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This important exhibition, with its accompanying symposium and publication,
represents another forward step in the continuous development of our curatorial focus
on contemporary Canadian Ceramic Art. Over the last 30 years, our organization has
developed the largest collection of this kind, both in scope and depth. Our curators
have regularly exhibited nationally-significant artists from both the west and east
coasts, as well as from regions across our country.

Hot Mud: A National Survey of Contemporary Canadian Emerging Ceramists has
stretched our practice with the bringing together of exciting works by developing
artists as selected by five expert curators. Our goal is to capture the vitality and
creativity that is being achieved by ceramic artists in Canada. We invite you to
engage with the artworks and to apply your own perceptions and understandings. Art
of this kind can be transformative, and we know that it is central to the creativity and
innovation in our lives.

Our warm thanks to George Wale, who began this project and brought it half way
before he retired as our Director of Programs in June of this year, and to Denis
Longchamps, our new Director of Programs who has ably moved this project forward
and brought it to a highly successful fruition. Each artist has created engaging and
challenging artworks, and each curator has brought their vision to their selection. We
are most fortunate to have such gifted partners.

Our governance and fundraising Boards of Directors and professional staff complete
the team who have made this initiative possible. Their collective support and
encouragement enables us to achieve this meaningful work.
Ian D. Ross
President and CEO
Burlington Art Centre
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T RENDS INTO TOM ORRO W
Emerging directions from young Canadian ceramists
In celebration of the thirty-fifth anniversary of the Burlington Art Centre, it was
decided that while looking back on its accomplishments, it was the perfect time to
look forward with an exhibition that would celebrate Canadian ceramics. When the
BAC started its permanent collection of contemporary Canadian ceramics, a young
generation of potters was engaged in redefining the medium in terms of an art form
instead of a craft. The young Turks of that era have matured into successful mature
statespersons who have won their battles — looking forward it is with this in mind
that the BAC acknowledges this generational shift by launching Hot Mud: A National
Survey of Contemporary Canadian Emerging Ceramists.
To obtain as broad a national representation as possible, a call for entry was put out.
We limited the call to professional artists with an exhibition record of five years or
less. The country was divided into five distinct areas — the Maritimes including
Newfoundland and Labrador; Quebec; Ontario; the Prairies and the Territories;
and British Columbia. To ensure a wide range of curatorial input, a juror with an
intimate knowledge of each region was selected — Gloria Hickey, an independent
curator and writer for the Atlantic Provinces; Alan Elder, Acting Director, Ethnology
and Cultural Studies at the Canadian Museum of Civilization for Quebec; Rachel
Gotlieb, Interim Executive Director, Gardiner Museum for Ontario; Greg Payce,
Faculty, Alberta College of Art and Design for the Prairies and the Territories; and
Sally Michener, Retired Faculty, Emily Carr Institute of Art and Design for British
Columbia. Over eighty entrants applied and these were divided by their geographical
location and their portfolios were sent to the respective juror. Each juror was allowed
to choose (from two to six) artists that reflected the overall percentage of population
that their area represented in Canada, for a total of sixteen artists.
The contrast between the intent of the work of artists from a generation ago and
today is remarkable. Thirty years ago an exhibition of this sort would have been
dominated by the ‘expressive’, functional vessel. Today the work of this younger
generation is dominated by more sculptural work, centred on concerns outside the
craft establishment. Where functional work appears in the exhibition, other qualities
such as narrative take precedence. The one-of-a-kind, handmade vessel of the past
would have carried the marks of the maker, with heavily worked surfaces bearing the
signature markings of the maker, and the happenstances of the kiln firing. This new
generation of makers is just as likely to indulge in advanced computer technologies
to design and execute work, as well as mass production techniques from slip casting
to ceramic decals. These industrial techniques allow for the repetitive reproduction
of forms, the opposite of the idea of the unique handmade object. The brightly
coloured, artfully applied glazed surface has also disappeared to be replaced with a
monochromatic palette of neutrals and white. These trends give much of the new

work an appearance that is cool and modern, a characteristic that often belies the
serious concerns of the subject matter.

The cool industrial look of the work is offset by the number of works that encourage
the viewer’s participation. What at one time would have been an exhibition of static
objects behind glass now has work that needs to be touched and where the viewer
must interact with the pieces. No longer does the work just sit on display plinths but
it can lie on the floor, lean on the walls, or hang from the ceiling. Some work invites
the viewer to rearrange or even to remove the pieces from the larger work. Photos,
videos or found objects are now regularly a part of the equation, to the point where
the viewer may not at first consider the ceramic nature of the object.

Young artists, brought up in the computer age, have been exposed to different cultural
icons, especially those of Japanese origins, such as ‘Hello Kitty’. The inclusion of objects
such as cats, angels or figurines of children, which may or may not be regarded by older
viewers as kitsch, is often regarded as cute by younger viewers. Older ceramists have
often followed the Japanese aesthetic principles laid out by Bernard Leach and Shoji
Hamada, such as wabi sabi; the beauty of the worn and everyday or shibui, restrained
elegance. Younger artists are much more in tune with ‘kawaii’, the quality of cuteness;
where the idea of cuteness has less to do with sentimentality, but is viewed more to
do with harmony. The use of cute motifs now is used as a hook to lure the viewer into
examining work with much deeper social implications, such as the environment, or
the role of women in society. This principle of using an appealing subject matter to
introduce a serious topic is a much more nuanced approach to dealing with complex
issues. Here the viewer is encouraged to think about the subject instead of being
lectured to.

The emerging artists of today are influenced by popular culture and the internet,
and are changing the direction of contemporary art practice. There is a blurring of
the lines not only between ceramics and sculpture but between performance and
ceramics that has led to greater interaction with the viewer. This in turn has led to
less emphasis on the material nature of the work and more to interaction, whether
from the inclusion of video, viewer participation or from planned process (work where
the viewer changes the work). The young artist of today is no longer confined by the
material confines of the medium —but chooses whatever medium (or media) that will
best communicate their ideas.
Jonathan Smith
Permanent Collection Curator
Burlington Art Centre
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MA R I TI ME S

Intrigued by what she saw in the Clay
Studio, Maaike sought out technical
answers in the library. True to her roots as
an academic researcher, she methodically
tracked down and tried out solutions. It
was the best of both worlds for Maaike
Charron: books and mud linked by study
and play. Fortunately for her, Charron
also had a job selling craft in the Council’s

Visiting home and seeking a respite from
academic studies, Charron came upon
the Craft Council of Newfoundland
and Labrador and its Clay Studio. The
Clay Studio hosts a series of workshops
that educate beginners in various clay
techniques and creative projects. The
workshops are loosely organized but
offer participants unparalleled grassroots
learning. The Clay Studio allows
“key holders” 24-hour access to the
studio facilities exposing them to the
work, expertise and example of their
fellow studio mates, for a nominal fee.
Workshop leaders, who are usually senior
members of the local clay community,
and visiting ceramic artists— such as
Bruce Cochrane, Harlan House, Peter
Powning, Ron Roy and Ann Roberts
— enliven the mix. But it was the Craft
Council’s small resource library that
proved to be the most irresistible lure to
Charron.

Maaike Charron cites Kitchener/
Waterloo as her place of birth (1982),
but the cities of Newfoundland and
Labrador, where her parents moved
their young family, shaped her early
years and career. Charron did not study
ceramics formally. Her double major is
in linguistics and medieval studies—
she holds a master’s degree from the
University of Toronto’s Centre for
Medieval Studies. And it is this bookish,
research-driven approach, fuelled by an
endless intellectual curiosity, that shapes
the ceramic practice of Maaike Charron.

NO L ONGER IS THE ATL ANTIC REGION REpRESENT ED
By p O T S ABOUT p O T S
It could be argued that the Atlantic region
played a dominate role in Canadian
ceramics for decades, thanks in large
part to the influence of Walter Ostrom,
who was synonymous with ceramics for
38 years (http://ostrom.nscad.ca/legacy.
html) at the Nova Scotia College of Art
and Design (now NSCAD University),
and to figures like Peter Thomas, who
was influential in Newfoundland and
Labrador and New Brunswick. These two
men shaped the careers and distinctive
styles of generations of potters and
ceramic artists from across Canada.
Successive waves of young, graduating
clay workers often settled in the region,
sought out teaching careers in other
provinces or returned home to set up
studio-based practices spreading the
influence of their mentors.
While NSCADU and the New
Brunswick Craft College (NBCC)
remain sites of influence in the wider
ceramic community, the Atlantic
region is no longer synonymous with a
certain clay body approach to working
or a distinctive regional style that was
shaped by Japanese folk pottery, mingei as
popularized by Peter Thomas, or majolica
as passed on by Walter Ostrom. In part,
the erosion of a regional style in ceramics
is caused by the inevitable passage of
time and personalities and in part, it is
due to the increasing impact of a global
culture made possible by the digital age.
For HOT MUD it was decided by the
Burlington Art Centre that the number
of artists for each geographic region
would be determined by the size of
population of that region. Consequent
to that proportional strategy, only two
participants represent the Atlantic
region. I have selected Maaike Charron
from Newfoundland and Labrador and
Maja Padrov from New Brunswick from
the submitted proposals.

shop. That translated into a crash course
in retail education and Charron set about
developing a quirky production line of
functional ceramics that is noteworthy
for its contemporary, humorous style and
diversity. She has one series dominated
by cephalopods and —in wild contrast
to the ocean depths — another featuring
lovesick and adventuresome robots.
A boundless love of books and learning
characterizes the ceramics of Maaike
Charron and, in particular, the suite of
mugs, titled Books Acquired January 1
to June 1, 2013, in the HOT MUD
exhibition. There is an undeniable
element of Maaike-flavoured whimsy
about this installation but the books
referenced reside in her real-life living
room. Each of these mugs functions
almost like an illustration or miniportrait of each book’s personality. If
Charron has her way, the mugs will be
displayed like books in a library: in a line,
sorted alphabetically by author and with
an index handy for consultation. The
books range from how-to guides for
backyard homesteading, pottery and
crewel, to graphic novels and science
fiction fantasy such as the extended Star
Wars series.
Maja Padrov was born in Novi Sad,
Serbia or Yugoslavia (1971) and moved
to Canada in 1997. She is a graduate of
the New Brunswick College of Craft and
Design with a diploma in Studio Pottery.
Currently, Padrov divides her time
between a part-time job with the College
and a studio practice in Gagetown.
When asked about her time at NBCCD
and its impact, Maja responds that the
institution and the creative community
around it were “life changing enough to
make (me) entirely forget” about her first
degree, which is in clinical psychology.
Although only now emerging as a
professional ceramic artist, she brings a
maturity to her clay practice that suggests
a more experienced eye — perhaps shaped
by living and traveling in Europe.

Padrov’s aesthetic is strong and
authoritative. Her clay work consistently
explores the material’s ability to mimic
other media, especially cast-iron. Her
ceramic art explores the sculptural
potential of functional objects through
placement, construction and the structural
interplay between the visual elements.
She experiments with the appearance
of metal and the transformative power
of fire as surface decoration through the
ceramic process. Padrov achieves power
with a spare or economical use of details.

Maja Padrov is represented in HOT MUD
by an installation of interlocking teapots
or spouted pouring vessels. They interlock
in pairs and their details, emphasized by
horizontal lines, make the eye question
which “pot” they belong to. Despite their
size (the tallest is about 14 inches / 35.6
centimeters) the teapots are inspired by
bridges, which are easily read in their
arches and “rivets”. Padrov points out
that the two cities she has lived in the
longest, Novi Sad and Fredericton, are
both characterized by bridges crossing
rivers, the Danube and St. John. She also
cites the later monumental sculpture in
metal by the Basque sculptor Eduardo
Chillida (1924 – 2002) as a source of
inspiration.

Charron and Padrov are intriguing as
representatives of the emerging clay
scene in the Atlantic region. Both are
“come from aways” who have made the
region their home because it nurtures
their creative practice. Ceramics was not
their first choice as a career path. Both
look outside of ceramics for their primary
sources of inspiration yet both practice
exclusively within ceramics as their
medium of choice. It seems that, like
so much else in our fast-paced society,
ceramic practice is rapidly changing in
Canada’s Atlantic Region.

Gloria Hickey
Independent Writer and Curator
St. John’s, Newfoundland and Labrador
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Ma aik e Charron

Cup 483: Star Wars: Rogue Squadron, by Michael A. Stackpole, 2013, Wheel-thrown, stamped, carved,
Porcelain, underglazes, glaze, Cone 6 electric
Cup 484: Star Wars: Wedge’s Gamble, by Michael A. Stackpole, 2013, Wheel-thrown, stamped, carved,
Porcelain, underglazes, glaze, Cone 6 electric
Cup 485: Star Wars: The Krytos Trap, by Michael A. Stackpole, 2013, Wheel-thrown, stamped, carved,
Porcelain, underglazes, glaze, Cone 6 electric
Cup 486: Star Wars: Starfighters of Adumar, by Aaron Allston, 2013, Wheel-thrown, stamped, carved,
Porcelain, underglazes, glaze, Cone 6 electric
All photos by Amanda Larner

Cup 478: In the Company of Others,
by Julie E. Czerneda, 2013,
Wheel-thrown, Porcelain, glaze,
luster, Cone 6 and cone 018 electric
Cup 473: Backyard Homesteading,
by David Toht, 2013, Wheel-thrown,
carved, Porcelain, glazes, Cone 6 electric

Maja Padrov

Duets (detail)

Duets, 2013, Stoneware, Fired to cone 10 oxidation, assembled from wheel-thrown and extruded parts
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QU E BE C
I’ll say it upfront: I have on ongoing interest
in both the functional/design aspect of
ceramics and in its expressive capabilities.
It’s a dichotomy that impacts all of the
craft, material-based media and there are
long histories to both approaches. Many
people think of only functional work when
they think of its history; but ceramics have
also provided artists with opportunities to
express themselves—in both the forms
that they choose and in the embellishments
that they apply to the ceramic surfaces.
In reviewing the entries from Quebec, I
was able to see works by young makers
that addressed both the functional and
the expressive possibilities of the medium.
What really struck me, however, was the
strength of the works that both present
the viewer with a strong sculptural form
and also acknowledge the important
history of functional ceramics. Western art
history has tended to ignore what has been
referred to as the decorative arts. Many are
familiar with the history of painting and
sculpture in Canada, however, few know
of the history of works made of craft-based
materials. (This is in direct contrast to my
recent experiences in Japan, where the
stories of textiles, ceramics and wooden and
metal artefacts are considered to be part of
mainstream art history—both in Japan and
in “the West.”) For me, the works of both
Quebec artists represented in HOT MUD
are simultaneously completely new and
referential to both ceramic and mainstream
art history.
Included in HOT MUD is an installation
from Marianne Chénard’s ongoing series
entitled re-made/re-fabriqué au Canada.
Chénard is working on at least three series
of works at the same time and the re-made/
re-fabriqué au Canada series is the one
that embodies most concisely my interest
in the duality of contemporary ceramic
production.
Chénard’s approach to her work has been
influenced by her education. After receiving
her diploma from the CÉGEP du Vieux
Montréal, Chénard received her bachelor’s
degree in Visual Arts from Emily Carr

University of Art + Design. It was at Emily
Carr that she began apply printmaking and
painting techniques to ceramics.
Re-made/re-fabriqué au Canada uses this
manufactured tableware as its starting
point. Chénard frequents antique and
second-hand stores across the country
—searching out plates that ordinary
Canadians might have used in their homes
(sometimes these dishes would have been
used everyday; sometimes, they were kept
for special occasions).
Reflecting the fact that most Canadians can
trace their origins to another place, much of
the tableware that we used—and continue
to use—would have come from somewhere
else. Specifically, most of it came from
Britain. In part, this was because of our
place within the Commonwealth. But, it
also had to do with the thriving English
stoneware and porcelain industries that
supplied the newly formed Canadian nation
with ceramics in the late 19th century and
throughout much of the 20th century.
For the example included in the exhibition,
Chénard has chosen a pattern entitled Silver
Rose; its floral decoration reminding her of
Alberta’s provincial flower, the wild rose. To
further evoke Canada’s West, Chénard uses
bison tail hair as part of her installation.
The newcomers who may have used these
dishes may also have been responsible for
the depletion of bison stocks, as they pushed
railway lines across the country. Chénard
arranges these remnants of earlier ways of
living into still lives that harken back to
our grandmothers’ china cabinets. Taking
a rather generic set of dishes, Chénard
produces a specific view of Canadian
history. In her words: “I am not an historian,
I just want to bring attention to little facts
and stories from our history, or even just
attention to a scene in our landscape.”
Landscape and nature are also important
for Amélie Proulx. Like Chénard, Proulx
has had a broad and varied education. After
receiving diplomas from the CÉGEP de
Sainte-Foy and the Maison des métiers d’art
de Québec, Proulx received a bachelor’s

degree from Concordia University and a
master’s from NSCAD University.
Almost ten years ago, Proulx brought the
landscape and ceramics together in her
work, La Marée du 291ième jour (The Tide
on the 291st Day). Proulx constructed 291
porcelain cups and speculated about the
level of the tide at a specific spot on the St.
Lawrence River on a certain day. She lined
up the unfired cups and, later in the day, the
river water slowly came in and destroyed
most of the cups.
Her interest in combining time-based
artistic practice with ceramics continues in
the work included here, Jardinet mécanique
(A Small Mechanical Garden). This work
builds on Proulx’s installation last year at
the Centre d’art de Kamouraska. There,
she exhibited a work entitled Jardin baroque
(Baroque Garden), which included a
pathway through hundreds of mushroomlike ceramic forms supported on metal rods
and springs. As visitors walked down the
path, the fungus-like forms vibrated against
each other creating a percussive medley.
In Jardinet mécanique, approximately 60
ceramic components are arranged on metal
rods and springs that are, in turn, attached
to five metal plates. A microcontroller
controls motors under each plate, so
each one moves separately, causing each
component to vibrate against the others
and producing different sounds.
And, while the structure of Proulx’s
work evokes the experiments of early
modern art movements, such as Dada and
Surrealism, the components themselves
return to ceramic history. Proulx begins
with porcelain forms based on various sizes
of mechanical gears. Using printing and
handbuilding techniques, Proulx turns
the human-made gears into organic flower
forms. The assembly of these flowers, made
in different sizes and with shifting hues,
evokes traditional milles-fleurs (thousands
of flowers) decoration that was popular
in both Asian and European ceramics.
Like the ornate decoration of milles-fleurs
that took precedence over the form being

embellished, Proulx’s vibrating flowers are
front and centre, with their mechanical
support taking “a back seat.”

Both Chénard and Proulx are aware
of the history of their chosen medium
with its ongoing concern with function
and decoration, but both also exhibit a
knowledge and interest in broader concepts
of visual and social histories.

In closing, I would like to thank George
Wale and Jonathan Smith for the invitation
to make the selections of work from
Quebec and Denis Longchamps for taking
up the cause when George retired. As
someone who has worked at the Burlington
Art Centre and who was there when the
decision was made to collect ceramic arts,
I know that the BAC has had a long-time
relationship with the ceramic arts. Its
collection includes works by some of the
pioneers in Canadian pottery and it has a
strong representation of current ceramic
practice. As well, its exhibition program has
highlighted diverse approaches to working
with clay from all parts of the country.

While the Burlington Art Centre’s
collection and previous exhibitions have
allowed us to understand more about
Canadian ceramics past and present, HOT
MUD provides an opportunity to look
forward. It is always challenging to locate
artists who are in the earlier stages of their
careers, as they don’t have as extensive
an exhibition history as more established
makers, nor have they received the same
attention in either traditional or new media.
This exhibition provides an opportunity for
us to learn about some ceramic artists who
are unfamiliar to many of us. I would like to
thank all of those who submitted their work
for consideration; I have learned a great
deal about ceramic artists from Quebec
who are emerging onto the scene. Finally,
congratulations to all of those whose work
has been included in the exhibition.

Alan Elder, Acting Director
Ethnology and Cultural Studies
Canadian Museum of Civilization
Gatineau, Québec
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Marianne Chénard

Silver Rose remade/refabriqué au Canada series (detail)

Silver Rose remade/refabriqué au Canada series, 2013, Ready-made tableware, Inglaze silkscreen decals, glazes,
porcelain, bison tail hair, bone ash
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aMélie Proul x

Left: Jardinet mécanique, Porcelain, glaze, steel, springs, motors, microcontroller, electronic circuit
Above: Jardinet mécanique, (detail)

Photos by Étienne Dionne
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O NTA RI O
Survey exhibitions are an excellent source
for curators to classify and quantify the
state of the art, and Hot Mud: A National
Survey of Contemporary Canadian Emerging
Artists is no exception. At first glance
the work of Zimra Beiner, Magdolene
Dykstra, Janet Macpherson, Denise
Smith, Mary McKenzie and Lindsay
Montgomery selected to represent the
province of Ontario does not appear to
have much in common apart from their
use of ceramics as their primary medium
and their common geography. All but
Beiner, who now lives in Ohio and Smith
who is based in Thunder Bay, reside in
Toronto; as well, Montgomery, Beiner,
Macpherson, and McKenzie attended
the ceramics program at Sheridan
College. But for the most part, these facts
are incidental. A closer look at their
work reveals important connectors and
nexuses moving beyond education and
location and more indicative of current
discourse within contemporary practice.
Significantly, there is the bond in what
they are not. None follow the tradition
of studio pottery, typified as throwing
functional pots on the wheel—mud
and water and man Michael Cardew
roll over.1 Moreover, none exploit the
medium as “hot mud,” but rather just
the opposite: they eschew the tactile
and haptic qualities often associated
with clay, while Beiner, Macpherson and
McKenzie favour pale, pasty glazes which
whitewash their “mud” objects into
ghostly remnants and echoes, Smith,
Montgomery and Dykstra disguise the
material through fantasy and realism.
What all six artists do share is a
predilection for narrative and storytelling.

sources, figurines, imaginary animals
and fantasy are all central tenets of their
practice. Their interest in animal imagery
parallels many contemporary artists
including Ai Weiwei, Shary Boyle and
David Altmejd to name a few and this
current preoccupation suggests, albeit
unconsciously perhaps, the impact of
Jacques Derrida’s seminal essay, The
Animal that Therefore I am (More to
Follow).2 Montgomery reinterprets the
figurative tradition in ceramic history,
specifically eighteenth-century Limoges
snuffboxes shaped as domestic cats, while
her armadillo figurines emulate the glazes
and forms of the Chinese Tang dynasty.
The idea of idolatry and the tradition
of cult figures represented in clay are
fused with fantastic mythology where
characters from the past and present
come together to form new contemporary
narratives. As Montgomery notes, “Using
animals, and supernatural or fantastic
beings, the narrative brings the viewer in
with a promise of something otherworldly,
but what is reflected back is a human
connection or empathy.”3
Janet Macpherson is also concerned with
humanity’s relationship with animals but
as expressions of hybrids and monsters and
she references medieval and renaissance
illuminated manuscripts notably, A
History of Monsters by the sixteenthcentury Italian naturalist Aldrovandi.
Macpherson’s animal representations
underscore the fantastic and supernatural
to explore “the complex relationship
that humans have with nature and their
own physicality.” 4 Macpherson, who was
raised as a strict Catholic, introduces
religious aspects of idolatry and mysticism
by her use of processional composition,
and by blindfolding, wrapping and
binding of the animals to suggest sacrifice.
Adding to this sense of pageantry is her
judicious application of lustre glaze.

Michael Cardew famously popularized studio pottery in the 1980 film Mud and Water Man.
Jacques Derrida, “The Animal that Therefore I am (More to Follow),” Trans. David Willis, Critical Inquiry 28,
Winter (2002): 396-418. See also Musée d’art contemporain d’art contemporain de Montréal Zoo, de Montréal,
May 24 – September 3, 2012.
Lindsay Montgomery email to Gardiner Museum, April 3, 2013.
Janet Macpherson artist statement, 2013.

Janet Macpherson and Lindsay
Montgomery until recently were studio
mates at Harbourfront Centre in Toronto
and, perhaps for this reason, have the
most in common: slip-casting, historical
1
2

3
4

If the narratives constructed by
Macpherson and Montgomery are
open-ended and multi-faceted, this is
also true of Denise Smith who engages
with animal imagery as an entry-point
to address pressing issues related to
climate change, pollution, habitat loss
and endangered species. “By transferring
these overwhelming issues into a realm
of storytelling and fantasy,” Smith
endeavours “to renew a childlike sense
of wonder and imagination and discover
new modes of perception” as well as
to offer a pointed message about our
threatened ecology.5
Mary McKenzie’s clay tableaus also
convey story telling. McKenzie dips
quotidian domestic textiles in ceramic
slip which burn off during the kiln firing
leaving fragile and ghostly remnants.
From these facsimiles McKenzie builds
stories centred on Saturday morning
chores or memories of “Gramma”
and the artist titles this body of work
Unreliable Narrator as the subject of the
narrative is conspicuously absent and the
viewer is left to decode the biographies
of these assemblages of objects. Like
Smith, Macpherson and Montgomery,
McKenzie explains that she is interested
in humanity, but instead of questioning
our relationship with animals and
ecology, she explores how we negotiate
mundane things, giving agency to objects
by re-conjuring them into clay and
constructing them into stories.6

Denise Smith artist statement, 2013.
Mary McKenzie artist statement, February 27, 2013.

The search for verisimilitude and
the emphasis of human interaction
unites McKenzie’s work with that of
Magdolene Dykstra’s, but whereas the
subjects in McKenzie’s clay stories are
missing, they are very much present
in Dykstra’s figurative sculptures. She
portrays androgynous women with
weathered and individualized faces, yet
she universalizes her figures by bestowing
5
6

them with strangely old-fashioned caps
and jumpsuits. Enveloping them in
costumes draws attention to their faces as
does her hyper-realism through colouring
and detailed modelling. Though familiar
“types”, her portraits appear to be no
one in particular, they can be anyone.
Their penetrating gazes do not engage
us directly, they glance beyond or away,
suggesting that though we are all the
same, we are also separate and apart.

Zimra Beiner finds his narrative in the
autobiographical process of making. He
focuses on scale, composition and the
relationship between objects and space.
Like McKenzie he sees humanity defined
by ubiquitous domestic things and he
constructs environments which pose
questions about the viewer’s relationship
with things. His groupings of inanimate
objects draw from the long tradition
of still life suggestive of the paintings
of Giorgio Morandi. It is how these
objects are tangled between life and
art that preoccupies Beiner and he recontextualizes them into abstractions to
convey the passage of time and space.

The recent work by Zimra Beiner,
Magdolene Dykstra, Mary McKenzie,
Denise Smith, Lindsay Montgomery and
Janet Macpherson evidences that all the
artists contribute to a thoughtful discourse
of ceramics as a medium for sculpture
freed of issues related to commercial
production. For these artists their work is
anything but self-explanatory and invites
endless questions and discussion about
the meaning of life and our relationship
with animals, ecology, objects, and
people as expressions of humanity.

Rachel Gotlieb
Interim Executive Director &
Chief Curator, Gardiner Museum
Toronto, Ontario
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ZiMra Beiner

Grey Alphabet (detail)

Grey Alphabet, 2012, Glazed stoneware, plywood, spackle, acrylic paint

Photos by Evelyne Leblanc-Roberge
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Magdolene dykstra

Grey Series – Torso 31, Stoneware, stains, engobes, and glazes

Figure 11, Stoneware, stains, engobes, and glazes
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jane t MaCPherson

Dressed, 2012, Slip-cast porcelain

Myriad, 2012, Slip-cast porcelain, paper clay, gold lustre
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Mary MCk enZie

Saturday Morning (detail), 2013, Ceramic and found objects

Photos by Mary McKenzie

Saturday Morning (detail)

Saturday Morning (detail)
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Photos by Lindsay Montgomery

lindsay MontgoMery

Armadillos, 2013, Cast porcelain

Feline Idols, 2012, Cast porcelain

Feline Idols, 2012, Cast porcelain

The Wanderers, 2012, Porcelain, moss, wire

denise sMith

Endangered (detail), 2011, Porcelain, luster
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Alysse Bowd really likes to engage users
with her work. Among other projects,
she has made fantastic, elegant and
beautiful serviceware for picnics and
celebratory events (complete with cases
for storage and transport). She engages
with her audience in giant games of
hide and seek and is a firm believer
that fun and participation are very
important aspects of art making. With
There’s a Particular Ring For Everything,
Aly presents us with a series of bells that
she wants us to use.

Four artists was too small a number
to adequately represent the range of
contemporary ceramics practice in
our constituency. I chose one newer
artist and three others who were more
experienced practitioners. Each artist
that I chose for the exhibition has
consistently developed a challenging
practice. They each consider different
notions of context in both the physical
and thought process they use, to present
their ideas.

that clay itself is the raw material for
making and that it becomes a very
different thing once it is fired and
becomes ceramics: usable cultural
objects. Firing clay is an interesting,
almost alchemical, phenomenon. It
turns a plastic lump of material into
something permanent and potentially
useful. It is chiefly why ceramics has
been the main vehicle of recording
cultural contexts and their diffusion
for the past 30,000 years of human
history. It transmits ideas. Arguably, it
is still continuing that role, with silicon
chip based technologies in addition to
artistic ceramics practice.

T H E p RA I RI E S AN D
TH E T ERRI TORI E S
I applaud the BAC for instigating this
project. There has been a conspicuous
absence of ongoing, juried, national
exhibitions of emerging new talent in
Canadian ceramics. My hope is that
there will be future such exhibitions to
showcase the terrific up-and-comers, as
well as many more mature artists in the
field, who deserve to be showcased.
I kept re-reading the qualifications for
“emerging artist” sent to me by the
BAC, so that I could proceed to narrow
down a very qualified list of candidates.
It was difficult. There were fantastic
submissions from mature artists who had
up to 10 years working, outside of formal
training, some amazing submissions
from the younger end of the range, and
everything in between. The decisions did
not come quickly. All of the candidates
that I reviewed were worthy of inclusion
in this national exhibition. There was all
of the talent needed to have a great show
in just the group that I reviewed. I saw
sophisticated, personal work. I saw that
there is a strong diverse community in our
region. I saw a whole group of committed
artists who are working very hard.
I believe that one of the mains shifts
between 20th century modernist art
practice and what we call post-modern
practice is that we can no longer look
at the object in isolation, as we once
did. Elapsed time, new knowledge, new
experience and the shifting zeitgeist of
culture now demand that we consider both
the physical and theoretical contexts of
visual art when we view and interpret it.
Another shift is the growing number of
ceramists who work from the position

“Bells are seductive. They sit there,
captivating their audience with curiosity,
anticipation, and silence. They tease
and they taunt their viewer with their
unheard voice. Bells have a history of
purpose, they follow our time, they warn
us, greet us, and call us in— bells can
celebrate, initiate and motivate. Like
the bells of history, these bells have been
given a purpose, they are ringing for a
reason. You must decide which reason is
most worth ringing for.”
Robin Dupont is a potter. He makes
elegant soda-fired porcelain for daily use.
He spends an inordinate amount of time
and energy synthesizing and refining his
ongoing research and development of
the technical, aesthetic and utilitarian
aspects of his work. There is often an
inherent contradiction operating when
functional work is displayed in a gallery
context, where the convention is that
work should not be touched. In Touch
III Robin uses the carrot of his visually
beautiful drinking cups on the shelves
to draw viewers in and then asks them
to concentrate their primal (and often
ignored) sense of touch to investigate his
work more deeply. Viewers have a chance
to fully engage in one of his primary
investigations: that of how the cup fits in
the hand and how that relates to the way
that he uses his hands as a maker.
Throughout history the ceramic figurine
has been a very revealing and permanent
reflection of the social contexts of the
times and the cultures that made it.
The histories of ceramics themselves
are very interesting contexts that
many ceramists choose to work within.
Carole Epp makes eloquent use of irony,

humour and the marginality of kitsch
figurines in her works. Her strategy is to
draw in viewers “with the familiarity/
nostalgia of kitsch and the miniature
as different methods of getting a
viewer’s attention in order to present
challenging subject matter in a nonconfrontational manner.” As a mother,
Carole integrates the context of her own
maternal experience to comment on
how social pressures present issues such
as the reigning paradigm of individual
success which challenges community
and how we raise our children.

In This is For You, I Promise, Robin
Lambert has chosen to integrate his
interest in the medium of ceramics into a
context of relational aesthetics practice.
He is particularly interested in notions
of social exchange and works from
the fundamental position of making
ceramic objects and orchestrating their
physical exchange to make his work
unfold or operate. He wants his work
to be seen as open-ended, a form of
research as practice, with the outcome
to be determined by the participants.
He is ultimately questioning the
subjective useful and useless roles of
ceramic objects in cultural exchange.
He wants viewers to use the departure
point of taking a work from his
installation to cause them to reflect on
his intentions. Interestingly, he uses the
“first technology” of ceramics exchange
as an ironic antidote to contemporary
digital exchange.

Greg Payce
Faculty
Alberta College of Art and Design
Calgary, Alberta
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alysse Bowd

There’s a Particular Ring for Everything (detail)
There’s a Particular Ring for Everything (detail)

roBin duPont

Tumblers, 2013, Reduction cooled, soda-fired porcelain

Tumblers, 2013, Reduction cooled, soda-fired porcelain
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What she prized above all else, 2009, Mid-fire clay,
underglaze, china paint, mixed media, Slip-cast and
hand-built components, multiple firings in electric
oxidation from Cone 6 to Cone 022

Carole ePP

Ass kissing angels, 2010, Altered vintage
objects, mid-fire clay, underglaze, mixed
media, Hand-built components, fired in
electric oxidation to Cone 6

To the best of their knowledge, 2011, Mid-fire clay,
underglaze, china paints, glass dome, Slip-cast and
hand-built components, multiple firings in electric
oxidation from Cone 6 to Cone 022.

His dreams becoming a reality would be both
a blessing and a curse, 2009, Altered vintage
objects, mid-fire clay, underglaze, china
paints, mixed media, Slip-cast and handbuilt components, multiple firings in electric
oxidation from Cone 6 to Cone 022

Photo: Robin Lambert

roBin l aMBert

This is For you, I Promise, 2013, Porcelain
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B RI T I S H C OL UMBI A

“The gesturing body is the starting
point for my performance work, through

In her Artist Statement, Tanya Doody
states:

Axis, 2011, is the largest of the three
pieces discussed. It has the greatest sense
of openness. The colours are turquoise
with orange-yellow tip detail. The title
refers to the three axes (X,Y and Z) that
constitute the mathematical definition
of three-dimensional space. There are
27 modules in all, delicately balanced in
rows, to create a cube. Again, there are
gentle arabesques forming circles with
a straightforward, yet subtle, sensitivity
and energy.

Twist, 2013, has eight stacked sections
of crisp white linear shapes that do,
indeed, swirl and twist in arabesques
within a defined or contained space.
Looked at horizontally, the visual
experience is one of a lovely tangle of
energetic ceramic lines.

Oculus, 2013, has six vertical units of
slim, softly swirling ceramic cast strands
of clay subtly glazed with rusty orange
and olive colour. They are strongly
harmonic. There is a clarity in the
repeated forms which allows the viewer
horizontal oval windows in order to look
through the piece.

Eliza’s work is balanced and orderly.
Pieces have a soothing calm yet are alive
with a buzz of energy. It is as if she has
enclosed dynamic space. The geometric,
repetitive forms are clear, precise, clean.
While mute, they resonate. Symmetry
and the power of the subtle, ingenious,
simple shapes are at the same time
reassuring, emotive yet serene and
aesthetically engaging in terms of beauty.

she has become open to irregularities
which occur in the making process which
enhance her work.

T WO EMERGING CER AMIC ARTIST S REpRESENT
BRITISH C OLUMBIA : ELIz A AU AND TANyA DOODy
In her Artist Statement, Eliza Au says:
“My work deals with how the sacred is
expressed through geometry: tessellating
shapes, mathematical relationships and
the divisions of positive and negative
space. Throughout history, man has
tried to represent the unknown and
the mysterious through abstractions
... Through my work I intend to
communicate contemplation of our
place within the cycle of life and also the
objects that we use to mark rituals that
we practise.”
Eliza found a process that fits her love
of systematic thinking and technical
problem solving, as well as her love
of symmetry. Eliza uses contemporary
technology, particularly CAD programs
and CNC milling to help plan and
execute her work. (CAD programs are
computer software used as a modeling
tool to design 3-d objects. CNC milling
is a computer numerical controlled
program.) She states:
“My work looks forwards and backwards
in time, through new technology and
references to arabesque patterns found in
Islamic designs.”
She has developed a sophisticated
method of slip casting modules of her
work. While grounded in ceramics, Eliza’s
art practice includes other materials,
notably glass, paper and metal. She feels
that such experimentation with different
mediums adds insight into her forms
through the nature of each material.
Through her experience working with the
material, she has gained respect for what
it is capable of: respect for labour, for the
care and time it represents; respect for
process; and respect for the knowledge,
revision and the techniques that come
from it. The process of working with
other materials reinforces her decision
to work in ceramics. Although her work
with stacked modules demands precision,

which I strive to enliven our potential
to interrupt habits and bodily routine
... Through awareness and by being
receptive to situations outside of our
rehearsed rhythms we may begin to
creatively navigate and alter our world
... My recent research and production
takes the form of one-on-one encounters
with the viewer-turned-participant and
often centres on actions mediated by
handmade ceramic objects ... I often
employ ceramics, a material traditionally
used in the production of functional
items for use in social contexts, as a way
to engage with location and the public
in a way that challenges expectations
and routine.”
In answering the question I posed, of how
her work evolved, Tanya states:
“I was still (and still am) seeking —
what else can the medium (ceramics)
do, drawing on its loaded history and
particular set of material qualities, in
relation to bodies, in social contexts, as
a material in transition?”
For her MFA, Tanya had a solid focus on
ceramics and performance.
“It made sense to bring the two together.
I think I went in with the vague notion
of wanting to find new functions for the
ceramic object and ended up using clay
and ceramics as a means of questioning
forms, of social touch, gestural handme-downs and habit, and putting it
squarely in the centre of inter-subjective
exchange ... . It became about what a
material could do when it was free to
perform in different contexts, when
unusual things were asked of it, when it
was not concerned with looking pretty.”
In response to another query, Tanya says,
“I have been heavily influenced by
Process Art, where value is placed on the
properties of materials as determining
factors in the work. My work has dealt
with specific clay properties such as
impressionability, plasticity, fragility,

absorption, weight — and, moving
into the social—the ease with which
people accept it, are drawn to interact
with it —its “everydayness”. Like many
contemporary conceptual ceramists,
material is directly linked to the concept
in my work.”

Greeting Gesture/Poetic Prosthetics, 2011,
two ceramic arm extensions used in
performance, shows Tanya wearing these
long, powerful-looking ceramic arms into
which her own arms fit. She uses these
arms to greet people who enter the space
or uses them almost as a four-legged
creature would in personal movements.
These extensions are visually compelling
and invite a haunting form of greeting.
The choice of using clay arms or hands
seems to be an important statement in
connecting to people, especially to those
of us who use our hands in the creative
process. In HOT MUD three mounted
photographs will show the use of these
prosthetics in performance.

Writing Gesture, 2012, is composed of
a group of bisque clay tablets, a sponge
brush, and water which the performer
uses to write personal words which
quickly disappear. A video was part of
the original piece, worn on Tanya’s wrist
during the performance. A continuous
loop video is part of the current
piece. The audience will be invited
to participate by making their own
comments on the tablets. Since clay has
been used for writing or communication,
among many other functions, since
early humankind, this connects us
with history and mark making in a very
ancient yet contemporary, ephemeral
manner. The artworks are quietly
evocative. In the exhibition, there will
be a continuous video showing Tanya
performing this piece.

Sally Michener
Retired Faculty,
Emily Carr Institute of Art and Design
Vancouver, British Columbia
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Axis (selected version), 2011, Oxidation-fired stoneware
From the Permanent Collection of the Canadian Clay and Glass Gallery

eliZ a au

Photo: Graham Case

Twist, 2013, Cone 6 stoneware

Oculus, 2013, Cone 6 soda-fired stoneware
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tanya doody

Greeting Gesture/Poetic Prosthetics, 2012, Interactive performance with ceramic arms Photo by Jackson 2bears

ARTIST S’ BIOGRApHIES

her MFA from New York State College of Ceramics at Alfred University (2009). She has

Eliza Au received her BFA from Nova Scotia College of Art and Design (2005) and

received grants from the BC Arts Council, Canada Council for the Arts and Vancouver
Foundation. Her work is found in the collections of the Museum of Contemporary Craft
(Portland, OR), Canadian Clay and Glass Gallery (Waterloo, ON) and the ScheinJoseph Museum of Ceramic Art at Alfred University (Alfred, NY).

Originally from Toronto, Canada, zimra Beiner studied ceramics at Sheridan
College, NSCAD University and Alfred University. He is currently a full-time
Instructor in Ceramics at Bowling Green State University in Ohio. Beiner considers

himself primarily an object maker, however he has become increasingly interested in
scale, composition, and the relationship between objects to space.

I believe that my work, whether being built or used, should make me the merriest me

imaginable, and so I seek out the laugh in each of my pieces. I make light-hearted
pots that can be filled with the memories of their use. I believe that bells have to be
rung, lemonade has to be shared and that there is nothing like the surprise of seeing
the contents of a covered sweet dish. My name is Miss E.M. Alysse Bowd

and I am a graduate of the Alberta College of Art and Design’s Ceramics Department.

Maaike Charron is a (mostly) self-taught potter living in St. John’s, NL. She
started dabbling in clay in 2006, and has been selling production work since 2008.
Her first solo show, A Library of Teacups —over 450 one-of-a-kind cups inspired
by her personal book collection — was in October 2012 at the Craft Council of
Newfoundland and Labrador Gallery. Her work is extremely varied, but characterized
by strong colour and humour.

Marianne Chénard was born in Rimouski, Québec and in 2008, she graduated
in visual arts from the Emily Carr University in Vancouver. Since 2009 she has worked
and taught ceramics in Montreal at Gaia Studio. She uses printing techniques she
learned during her education in visual arts. Her favourite themes touched upon the
icons of the Canadian and Quebecois cultures.

holds an MFA from the Nova Scotia College of Art and Design University (NSCAD)

Tanya Doody is an artist and educator based in Victoria, British Columbia. She

in Fine and Media Arts, a BFA from University of Victoria in Visual Arts, a Diploma
from Sheridan College in Crafts and Design in ceramics, and a Certificate of Fine
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Crafts from the New Brunswick College of Craft and Design. In her art practice she
investigates what more the medium of ceramics can do…

in Ceramics Monthly’s 2010 Undergraduate Showcase and Fusion Magazine 2012. In
2013 McKenzie also participated in “Boxed-in” at The Rooms Provincial Art Gallery
and “War: Light Within/After Darkness” at the Canadian Clay + Glass Gallery in
Waterloo, Ontario.

Toronto-based artist Mary McKenzie received her BFA from University of
Alberta and has worked with Toronto artist Shary Boyle as studio assistant. McKenzie
was recipient of the 2010 Gardiner-Sheridan Museum Award Show and was featured

has had a studio practice in Gagetown and also works as a part-time instructor at the
New Brunswick College of Craft and Design. Her work has been exhibited in Canada,
Serbia and France.

Maja padrov was born in Novi Sad, Yugoslavia, and moved to Fredericton in
1997. In 2001, she received her Diploma in Studio Pottery from the New Brunswick
College of Craft and Design. She was the recipient of several awards and grants
including the New Brunswick Arts Board grants for Creation. Since 2003 Padrov

fantasy, and history. She holds degrees from Sheridan College School of Crafts and
Design, Nova Scotia College of Art and Design, and the University of Minnesota.
Montgomery currently lives and works in Toronto.

Lindsay Montgomery is a contemporary artist working across a variety of
media including painting, video, ceramics, and puppetry. Her work is focused on the
construction of a personal fantastic mythology that explores issues of death, family,

Robin Dupont is a ceramic artist and educator specializing in atmospheric firing
techniques. His work is an inquiry into the ceramic process and the relational aspects
of useful objects. With a Masters Degree from Utah State University, DuPont has
also participated in several artist-in-residence programs, as well as research and work
studies abroad and has professional experience in kiln building and teaching at the
post secondary level.

Magdolene Dykstra is drawn to the immediate responsiveness of clay.
After graduating with her Bachelors of Arts, she continued to develop her work in a
mentorship program with renowned ceramist Ann Roberts. Dykstra has exhibited her
work through Canada, the United States, the U.K., and Europe.
Carole Epp has always had the Canadian prairies in her blood. After some
time abroad she returned to Saskatchewan in 2005 to set up her studio and raise her
family. Pursuing her creative passions and a strong held belief in the value of art and
the handmade, she has since been highly active in the local art community and the
international scene through her work as the editor of Musing About Mud blog. She
exhibits and sells her work in galleries throughout North America.

painting, found objects and mixed media in her installations.

Denise Smith was born in Thunder Bay, Ontario and received her BFA with
Honours from Lakehead University in 2010. Her work focuses on deep ecology,
eco-feminism and fantasy through the use of narrative in her ceramic sculpture
and installation pieces. She works predominantly with ceramic, but often includes

Amélie proulx (MFA 2010, NSCAD) has exhibited in solo and group shows
on three continents, earning funding from the Canada Council and CALQ, as well
as an Honourable Mention from the International Sculpture Center, New Jersey
(2010) and the 2010 Starfish Properties Student Award. Co-founder of Les Ateliers
du Trois Cinquième (2012) in Québec City, she teaches Ceramics and Visual Arts at
the Maison des métiers d’art de Québec and Cégep Sainte-Foy.

Janet Macpherson earned her MFA from The Ohio State University, and is
currently an artist-in-residence in the craft studio at Harbourfront Centre in Toronto.
Inspired by Christian martyrs and medieval monsters, Janet uses her porcelain animals

Robin Lambert is a socially engaged artist and educator. He earned a BFA with
distinction from Alberta College of Art and Design and an MFA from the University
of Regina. His theoretical and studio research interests include: relational aesthetics,
participatory work, art and craft theory, craft culture and the role of both the artist
and the art object. Lambert’s work is often a simple gesture highlighting something
that may not be fully appreciated until fully explored—daydreaming, napping, letter
writing and sharing dinner are his tools. He currently teaches at Red Deer College
and Alberta College of Art and Design.

to play with gestures of comfort and constraint.
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LAST BUT NOT LEAST …
Hot Mud: A National Survey of Contemporary Canadian Emerging Ceramists has been
in the making for almost two years. I, first and foremost, wish to thank my predecessor,
George Wale who had the vision for such an undertaking. He brought together five
jurors, two ceramists and three curators, from across the country to select among the
best in ceramic works by emerging artists. Sixteen artists from eight provinces were
chosen for this first national survey, they represent an amazing wealth of talent and I
thank them all for their contribution to this exhibition.
I also wish to thank the five jurors — ceramists and teachers Sally Michener and
Greg Payce, as well as curators Alan Elder, Gloria Hickey and Rachel Gotlieb. Their
task was not an easy one and working with them was a pleasure. Their texts for the
catalogue and their presentation at the symposium contextualize their choices within
a larger discourse and highlights the importance and the development of ceramics
in Canada. Kudos to our Curator of the Collection, Jonathan Smith who wrote
the introduction of the catalogue and oversaw the installation in our gallery. His
insightful introduction underlines the evolution of studio practice from utilitarian
ware to sculptural works.
On behalf of the Burlington Art Centre, I would like to thank our major funders and
stakeholders: The Canada Council for the Arts, the Ontario Arts Council and the
City of Burlington. A warm thank you to PACART and the Pottery Supply House
who also sponsored this event.
Finally, thanks to the Burlington Art Centre team, staff and boards, for their
continuous support when and where it is needed … it is greatly appreciated.
Denis Longchamps, PhD
Director of Programs
Burlington Art Centre

The Burlington Art Centre gratefully
acknowledges the financial support of
our Membership, Corporate Members
and Sponsors; The BAC Foundation;
Arts Burlington; The City of Burlington;
The Ontario Arts Council; The Canada
Council for the Arts; and the Federal
Department of Canadian Heritage. The
Ontario Arts Council is an agency of
the Government of Ontario.
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