


Fluid State originated from conversations around 
the future of ceramic practice in Western Australia. 
It seemed that although late career artists could 
influence what happen, it would be the early and 
mid career practitioners that carried ceramics 
forward.

It’s timely that a group of early and mid career 
artists be brought together in an exhibition 
coinciding with the Potober conference organised 
by The Ceramic Arts Association of Western 
Australia.

Early and mid career need not reflect age or time 
in practice but more a position of where an artist 
is in relation to the development of their work. To 
that end the artists chosen include those very early 
in their development and some further into their 
careers.

The aim was to show a broad group of styles 
and give each artist the opportunity to produce 
a decent body of work. I am grateful for the 
help  selecting the successful exhibitors by John 
Teschendorff and Louise Dickmann.

I believe that the work shown covers a glimpse  
of contemporary ceramic practice in Western 
Australia and may offer an indication of future 
directions within ceramics in our state.

Stewart Scambler
curator

Introduction

Fleur Schell, Life is in the waiting, 2018, ceramic, wood, string and metal, 200 x 240 x 
40cm. Photo: Robert Firth



Ceramic as a discipline is changing both globally 
and locally. There are several drivers of the 
change; some are cyclic and prosaic, and some 
are new and exciting. They affect how we make 
ceramics and how we perceive it. 

There are a few aspects to consider when 
attempting to analyse and observe those changes. 
The slow change happens almost unnoticed. It 
is like a natural progression down the path, and 
only when you take a look back you notice that 
there is a distance from where you started. Look 
how far we have come! I will call it a comparative 
(or statistical) analysis as it is easiest to observe 
when comparing the (recent or distant) past to 
the present. How many ceramic exhibitions are 
happening in Perth in 2018, and how many were 
there in 2015? What about regional Western 
Australia? How does this compare to the rest 
of the country and to the other countries? How 
many students are graduating in ceramics here? 
How many ceramics studios are there? Are they 
growing or declining? Do we know? And why does 
it matter?

That type of monitoring, record keeping if you 
wish, helps in understanding the trends and 
provides a certain comparison to the other times 
or places. It acts as a watchdog ready to sound the 
alarm when there is a perceived threat. If no one 
observes and documents what is happening in the 
world of ceramics there is a clear message that it 
is not important.

The other aspect in comparative analysis concerns 
that what we are comparing. For decades, ceramic 
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has been measured to other disciplines in order 
to figure out where it stands in comparison to 
crafts, sculpture, fine art and visual art. In time 
the comparison became a competition as ceramic 
fought for its place in the hierarchy of disciplines. 

As our perception/understanding has shifted 
from hierarchy thinking to networks thinking that 
viewpoint became less relevant and the time has 
come to look at ceramic on its own terms. Ceramic 
as a material, discipline and an art form. 

Ceramic as a material, discipline and an art 
form has enormous history intertwined with 
development of every human culture on every 
continent. From the dawn of the humanity it 
not only enabled the creative expression but 
also recorded it for the future. While paints 
faded, textiles, metal and wood deteriorated and 
perished, ceramic artefacts stood the test of time 
and become the depository of the historical and 
cultural knowledge.

It is impossible not to be influenced by such 
a legacy. Contemporary ceramic threads the 
line informed by the past while challenging the 
boundaries imposed by its origins.

Clay is an earthbound material, but not in a 
sense of lacking the imagination or spirituality – 
quite the opposite.  It provides almost spiritual 
connection between the maker and the made, 
potter and the pot, creator and created, that 
we silently acknowledge. Through centuries of 
working with clay materials that are sensual, 
intimate and visually engaging, artists and makers 

Carmelo Capone, Mondo Fluido (detail), 2018, ceramics.  Photo: Carmelo Capone



have formed a unique visual language to convey 
ideas and emotions. That language, as any other, is 
changing with time and use and has many dialects. 
And as with other languages, we can get by with 
small vocabulary and basic grammar, or enjoy the 
depth of creative expression by developing the 
deeper understanding of the ceramic art form. In 
the same way that “seventeen syllables and three 
verses” don’t make a poem, not every ceramic 
object is a work of art. While most will agree 
with that statement, the question arising from it, 
although common, is more difficult to answer: 
What makes a ceramic object a work of art? Does 
it need to be beautiful? Meaningful?  Well made? 
Hand made? Perhaps controversial? I will not offer 
the answer to that question here, but I will start 
the conversation and appreciate the many points 
of view it can bring forward. Interest, curiosity and 
attention are the keys to experiencing ceramics 
and this exhibition is providing a banquet for you 
to enjoy. 

When talking about materiality, we should not 
misinterpret clay – material of ceramics with 
ceramic as a material; but we should also not 
dismiss it. 

It remains important to remember that there is 
no clay in ceramics; the clay has been completely 
transformed by the irreversible ceramic process…
Once the clay has been fired….It is transformed 
materially, physically, aesthetically (sight and 
touch) and conceptually. It has gone irrevocably 
from being a natural material to a cultural 
one. Ceramics is a cultural material, made by 
humans.*

While most ceramic artists work with clay as a 
material, some work with Ceramic as a material as 
well. They break and reassemble ceramic objects 
they made, or incorporate ceramic objects found 
by chance into sculptural forms, challenging the 
perceived boundaries of the discipline, exploring 
the new frontiers, or perhaps simply investigating 
the possibilities.

Just as ceramists, potters, makers and ceramic 
artists become comfortable within the new 
ceramic identity and vocabulary, the ground 
has shifted again with the emergence of post-
disciplinary approach. The post-disciplinary 
trends are emerging across the board within 
many industries. Artists being on the forefront 
of change, with their creative, exploratory and 
experimental nature, have always embraced a 
multidisciplinary approach blurring the discipline 
boundaries and creating the new “hybrids”.  Post – 
disciplinary approach goes further than embracing 
and merging similar disciplines. It rejects the 
existence of the traditional disciplinary boundaries 
and freely uses all materials, techniques, 
technologies and knowledge in order to achieve 
desired results. Ceramic is not exempt from that 
process, and it is interesting to observe how we 
deal with those changes both globally and locally.

 And that brings me to another aspect of the 
changing environment: the fast and irreversible 
transformation of the way we communicate, 
exchange ideas and information, as well as teach 
and learn. We have so much information at our 
fingertips! Only a few decades ago most of the 
ceramics that inspired the makers that were 

* Paul Mathieu, The Art of the Future: A History and Theory 
of ceramics

Marian Giles, You still shall live (detail), 2018, ceramics. Photo: Marian Giles Annemieke Mulders, The in-between (detail), 2018, ceramics.  
Photo: Annemieke Mulders



not locally made were experienced indirectly - 
through the images published in the books and 
magazines – carefully photographed and curated, 
accompanied by critique or at least an expert 
report influencing the viewer. There was a time 
gap, sometimes several years long before the 
information was published and became accessible 
to the wider audience, and once published, the 
power of the written word and published image 
had (and still has) lasting power.

All of that has changed with the ability to post 
and access images, video and text immediately on 
social media. It became a fertile ground for artists 
who are able to exchange ideas and show their 
work to the world wide audience. Today everyone 
can publish their work online without censorship 
and find ready audience, as well as comment, 
endorse or criticise shielded by anonymity. 
The consequences are multifaceted. On one 
side we have much greater ability to source 
information, inspiration, even materials, and on 
the direct opposite side we have such a glut of 
sensory input that our minds are overwhelmed 
and easily confused resulting in much shorter 
attention span – both as makers and viewers. 
Locally, ceramic education has changed from 
formal and curated (in the sense of presented 
in organized manner, selective and researched, 
aiming to best illustrate and communicate relevant 
points- usually on the tertiary level) to informal 
and mostly self-taught through learning from the 
local and international practitioners, conferences, 
workshops and personal connections. This type 
of learning requires higher levels of personal 
active participation and at the same time lacks 

the structure of formal education.  We are freer to 
seek the knowledge that we need without having 
to go through the loops of formal education and 
process the information that we think is irrelevant 
– as long as we want to do art and not pursue 
the career in academia. As a consequence, our 
sets of skills are more varied, multidisciplinary 
and fragmented, and often lack depth of 
understanding of the material and process that 
comes with the experience.

In this fluid state, with so many moving and 
changing parts, what is the effect on Ceramic as 
an art form, makers and practitioners, its public 
and connoisseurs, here and now?  This exhibition 
has been put together in order to raise those 
questions, provide an inspiration, encouragement, 
a voice, conversation starter and a record for 
the future. It shows where we are at and that it 
matters.

Tom Freeman, Combobulation (detail), 2018, glazed stoneware, porcelain, 
earthenware and rock, 40 x 35 x 30cm. Photo: Tom Freeman



Our cosmos originates from the tiniest atom. A 
sphere surrounded by orbiting electrons.

My ceramic practice is inspired by the simplicity 
of form, reducing each piece to its most basic 
shape, utilizing Raku as the process to achieve a 
totally random surface pattern.

Our world is made up from Earth Water Air 
and Fire, the four elemental pillars of life. The 
challenge of Raku, especially Naked Raku, 
embodies almost a spiritual homage where 
thought, hands and motion combine these 
elements to transform an inert material into a 
resulting body that unifies the artist and matter 
(the clay) where neither has control. It is a 
communion between the two.

It is a fluid state, where the body of work is 
a union between the artist and the material, 
further enhanced by the firing process which 
truly reflects the most fundamental random 
rhythm of enlightened life. The word Raku 
signifies enjoyment of freedom, contentment, 
pleasure and happiness.

“It was preferred by the Ceramic 
Masters because of its humility, tasteful 
unpretentiousness, simple naturalness, and its 
deliberate avoidance of decoration ... all very 
important to the Zen philosophy.”

Mondo Fluido utilizes hand built naked raku 
spheres of varying sizes, placed upon thrown 
radiant rings.

These are positioned in an ascending spiral, 
based upon the Golden Spiral (or Fibonacci 
Curve) found throughout our natural world. 
In keeping with the origin of Raku, the spiral is 
displayed upon a bed of sand, raked in concentric 
rings, centred from each island sphere. A loose 
deference to Zen Rock

Gardens mimicking the undulating fluid ovement 
of water.

Our physical life is a spiral, from our birth until 
our death, our being is a fluid state of identity.

We believe we have control.

. . . . . . But in reality it is the forces of nature that 
prevail.

Carmelo Capone

Carmelo Capone, Mondo Fluido (detail), 2018, ceramics.  Photo: Carmelo Capone



I approach my use of clay and ceramic processes 
in an exploratory and playful way. My ceramic 
making is one aspect of my broad and rambling 
art practice, and I use clay as one of many 
possible materials rather than ceramics being 
the sole focus. I’m intrigued by clay’s physical 
transformations that occur beyond my control, 
and I often add a mix of sand, rocks, glass, 
metal and other materials into or on the clay to 
further encourage unexpected and interested 
outcomes. I don’t know much about where clay 
comes from, what it’s made of and what it can 
do. I know bugger all about what glaze is and 
very little about firing processes. I just know what 
shapes and colours and textures I like and I keep 
on trying in different ways to use clay and other 
materials to end up with a result I’m happy with. 

A lot of the sculptural forms I tend to construct 
are roughly tower shapes; large at the base and 
rising to a point or peak. These act to physically 
convey my sense of aspiration and hope as an 
artist. I attempt to make things that are beautiful 
and engaging, yet never fully achieve this. I reach 
for the stars and climb mountains in my mind, 
but I doubt I’ll ever get to the top or even know 
what the top is.

Clay leaves its marks on me when I use it, and I 
like the marks of my hands and body imprinted 
on the resulting clay forms and surfaces. My 
enjoyment of these tactile materials and the 
excitement of the unknown endpoint are what 
keep me going as an artist, and what keep me 
returning to using clay within my art practice 
despite the difficulties and ongoing failures.

Tom Freeman

Tom Freeman, Combobulation, 2018, glazed stoneware, porcelain, earthenware and 
rock, 40 x 35 x 30cm. Photo: Tom Freeman



These works are about the persistence of art 
beyond death. Each work ‘speaks’ a line of 
Shakespeare’s Sonnet 81 in which the poet 
immortalizes his beloved beyond the death of 
each of them, through his words.
I made the creatures as Souvenirs from 
Dreamland, as objects (on plinths and stands and 
bases) that one might bring back from dreams or 
imaginary worlds, interested in the connection 
between real and imaginary. I glazed the objects 
in a melancholy but defiant way to match the 
tone of the poem.

Marian Giles

Marian Giles, You still shall live (detail), 2018, ceramics. Photo: Marian Giles



The work that I am exhibiting as part of the Fluid 
State Exhibition is deeply personal.  It tells a story 
of a family history, of living and loss.  It speaks of 
the preciousness of utilitarian, everyday objects.  

The pieces have a matriarchial lineage.  There is 
an early twentieth century mass produced piece, 
a treasured wedding present belonging to my 
Grandma.  A handmade seventies sugar bowl – 
produced in a pottery evening class – made by 
my mother and used throughout my childhood.  
Plates made by myself and used by my family.

Each of these objects has been used in everyday 
life and treasured.  The pieces are not just 
everyday items, they are repositories of history, 
of meaning, of memories.  My mother kept 
an archive of family broken crockery – unable 
to discard these cherished items, laden with 
meaning.

I have gradually pieced the items back together 
using very traditional almost forgotten methods.  
I use Urushi lacquer, flour and water to glue the 
fragments and rebuild the pieces.  The seam 
is then highlighted in gold to emphasise the 
inherent beauty of the break.  I am also exploring 
the process of stapling ceramics – a method of 
repair dating back centuries (pre modern glues 
and polymers)

Instead of discarding broken or worthless 
objects, I seek to bring them back to life, to 
celebrate a new beginning.  

Stephanie Hammill

Stephanie Hammill, Untitled, 2018, ceramics. Photo: Stephanie Hammill



My ceramic work tends to be a case of 
deliberately dealing with the unknown. The 
process of transforming raw materials and milled 
powders from the earth through a range of 
processes of refining, sieving, mixing, drying and 
heating has, in my case, a ritual and abstruse 
meaning. It is based on quite intuitive forms of 
personal knowledge gleaned only from empirical 
experience such as appropriate glaze thickness 
and position in the kiln as well as an instinctual 
response to the control of the atmosphere in 
the kiln. The transformation of primal materials 
into a vitrified pure state is a temporal, physical 
and psychological journey for me. There is a 
seemingly mythic relationship between earth, 
clay and ontology. The result of the quest is never 
truly known until the kiln door is finally opened 
after the final glaze firing and the results of one’s 
labours become manifest and the cycle repeats 
itself. It is never quite the same twice. 

The act of making, in itself, seems to be a 
quasi-mythic quest for psychological clarity 
and individuation. The process involved is a 
form of alchemy; an activity filled with a sense 
of adventure due to the constant excitement 
of the quest and the hope of discovering the 
precious ‘gold’, both literally and metaphorically 
in the process itself. The maker is changed 
in a mirroring engagement with the process 
of making and that that is made. The quest 
for meaning and beauty in the act of making 
ceramics is a form of endless experimentation 
and is a psychic as well as a physical process.  
Each step and stage requires care, consideration, 
risk and knowledge that have a varying degree of 

indeterminate outcome. It has an emotional and 
transcendental component in the personal quest 
of the maker. The parallels with alchemy are 
obvious and profound. 

My mythic interpretation of the process of 
working using the four classical elements of 
earth, air, fire and water in order to attempt 
to make manifest the fifth; aether or the 
‘quintessence’, a form of the spirit or soul are at 
the core of my work in the medium. This is why I 
work with clay.

My work in this show references the apparatus 
and methods of alchemy and the four stages 
of the alchemical and psychological process: 
nigredo, a blackening or melanosis,albedo, a 
whitening or leucosis, citrinitas, a yellowing or 
xanthosis and rubedo, a reddening, purpling, or 
iosis. These are the stages of a transcendental 
journey to a higher understanding and refers 
the alchemical experimental process of working 
towards creating some form of truth embodied in 
the products of the fire. Thus I have constructed 
alembics, ethanors, funnels and filters as a way of 
paying homage to all of those who seek a deeper 
truth through working through personal and 
spiritual transmutation through their art. It is  a 
magnum opus in the sense that it has personal 
symbolism and significance to me through the 
processes involved and the inner experience 
and journey I have undergone. The process is 
the thing. In searching for my own treasure, the 
‘philosopher’s gold’ in my work, I believe that I 
am on a quest to become a better person and 
that everything around me becomes better too. 

Bernard Kerr

Bernard Kerr, Alchemy (detail), 2018, ceramics. Photo: Bernard Kerr



The In-Between 

I am fascinated by the process of evolution 
where the world transforms in a gradual, almost 
deliberate way. Somehow random changes and 
disorder are essential for gaining complexity and 
order. 

Virtue is often found in the middle ground, 
between two opposites that are less desirable. 
Like both an empty house and a house full of 
stuff are unpleasant to live in. A pleasing home is 
in between those two.

This series is about that what is in-between. To 
reflect upon what it means to be living in an 
evolving world with a dynamic interplay between 
chaos and order, destruction and creation.

I break forms, add chaos and reassemble. 
This process of destruction and building 
up cooperates to create new forms. The 
transformation is in the shape, in the surface, 
the outside and the inside. It creates fragility 
and complexity, reminiscent of geographies and 
evoking contemplation.

By applying an evolution like process to a simple 
form, what interesting complex shapes will 
emerge in the in-between?

 

Annemieke Mulders

Annemieke Mulders, The in-between (detail), 2018, ceramics.  
Photo: Annemieke Mulders



Fleur Schell

In 1863 French poet Charles Baudelaire wrote ...

“Genius,  is no more than childhood recaptured 
at will.”

Focusing on ordinary and mundane acts of 
regular life, sprinkling them with magic dust 
and giving them super hero powers is what my 
work is all about.  My work explores themes 
of childhood innocence, simplicity and the 
imagined. Pop Surrealism and Contemporary 
Folk Art are genres I continue to reference as I 
try to capture the freedom and playfulness of 
“Narrative Art” through porcelain and mixed 
media. My own personal history is an endless 
source of inspiration having had the most 
extraordinary childhood growing up on a farm in 
the Wheat belt of Western Australia.  On a daily 
basis wonder and adventure were nurtured and 
embraced. I left our family farm for boarding 
school as a child, so those magical worlds I 
conjured on the farm are even more precious 
and nostalgic to me. When our first child, Heidi 
was born my world literally transformed from 
shades of grey to sublime colour. Informed by the 
conversations and perspective shared by both of 
our children - Heidi and Harry, I am enlightened 
by a magical and imaginative reawakening in our 
home.  Art imitates life. Observing our children 
as they navigate childhood has inspired my art, 
helped us stay connected as a family in a world in 
constant flux and remind us constantly ‘Life is in 
the waiting’. 

Artist: Fleur Schell
Title: ‘Life is in the waiting’ 
H 2mx D40cm x W2.4m
Material: ceramic, wood, string and metal 
Date: 2018

Fleur Schell Artist statement

Fleur Schell, untitled, 2018, ceramic. Photo: Robert Firth


