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Bob Green. Unsure of her p;*.[}‘l at the L‘HHL‘}_;L',
[remel took a brief respite from her studies
and travelled to Mexico and the Southwest.
She even had a stint as a construction
worker

She returned to Middlebury College to
seize a study abroad opportunity in Peru
where she studied indigenous pottery
through the Catholic University of Peru
in Lima. Tremel’s long-term immersion
Into the culture connected her to Jose Luis
Yamunaqué, a potter from Chulucanas,
with whom she apprenticed and learned the
technique of paddling. The process of forming vessels with a wooden
paddle and rounded stone is a skill Tremel has used throughout her
career. The experiences and techniques Tremel took from her time in
Peru have always influenced her ceramic work.

Iremel returned from Peru and finished her degree at Middlebury
College. A few years later, she moved to Bloomfield Hills, Michigan
where she entered graduated school at the Cranbrook Academy of Art.
Having no experience as an art student; no critique time and not even
an art history class to her name, Tremel hit the ground running with
the help of her mentor and teacher Tony Hepburn. Graduate school
was a period of discovery for the artist where interests in feminism
could unite with ideas of the vessel. The artist valued her experience
at Cranbrook because she was not only supported, but encouraged
to make pots as well as sculptures. Tremel emphasised that it was
Hepburn’s philosophy that students should have a strong foundation
in the history of their medium while simultaneously being afforded the
opportunity to experiment. For Tremel, Hepburn’s most memorable
lesson was to be mindful of creating ‘one-liners” or trendy objects.

The graduate work and subsequent sculptures conveyed the notion
of vessel as metaphor for the body. The artist paired bodily forms with
pre-industrial tools to create symbolic objects that expressed ideas of
the feminine. Take for instance, the piece titled Plow (Plough) where a
clay pelvis has been fashioned to a wooden handle. The ceramic bones
have been slightly altered and sharpened to insinuate the shape of a
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Facing page: Tremel paddling in her lap.
Photo by Carolyn McCarthy,.

Above: Plow (Plough) Detail. 1995.
Cone 02 ceramic terra sigillata and cryolite
matt glaze, metal, wood, leather.
I0x3x2Af1.

KATE TREMEL O HER METHODS:
“In 1988-1989 | participated
inan exchange program at the
Pontifica Universidad Catélica
in Lima, Peru. | wasable to
integrate my Anthropology
and Spanish majors with my
newfound love of clay in an
internship with the Peruvian
ceramist José Luis Yamunaqué.
Yamunaqué was raised in
Chulucanas, Piura in a family ‘
of potters who made wares for
all the different stages of chicha
production, a traditional fer-
mented cornbeer. Asayoung
man Yamunaqué and many of
his generation were encouraged
to pursue an artistic path.
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cast ﬂt'.a [riend’s pregnant torso. The barroy i
made functional with a weathered meta] whee]
and hand-carved wooden handles. In the collar
bone of the piece, there was a large crack in the
clay surface that had been mended. The artist
embraces process im perfections for another layer
of metaphor relating to the structural limitations
of both clay and body. Certainl y the idea of vessel
1s Infused into this sculpture; once as a gardening
cart and twice as a feta] carriage.
In response to her own first experience with
childbirth and nursing, Tremel’s sculptural work
shifted in a direction more specifically related
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steel wheel, metal, leather, steel and
Pholo by Walker ."L-.‘I:J:fr{ﬂmnuy.

“After formal studjes

In Argentina and Italy,
Yamunaqué set up astudio

in Lima and began teaching a
handful of students ‘Peruvian
Ceramics”. Instruction included
the paleteado (paddle and anvil)
technique of his childhood and
his own revival of fine particle
coloured engobes, which he
developed into a palette of
more than 50 colours.

The desire for an authentic
cultural expression was a
politically significant quest
for Peruvian artists at that
moment. There was little
formal ceramics instruction at
any of the universities or fine
arts schools and just a hand-
ful of contemporary artists
working in clay. Yet, sadly,

it was Peru’s ceramics his-
tory that the rest of the world

recognised as one of its most
significant achievements.

epoxy. 3x5x2.5 fi of tools as extensions of the body. The item of

focus became the watering can, which became
the perfect metaphor for the idea of mother as
provider of nourishment. The notion of a watering
can suggests that the function of the object is for
the purpose of watering plants. Here, the artist
is suggesting similar ideas of mother as mi‘lk
producer whose purpose is to feed. The artist
comments, “These sculptures were an attempt to capture something of
the experience or ph ysicality of pregnancy and nursing. I feitlike a farmf:r
growing and watering my babies.” The unglazed roughly textured coil-
built cans certainly echo the old watering cans of yesteryear, but EKPE{Hd
the idea with a jump in scale and peculiar proportions. The watering
cans have womb-like interiors and are filled to the rim with further
fertility symbols including elongated spouts that double as phalluses, as
well as udders, nipples and actual casts of the artist’s lactati ng breasts.

After a successful second pregnancy, Tremel felt that the experience
of raising her son and daughter caused her t, make a transition back
to the functional pot. A life as a mother made her feel more settled and
domesticated. The artist states, “I didn’t really want to make work filled
with angst. | was more interested in beauty, Efmplicity and the intimacy
of domestic interaction. I also like to cook and serve food.”

Tremel’s current body of functional work copgists primarily of
paddied forms. Drawing from her P?mzmn.tmi“ingr she strikes the
porcelain with a wooden paddle W_hIIE D'ld!‘ng. 4 stone anyi| on the
inside of the pot until the clay wall is so thin it js Virtually weightless.
The pots have just enough of a flattened bottom to resy safely, but the
silhouette of each piece appears t0 just praze the Eurfa;;e It sits upop,
The range of forms includes nesting sets, s:r;gle SEIVIng bowls, Vases
and pitchers. A white semi-matte egg shell glaze and ; glossy o] ectric
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Top left: Chulucanas: El Paiztzgdﬂ {pad-
dling). 1989. Chulucanas, Piura, Peru.
Top right: Chicha Stove. 1989. An adobe
stove built around the cantaros (pots) for
boiling chicha.
Above right: Chulucanas K}‘ht Loading.
1989 SI:Il'R'ITI:Q' the pit kiln unth pots, uwii
and shards.
Left: Chulucanas: Beginning fm:ms
drying for paddling.

“In Yamunaque's studio there
was a sense that the use of any
kind of clay and, in particular,
the pre-Colombian pﬂﬂcﬂdﬂ
technique and terrasigillatas,
was a kind of revindication of
Peruvian history and identity. I
think that I struggled with what

the use of the paleteado meant for

rsonally.
mﬁ;i Cranbj;mk, I begl antmn;gd
for a personal voic

fﬁﬁmﬁi sculptural edu-
cation. | stepped back toexamine
the meaning inherent in a choice -
of materials and ancﬁseslexper-
imenting with solid clay ﬂ:»::rg;'L |
paper clay, clay as-amat;;e.& = v
as the residual structure

fibre burnout and so forth.
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.-41-103‘{’1’{’!‘-1-*1 ﬁhtfrfng Can 1.2000. Cone 02 clay, with terra sigillata,
ink wooden base. 40 x 26 x 20 in. Photo by Walker Montgomery.
Above right: Finished Kiln. 1989. Chulucanas, Piura, Peru.

“| was interested in the interstices
of materials and tried combining
the clay with wood, steel, fibre,
leather, lead sheet, gut, wax, hair
and found objects. My return to
the paddle and the rock coincided
witha period of domesticity and the
raising of a family. I was attracted
to the sensuality and repetition of
the process of cradling the piece in
my lap, but also making pieces for
daily living. While many of the
forms are inspired by the simplest
of unglazed historic pottery, there
is a subtle subversion in the choice
of porcelain. The high degree of
manipulation causes a great deal
of warping. I have tried to har-
ness a sense of beauty out of this
simplicity and the failures. I fee]
itisimportant not to be afraid
to revise the traditional process,
Loften incorporate the wheel,
slabs, moulds and slipcasting. ]
feel Fhat my practice has a firm
footing in the ceramics history
of makers and | am somehow
grounded by that connection, yet
I h“P"‘-‘ that the work will contin
be fresh and interest; %
Ing for its
modern audience_
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cobalt blue glaze are preferred choices for the
surfaces. For contrast of colour, terracotta clay
is alternately used and incorporates a black
glaze and terra sigillata for the surface treatment. Tremel al‘so f:reates
bowl forms that are perforated. These pieces push the limitations of
clay as the artist races against time to complete the perforations before
the pot completely dries. All of the work is fired in oxidation to cone 7
temperatures in an electric kiln.

Just as the sculptures refer metaphorically to the vessel as body, 50
do the paddled pots. The forms of the bowls echo human shape as they
swell and sensually undulate like any bodily curve unique to a womar.
The translucent walls are reminiscent of skin and bone. Concep-tua"y:
the pots also become tools with their utilitarian ability to contail:l and
serve. They express ideas of the feminine as they cradle and HOI.H‘ISh:

Iremel currently resides in Ann Arbor, Michigan where she lives w:Fh
her husband and two children. She spends the majority of her time it
her studio making work for exhibitions, studio sales and professioﬂﬂl
crafF fairs. She is a lecturer at the Penny W Stamps School of Art and
Design at the University of Michigan and is associated with the Anf
Arbor Potter’s Guild.
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Though the work is inspired by the artist’s
lite, it rises above the self-referential object
to achieve a universal appeal and a timeless
quality. The famous Mythologist Joseph
Campbell reminds us, “What each must
seek in his life never was on land or sea. It is
something out of his own unique potentiality
for experience, something that never has been

and never could have been experienced by AR S S : 3 .".
anyone else.” Top left: Plrtcher Mama. ZUU._S’; Glazed terracotta with terra Stglffatﬂ, ‘
; thrown, Coiled and paddled with wooden paddle and stone anuvil, fired
to cone 02. 26 x 27 x 20 in. Photo by Patrick Young.
Top right: Pierced Bowl. 2010. Glazed cone 7 porcelain, formed with
a wooden paddle and stone anvil, pierced. 7 x 19 x 15 in.
Above centre: Nesting White Bowls. 2012. Glazed cone 7 porcelain, |
: formed with a wooden paddle and stone anvil. .
Largest piece 15 6 x 16 x 15 in. Photo by Hervé Ternisien. _‘
Above: Tremel at work in the studio. |
Left: Tremel's signature on a pot.

Jennifer Graff is an Associate Professor of Art and the
Assistant Department Head at the University of North
Georgia in Oakwood, Georgia. Ms. Graff teaches ceramics
and other foundation art courses at UNG and is an artist
currently making functional pottery.

Photos by Kate Tremel unless indicated. Others as indi-
cated by Carolyn McCarthy (carolyn@cmcphotos.com),

Walker Montgomery, Hervé Ternisien and Patrick Young
(patyoung@umich.edu).
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