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CHAPTEH I 

THE PROBLEM 

I. STATEHEWr Of' THE PROBLEl'''l 

This study of pre-Columbian silver and pottery forms 

was a search to determine how the pre-Columbian artist was 

influenced by the cultural and historical period in which 

he lived, and to use the knOWledge gained in the research 

for original aesthetic projects made by uniting clay and 

silver. 

II. SIGNIFICANCE OF THE PROBLEJ:I 

The purpose of this study was to point out the dif

ficulties of combining clay and silver, to develop innovations 

and to produce 8 functional, decorative project uniting 

clay eud silver. This work was concerned with creation and 

adaptation of 8 contemporary theme, influenced by the pre

Columbian motif. 

III. PLAI'! OF' DEVELOPI/D;~;IT' 

The pre-Columbian culture of South America was studied 

to dotermine which culturel and historical influences may be 

observed in silver and cley 88 Brt of this period. The clay 

end silver art Objects of the pre-Colwnbian culture have 
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been studied by observing actual pieces at the Des Moines 

Art Center and in a private collection owned by Dr. Herbert 

Alberding of Simpson College. Further observations were 

made by studying pictures at the Drake Library to obtain a 

feeling for the motif. This research was reviewed in Chapter 

Two. The development of silver and clay as art media was 

researched to best determine how these two materials might 

be united. 

After determining how the two media might be combined, 

thirteen experiments were made using modern equipment. A 

neoteric silver Bnd clay motif reflecting both the pre

Columbian influence as well 8S contemporary stB~8rds was 

the 3im of this project. 



CHAPTER I I
 

I. HIS'I'OHICAL AND CULTURAL :3ACEGROUlTD 

The pre-Columbian cultures, A.D. 1000 to A.D. 1550, 

after establishing themselves by migration from Siberia across 

the Aleutian chain, seemed to follow basic similarities in 

development that other cultures experienced. The develop

mental pattern was "An agricultural development and subsequent 

economic expansion; problems of increasing population, also 

the rivalry of belligerant neighbors plus the stimulus of 

trade."l 

The evolvement of the use of clay and silver in pre-

Columbian patterns was unique because the culture was isolated 

from the outside influence of Western civilization as it 

is noH tmown. Therefore, the motifs of the art ...·Jorks ....Jou]d 

have 8 unique beauty all of their ovm. 

The exchange of ideas by the artists from one geographlc 

area to another, 8S in other areas of learning, was slow 

1n develop! Yet some of the pre-Columbian artists' work 

in silver fer surpessed much that hed been accomplished or 

ieveloped in the more advanced cultures of the world. New 

cIpst lemon, I:Icdleval American l\:r:~ (8 Survey in 
,! 01 umo s • New York: The Mscmillan Co., 1946), p. 1. 
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evidence indicates that contacts, some maritime, between 

the Northern Pacific Coast of South America and the Middle 

America is now a known fact. l 

Centra 1 lVIexi c 0 appears to have derived its early 
metal artifacts from the South; most of the types found 
in this area also occur in Southern Hexico or in the 
Maya area. It is likely that trade or stimulus diffusion 
began quite early between the Southern May~ and areas 
to the North, extending ultimately to Central Mexico. 
It is even conceivable that the ini tiel introduction 
of metals in the Southern Maya area was accompanied by 
more extensive contacts between Central American groups 
and Southern and Central Mexican cultures. Whichever
was the case, transmission from the South was extremely 
rapid, resulting in the appearance of metm s in Centra 
Mexico by about A.D. 975 or 1000 at the least. 

Although Central Mexico was certainly 8 center of 
the metal-working industry for some time prior to the 
Conquest, Archaeological evidence from the area does 
not indicate such a status in earlier times. 2 

The pre-Columbians developed a wealth of ornaments 

fashioned in gold and silver of highly conventional style 

and dominated by curving lines and intricate movement. 

e motifs developed by the craftsmen of pre-Columbian 

cultures centered around the basic areas of animal and 

geometrical deslgns. i1e most of their work had a con

sted feeling, it was basically symmetrical with repeat 

lDudlev '1'. sby, c'r., flTwo lSouth Ame:r'ican' _:etal 
'.-, U 'R . tl J I r t r . ", .Technioues !'ouna Leoen Y in v,es e n XlCO, AlllerlCSD 

Antl(lu1t y, III ( . 1~ 1962), 23. 

21'1'" \li ,] M IJ(3'1tiorfJ.OQt II tal Artifacts it} Pre
jjt::J. ' _ .... 1.- ··1 uv c.,'l.-"' ...." I 

h:istoric soAmerica, If ~Americ8n Antiquity, I (No. h, 
1962), :~35. 



lines. Motifs were symbolic, vigorous, bold-flowing forms. 

There was generally a tendency to accommodate the design 

to a framework of parallel bands like the space on lined 

paper. There was a consequent replacement of curved lines 

by straight ones. 

The realism which plays an important role in our art 

was not a primary aim of the pre-Columbian artist whose main 

purpose was the expression of an idea, often highly complex, 

in which the imitation of nature may frequently have been 

irrelevant. 

II.	 THE DEVELOPi/[ENT OF PRE-COLUHBIAN 

CLAY l'ECHNIQlfES 

The development of clay of the pre-Columbian artist 

wes believed to have evolved much by accident in the S8me 

way that other cultures developed their clay art, by trial 

8nd error. l 

The pre-Columbian lined his basket with clay in an 

attempt to waterproof it. He learned to fire the clay by 

accident. After ~ arning about firing, he enlarged upon 

his clay methods by making pinch pots and by using the coil 

d s.18·. t-',] 00SODf "uildl"nt;. M~cupdor--'£!.iven the '"Ior1d8 n r b me '	 , ~ has. 

Inenrl Lehrnsnn, Pre-Columbian Ceramics (Toronto: 
ffhe RycrElon Press, 1957-r;-p. 17. 
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the earliest pottery so far discovered anywhere in the new 

world. It dates from 3000 to 2500 B.C.l 

This early craftsman became quite skilled not only 

in forming his art object but in preparing the clay mixture 

itself. He knew that clay composition could not be pure and 

must contain other ingredients. Materials such as mica, 

quartz crystals, volcanic ash, shell fragments and crushed 

pottery have been found in pre-Columbian clay work added 

to strengthen the clay and cut down on shrinkage. 

The techniques used most by these cultures were block 

modeling, coiling, slab, and moulding. Block modelins con

sists of hollowing out the center of a ball of clay and 

thinning: the sides by hand to shape the pottery form. This 

methcd is still done today in Santa Apolonia, Guatemala. 

Coiling is the most common method used in our hemisphere. 

This is the process of rolling the clay out into ropes end 

coil1nl2' it around, raising the walls and smoothing them 88 

the bowl raises. Pastillese decoration, in the form of 

strips or coils of clay pressed on clay forms to represent 

lips, eyes, necklaces, etc., was applied. The slab method 

of build! is done by ,>forki the clay into 8 sheet. Sections 

are cut out Bnd Gsssmbled into pottery of decorative forms. 

1 I . .' c· t 1~ ~ ,,:In,Q Cll~8rc::-;; 0'" ~ onAndre lSn;ftJorJcrJ, 0t"ea' 2- th it:: _1. 
t"8 

U"8Bttle: Hnlversity of 1:Jashington Press, lC?6~), p. ') 
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Moulding was also employed by the pre-Columbian cultures. 

They accomplished this by using bisque clay for their mold 

negative. 80me or 

part of tt' pottery forms and decorations were done in this 

manner. 

Water jugs, cooking pots, cups, plates and mugs of 

many shapes have been found. Besides these many utilitarian 

forms, there were basic shapes such as ovoid, cylindrical, 

and truncated pots some of which were footed, tripodal and 

tetrapodal. There is evidence of the combining of pots into 

double, triple and quadruple vessels. 

J''Iost of the ovoid snd cylindrical forms appear in 

all civilizations, especially globular pots, cups, bowls 

and plates. The aryballo is a kind of amphora, which is 

pointed at the bottom, with two handles in the middle of 

the belly, and a flared neck. l (See Figure 1.) The "tear 

dropt! pot, a form of the ovoid pot has been found on1:5' i:h 

p e 22 .. 
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Fi ure 1. ~re-Columbi8n eryballo-styled pottery. 
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Surface decoration of almost all cultures was made 

by similar methods. One of these methods was incising. 

"\·-8 mean by this term decorations made by removing clay from 

a pot while it is still wet, by means of a spatula or pointed 

tool."l The engraved and incised decoration of almost all 

cultures were made by this method. Pastillage was the adding 

onto the wet surface area by use of coil strips. The most 

common covering was 2 natural slip in liquid form mixed with 

8 ground color. This aided in waterproofing. The pre-Columbian 

often used a repeated geometric design. (See Figure 2.) P08

sibly this was related to having first fired his clay as a 

lining for a basket. Weaving as it imprinted his clay pro

vided 8 satisfying decorative effect. 

Animal or va table base paints were applied after 

slip for decoration. Polishing of clay rubbing tv! th 

stone, nieces of leather or cloth was also done 88 it is 

today. 

Ooen fire, Barthen ovens, and some bric~ kilns were 

rleveloped. The pre-Columbian artist primarily used low-

f lr1 clay one] clav sliD8--ground colour. of neral corn-
v ~ ~ 

position. These slips were put over the naturel colour of 

the cloy to deoorate end waterproof the object. Those early 

1 '_P,:l "'\ ')Cl
DlO., TJ. L. '. 
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artists developed some ceramics with metallic luster. 

The lustre oBcu11ar to this ceramic for a long time 
went unexp1ain~d. Only in the last few years ha~e 
chemical analyses and thermal-reaction tests shed some 
light on its composition. The slip covering the objects 
is 8 clay which possesses unusual properties, both 
ohemical--it contains a high proportion of iron and 
aluminium and therma1--raised to a certain temperature 
in a reduoing atmosphere, it vitrifies. ThiR slip must 
therefore be considered as a glaze. Although it is a 
natural clay to which no flux has been added. l 

As a whole their clay' forms vIere superi or: freely 

expressed yet realistic; copied from nature yet creative; 

angular yet delicate. Without technical knowledge they 

became refined in this craft. 

1 1 \ '·1 21 •.' °1 "" p. 
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Figure 2. Pre-Columbian pottery form. 
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Figure 3. Pre-Columbian teBr drop s ~D8 pottery form. 



13 
III.	 rpEE DEVELOPF[~l"T OF PHE-COLUHBIAN 

SILVER TECHNIQW~S 

The working methods and technique of the pre-Columbian 

craftsman are not too well known, but the facts that have 

been established are listed as follows: 

Mining of gold. Mining of gold of this period was 

not mined but picked up from streams. 

Silver mining. Silver mining was done by digging 

shallow, vertical, open-mine shafts not much deeper than a 

man's height. Horizontal mines were introduced by the 

Spsniards. 

Smelting of are. Smelting of are was done by mixin;:: 

the old with crushed charcoal and placing it directly in 

the fire. The metal wes fused by men blowing through reeds 

into the fire to raise the temperature. There were no bellows 

for blast furnaces used by pre-Columbian craftsmen. 

HBmmerln~. Hammeri silver are wes carried out by
"-d 

beBtin~ the are between smooth stones. The pre-Columbian 

artist hed no anvil, but flattened and smoothed the silver 

· pin~t another Much of his work was doneu 8 i nr: one :'] t 0"ne 8 go. '" cO"_ , • 

this way, startinG with the crude metsl and patiently 

h8mm8rln~ with dice-sheped stones which had rounded corners 
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for fitting in the hand. This stretched metal to the utmost. 

(See Figure 4.) 

Soldering. Soldering was performed by placing solder 

on the edges to be joined, and this would fuse when heated 

with a blow pipe. 

Casting. In using the lost wax casting process, the 

pre-Columbian silversmiths were masters. With crude equip

ment such as beeswax, clay, charcoal, and open fire tbey 

were able to cast hollow objects. This the Europeans had 

not done until after the Conquest. (See Figure 5.) 

Inlay of metals. Inlaying of metals by hammering of 

one metal into another was employed. The fusing of metals 

by heat W8S 91so mastered. Silver and gold were decorative 

8nd served 8 utl1itarian function but were not used as 

monetary exchange. 
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igure 1+. Example of pre-Columbian hammered silver 
techni ue. 
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Pigure 5. Example of ~ra-Columbi8n hollow lost wax 
ersti technique. 
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IV. CONTEHPOHAHY AHTIST CHAFTSlVJ.AN 

Just as the pre-Columbian artist was influenced by 

the cultural and historical period in which he lived, so is 

today's artist influenced by the twentieth century culture 

in which he lives and works and creates. Today's artist 

is confronted with his traditional difficulty in earning 

8 living; few contemporary craftsmen may work with a free 

hand and be original. According to Glenn C. Nelson: 

The rise of large factories with mass production
 
methods placed cheaper ware upon the market. But it
 
also took the responsibility for design away from the
 
person best equipped to understand it, the craftsman,
 
end gave it to the factory manager and salesmen whose
 
chief criterion was profit. l ~
 

Like the pre-Columbian who was also faced with 

"economic expansion", the potter end the silversmith also 

fell victim to monetary considerations. They are at the 

mercy of the tourist trade which demands hand-built souvenirs 

copied from traditional designs. This criterion likewise 

often controls the contemporary potter and silversmith who 

find it is Basier to work with industry or to teach, which 

assures them a set income instead of starvation. This is 

the view of the contemporary jeweler Ronald Pearson. 

The contemporary artist has an unprecedented market 

for his wares. While some artists object to the commercialization 

lCHen.n C. Nelson, Ceramics (NSiN York: Holt, Rinehart 
end fneton, 1 0), p. 95. 
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of their art, others feel there is real dignity in creating 

and designing for mass production and in making things that 

they know have a place to go. As Krevolin and Constantine, 

a pottery tea~ stated: 

In our pottery we use the Same approach as any de
signer working for a manufacturer. We assess our 
available time, materials, equipment. Then go out to 
discover what we can create with these that people would 
buy: There's always some new idea and we're spending 
our energy on things people really want. l 

This view is shared by a jeweler, Margaret Depatta, who 

said: "I believe the artist has a responsibility to relate 

to present society and its methods and I believe there is 

great validity in designing for production." 2 

It is 8 difficult problem for the contemporary artist 

to work out--satisfying his artistic morals and at the same 

time maki B supreme effort to combine good design with 

saleebility. Often the craftsman can't mature if he pursues 

the "fashion trend." So he must constantly experiment to 

be different even to such an extent that the results border 

on the bizarre. For he knows almost any hand-made object 

cBn be dupliceted or adapted by industry. 

IDido Smith, HF.r8volin and Const8ntine,n CrBfts Horizons, 
, No.5 (Se tember-October, 1960), 16. 

II Jewelry by l'i[8n~8ret Depatt8,I! CrHfts 
(' ')" ') 'Jrch-Aprll, 1 ~ J LL. 
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Although many- artists feel dignity, responsibilit;y

and fulfillment in TIlass design, some feel that today's 

industrialization tends to stifle artistic creatiVity. 

HoW serious this stifling may be is pointed out by Ed Weiner, 

a jeweler: 

The contemporary craftsman designer who consents 
to design for industry has ipso facto agreed to dilute 
his intentions to external factors bey-ond his control. 
He agrees to sutmit his vJOrk for aesthetic judgment 
to persons who Bre neither his peers nor qualified 
in Bny W8Y- except financially to make this judgment. 
Some designers flourish in this atmosphere, but I can 
recall only once in twenty- years when 8 meaningfUl 
revelation in design came from this arrangement. I 
refer, of course, to Charles Eames and his designs 
f or the Hernnln ~'Jiller Furni ture Company. 1 

A craftsman is more than a desi2ner and a technician. 

To survive, he hes to be 8 little of many tbings--he BS 

to know about marketing, contemporary trends, historical 

traditions, how to orgenize 1r"cr k Bnd get things done. It 

is just this variety of actiVity wbich appeals to rrJany 

creftsmen--variety Bnd an independent way of life in which 

the Jirection of one's effort can be controlled or altered. 

Yo doubt sach erB hed its lures to distract tbe lonely 

C 1"0 8 tOl"--no d aubt even B pre -0 olumbian II original thinks r H 

1net \'I1ith frustrations, rival ry, allC! defeat. No doubt only 

the herdiest, the most disc:i.plined survived 2nd p2ssed their 

art to succeeding reneretions. 

1 n jJIcDovitt, tiThe Cr8fts'11Sl1 in Production,!l s 
rforizons, IV, No.2 ('nr'ch-'\pril, 196L~), 21. 
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And so today, in spite of crushing commercialization, 

apathetic attitudes and justifiable rationalizations, the 

creative artist finds the twentieth century 8 fertile era 

and individual expression is flourishing in every' artistic 

medium. Among the patient craftsmen who allow their designs 

to mature, a contemporary silversmith, Ronald Pearson, who 

is flexible in his approach to metal work and yet direct 

in his approach to design, had these comments about bis 

craft: 

I believe that designing must be a continuing, con
suming and lifelong process. One that requires con
siderable self discipline and constant practice. Some
times I must draw for several days before I get the 
feel of 8 new project. However, once thoroughly in
volved, I can often \\Tork directly with the material. l 

In many crafts today we see 8 great desire to 6X

psriment and also a desire to be different; it is here that 

thA craftsman and industry start to travel different paths. 

The creative potter or silversmith, who is able to compete 

with today-'s commercializetion is the one who appesls to 

the aesthete. As Robert von Neumann stated: 

An object need not be ornate or complex to be decorative. 
It need only to capture the attention, then to stimulate 
curiosity 8~d ellow for leisurely contemplation of its 
uniquene~s. It must, sbove 811, be sticlulati enough 
to brln~ ettention to itself 8 in and again. In t is 

"to sucoessful art " t' 1'tl'cspeot, 811 is decore ,Ive; enrlcnes 

lRhodes, loco cit. 
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its environment as well as the visual experience and 
knowledge of the viewer.l 

There are few frontiers left today where an individual 

can strike out on his own and expect to lead a creative, 

exciting and free life. Being a craftsman, however, is 

one of these. These artist craftsmen are now groping for 

a new aesthetic to meet the needs of our time, or perhaps 

it is a new anti-aesthetic to break visual patterns that 

no longer suffice. 

The pure craftsman is the one who finds himself 

unable to conform. Huch in evidence today, the pure crafts

man becomes 8 voice in the wilderness of environmental 

aesthetics, resisting the seductions of object-art. He 

joins hands with his artistic pre-Columbian ancestors. 

This aesthetic search challenges even mass production 

which can never compete with the urge of the creative artist 

who is impelled to satisfy his inner self-creativity and 

self-expression. According to John Prip: 

If I have to please one thousand instead of one, 
it is 8 slightly different problem•••• When you 
have to please fifty thousand you do not try to pro
ject you~self, your own image, your own ego. 2 

lRobert von Neumann, The Design and C,...eation of 
.Towelr\7 (Phi18delpbi8~ Chilto"i1 Books, 19(5): p. 200-.

H 

2J8n I1cDevi tt, "!J.'ho Cr8ftsITwn in Producti on, t! Crafts 
Horizons, )CX.IV, No.2 (?Jjarcb-April, 1964), 21. 
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It is literally impossible for the original thinker 

to be thus shackled. He finds irresistible the urge to 

express himself; there will always be a demand for the soul

products of the artist even in a profit-oriented society. 

He senses the artist's soul in a crude pre-Columbian bit 

of pottery or in a Cellini masterpiece. He is a continuing 

link in the cultural chain. In the twentieth century, 

the American craftsman reflects his artistic heritage. 

According to Rose Shrivka, the contemporary American crafts

man evolves in this manner: 

He is an intellectual, the product of the university 
workshop or specialized school with study in painting 
and sculpture 8S well as design and craft techniques. 
Having turned to the craft heritage of the rest of 
the Horld f or lack of an indigenous one, he bas bad 
to study. Instead of learning his technique from the 
peasant craftsmen, he does his research in books, in 
the workshops of the university and by traveling to 
those countries w~th 8 craft tradition. He is, further
more, a veritable melting pot of national origins, 
With the professional artist-craftsman who emigrated 
from Euro~e 2nd the Orient making a decisive contribu
tion. As B group, therefore, U. S. craftsmen are most 
receptive to-new ideas, most intent in search of their 
craft continuity.l 

v. THI~:3 AHTIST'S liSE OF PHE-COLTFIBIAN l'IOTIF2 

The artist of this project, like other Americans, 

\'v8S receptive to ert vJorks of merit: unique, decorative, 

a!'1cJ~ appea I" ' and _ he utilized the rare combinationJ. ly·· nO'j"e-I,· RO 

IHose Silriv[{B, iirrhe New Ceramics Presence, Ii Crafts 
TT'"orl zons, I, No. 4 (Jul',.i-AuL~ust, 1 1), JO. 
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of silver with clay--modern, yet reminiscent of an early 

culture. 

The designs that evolved from the artist's exposure 

to pre-Columbian motifs developed as follows: Since the 

bulk of the pre-Columbian clay forms were utilitarian, 

the forms of this project were developed to serve a useful 

purpose; he sought simplicity of line, as well as an elegance 

of detail. 

The pre-Columbian potters hand-built all their pieces; 

but the wheel was used on all but one pottery form of this 

project. 

Some of the silver motifs were inspired by pre-

Columbian examples of repeat design, horizontal or vertical 

perallel line de9icn and part of an animal form. These 

des12ns were then united with clay in many different techniques. 

The pottery forms and silver shapes were not imitated; 

they were used only as inspiration and no attempt was made 

to duplicate the pre-Columbian motifs. Only the feeling 

of dssi!!n \"-'[,8 utilized. 

The clay forms refused to take on an w1.controlled, 

loose, free feeling that may have been desired. They re

mained somewhat formal end stiff. Still the texture and 

color of clay And lazes ~8ve 8 desired contrast in relstion 

to tho slIver. 
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For a craftsman who had been exposed only to a western 

civilization background, this study of pre-Columbian artistry 

led to an awareness of past cultures, their restrictions 

and their accomplishments. Combining these two media seemed 

to proJuce a ra~port with artists of pre-Columbian culture. 



CHl\prrER III 

s'rEPS AND 'lJOHK OP :',TUDY 

There are 13 works combining clay and silver in this 

study. Figure 6 is an example of the pre-Columbian pottery 

which influenced this experiment. This separately con

structed pot was also used by Grecians, as well as Phoenicians, 

of the Western culture. Ring bases may have been added 

later 8S cultures developed. (Se6 Figure 6.) 

I. BASES AND LIJS 

Figure 7 illustrates the angular design after the 

8cmetric feeling of the pre-Columbian motif. The silver 

bess wes designed and made after the bowl was thrown, bisque 

fired, glazed and ~18ze fired. 

N 0 difficulty was encountered in this problem. 

'p h. 4 q 
dU
-i Q r (,~i i 

~,;
c,' -u' 1" e q) w8 ~ mad e 

~ 
fir stiD t h 6 S 8 me 

...... _ .....1• ....- \1. ...... ,.' L...< 
f 8 S h ion 

88 Pi re 7. This time, however, B lip was planned to 

receive a lid. The bowl fseling was obtained from the 6X

f.Jrnple SrlO\,in in [i1 iQ'ure 3. 

'rhe silver WBS raised, simulsti the hammer! 

','technique of pre-Co_1urnOl[m. The handle was cast tie 

. . 1 -, a n J- ~ hl'. co?},·' C a 8 1 cor"e itt: claylo~t-w8X technIque, USID3 c b~ o' --

he handle Bnd the interior of the lid were attachedpi rl S 0 
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to the raised lid which was designed in 8 repeat feeling 

of the bowl contour. This design was developed from feline 

prominent teeth found in many pre-Columbian motifs. 
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~igure 6. Pre-Columbian pottery form with stand. 
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l ...Figure 7. Contemporary eXBmnle of pottery t h

silver bess. 
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,r;1"l' b"ure"- Pu. Contemporary pottery form with silver 
Lid. 
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II UNSUCCESSF'UL PROI3LETISe 

Attempting to unite the two media by tension resulted 

in failure because silver lacks resilience and is too soft 

and pliable. (See Figure 9.) 

Soldering through all opening fai Ie d when the clay 

W88 too thin. 

The base (on Figure 10) with interlocking silver and 

c18y was successful beoause the clay was thick. The inter

locking was unsuccessful on the bowl where the olay was thin. 

Concentrated heat broke the areas that had openings to receive 

silver. 

Suspending silver through apertures in the clay failed 

because concentrated soldering heat separated the clay which 

had successfully underGone 2300° F. 
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Figure 9. Experimentsl silver tension on clay. 
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Figure 10. Interlocking silver to clay. 
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Figure 11. Example of suspending silver through 
opening. 
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III. ~UCCc;S2,]?UL UNrrING OF CLAY AND SILVER 

Seven vessels were created which can be classified 

a8 successful attempts at combining clay and silver. 

The two silver banding bowls shown in Figures 12 

and 13 were made using the S8me technique. They were 

thrown on the wheel with slight incision cut in sides to 

receive silver bands. The pots were then bisque fired, 

glazed and glaze-fired. 

The silver bands were formed smaller than the in

cision in the bowl, then soldered and hammered slightly 

to stretch them to nearly the proper size. The final 

fitting was accomplished by heating the silver, holding it 

in place until it cooled, shrank and fitted into the in

clsion. 

Parallel bands were developed after learning that 

~uch of the pre-Columbian dSBign was held within B frame

work of Darallal bands. 

Iuoh cley was left exposed and unclazed \)ecause tile 

color Bnd texture would enhance the smooth, shiny surface 

o -n" "1,· ~r Prl,Jl b(~c8ur;e the pre-Columbian had developedf_ t ' e S 1 fe, cl - - ~ " 

o y slip plus some small number of metallic glazes. 

These two experiments were considered successful 

because the silver united 2micBbly t the c18Y to produce 

Jecorativ8, ple[-~[;:i ob,jects. 



i 
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Figure 12. A successful example of inlay silver 
1n cloY. 
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Fisure 13. Successful example of inlay silver in 
clfJ"I,,[ • 
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'I' his ( T:l i~ gure 14). was a successful attempt to inter

lock silver with clay. 

The bowl was thrown on the wheel, the sides were 

left thicker and holes were cut at the leather-hard stage. 

Then the bowl was bisque-fired, glazed and glaze-fired. 

Silver legs were cut and the soldering process started to 

fasten legs to bowl. Dimensions were altered because the 

bending of silver in place became a problem. 'rhe design 

was also changed to achieve stability and visual balance. 

The silver soldered successfully because the pot 

was pre-heated with a torch, and the area receiving silver 

was thick, allowing retention of heat and resistance to 

Pre-Colu~bi8n designs used two main slip colors, 

broi'l1n and red. The brovm "18S left exposed in t his pot. 

The ids a for this experiment (Figure 15) Came from 

the pre-Columbian pot pictured in Figure 1. An attempt 

, t 1 nu en~ed' oper'~n~R on· t~e exterior when"J88 mfJ(J(~ ,0 D. ece u '3D "'U e ' 1_" i::" • ',j 

the c18~ weB leather herd. The pot was bisque-fired, glazed 

811d Inze-flred. 

Silver	 cut end soldered. SolJsri became 8 

resolved when the pot '!,'iDS [;ept i'li8rrn byproblern Hhlch 

t e silver	 in
pl~,ci sBnd inside Rnd pre-heetins. Holdi 

problem durins solJerin~; when the potploce t-Jos nIso 
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was laid on its side, sand escaped and heat was lost. 

Asoestos was used throughout, but torch burns showed up 

on the clay surface in the area of the soldering joints. 

'rhese scorch burns could no doubt be eradicated by using 

Basy-flow solder and wet asbestos. This type of silver 

suspension lends itself to artistic experimentation. 

The next experiment, Figure 16, was an outgrowth 

of the attempted soldering through an opening illustrated 

in Figure 10. 

This second attempt used tension to hold the silver 

in place in pre-cut holes. Proportions and accuracy were 

difficult to maintain and shims were used to hold the silver 

tiphtly within the holes. Inaccuracies in both clay and 

slIver were not completely eradicated. 

A uler clay desi blends with the modernistic 

( n' _ Jopen handle silver desl n. A later experjrnent J:'lgure 1 -J,) 

ste i from this problem wes successful. 
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Figure 14. Successful example of interlocking silver 
in cley. 
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Fi!:mre 15. successful 8xanple of suspenJ silver 
through clay openi 8. 



------...._--------g
 

I'I} o mple of silver held by tension.16. 
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The motif of the pot shown in Figure 17 was suggested 

by a North Peruvl· "".1 
01 

jl,Jl· ct'lre 
~ 

of 8 t· .S lrrup Jug I dnea hs,ane 

with 8	 round silver nose pendant and earrings. 

rnl 'ILoe Sl ver was pre-shaped and the holes pre-cut. 

Scorching during soldering still presented a problem, un

known to the pre-Columbian who made no attempt to solder, 

but simply crimped the silver in place. Soldering, 8 prime 

challenge to this artist, was attempted in order to produce 

a permanent union. 

The problem in Figure 18 was successful. No heat 

was needed to come near the glazed handle to attach it to 

the silver base and bOWl, reSUlting in a functional, decorative, 

contemporary project with a pre-Columbim influenced motif. 

This is 8 successful contemporary example (see Figure 

19) of slab and wheel made pottery form with suspended silver 

dann:li ornements. rrhie ,"18S done Hitbout the use of [lest, 

.f. • ..frorn	 a-cut oD8n1 s, utiliZing repeat pattern rnOulJ.S. 



~-----------------iij
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Figure 17. lIn eX8nple of dangle ornaments. 



\:'~:=--~------------
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Flgure Ie. Snccessful eXE3!:]ple f conbini 
8 bezel. 
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-

1"i 19. A successful exa 113 of SU80e ed sil er 
dS'n['11n thr enings. 



CT-rAPTER I"V 

CONCLUSION 

Combining clay and silver as a decorative media no 

doubt is not new: the pre-Columbian had clay vessels with 

silver lids, as well 88 silver ornaments hanging from openings 

of clay heads and other materials such as fabrics. There 

is little technical evidence, however, that clay could be 

combined with silver. frbis project successfully united 

these two media by inlaying silver with clay in 8 con

temporary design influenced by pre-Columbian motifs. 

The soldering process presented the greatest problem. 

Inlaying or interlocking the clay end silver with the 

801derin~ process resulted in many failures. As long 88 

the solderjn? process was not done in connection \tiith 8 

f:i.nlsh d c18~r Object, ho't-Jever, the orocsss was usually
c~ 

satisfectory and there was no problem except fitti 

tOn tl" ')8('''1''''8 0.>'_' f· e, llsture of the t"so tnateri2ls.cons ".,n . J : ··ua,'" v 

i\ftGr f11'1 , clDy becomes hard and ri id; silver, tnou:'h 

i,,, ~ ~1 J·I~p. cpu co 6 n:f the(jults firm, h'tll yet s t trecn Hnl. 0<::!1-'. J_ C' '" 

O .P~· ~h,·.'A tW0) "'~lcgterials, the researcher1ncompstlbl nB t ures u_~.' 

"1 ·.,?n.·•. il".~p.·~. ·_·.~,.~.·~Llltl.·n.~ from this.8l.ures. U~._ ~CJ encou.rlter1 ed f 

ore thBll~,..., (.'.. t·".] c b sis. 3uildin 8 1)8·) L,' v 
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one model allowed for chipping, shrinking, warping and 

blowing up as well 8S for accidents in glazing, glaze firing 

B nd s olJeri ng. 

This study demonstrated that it is Possible to wed 

clay and silver into a unique decorative combination. 138

cause clAy and silver are on opposite ends of the scale: 

low to high cost, from matt to high shine, Bnd porous to 

non-porous, this combination will appeal only to the aesthete 

or the individual artist Who will be willing to face the 

chelle e of hi cost and difficulty of uniting these two 

!nedia. Cormnerci81ly, this difficult combination could be 

done on 8 limited scale. To an individual artist, the 

cornbinin~ of these media presents an interesting chelle 

.

ITi8 l him aware of the artistic value of 3000 year old 
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