramics literature and my own ethnographic resedrirequently noted
the wordambivalenceas a refrain or trend in several different textsvas
struck by the concept of ambivalence as particplddscriptive of the
tensions and contradictions in social associatigits women, women’s
bodies, pottery, and clay itself. | borrow the cept of ambivalence from
feminist curriculum theorist Mary-Ellen Jacobs (89%vithin her writings
on aesthetics philosopher Maxine Greene. The diefinbf ambivalence
as a feminist concept and/or descriptive term thftsgn applies to the
gendered experiences of women stems ffohight in Dark Timeg1998),
a text that discusses Maxine Greene’s poetics amdligaments of
women’s experiences and women’s art work. Jacebising in this text
locates ambivalence as a tension of oppositest &s&l other, male and
female, appearance and reality,” that allows a umistrength and duality
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(p. 186). | found that similar binaries (subjebjéct, self/other, and
male/female) are challenged within writings of faist ethnography
(Cole, 1995). Additional feminist scholarship agkes ambivalence and
tensions within oneself as researcher (Behar, 196i#)in the experience
of female artists like Judy Chicago (RabinovitzQ2)) and in the practice
of maintaining an approach of ambivalence (Lath®91; Lather, 2007).
My research expands upon ambivalence, by compasndpivalent
experiences and responses within the works andngsitof selected
female ceramicists. Ambivalence, in my observatiaften manifests as a
sort of verbal balance: “yes and no” or “yes, but.and “well, on the
other hand.” | was drawn to ambivalence as a g#scrbecause it often
illuminated both the literature and interview port of this research.

There is ambivalence within artistic, literary awerbal accounts or
documents of contemporary women ceramic artistiydling their reports
of being taken less seriously than male cerami@kisgside assertions
that being a female artist holds no special meaning also noted
ambivalence in their complex use of feminine symbdaubjects, and
techniques (e.g. goddesses, nature, the female; bmgyishing and
decorating), and their divided approaches to feffeatgénist communality
in ceramic art. My research attempts to explonsit;s of gender identity
in ceramics and the ways in which women experiemzk approach these
tensions, as illuminated by their artworks, wrisn@nd interviews. | have
examined ambivalence within artistic experiences g#nder (e.g.
discrimination, stereotyping) as well as artistiesponses relating to
gender (e.g. creating artwork in response genderesy. This study not
only relates to issues of gender, but also addsestber topics of identity
in ceramic art. For instance, the struggles tootiatp tensions and
dichotomies surrounding female identity within cares parallel crises
within the field of ceramics concerning the artsees craft divide.

Research Questions: Ambivalence, Art, and Gender Ehtity

Several questions inspired me to embark upon thisstigation of
gender and ceramics. | was particularly concemid the histories of
ceramic art in terms of gender issues and hopednpare these historical
visions with those of contemporary women in mydiel My research
guestions evolved into the following queries thedviide the foreground
for this research: Given the ways in which fenmakkers and techniques
particular to communities of women makers are seean integral part of
ceramic art history (and yet investigation of geederelationships and
women'’s individual artistic experiences are lackirgw does the concept
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of ambivalence describe and illuminate tensionsgefider within the
words and works of women ceramic artists? Spedifica

(1) In what ways does ambivalenggerplay with women’s artistic
identity constructions within/through gendered aiqreces?

(2) How does ambivalenceverlay the complex artistic processes of
making ceramics that women describe?

(3) How does ambivalenceediate various tensions, contradictions,
revisions, and reversals in the works of contemydiemale ceramicists?

Limitations of the Study

As | explored these research questions, | attertdedinexpected
circumstances that arose throughout the resedeetth situational factor
that framed this project was characterized by wvewipossibilities and
problems. For example, this research consistwofghases of interviews
with a specific population: a large group of fiftewomen and a smaller
subgroup of ten women in contemporary ceramicselécted research
participants for the first set of interviews on thasis of their level of
interest in research participation in this areay additional questions in
the secondary interviews were designed to explerelgr issues in depth
with those artists interested in continuing in thierview process. As is
the case with many long-term studies, it may bedadhat a larger group
of women initially responded, but my sample wasitkah in that a few
participants discontinued contact. Another diffiguof this research
emerged from writing about or discussing issuesvofnen and gender.
Specifically, there was ambiguity regarding defont and linguistic
meaning. Some of the words | use in this reseanely be defined
variously and/or even used interchangeably amoihgrotontemporary
discourses and literature. For the purposes sfrégearch, | will utilize
the following terms and definitions. | have draam the biological and
social emphasis of Cheshire Calhoun’s (2001) artifiThinking about the
plurality of genders,” and from definitions | enctered in conversations
with artists from this study. Gender-related terimat | will employ in
this book include gender, female, femininity, feram, sex, and women.
The following sections detail these terms further:

Gender
Within this study, “gender” is used as the mostegahterm for our
experiences of who we are in reference to sexiiiksit Gender is the
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most basic and broad category of sex identity, @itinctions of female,
femininity, and feminism as subtopics.

Female

The term “female” is defined as a biological distion of female sex
identity (including a range of such physical chéeastics as female sex
organs and hormones).

Femininity

“Feminine” is defined as a socially-constructed dlnitl category of
descriptions that can be applied to persons anectihjand especially, in
this case, aesthetics) in order to designate dpgmlipertaining to or
representing aspects of female gender.

Feminism(s)

For the purposes of this research, “feminisms” udel a range of
discourses loosely grouped under an interest indegrenssues in
contemporary society. | would like to define myrofeminist affiliation
as one of inquiry and advocacy for women’'s workstle arts and
education. The women in this study describe varfeminisms as well, to
be discussed in future chapters.

Sex
Sex is defined as a biological, reproductive didton that is located in
the body. (The word “female” is utilized as a sategory of sex.)

Women

Referring to my research participants, “women” deéned as multiple
female persons who are typically of adult age. fiWén” as a term may be
used interchangeably with “female” in this studyt the term “women” is
sometimes employed to imply familiarity and speiffi. For example, |
began to locate several “female” ceramic artistd ambarked on this
research. Later, | interviewed a specific groudiitééen “women” who
were known to me. It should be noted that | usedabove definitions as
a starting point, expecting to derive additionahmatations and a fluidity
of definitions from the artists themselves (asréeder will see throughout
subsequent chapters, and in detail within chapter)f
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Focus on Female Sex

As this research stems from concern about the cegl€ issues
pertaining to women and the clay medium, it seekaddress females (and
not males) in the field of ceramics. It may beeabthat | have often been
asked if | would be interviewing male ceramic astiswhile men may be
impacted by some of the same issues and experigesesibed here, the
presence of women as authors, subjects, and artigie field of ceramics
is considered to be lacking. Although experiendemen in ceramics may
prove a future topic for equally in-depth and stwesistudy, this research
addresses a particular need and advocacy goal.cdatadly, | observed
that some of my male peers in art education sudigyeups of men or
predominantly male research subjects without beingestioned as
frequently as | seemed to be in my particular chdiz interview only
women. As some women in my study have pointed antemphasis
solely on male artists can be located in gallesied research, and yet has
gone unnamed and considered neutral territory.h\Afit openness to and
reflection on both seand gender in this research, it is hoped that dialogue
and inquiry into these groupings and distinctioas e cultivated from
this starting point.

Particular Medium, Historical Period, Geography, ard Culture

The medium examined here is ceramics, includind hpmttery and
ceramic sculpture (typically that which relatesgender issues in form,
function, subject, or process). The majority oérditure surveyed is less
than 100 years old. Another researcher in ceraniftsra Vincentelli,
(2000, 2004) has completed comprehensive reseafchvomen in
ceramics outside the United States. Broadeningdutesearch to include
women from localities addressed neither here noYimcentelli's work
may prove another topic for investigation. Thesimtew portion of my
research examines the spoken (and in some casttemyniesponses of
contemporary ceramicists in dialogue with or corgmr to recent
documented history through the literature reviewe Hrtists interviewed
here are primarily United States artists and Ehgdiseaking artists from
the United Kingdom and Europe who exhibit their kvan the United
States. (This is due in part to my own localityesearcher, as well as my
primary language proficiency in American Engliskjrther, it may be
noted that several women in this study identifyaasl/or appear to be
Caucasian. While some participants identify ascafi American/Black,
Filipino, Alaskan Native, Indian, and within otheultural affiliations; my
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research requests for participation have not yéldehoroughly diverse
group. For this reason, while race and culture @yesidered in the
context of gender in this research, this study oarlpe considered
exhaustive on the topic of gender and ceramicsarctltural contexts.

Theoretical Frameworks of This Research

As this research is qualitative and is impactedryyown worldview,
my perspective as principle investigator serves bash frame and
limitation. My own views of ceramics and gendesuiss are shaped by my
experiences as a ceramic artist that producestisensiomplex, fragile
works of sculpture and pottery on a small scalehave served as a
professor of art education and gender studies mvitini, and as an urban
art educator of K-12 students. These teaching reequees have also
informed my sense of advocacy for the study of méa and gender
within academe, K-12 schools, studios, and othaca&iibnal settings. My
readings and teachings in gender studies pertaitoireyt and ceramics,
along with my own experiences and observationshef éxclusions of
women in my field have inspired me to explore gendihin ceramics
issues further, and to particularly assert andzatiambivalence as a lens
of studying women’s work.

As a ceramic artist and educator, | have sometieleshat women in
ceramics may have particular ways of working wita tlay medium that
are often overlooked. However, | do not believat ttvomen’s work in
clay is a singular entity or fixed category. Irmstel found that tendencies
to neglect gender may lead us to reinscribe thé&raléy of male masters
in pottery, and also preclude art historical coesation of a variety of
women’s work. For example, | have heard my own kwsaummarily
dismissed as “cute” when working alongside artistsating within more
traditionally masculinist paradigms of scale andstdrically male-
exclusive techniques of wheelthrowing and kilnAiiti  In response, |
began creating a series of clay chairs less thae timches tall in part to
express my own difficulty gaining access to prafasal space, and to
symbolically represent exclusionary studio behawuitirected towards
women. The chairs are impossibly small, and yey tire still symbols of
comfort and belonging. | wanted to engage with dhiistic concept or
ideal of a comfortable and safe space for myseifi for other women
artists, but in a personal and problematized manner

Despite my readings and artistic experiences (ohgms, because of
them), | have lingering reluctance to claim a fipmsition as a feminist
researcher; and | am still seeking to locate, guestand revise my own
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views as an educator and artist interested in gestddies. For example, |
entered into this research with a focus on symbwdiecnections between
women ceramic artists with mythological goddesses, between potters
and female biological and social processes of gibinth. However, these
particular themes did not appear to be centrahéogender discussions of
the women artists participating in this study. dvé thus aimed to be
consistently skeptical of my assumptions and imtgtions, reflecting
upon the research data at length and with somekmthtion from the
research subjects themselves. | utilize ambivaleaxa lens not only in
consideration of tensions and dualisms of artiets @tworks, but also as
an inquiry into my own voice and roles as research&urther self-
reflections are addressed at some length in chéptee, and throughout
chapter five.

Assumptions Within This Research

Reflection on my own research and that of othessléd me to realize
ways in which all research contains certain ideicllgassumptions that
may be implicit or more concretely addressed. Wis tesearch stems
from my concern for the advocacy of ceramics anwvarien’s lives and
works within ceramic art, | will argue that restagihistorical research and
contemporary study of women in ceramics and thefdgred experiences
can serve to inform existing ceramic art histonyd @anfluence emerging
studio teaching methods. With an interpretativesl®f ambivalence
arising from the work of Mary-Ellen Jacobs (1998)damy own
experiences, | also address how ambivalences vatitinaking experiences
engage complex negotiations of restrictive binapestaining to social
expectations within contemporary ceramics. | wilggest various ways
in which ambivalence can be framed within the resegrocedure,
balancing tensions described within the interviensd identified through
my interpretative process. Finally, | also arguat gimbivalence can serve
as a critical framework to discuss an array of gendlated stories and art
works of women in ceramics, given the wide appitabf ambivalence in
feminist theory addressed other related areas.

| have found that research must begin with paricfdlameworks, as
foundations that can be built upon and/or excavaté¢hile my writing
seeks to question the generalizations applied tinfen” as a supposedly
unified social group, | will assume that a set gperiences of being a
female and the social and historical expectatiams/entions often
assigned to women as a gradpexist. (This may include the potential to
give birth, social expectations of nurturance, egpee of sexism/misogyny,
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a sense of domestic histories, and other variouslereassociations as
threads.) While these experiences will be idemtifand discussed, the
value of writing about women as a social group #lares a range of
possible female experiences is assumed (and wilbequstified at great
length).

| will also write from an understanding that gendself exists and can
be a major contextual factor in identity developtreamd artistic experience
of ceramic artists. Further, | write within a thetical framework that
assumes women artists reflect upon and construeinimg from their
gendered experiences as artiated as women. As | discuss various
experiences of gender, | will not devote a largeipo of my arguments to
the mere existence or validity of experiences |r@rtg to gender identity
itself within artistic growth and development. tewd, this work also
comes from an understanding that women'’s expergerufegender in
ceramics comprise a neglected area of study. tbpis is established as
foundational to my research. While | will exploserange of gender
experiences, this book is not intended as a compsife source
addressing the existence of neglect of women'siesuéh ceramics.
Instead, | will cite a few summarizing argumentghis effect within my
literature review as a basis for this work.

Personal Justifications for Research

My own vision of the gender tensions that womenegigmce in the
field of ceramics has been impacted by my educa®a female ceramic
artist and educator. My particular art educatiothimi the studio seems in
many ways a set of events and stories that com@mmnmon threads of
gender, alongside connections of women and clay déha symbolic,
mythic, and socially-constructed. One crucial evémt seemed to
epitomize my experiences of gender within ceranook place during a
community ceramics course in which | was a studé&vhile | enjoyed the
course very much, | was troubled by the treatmdna onale teaching
assistant who questioned me on the validity of gerstudies within
ceramics. (I had mentioned my research interegtamen and ceramics
offhandedly when some of the older potters exprkssgerest in my
graduate school pursuits.) During non-lecture ippsgt of the class, the
teaching assistant approached me, putting fortbri@ss of questions on
gender-related statistics, histories, and persanqgleriences. As |
responded to his inquiries, he tersely interrupteg responses with
interjections on his sense of the irrelevance ofdge. He also made firm
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assertions that there are plenty of esteemed womeareramics, so it
would be unwise for me to pursue this topic further

While he spoke, | began to realize that the womehe class had
stopped working at their wheels and tables and weatching and
listening quietly. With some anxiety and frustoati | persisted in my
attempts to respond to his questions and challebgearticulating my
understanding of the stories and artworks of woaréists in ceramics as a
neglected area of research. After nearly an holisointerruptions, | told
the teaching assistant (with as much amiability asuld muster) that |
was not sure if our conversation was really an arge of ideas, and that
perhaps | needed more time to contemplate anderefig side of the
discussion. He persisted in a one-sided debate fexw minutes, until |
reiterated my conclusion and he angrily left thedgi for the evening.
Although | was initially dismayed about his resigta and dismissal of
concerns for gender within ceramics education, tary frustration would
later become an area of interest for me within otggiacademic and/or
artistic communities. It even became almost aafigjpn or approach.

But at the time, | worried that | had offended tither women in the
class, or even misrepresented gender issues ifietde However, | was
surprised to find myself physically and emotionalyrrounded by others
who confided in me about their varied and compléfficdlties and
celebrations of female experiences in ceramicsmeSof the seemingly
more quiet women in the class expressed incredibliyiculate
characterizations of the strength needed for agbing gender issues in
conversations across gender and generation. Tifeyed me their
understanding and support. Our stories conneatgdrlapped, and
diverged, but we were in some ways unified by anmsg of empathetic
community and responses to social constructs thetnately restricted
and excluded us. We did not share a singular vieexperience of being
women in our field, but rather sensed a relatigndietween the ranges
and depths of our views and experiences. Oncpreafated some of their
experiences and conceptions of gender, | begaedasagbtleties in their
work and in my own that | wanted to explore furth@iscourses such as
these have shaped and colored my thoughts and segneh. They have
also nourished me as an artist, a student, arachde

Throughout subtly gendered situations in art araching, | have
continuously struggled with my own artistic ideasy literary voice, and
my teaching persona as a woman. | found myseltingro continue to
connect with others who experienced struggles ang jaround the
uncertainties of being a female, a ceramic ardisti an educator. With a
growing interest in feminism as equality for womén the form of
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representation(s) of art and teaching, | realizedt tit was the dual
influence of works of art along with nourishingistit/educative verbal
connections with other women artists that drove prafessionally and
personally. The following chapter probes someheftensions of gender
and ceramics from the history of clay that inspitted research.



CHAPTERTWO

GENDERISSUES INCERAMICS LITERATURE

Sheets of empty canvas, untouched sheets of claylaid spread out
before me as her body once did.
—Eddie Vedder, 1991, in Pearl Jam’s song, “Black.”

Introduction: Contexts of Ambivalence

| grew up with a beautiful but troubling conceptiohwoman as muse
as in the popular song lyrics above, and so | tlitieepottery as a space
where the woman could be creator. Like the muse,biody of the clay
and the body of the maker can also be subject fectification. To
analyze tensions surrounding gender in ceramigs, lilerature review
chapter examines histories and works of selecteshemoceramicists in
Western ceramics. In this way, this historicalieavprovides foundational
guestions and goals for subsequent interviews.yiattempts to locate the
myriad social and cultural associations and expegs of artistic identity
referenced within the artworks and writings of warneeramicists, | have
chosen ambivalence as an interpretative lens ftm bontemporary and
historical analysis. In upcoming chapters, artisimbivalences are
explored through qualitative interviews with resdmarsubjects, and
contextualized within analysis of their artworks.

By definition, the concept of ambivalence charazesr the nuances,
contradictions, tensions, and dualisms associatddwomen’s works and
women'’s lives. It applies to shifts and fluctuasgan beliefs and actions:
where one is torn between opposite, yet coexigliegjres. | found that
ambivalence is also resonant with much of the warid words of women
artists from the literature review. Women'’s expades of ambivalence as
addressed here stems froinLight in Dark Timeswithin Mary-Ellen
Jacobs’ descriptions of female ambivalence as atiplicity of
perspectives and subversivism to the cultural stgwo. In this book,
Jacobs (1998) asserts ambivalence as a major asipfrhale aesthetics
(p. 181). The work of my research has been ton@& various balances,
revisions, and other expressions of ambivalenceeimmic art. As a
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foreground to the literature review, | will sumnzriadditional contexts of
ambivalences in art and art education within tHie¥ang section.

Ambivalence as Artistic Lens

From my close reading of literature in ceramic,drfsund that female
ceramic artists may experience tensions of opposiithin three general
themes in the literature addressed here: assawsatid the body in
pottery}, concepts of gendered touch in ceramics proceasdspotions of
heritability in ceramics learningVithin this literature review, ambivalence
engages a layering of meanings and responses lisrdsaf gender and
the clay medium.

Ambivalence itself possesses a vast social hisitorgrt and gender
studies. Art forms that may be considered crafthsas ceramics, often
suffer from ambivalence in status (Greenhalgh, 200Zeramics is both
art and craft, the field can become marginalizeeither case. Central
binaries in artistic production and gender pos#ativity itself as part of
masculinity, while femininity is seen as the negatf the artist (Pollock,
2003). Within a more specific and formally apprapei context of
ceramics, Judy Chicago reportedly experienced aatdrice surrounding
feminist implications of her works (Rabinovitz, 200In Women, Art, and
Society Whitney Chadwick (2002) puts forth some usefuésiions that
touch on several of the tensions listed above,udioh the notion of
whether women artists can or should own gendeerdiffces as relating to
particular images, if the creative process itsalf be seen as genderless or
androgynous, and some questions of the relatioagb@tween craft and
art also explored within this research.

Again addressing creativity, and extending the themf anxiety and
discomfort that may accompany ambivalence, Singieyl Sweeney
(1993) observed that women’s history as readersaaitelrs is plagued by
the need to overcome anxiety regarding limited gemdles and narrative
forms, causing ambivalence. They elaborate thatigdy, or fear, is at the
root of ambivalence; in the best of cases, anxadtyut being considered
inadequate or trivial; in the worst, of being red] persecuted, or even
extinguished. In its extreme, anxiety silencesckdp or Kills creativity"
(p. 8). With these considerations, | became ingtjby ambivalence as a

! As pottery is defined as wares shaped from clay @eramics is defined as a
range of art objects made from clay (American taget Dictionary), | will apply
the term pottery primarily to vessels, while ceresnivill additionally refer to non-
pottery ceramic objects such as ceramic sculpture.



