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Ceramics, Landscape, Remediation and Confection, 

A Theory of Surface - Abstract.

This investigation combines practice-based and documentary research 

methodologies to interrogate a neglected history - landscape images 

and patterns used in industrial ceramics. The synthesis, mediated by 

artistic intervention, stretches the blue and white semiotic. In analysing 

processes used in the creation of a genre the research widens the 

vocabulary of the language used to describe printed ceramics. 

The articulation of findings are visual and textual - their complimentary 

nature essential in the creation of new understanding. Visual and 

documentary research were presented (with illustrative text) in 

Exhibition,1 and textual form - here in Thesis (with illustrative image). 

In the historical narrative, the thesis draws remediative and confective 

threads, plotting the journey of images through philosophical construct, 

painted landscape, engraved reproduction and book illustration into 

stylized vitrified patterns. It also tracks and demonstrates geographical 

and cultural movements within the decorative manifestation, and 

considers their significance. The thematic and graphic source of the 

neglected pastoral confect - Sweden’s Rörstrand VIndsäter pattern is 

used as prime exemplar. 

In re-configuring extant industrial product as contemporary art object 

the visual and technical shifts undertaken in the creation are dissected. 

The stretch of mnemonic association is tested through detail, subject 

matter, context  and scale - evaluated through display, exhibition, 

reflection and critical reception.

12
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The thesis concludes that printed ceramic surfaces are part of a wider 

printed media, that they form part of collective cultural memory and as 

such are loaded with existent meaning. It asserts that confection and 

remediation are core to a theory of ceramic surface - that these 

concepts illuminate critical analysis, dialogue and understanding of 

historical objects - as well as contemporary artworks.

The research adds to the body of knowledge by creating a 

comprehensive narrative thread documenting development of the 

genre, and in the identification of particular historical artefacts. It creates 

new insights and understandings which affect perceptions and critical 

discourse in the field of Contemporary Ceramics and the Crafts. 
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Introduction

Confection: The act of creating something by compounding or mixing a 

variety of components2

The content of one medium is always another medium 3

Research Undertaken:

Research has been undertaken into the historical context of the 

development of printed landscape patterns on ceramics, through 

extensive literature survey, as well as primary archival survey (including 

curator and historian interviews) in a number of museums in the UK, 

Norway and Sweden. Additionally, extensive reading of contemporary 

writers has included the crafts/applied and decorative arts, 

contemporary ceramics and the discourse surrounding the development 

of new media. 

Practice-based research has used original copper plates, engraved 

printed pattern and imagery. Together with the contexts of original 

production, these have been knowingly remediated - in the creation of 

new artefacts, which have been commissioned and exhibited. New and 

previously constructed artefacts from the past ten years have been 

assessed through reflective commentary, critical peer review and 

interviews with curators, collectors, commissioners and those attending 

exhibitions.

Conclusions have been realised in artefact and in textual form. A self-

curated exhibition at Manchester Metropolitan University Special 

14

2 confection WordNet® 3.0. Princeton University. Retrieved 10/10/05 from URL: <Dictionary.com 
http://dictionary.reference.com/browse/confection>.

3 McLuhan, M. Understanding Media: The Extensions of Man p. 8., Routledge and Kegan Paul, 
London 1964.

http://www.wordwebonline.com/en/ACT
http://www.wordwebonline.com/en/ACT
http://www.wordwebonline.com/en/CREATE
http://www.wordwebonline.com/en/CREATE
http://www.wordwebonline.com/en/COMPOUNDING
http://www.wordwebonline.com/en/COMPOUNDING
http://www.wordwebonline.com/en/MIXING
http://www.wordwebonline.com/en/MIXING
http://www.wordwebonline.com/en/VARIETY
http://www.wordwebonline.com/en/VARIETY
http://www.wordwebonline.com/en/COMPONENT
http://www.wordwebonline.com/en/COMPONENT
http://dictionary.reference.com/browse/confection
http://dictionary.reference.com/browse/confection


Collections Gallery in Manchester in 2007 presented research findings as 

visual narrative (supported by text) - constructed from historical 

artefacts, contemporary artworks, and intermediary evidences of 

working process. A record is also presented here in archival form on DVD.  

The textual version of research findings is presented here (supported by 

visuals) as a narrative thesis, including directions for future research. 

Background:

Phd research in the field of contemporary ceramics is young and is 

characterised by three types of research: Research which is purely 

historical or theoretical, research where creative work is used to test new 

processes or techniques, and research which analyses the creative 

process itself - proposing it as a tool to create new understandings of 

issues or events.

Although the historical context is key to this thesis, it is not purely 

theoretical. In spite of an origination in Cumbrian Blue(s) studio practice, 

which engages with printed ceramic surfaces it is not technically driven - 

it does not create new work in order to test new materials or examine 

technique. The research is also not simply or overtly self-reflexive of 

artistic process. The project synthesises history, practice, and context in 

order to add to the body of knowledge, as well as to create new 

understandings. 

Prior to embarking upon PhD research, my practice of making, and the 

critical reception of resulting artefacts, had engendered a self-driven 

historical and contextual curiosity. Dissatisfaction with existing 

vocabularies of dialogue was partly responsible for my embarkation on 

this doctoral investigation. In devising new ways of considering the 

printed ceramic form, the research has engaged with dialogues not 

traditionally considered within contemporary ceramics. 
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Cumbrian Blue(s):

In my artwork, I use graphic, printed image and pattern on ceramic 

surfaces to engage with contemporary social, political and 

environmental concerns. My use of print is knowing and deliberate, but it 

was not always this way. I initially engaged with print simply as a means 

of putting notebook drawings onto collaged, narrative ceramic surfaces. 

My use was naïve in the sense that I had little prior knowledge or 

understanding of the history or context of printed ceramics, instead 

developing a process to fulfill an artistic need in form and image 

production. Gradually as my practice developed through self-originated 

writing and curatorial projects, I began to become aware of the 

potentially loaded nature of meanings that the printed ceramic surface 

could carry, including its historical association with the dissemination of 

political messages, and thus began this more knowing use of print. 

My book, Ceramics and Print4 published in 1994 was the first textbook on 

the use of diverse print techniques in ceramics. It included one short 

historical chapter, before systematically examining a range of differing 

print processes. A subsequent exhibition and edited catalogue Hot off 

the Press, ceramics and print5 developed into an examination of the 

historical and contemporaneous roots of the complex relationship 

between printed surface and fired ceramic form, which was further 

extended in 2000’s Painted Clay Graphic Arts and the Ceramic Surface. 6 

Other exhibitions including The Vitrified Image7 examined the 

contemporary breadth of graphic works in ceramics. This writing and 

16

4 Scott, P. Ceramics and Print, A&C Black, London (1994 - 2nd edition 2001), plus translations into 
Spanish (Gustavo Gili) German (Haupt Verlag), editions in Australasia (Kangeroo Press) and North 
America (University Pennsylvania Press)

5 Hot off the Press, Ceramics and Print. Ed. Scott, P. and Bennett, T., Bellew, London, 1996.

6 Scott, P.  Painted Clay, Graphic arts and the ceramic surface, A&C Black (UK), London, Watson 
Guptill (USA), 2000.

7 The Vitrified Image, commissioned exhibition at the Hyde Gallery, Grossmont, San Diego, for the 
NCECA (National Council for Education in the Ceramic Arts) Borders in Flux conference, March 
2003.



curatorial activity has been variously credited as being important 

catalysts in the phenomenal growth of printmaking within studio 

ceramics in the past thirteen years.8 More recently my studio work has 

also been credited as being increasingly influential in contemporary 

practice.9

All my work emerges from, and is formed by my experiences, my 

perceptions as an active contemporary artist, where practice is 

necessarily multifaceted. Textual and curatorial work during the 

Ceramics and Print and Painted Clay period inevitably used a very wide 

brushstroke in order to bring diverse techniques and a wider history to 

public attention. 10 The breadth of study led to personal research into a 

huge range of techniques, interdependencies, processes and histories, 

and my practice was inevitably affected by the technical, historical and 

critical sweep. Such broadness is however, neither indefinitely satisfying, 

nor sustainable and in the development of a personal visual articulacy, it  

became clear that the artwork needed to be grounded, depth as well 

as breadth became essential. Thus it was that my interest in narrative 

and commemorative (ceramic) form, fine detail and graphic fidelity led 

to a focus on the transferred engraving of classic Staffordshire blue and 

white landscape patterns.

In the late eighteenth and early nineteenth century, painters captured 

and created the picturesque in pastoral landscapes from across Britain, 

Europe and Empire. In their dissemination through book illustration, the 

brush stroke was remediated in engraved stippled dot and line, before a 

further re-purposing took place by specialist engravers creating 

decorative ceramic prints. Simplified, stylized and confected landscape 
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8 For example see: Ceramics in Society (1999) 37,  p 6, Ceramic Review (March/April 2001) 188,  p 
39. Aylieff F.  in Ceramic Review (July/Aug 2001) 59, p 59.

9 For example see: www.thinktank04.eu/home.php.

10 Reviews: Cooper, E. Crafts Magazine (1995) May/June. Vincent P., Contemporary Ceramics in 
Society Spring 2001 p.5, Painted Clay book review. Petrie, Dr K., Printmaking Today, summer 2001, 
p. 33, Painted Clay Book Review.
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patterns, as printed tissue designs were applied to mass-produced 

ceramic wares. Crisp dot and line were blurred in the kiln to soft cobalt 

blues under transparent glaze on white porcelaneous bodies. Their 

widespread domestic consumption became part of the wider 

democratization of image made possible by the accelerating 

development of print, ‘knowledge that previously ended up in the 

libraries of the aristocracy became available for ordinary people’.11 

To me these printed confections were beautiful - delicate, melted blue 

line and texture floating in glassy film. As well as the sensuous, material 

attraction, I also saw a rich seam of form and symbolism that had the 

potential to be mined, to develop a contemporary visual language 

capable of dealing with issues affecting the existent landscape in its 

widest sense. My initial interest was in the archetypal Spode’s Italian Blue 

pattern. Introduced in 1816, it had been in continuous production until 

Spode went bankrupt in 2008. The pattern is a typical pastoral 

confection of the time, including a river, ruin, trees, figures and cattle. 

The suggestion is that a traveling artist from Northern Europe made 

sketches of the scenes he encountered as he made his way through 

Italy. On his return home the drawings were combined into a landscape 

image, which Spode later used and chose to call The Italian Pattern. My 

early image excavations involved photocopy, collage, drawing and 

screen-printing to create imitative patterns containing nuclear power 

plants amongst the pastoral landscape and its ruins. Later, the use of 

digital drawing and cloning tools allowed a more fluid and flexible 

methodology of image and pattern creation before their eventual 

realization in ceramic surface. Working digitally meant that all stages of 

image and pattern creation could be saved independently allowing for 

retrospective re-working, a process impossible with the materially fixed 

paper, photocopy and ink. My embrace of the digital eventually 

involved the mediation of all aspects of my work - communication, 
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11 Lehtinen, T. (2001). The Memory of Material, Paper for the 2nd Impact conference, Helsinki from 
www2.uiah.fi/conferences/impact/lehtinen/Lehtinen.pdf, p4.



information, text, sound, image and form, fundamentally affecting 

practice and understandings. The result is still a primarily contemporary 

visual practice concerned with drawn line, pattern, image and meaning 

- enabled by the digital. The fact that it is expressed in a ceramic 

materiality ensures that the primary context in which it is shown and 

critically appraised is within the fields and dialogues of contemporary 

ceramics and the areas variously ascribed as the Crafts, and the Applied 

or Decorative Arts. 

Dialogues, Status and Descriptive Languages:

Historically, the critical dialogue here is relatively young. As potter and 

critic Emmanuel Cooper writing in Ceramic Review explains: ‘In 

comparison with the fine arts, the crafts have only a relatively small body 

of literature supporting it. Like any other visual art form, there is a plethora 

of how-to-do-it books, which if sound are welcome. But unlike fine art, 

there are few books that deal with the ‘why’ rather than the ‘how’.12 

Within this small body of literature, established terminologies and 

topographies of engagement have developed from the anti-industrial 

roots of craft and ceramic dialogue. They have proved ill suited to deal 

with the primacy of printed (or painted) image on ceramic surface and 

form. 

The printed ceramic genre is the subject of copious research by 

collectors, nevertheless it is poorly represented in major public museum 

collections. Extensive public collections are usually based in towns where 

ceramics was an important industry (Worcester England, Swansea Wales, 

Lidköping Sweden), or are institutions set up by wealthy private 

collectors. Kenneth Ames curator of the Winterthur Museum in Delaware 

observes that: ‘Collecting has usually preceded scholarship and 

continues to do so today. Typically someone has started to collect it, 
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12 Cooper, E. (2007) Ceramic Review, Off Centre, issue 226, p. 82.



whatever it may be, long before scholars grow interested in it’.13 As 

industrial products of popular culture it is perhaps unsurprising that they 

have failed to register on the list of desirables for museums whose 

concerns have often been the collection of the aspirational or ancient. 

Speaking on the relatively small quantity of printed blue and white in the 

Potteries Museum Stoke on Trent collection, Miranda Goodby, 

(Collections Officer) explained to me: ‘These were common everyday 

objects and until recently not deemed of sufficient interest for museums 

like us to collect’.14 The genre’s location in academic research is recent 

and is to be found in the archaeological, economic and cultural fields. It 

does not appear in the visual fields, not even in art history in spite of 

printed image and pattern mirroring particular contemporary 

movements in art. It is important to recognize that printed landscape 

patterns on ceramics were key functioning elements of the late 

eighteenth century’s new media. In disseminating and democratizing 

images through the domestic, they played an important role in the 

formation of our romanticized view of the countryside, our perceptions of 

the exotic and even in the development and establishment of national 

identities. Printed blue and white landscape patterns are still widely 

recognized cultural objects with inbuilt meaning (albeit changed from 

the original) today. 

As a natural area for study by cultural historians, their importance to the 

visual arts lies not only in their cultural meanings, but also in the 

remediative manner of their production, in their graphic content and in 

their importance as an adaptable visual language. These objects form a 

distinct, identifiable and important genre in the history of ceramics.

Whilst there is now a developing plurality of dialogue in contemporary 
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13 Ames Kenneth L. (1983), American Quarterly, American Decorative Arts/Household Furnishings
Vol. 35, No. 3.  p. 283. Retrieved 8/05/07 from stable URL: http://links.jstor.org/sici?
sici=0003-0678%281983%2935%3A3%3C280%3AADAF%3E2.0.CO%3B2-F.

14 Notes from a personal conversation, 4 March 2004.
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ceramics, systemic, structural changes necessary to fundamentally 

influence wider perceptions through academic and institutional output 

are frustratingly slow - only recently Joseph McBrinn was moved to write 

(about ceramics in Ireland): ‘Ceramics are about process rather than 

place. Ceramics are defined by production rather than consumption. 

Ceramics are physical sensual, even visceral but never intellectual or 

confrontational. Ceramics are always defined by clay and never new 

media. Ceramics are made by the hand not the head.’15 Print, the other 

component in the synthesized form also has its limitations – ‘The historical 

bond with the print industry separates printmaking from other traditional 

art forms, isolating it in its own separate area.’16 Too often it also relies on 

notions of process, materiality (with the default primary medium paper), 

production, and handicraft skills as means of expression. Dr Stephanie 

Brown has also noted: ‘Apart from being two of the most potentially toxic 

processes in the creative repertoire, ceramics and printmaking also 

happen to share the dubious distinction of respectively nurturing the 

worst bores of the crafts and fine-arts worlds – obsessed with technique 

and craft secrets’.17

Print and ceramics have however inevitably begun the (for some, 

difficult) embrace of new media as digital laser and inkjet technologies 

have swept the reprographics industry. For example - the Fine Print 

Research Department at University West of England collaborations with 

Hewlett Packard 18 or Tim Long’s four year Research Fellowship at the 

University of Wales at Cardiff.19 Within ceramics the use of digital print 

and CAD/CAM software is moving the ancient medium into uncharted 
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15 McBrinn J. (2007), Authenticity Familiarity Redefinition, catalogue for Andrew Livngstone’s PhD 
exhibition, University of Ulster. Essay - The Hand of the Maker.

16 Lehtinen T. (2001), The Memory of Material, Paper presented at the 2nd Impact conference 
Helsinki. From www2.uiah.fi/conferences/impact/lehtinen/Lehtinen.pdf, p 3.

17 Brown Dr S. (1996) Hot off the Press, Ceramics and Print. Ed. Scott, P., and Bennett, T.,  Bellew, 
London.

18 See http://amd.uwe.ac.uk/cfpr/index.asp?pageid=695.

19 See http://easyweb.easynet.co.uk/~tim.long/.
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territory, but the reach is also deep into the very fabric and function of 

ceramics. The success of Paul Mathieu in securing major research 

funding from Canada’s Social Sciences and Humanities Research 

Council for The Memory of Humankind: Digital Ceramics and the Archive 

is another indicator of the recognition of the importance of this digital 

relationship. Mathieu is not reliant on the obvious physical digital 

influences and function but his premise is founded on the commonality 

of the archival. Computers are perceived as a new form of archive but 

he posits, ceramic is the ‘ultimate archival material, contributing primary 

archeological information about past cultures.’20

Ceramic is not only form, but part of its value as an archive of human 

culture is the fact that it is a media surface too. It is thus pertinent to 

examine the dialogues and terminologies used to discuss media, in order 

to find ways of developing a meaningful ‘theory of surface’. 

Appropriation, Remediation and Confection:

Early media theorist Marshall McLuhan asserted that the content of any 

medium was always another medium. More recently David Bolter and 

Richard Grusin’s analysis of new technologies Remediation: 

Understanding New Media21 stresses ways in which new media refashion 

prior media forms. They argue that the representation of one medium by 

another is characteristic of new digital media.  

Bolter and Grusin’s media model centres on the twin logics of 

remediation: Immediacy and Hypermediacy. Immediacy refers to the 

(Western) fantasy of direct access to the ‘real’. Ironically it operates as a 

paradox, promising unmediated access to the ‘real’ while at the same 

time pointing to itself as the doorway through which the access is 
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Proposal. Three year research project funded by Social Sciences and Humanities Research 
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21 Bolter, J. D., Grusin, I. R., (2000), Remediation, Understanding New Media, MIT Press, London.



negotiated. It is this portal, the medium itself, that the opposing logic of 

remediation, hypermediacy calls attention to. It works in opposition to 

immediacy, emphasising the distinctive qualities, or the constructed 

nature of a given medium. It makes us aware of the material or media 

and (in sometimes subtle and obvious ways) reminds us of our desire for 

immediacy. 

Whilst it is not a problem to imagine printed tableware calling attention 

to its materiality (its hypermediacy), today - in a world saturated with 

sophisticated photographic and virtual landscapes - it is more difficult to 

imagine that printed patterns on ceramics might offer immediacy - 

unmediated access to the real, but Richard Townley Haines Halsey 

observation in the introduction to his book Pictures of Early New York on 

Dark Blue Staffordshire Pottery written in 1899 infers just that - in the early 

1800’s ‘there were few illustrated magazines in those days and traveling 

was difficult and expensive, hence the only pictures of the great public 

buildings, steamboats and railroads seen by residents of the more 

remote parts of this country were upon pieces of the table service.’22

McLuhan himself argued that each major period in history takes its 

character from the medium of communication used most widely at the 

time. Thus the period from 1700 to the early 1900's was the age of print. 

This has now been superseded by new media, at first analogue, but now 

almost entirely digital. Today’s new media remediates, but print fulfilled 

this function in earlier times. So, the process whereby painters captured 

and created the picturesque in pastoral landscapes in the eighteenth 

and early nineteenth century, their dissemination through book 

illustration, then their re-use and re-purposing by specialist engravers 

creating decorative ceramic prints are perfect exemplars of remediation 

at work. 
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22 Haines Halsey R. T. (1899), Pictures of Early New York on Dark Blue Staffordshire Pottery, Preface 
p. XIII. Dover Publications, New York, 1974 (reprint of 1899 book published by Dodd Mead and Co 
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Of course the process can also be defined as one of appropriation. 

Artists routinely appropriate as part of their practice - painting and 

printmaking have re-fashioned and incorporated prior media forms in for 

hundreds of years. In the process of appropriation artists re-contextualise 

whatever is borrowed to create the new. Whilst artistic appropriation can 

involve changes in media, in other cases the original object or form can 

remain accessible without any material change (Duchamp’s Urinal). 

Remediation clearly involves appropriation, but significantly that which is 

remediated is by definition, in process incorporated into a different 

medium. This is significant in the context of dialogues and vocabularies 

used in contemporary ceramics, and the applied arts, which have been 

traditionally subsumed in process and materiality.

Remediation as a practice has long been employed by fine artists - 

Édouard Manet’s Le Déjeuner sur l’herbe with its main compositional 

device for the arrangement of figures lifted from Marcantonio 

Raimondi’s engraving after Raphael’s The Judgement of Paris is a typical 

exemplar, but this concept has had little impact on the dialogue of the 

crafts or applied arts, until writer, maker and historian Amy Gogarty first 

introduced it in her paper Remediating Craft 23 in 2004. For her, 

remediation is used as a descriptor for the process that applied artists 

engage in with their use of craft materials to occupy new spaces. It is 

typified by the work of Canadian artist Marc Courtmanche who claims 

that the space he creates is ‘a port for all not-quite utilitarian objects, 

not-quite art objects’.24 Gogarty believes that this space is unique to 

craft, and that ‘crafted objects remediate both the everyday world of 

utilitarian objects and the symbolic world of art, calling both into 
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23 Gogarty, A.  (2004), Remediating Craft, Paper to conference Consequence of Material. 
Retrieved 03/12/05 from URL: www.craftculture.org/archive/gogarty1.htm.

24 Marc Courtmanche - Sculptor. http://uregina.ca/cgi-bin/cgiwrap/courtemm/Item.cgi?
Page=0&Item=4 p. 1.
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question through an act of critical bridging.’25 Thus remediation in this 

research context is used both literally - visually in the re-purposing of 

image to new forms, but also conceptually in the movement of artwork 

into new spaces.

The act of creating something by compounding or mixing a variety of 

components is defined as ‘confection’. It is a word often associated with 

sweets and cakes, but it also refers to the creative act of making from 

raw materials.26 Its connection with sweetness and food has obvious 

conceptual appeal when considered in conjunction with the act of 

serving on tableware, but in a perfect symbiosis is also descriptive of the 

creation of painted landscapes from Lorraine, through Gilpin and 

Constable, to the actual landscapes made by Capability Brown and 

Humphrey Repton. For the painter Claude Lorraine, landscape 

confection was preceded by employment as a pastry confectioner, and 

he has been credited by some with the invention of the light pastry 

known as 'feuilletage'. Richard Ford writing in 1845 observed, ‘French 

Patisserie is elegant in form, exquisite in material, full of invention, genius, 

jam and colour, can we be surprised at Claude Lorraine having begun 

life as a pastry-cook?’27  Thus, when engravers concocted the historical 

patterned and pastoral, they were following a well-trodden path; the 

Willow Pattern for example contains elements from Indian, Chinese and 

Japanese iconography to create a uniquely (to western eyes) Eastern 

exotic, which has become fundamentally English in nature. Confection 
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25 Quoted in Gogarty, A., (2004) Remediating Craft. Paper to conference Consequence of 
Material. Retrieved 03/12/05 from URL: www.craftculture.org/archive/gogarty1.htm.

26 www.wordreference.com/definition/confection.

27 Ford R. (1845 ) Handbook for travellers in Spain Part 2, p 664, John Murray London 3rd edition, at 
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refers to the creative act of making from raw materials.28

Research Aims:

The primary aims of this research are distilled into the following questions:

What were the contexts of production and consumption of industrially 

printed landscape patterns on ceramics? 

What was the nature and extent of the remediative and confective 

processes inherent in the genre? How are they re-contextualised in 

Cumbrian Blue(s) artefacts?

What are the implications for dialogues within Contemporary 

Ceramics? 

Research outputs are presented as visual and textual narratives. 

Thesis structure and contents:

Chapter 1 - Nature and Topology of Research, Methodologies: 

In briefly assessing the nature of previous PhD submissions in ceramics this 

chapter identifies different methodologies employed in the field to date. 

It examines the special nature of artistic investigation then outlines the 

synthesis of historical and practice based research which characterises 

this project. It outlines the methodologies used to enable effective 

research processes, and articulation of findings.

Chapter 2 - Landscape Patterns and Industrial Ceramics -

Documentary Material: This chapter outlines the primary and 

secondary documentary sources examined in the research. It 

explains the difficulty on obtaining access to museum archives 

relating to printed ceramics in the UK, leading to the unexpected 

discovery of collections in Scandinavia. It outlines the scope of 
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secondary documentary material on printed patterns, noting its 

Anglo-centric and North American nature. Finally the chapter 

outlines other literature examined in the attempt to create a wider 

vocabulary for contemporary ceramics. In creating the narrative, 

the chapter notes the relative obscurity and specificity of both 

primary and secondary documentary sources. 

Chapter 3 - The Origins and Development of Landscape Patterns:

This chapter documents a sequence where objects, ideas, events, words 

and images synthesize in an industrial articulation of cultural mores and 

aspirations. It notes this genre’s journey from desirable domestic object 

through aspirational collectible to devalued junk and kitsch. To do this, 

the chapter documents the historical origins of landscape patterns, 

establishing the conditions under which the printed genre emerged at 

the end of the eighteenth century. It highlights the significance of 

Romanticism, trade and the schematic importance of book illustration. 

The disseminating role of print (on a variety of media forms) in the 

democratisation of information is considered, before establishing the 

nature and role of this ceramic industrial consumer product and its 

spread into international markets. Consideration is made of the revival of 

pastoral patterns in the early twentieth century, before the decline in 

design and production. It identifies the core remediative and confective 

characteristics of printed landscape patterns on ceramics.

Chapter 4 - Confectionary, Landscape and Geography:

This chapter examines the compositional rules employed in the creation 

of landscape paintings, and their origins. It notes the formulaic 

commonality in engraving, before dissecting the origins of an archetypal 

English pattern - the Wild Rose. It establishes not only the confectionary 

nature of the tableware, but also the landscape upon which it was 

based. Finally the chapter narrates the discovery of a neglected Swedish 

pattern, Vindsäter  - an exemplar of culturally specific pattern with 
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allusions to nationality and idealised place - and documents the 

research undertaken in trying to establish its origins and production 

dates.

 

Chapter 5 - Cumbrian Blue(s) - Historical Development, Technical 

Methodologies:

This chapter documents the appropriation of extant industrial product 

and its re-invention as contemporary art object. It first reflects on the 

initial development of Cumbrian Blue(s) artworks and documents the 

systematic harvesting and storing of image and pattern in analogue 

format, before describing the subsequent evolution of practice around 

digital processes - from archival mechanisms to pattern and object 

creation. Throughout, similarities with  industrial production 

methodologies are identified and analysed.

Chapter 6 - Stretching the Semiotic in Artefact: 

The chapter examines the visual and conceptual shifts undertaken in the 

creation of Cumbrian Blue(s) ceramics. It demonstrates the significance 

of confective and remediative threads, and their role in stretching 

mnemonic association. The chapter documents a selection of artworks 

made in or for specific locations, examining the way in which they 

stretch and extend the visual language - technically and conceptually. It 

demonstrates that new forms made as a result of the synthesis of 

historical knowledge and creative practice enable new ways of seeing 

and enhance understanding. In documenting the reactions of those 

who engage with the new artefacts - collectors, commissioners viewers, 

and critics - in a variety of differing locations, it affirms the process by 

which an historical genre is artistically appropriated to effectively 

engage with a variety of issues and contexts affecting the contemporary 

landscape. It also documents the positive effect that re-purposing has in 

enabling original archival material to be viewed afresh. Finally - distilled 
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in artefact - the chapter challenges the traditional language and 

dialogues employed within contemporary ceramics. 

Chapter 7 - Conclusion 

The chapter reflects on the presented investigation considering research 

questions, the diverse nature of findings, and their original contributions 

to knowledge. It then examines the effectiveness of methodologies 

employed and reflects on the differing presentations of findings, before 

making recommendations for future research directions. 

Structure and Nature of Submission - Exhibition, Thesis and Supporting 

Material: 

Research outputs are presented as visual and textual narratives. The 

primary source material and artefacts made as a result of creative 

engagement are physical objects. Huge amounts of information are 

transmitted by first hand interaction with original forms - they possesses 

an aura that is absent in digital or other reproduction. Whilst the 

televisual experience of watching a football match can be immersive, it 

bears no relation to the enhanced, intense physical emotional 

involvement of being at the actual event. Rod Taylor the pioneering 

educator who helped to transform the teaching of art in schools 

emphasised the need for children to see art first hand in order for them 

to have the ‘illuminating experience’. He observed and documented 

their transformative experiences in seeing paintings for the first time.29 

Real life interactions with other kinds of objects are significant and 

memorable in a very similar way. 

One articulation of findings has involved the selection of physical 

artefacts representing historical sources and creative production. These 

were presented in the self-curated public exhibition - Confected 

Landscapes, Cultural Wallpaper and Contemporary Vignettes at 
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29 Taylor, R. (1986 ) Educating for Art, Longman, London.



Manchester Metropolitan University Special Collections Gallery from 19 

November 2007 to 1 February 2008. The exhibition presented historical 

artefacts alongside contemporary artwork - books and engravings 

alongside printed ceramics. The curation imbued a diverse range of 

objects with an equality of status regardless of their immediate origins. 

Illustrated books and ceramics from MMU Special Collections, copper 

plates from the Rörstrand Museum were displayed alongside ebay 

bargains (engravings, books, ceramics), Cumbrian Blue(s) artworks and 

process material (decals and notebooks) forming a coherent visual 

narrative. The supplementary visual essay which accompanied the 

exhibition distilled one version of the narrative into a compact form 

suitable for future reference and included images of significant objects 

not available for the exhibition. As well as the visual essay, the actual 

exhibition has been distilled into an archival form suited to this formal 

presentation – images, two-dimensional digital reproductions of three-

dimensional composite forms are stored in various formats on DVD in a 

visual narrative. 

Textual:

The physical manifestation of research findings (and its record as digital 

archive) is complemented by written thesis which articulates, through 

narrative text and image, theoretical elements of the research 

extrapolated from literature survey, primary documentary investigation, 

artistic material, reflection and critical reception. The thesis concludes by 

reflecting on the research undertaken, assessing the implications of the 

findings for practice, contemporary dialogue, and indicates areas for 

future research. 

Digital:

The text and illustrations of this thesis have been produced in Microsoft 

Word and latterly in Apple’s iWork Pages applications on a Macintosh 

computer system. On the accompanying DVD are Keynote and 
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Powerpoint presentations of the Confected Landscapes exhibition, and 

supporting Quick Time movie files relating to aspects of the primary 

research. In addition the thesis itself is presented digitally as an Adobe 

Portable Document Format file - in 2009 the standard, stable cross-

platform electronic document format.

The work put forward for consideration for the award of PhD consists of:

A written and illustrated text accompanied by DVD-ROM bound into the 

back leaf of the hard copy. This contains extended visual evidence of 

the research journey as well digital records of practice based outputs. 
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Chapter 1:

Nature and Topology of Research, Methodology

….the vividness of certain images lies in their confluence of bright and dark, in their 
contrast of density and opacity. Confusion has here nothing to do with muddle but with 
those indiscernible points where light, dark, clarity, vagueness and weight are fused 
within a composite whole. The science of sensitively knowing rests therefore on a 
constructive faculty which intuitively fuses such manifolds into a coherent whole or 
image. It is an ars combinations which does not merely perceive aesthetic unity but 
constructs it.30

Previous PhD Research in Ceramics:

PhD research in the field of contemporary ceramics appears to fall into 

one of the following three categories. Firstly, research of a purely 

historical or theoretical nature - Julian Stair’s 2002 thesis Critical Writing on 

English Studio Pottery 1910-1940,31 or Damien Moon’s The Role of Bernard 

Leach in the Development of Australian studio-pottery from 1940 to 

196432 (2006) are prime exemplars. These involve a traditional academic 

process of historical documentary research, consideration of findings 

and conclusions drawn from these. The second adopts a research model 

where practice is used to explore and develop new materials, 

techniques or ways of working, for example Kevin Petrie’s Water-based 

ceramic transfer printing: The development and creative use of a new 

on-glaze printing system (1999)33 or Katie Bunnell’s The Integration of New 

Technology into Ceramic Designer-Maker Practice.34 In this process 

artwork is used as a tool to experiment with and test technical processes 

or novel ways of working; text is used to report findings relational to the 

experiments undertaken, and artefacts presented as a product of 

methodological investigation. Creative processes and their status as 

32

30 Davey N., (1989). British Journal of Aesthetics, Baumgarten's Aesthetics: A Post-Gadamerian 
Reflection, Vol. 29, No: 2, Spring 1989, p. 109, Oxford University Press.

31 Stair, J. Critical Writing on English Studio Pottery 1910-1940, Doctoral thesis, RCA, London 2002.

32 Moon D., In the Beginning was the Word: Bernard Leach and Australian Studio Pottery from 
1940 - 1964. Doctoral thesis, University of South Australia, Adelaide, 2006.

33 Petrie, K., Water-based Ceramic Transfer Printing: The development and creative use of a new 
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research are considered and justified. The final category involves 

research which analyses the creative process itself; proposing it as a 

research tool to create new understandings of issues or events; for 

example Neil Brownsword’s Action – A Creative response to Transition 

and Change in British Ceramic Manufacture (2006).35 Here the creative 

process itself is posited as the primary research methodology, the artist 

researcher as reflective practitioner; the process of making art 

documented through notebooks, sketchbooks and video, and critical 

peer review used as a common methodological evaluation tool. 

Research Methodologies:

In her introduction to the Sensuous Knowledge Research Conference, 

Creating a Tradition, at Solstrand in 2004, Nina Matlerud observed that: 

‘The old division of tasks means that artists develop art - while proper 

art historians develop the research and theory about art – in the later 

years also including sociologists, anthropologists etc. This division of 

tasks is old-fashioned. From all professions of practice (health is an 

example) the practitioner’s voice has been strengthened and listened 

to in a new way – because it contains specific information from just 

their point of view. The old-fashioned theorist position, claiming to see 

reality with an objective gaze, is no longer available. The old 

hierarchies between theory and practice, “brain and hand”, are 

challenged in most fields, for good reasons: The whole notion of so-

called facts and fact-based research has since long broken up in most 

disciplines. Strategies for including broader and more dynamic 

approaches to understand the world appear to be necessary.’36

This investigation is characteristic of the new ‘broad and dynamic’ 

approach. It includes historical research, visual and verbal language, 

digital and analogue (material), and it is primarily shaped and anchored 
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by practice. Although containing elements of all three previously 

described PhD groups, none of them alone provide an appropriate 

model. Whilst much of the research undertaken was historical in nature, it  

was framed by practice and a particular way of seeing, and whilst 

technical innovation has been important, it is has been a means to a 

creative (research) end; whilst practice itself has been central, the 

research is not focussed on its functioning or processes.

Dr Stephen Scrivener defines and articulates the relationship of research 

to art making, and the role of artefacts in relation to the acquisition of 

knowledge:

‘Through original investigation (i.e. research) we arrive at knowledge 

and understandings of the natural and artificial worlds, past and 

present. In contradistinction, art making brings into existence artefacts 

that have to be interpreted. Drawing on the natural and artificial 

worlds and imagination, the artist generates apprehensions (in the 

sense of objects that must be grasped by the sense and intellect) 

which when grasped offer ways of seeing and being. Whereas original 

investigation is concerned with acquiring knowledge of what is or was 

the case, art making is concerned with providing ways of seeing and 

ways of being in relation to what is, was or might be…. Research in the 

context of making art is original creation in order to create novel 

apprehension.’37

This research investigates a neglected history (landscape images and 

patterns used in industrial ceramics, their sources, including the role of 

engraving and book illustration), it synthesises this knowledge in a 

contemporary visual language (employing aesthetic, technical and 

methodological innovations in the contemporary re-purposing of these 

images) and then examines the way in which the synthesis, mediated by 

artistic intervention and the digital (printed ceramic artefacts), creates 

new insights and understandings, affecting contemporary perceptions 

and critical discourse. Artefacts affect both understandings of the 
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historical, and perceptions of new (yet to be created) objects. At the 

same time, new understandings of the historical influence the 

composition and creation of artworks. This research has been born out of 

studio practice, and has been filtered and informed by creative actions - 

affecting interpretation, topography, direction and reception.

As befits research straddling cultural history and visual arts practice, a 

number of different research methodologies have been employed.

Documentary Research:

An extensive eclectic Literature Review has been fundamental in 

gaining an understanding of the historical and theoretical issues 

affecting the research. In addition to these secondary sources, 

significant original material has been examined. For printed ceramics 

and associated production - at the Spode Museum England, the 

Egersund Museum Norway, Gustavsberg and Rörstrand Museums in 

Sweden. Objects from these and other collections have been 

supplemented by the private acquisition of artefacts sourced in antique 

or junk shops and from e-bay. In addition early nineteenth century 

original travel and art books (containing engraved illustration) have 

been examined in a variety of sources, including in particular books from 

the MMU Special Collections: Archive Collection, Artists’ Books, Book 

Design, and the Victorian Ephemera. 

The examination of primary sources involved sorting, cataloguing and 

appropriate storage. The extraction of image from copper plates 

employed basic intaglio printmaking methodologies, and their 

digitisation scanning, cleaning, compilation and filing.  

This research has not been textually articulated in a formal Literature 

Review, but incorporated into the text of the thesis, in particular the 

account of documentary research in Chapter 3. 
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Artistic Research:

Artistic process in the context of this research performs a central function 

because of the way in which it has been the primary driver - instigating 

and directing. Its synthesis with historical material is central to research 

outcomes and findings. A problem for me was clarifying in my own mind 

how very personal, existent working processes could be understood as 

‘legitimate’ research, and be coherently articulated within a formal 

context . 

Many existing models of explaining and documenting visual arts research 

seemed inappropriate, unconvincing or prescriptive, but Bunnell38 and 

Brownsword’s39 references to Naturalistic Inquiry in the construction of 

their methodologies appeared plausible. Here research questions are 

approached using frameworks based on the existing structure of artistic 

practice. Bunnell references Mihaly Csikszentmihalyi’s model of creativity 

and proposes that practice-based research is characterised by a three 

way cyclical relationship between an individual (Person) their field of 

practice(Field) and the wider cultural domain (Domain).

Dr Aslaug Nyrnes also uses the relationship between three fields as the 

model for a Rhetorical model of artistic research.40 She developed her 

theory after many years of observing her father - a woodworker - in his 

studio. The model defines constituent interconnected topoi of creative 

investigation as Theory, Own Language and Artistic Material/Expression - 

and methodology of creative investigation is defined as movement 

between them. Nyrnes asserts that artistic research has the following 

characteristics: 
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‘It is concrete. It involves a wide register of expressions following its 

own laws and rules. It has a profound historical dimension. And artistic 

research always involves verbal language which makes it part of a 

huge language machine. In the side light of rhetoric, one does not 

stress fixed starting point or method or thesis, one stresses that research 

is a dynamic process, constantly moving around, getting to know the 

topology of the art.’41

The core topos is the researcher’s own words or expressions - Own 

Language. It is used to develop research questions, reflect on research 

activity and set goals. This personal language has a wide register, 

including not only the verbal or textual (notebooks, blogs, diaries, 

working notes and writing) but also visual expressions contained in 

sketchbooks, working drawings and images. Own Language is the artistic 

register that an individual researcher is familiar with, one which changes, 

develops and enriches as research progresses. 

A second topos is defined as Theory. This is a systematic conception, a 

constructed scheme of ideas of the principles of something or of 

abstract knowledge. Theory justifies actions, establishes the principle 

ways of viewing a project, a problem, an object or an action. It involves 

definitions - or non-defined concepts that are used in systematic and 

conscious ways. It is not only verbal but also relational to art’s own 

language - it is present in tacit processes, and can be articulated 

exclusively visually. Theory performs a core function within research, 

empowering the artist researcher to gain control. It enables and 

encourages the prioritising of pertinent research questions, the exclusion 

of others. Its development is evidenced in thesis, artefact and exhibition.

The third topos is Artistic Material/Artistic Expression. How the artist 

understands and deals with artistic material is termed ‘tacit knowledge’. 

This is learned by experience and sometimes driven by unconscious rules 

embedded in practice. Being aware of, and understanding this is akin to 
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the need for consciousness and perception of verbal rhetoric in the 

textual. In addition to the tacit, effective artistic expression in the context  

of this research also requires conceptual grasp and aesthetic vision, as 

well as an awareness and understanding of the context of artwork 

creation. 

Artistic research involves moving around within this topography - often 

apparently at random - observing, investigating, discovering, collecting, 

storing, organising, memorising, forgetting, abandoning. Digging, 

excavating, selecting, re-selecting, harvesting, appropriating, adapting, 

transferring, shaping, reshaping, risking, generating, remediating, 

confecting, examining, re-examining - and waiting.  Sampling, collaging, 

drawing, painting, cutting, giving up, re-starting, destroying, breaking, 

tearing, piecing together. Reading, listening, considering, noticing, 

reflecting, absorbing, adjusting. Fine tuning, repeating, repressing, 

recycling, provoking, copying, imitating, playing, printing - and testing 

out different combinations of these actions.

The material record of this movement is evidenced in written notebooks, 

sketchbooks, in collected and altered artefacts, in the digital textual and 

visual files stored on hard drives, their resolution in individual and 

composite artworks. In this case - also in the textual outputs of research in 

thesis.

In applying Nyrnes model to this research it can be visualized in the 

following diagram:
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Fig. 1: Nyrnes Rhetorical model adapted to this research project.

Although the Rhetorical model functions to clarify personal 

understanding of artistic research in describing the creative engine and 

its working, it does not illuminate process in a way that enables a clear, 

descriptive narrative. A different way of analyzing is necessary to 

exteriorize the creative process and allow comprehensible textual and 

visual articulation. Activity within the Artistic Material/Field and 

movement between topoi needs further clarification. 
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John Hyatt refers to artistic research as having three phases - Data 

Collection, Transformative Action, and Findings,42 but although this infers 

a rather logical sequential path, (and as such could provide the 

necessary structure for narrative) its simplicity fails to encompass the 

complexity and unpredictability of creative practice. Many artistic 

researchers have used adaptations of a Heuristic research model. 

Moustakas43 outlines a three stage process - Immersion, Incubation and 

Illumination. Bunnell44 adapts stages in Naturalistic Research and defines 

them as Immersion - the investigation of the research themes through self 

absorption and interaction  Acquisition - the conscious and subconscious 

collecting of data, and Realisation - meaning exhibition, structured 

analysis and peer review.  Brownsword’s analysis45 separates peer review 

and outlines  - Origination, Evolution and Resolution which are followed 

by Peer Review - the critical reception and interpretation of artworks. This 

sequential methodological process is repeated as works and series of 

works develop. Identifying these stages in artistic process seems 

apposite, and also enables narrative - provides a way of organizing 

complex forms of experience in ways that can be told and recounted. 

I have adapted these similar but slightly differing models to reflect the 

working processes of Cumbrian Blue(s) research, as follows -

Origination - stimulated by the urge to satisfy creative curiosity, to 

produce artwork for a particular brief or exhibition, or to further develop 

and extend existent ideas and themes in practice. These initial stimuli - 

drawings, titles, written ideas or existent text, image and pattern - form a 

series of disparate starting points and resources. Acquisition/Immersion/

40

42 Hyatt, J MIRIAD Research Conference 04/04/05 personal notes from his presentation. See Betty 
Treacle, retrieved 18/05/10, from URL: www.hyattartandlife.com/treacle/id8.html.

43 Moustakas, Clark, Heuristic Research: Design, Methodology, and Applications, Sage, London, 
1990.

44 Bunnell, K., The Integration of New Technology into Ceramic Designer-maker Practice.
Doctoral thesis, The Robert Gordon University, Aberdeen, 1998. p. 92.

45 Brownsword N., Action – A Creative response to Transition and Change in British Ceramic 
Manufacture. Doctoral thesis, Brunel University, 2006. Introduction p 10.



Evolution is the process of conscious and subconscious collecting and 

processing of visual and textual data - documentary and contextual 

information. Here clarification and understanding is extended on levels 

outside immediate awareness. The coalescence of the disparate into 

potential artwork is aided by processes such as confection, 

appropriation and remediation - articulated through construction, object 

acquisition, collage and drawing (including digitally with Adobe 

Photoshop). This stage involves the use and development of tacit 

knowledge and the employment of conceptual grasp and aesthetic 

vision. It is characterised by the apparently haphazard movement 

between research topoi articulated in the description of Nyrnes 

Rhetorical Model on page 38. It will involve the moment when idea, brief 

or question is mentally resolved, and is yet to be materially expressed. 

Resolution is the stage of embodiment in artefact and exhibition - a 

comprehensive depiction of the essence of intent in artefact. This may 

well simultaneously form the origination of a new, refined question or 

concept, leading to a new sequence. Resolution involves dissemination - 

ideally the selection and integration of physical artworks within curated 

exhibitions - viewed as equivalent to published research papers in 

academic journals in other fields. It also involves the dissemination of 

images of resolved artworks - reproductions in the press, web, postcards 

magazines and postcards.

Peer Review is a type of verification. In this context it involves the critical 

reception of exhibited and commissioned artwork, by peers - other 

artists, writers and curators within the field. This provides valuable external 

feedback - aiding awareness of the works location in, and contributions 

to, the visual arts field. As well as acting to confer and establish the 

veracity of intent, it can be also be a catalytic factor in the creation of 

new conceptual developments - in turn stimulating new origination, 

marking unexpected evolutionary steps or affecting  perceptions of 

resolution.
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As well as assessing the critical reception of artworks attempts were 

made to evaluate impact on individual viewers, gallerists, commissioners 

and curators through interview and questionnaire.

Documentary and Artistic research processes have been enabled by the 

use of physical tools and equipment as well as the digital architecture of 

the Macintosh computer system, a broadband internet connection, and 

software including Adobe Photoshop and Reader, Microsoft Word, Apple 

Mail and Pages, with Safari and Firefox browsers. 
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Chapter 2:

Landscape Patterns and Industrial Ceramics -

Documentary Material

Background:

Underglaze blue landscape patterns on printed ceramics were the 

product of a long process of visualising, articulating, reprocessing 

and re-making. They were embellished confections – industrial 

objects with visual, cultural and thematic weaves. Today their 

images of historic topographies variously appear nostalgic, quaint, 

or kitsch. Interrogating the historical origins and contexts of these 

artefacts reveal unexpected values, ideas, attitudes and messages. 

The origins of these patterns are directly attributable to Chinese and 

European landscape painting, romanticism, travel and the media 

revolution of print. From the late 1700’s they functioned as illustrative 

domestic objects in the democratisation of image, in the 

dissemination of the picturesque and in the establishment of a sense 

of place and belonging. The process of painted ‘art’ imagery being 

disseminated through interpretation on ceramic surfaces was not a 

new one. Long before the printed landscapes of Staffordshire blue, 

Chinese landscape painting had migrated to porcelain, and Italian 

Maiolica functioned to disseminate Renaissance fine art images on 

the glazed surface of pottery forms. But as Timothy Wilson in the 

introduction to his book on the Fortnum collection of Maiolica at the 

Ashmolean Museum in Oxford observes ‘nor is Maiolica often 

studied alongside other forms of Renaissance painting. Fortnum’s 

wonderful objects are a standing reproach to the fact that the 

‘industrial arts’ have still not established their proper place in the 

mainstream of university art history in Britain’.46 If the ‘industrial arts’ 

lack a meaningful presence in art history perhaps it is because of 
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their perceived lowly status - writing about Thomas Bewick, Rosen 

and Zerner assert that in developing sophisticated book illustration, 

Bewick abolished the distinction separating it from ornament, and in 

doing so ‘created some of the most moving images of Romantic 

Art: one must look at Géricault for anything comparable.’ 47 They 

are not alone in their admiration - Ruskin claimed that he knew ‘no 

drawing so subtle as Bewick’s since the fifteenth century except 

Holbein’s and Turner’s’, and Wordsworth famously wrote -

‘Oh now that the boxwood and the graver were mine, 

Of the poet who lives in the Tyne,

Who has plied his rude tools with more fortunate toil 

Than Reynolds e’er brought to his canvas and oil’48

But ‘to compare Bewick with Géricault - or with Reynolds or Turner  - 

makes the art historian uneasy. Somehow the comparison seems 

scandalous. The theory of genres and of their hierarchy is so 

ingrained in our thinking about art that it still determines our attitude. 

In the abundant literature on Bewick, there are monographs only by 

collectors, bibliographers, technicians, biographers. Bewick is 

discussed in treatises and histories of book illustration and is dealt 

with briefly in books on prints, but he is absent from the history of 

art’.49 

In the case of printed landscape patterns, whilst the literary and 

philosophical backdrop is served by a wealth of academic studies, 

books and journals, their popularisation is by contrast, mostly 

revealed in the study of the outer reaches of enthusiast and 

collector publications, but - as John Hyatt has observed - in 

research it is ‘not necessary to re-invent the wheel, the work may 

have been done before - sometimes by some very strange 
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people’.50 This literature is created in main by the antiques trade, 

and private collectors - and the evidence contained in these 

sources contains vast amounts of raw information not always 

rigorously documented. A small number of Museum curators, 

archaeologists and cultural historians add authority with studies of 

specific subjects or areas of production. Buried in these disparate 

and specialised research studies there lie the pieces of a narrative - 

one which can chart the confective and remediative journey of the 

history of landscape patterns on ceramics. A process in which fine 

art painted images, products of philosophical and perceptual 

confluence, travelled - through engraved reproduction as 

illustration, magazine print, and commonplace book content, to 

stylised pattern melted in the glazed surface of mass-produced 

ceramic artefacts. Piecing together this narrative is important, 

because although the meanings, status and functions of these 

historical objects have inevitably changed in the passing of time, 

essences of the original remain in their twenty-first century survivors - 

they form part of the cultural wallpaper in our minds. They also form 

an integral, but neglected element of the history of ceramics. The 

process of their invention, their design and material shifts have a 

direct relevance to contemporary practice and its expanding field.

Documentary sources and their nature:

In order to establish the historical contexts of cultural production 

and consumption of the printed landscape genre, my research has 

involved processing a range of primary and secondary 

documentary sources of information, synthesizing these sometimes 

disparate materials, into a coherent narrative. 

Major collections such as the Victoria and Albert Museum, and the 

Potteries Museum have limited collection coverage of this type of 
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industrially produced work. Until recently publicly funded museums 

have tended to shun this kind of product and supporting artefact -

but as the scale of loss of manufacturing skills and materials is 

becoming apparent there is growing awareness and interest. This is 

evidenced in the Enoch Woods’ archive and ongoing negotiations 

regarding the Spode archive at the Potteries Museum, as well as the 

recent acceptance of responsibility for the Gustavsberg Porcelain 

Museum by the Swedish National Museum. Further afield in North 

America, Elizabeth Collard in her Potters’ View of Canada notes 

that ‘in every province museums are adding to their holdings. The 

potters’ views have become notable features of the widespread 

interest in Candiana’.51

In spite of growing interest in larger institutions the fact is that the 

most comprehensive archives are held in small museums, so primary 

documentary material has included factory collections of product 

ranges and other supporting archives especially in Scandinavia. The 

factory museum at Spode in Stoke on Trent was the first archive to 

be examined, but having been denied permission to print from the 

collection of copper plates, other primary sources were required. 

My first discovery of Scandinavian production was fortuitous, and 

came one morning in a small apartment belonging to a friend - 

Bibbi Forsman in Göteborg. On opening the kitchen cupboard I was 

startled to see stacks of blue and white tableware (figs. 2 & 3). Until 

this encounter my experience of Scandinavian plates and crockery 

was of plain ware - clean design lines, uncluttered, pure and 

minimal. Whilst many of the kitchen plates were English (Enoch 

Woods English Countryside pattern), a number of them were made 

in Sweden and Finland. 
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Fig. 2. Bibbi Forsman’s Kitchen cupboard, Kastellgatan apartment, Göteborg 
Sweden.

    

Fig. 3. Backstamps from tableware, kitchen cupboard, Kastellgatan apartment, 
Göteborg, Sweden.
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As a result of this encounter, I located a number of existent museum 

collections of printed patterned ceramic ware in Scandinavia. I 

have subsequently examined the collections at Egersund in Norway, 

Gustavsberg near Stockholm and Rörstrand in Lidköping Sweden. All 

have provided original and supporting archival material in the form 

of copper plates, source books, drawings, designs and ceramic 

artefacts. For Scandinavian curators and historians the imitative 

nature of the printed genre greatly devalues its significance - R. J. 

Charleston observed that at the beginning of the twentieth century, 

‘the stage was set for the emancipation of Swedish industrial design 

from the bondage of imitating foreign models’. 52 As a result very 

little secondary material on this production ware exists. Helena 

Dahlbåck’s Tryckta servisdekorer under empiren53 examines early 

printed tableware, and three factory museum publications attempt 

cataloguing the complete range of Gustavsberg and Rörstrand 

wares - naturally the text is Swedish.54 As might be expected under 

the circumstances the primary documentary material has also been 

relatively neglected, but unlike the situation in Britain, where copper 

plate archives were readily sold for scrap as technology or 

economy made them redundant, many of the original coppers 

used to create the patterned prints still exist in museum cellars and 

lofts.55 

At Egersund plates are stored in an orderly, accessible manner, and 

yearly limited print editions made from selected coppers are for sale 
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in the museum shop. At Gustavsberg and Rörstrand there are 

hundreds of copper plates unsorted in wooden crates, left exactly 

as they had been when the printing workshops closed in the 

1970’s.56 In the case of Rörstrand, the museum was in the process of 

assessing methods for the dispersal of their fourteen crates of 

engraved copper plates in 2005 - as scrap, or as souvenirs to be sold 

in the shop. Partly because the objects were perceived to be of 

little historical value, I was granted full, unrestricted access. In order 

to locate the landscape patterns, the plates were first removed 

from their crates and physically sorted into broad categories – 

border patterns, logos/advertising (for shipping lines, coffee shops, 

cafés and breweries), ethnographic patterns, souvenir ware for 

towns, willow patterns, and a diversity of landscape patterns, 

including the Malmö, Skåne, Vindsäter and the Swedish Palaces 

series. Although the archive is incomplete (it was traditional practice 

for engravers and other factory workers to be presented with 

souvenir coppers on their retirement)57 it still contains many plates 

from the early nineteenth century. A selection of coppers were later 

printed using an etching press58 and Fabriano paper, then scanned 

and digitised. Selected plates from the Gustavsberg Museum were 

also printed.

Primary research has also included examination of eighteenth and 

nineteenth century original travel, art, poetry and commonplace 

books (many containing engraved illustration) in the Manchester 

Metropolitan University Special Collections archive, and other 

sources. In addition, material in the library of Denison University, 

Granville, Ohio has been the subject of study (see figs. 4 & 5). 
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Fig. 4. 1931 Order Form for Wedgwood Denison Centennial Plates. From the 
Denison University Archive.

50



Fig. 5. Denison Wedgwood Centennial Plate Cleveland Hall outside the Denison 
University Fine Art department April 2007.
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Original documentary material has also included regular antique/

charity shop browsing and object acquisition - in the UK, Australia, 

North America, Sweden, Norway, Denmark and Switzerland - where 

opportunity has allowed.

Secondary Documentary Research:

An ample literature source has been the literature of collectors (‘a 

peculiarly English obsession’).59 The attraction of collecting printed 

tableware is its relative affordability, the possibility of discovering 

unknown patterns and forms, or identifying the original source 

imagery for an unaccounted pattern. Whilst printed blue and white 

is ubiquitous, its composition is surprisingly diverse. Because of the 

scale of original mass production there are thousands of individual 

patterns, forms and combinations, made by hundreds of factories - 

but due to their age and (fragile) materiality few of some 

productions survive, thus becoming rare (or even unique) objects. 

That they are to be found in junk, charity and antique shops, (also 

increasingly on e-bay) makes the search for them a relatively easy 

activity to engage in. The compulsive mix of accessibility, rarity and 

affordability means that the combined role of collector, amateur 

detective, historian and curator is a role open to almost anyone. This 

has fueled a demand for information to help the collector 

accurately identify wares, dates, factories and perhaps to help in 

the assessment of pecuniary value. As a result there are today no 

shortages of books about printed blue and white and landscape 

patterns, but they do vary very widely in quality. There are a few 

texts with rigorous academic standards, but many others, whilst 

being apparently meticulously researched, are haphazardly 

comprehensive in content, uncritical, and sometimes illogically 
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structured. Priorities are given to detailed descriptive passages of 

incidental interest or importance. They are often bizarrely specific - 

containing everything that can be unearthed about a subject 

regardless of relevance or provenance. In older texts, illustrations 

can be of poor quality, small, and black and white.

A comprehensive survey of this literature has been time consuming 

and frustrating, but with persistence, it has proved a valuable 

resource, producing illuminant gems and nuggets of information. 

In Britain, a number of key publications help to establish the material 

specificity of the printed blue and white genre. They are stocked 

and disseminated through specialist publishers (The Antique 

Collectors Club60 and Millers61) and specialist booksellers including 

Reference Works62 (who only stock books on ceramics) and 

Collectors Supplies.63 The characteristic of the majority of this 

material is its specificity to geographical areas of production, 

individual factories, or a collection’s location. 

Robert Copeland,64 Paul Holdway and David Drakard65 are the 

authors whose privileged access to original archival material from 

the Spode Museum provides them with unrivaled authenticity. While 

their specialization is naturally the Spode factory’s production, they 

can be perceived to give at least something of an overview, if not 
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60 See www.antique-acc.com/acatalog/.

61 See www.mitchell-beazley.co.uk/mbeazley/miller/allabout.htm.

62 See www.referenceworks.co.uk.

63 See www.csbooks.co.uk/acatalog/British_Ceramics_Books.html.

64 Copeland, R. (1990) Spode’s Willow Pattern and other designs after the Chinese Studio Vista. 
Robert Copeland worked as managing director of Spode for many years and is part of the 
original Copeland owning family.

65 Holdway, P., Drakard D., (2002 ) Spode, Transfer Printed Ware1784-1833, Antique Collectors 
Club. Paul Holdway has spent his whole working life as an engraver at the Spode works, in 2006 
he was one of only two left in employment. Ten years ago there were fourteen full time engravers 
employed at the factory.



simply because of Spode’s history, its museum archives and its role 

as the last major industrial producer of printed landscape patterns. 

 

Perhaps the most complete reference book containing an overview 

of British production, as its name would suggest, is The Dictionary of 

Blue and White Printed Pottery 1780-1880.66 Widely used by 

collectors, the first volume (published in 1982) was updated by the 

publication of Volume 2 in 1989. As the standard reference work on 

the genre of underglaze blue printed ceramics produced in Britain, 

it identifies factories, locations, patterns and their graphic sources 

(the engravings, books and drawings from which patterns were 

created), seeking to comprehensively define the extent of printed 

blue and white wares in their heyday. The voluntary organization 

The Friends of Blue67 continues to add to the body of knowledge 

created in the Dictionary by the publication of a quarterly journal, 

the archives of which are held by the society.68 A parallel American 

organization the Transferware Collectors Club69 has made its 

archives and research available online (see fig. 6). Even more 

specific societies also exist in the United States, including the 

International Willow Collectors70 and the Flow Blue International 

Collectors Club.71  Memberships are mainly composed of collectors 

and dealers. In addition to the Dictionary, interest group and 

museum specific publications, numerous books and papers exist on 

particular factories, or geographical production (for example - the 
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66 Coysh, A. W., Henrywood, R. K., The Dictionary of Blue and White Pottery 1780-1880 Vol1 (1982), 
Vol 2 (1989) Antique Collectors Club, Woodbridge.

67 The Friends of Blue Collector and enthusiast society. See www.fob.org.uk. A North American 
sister organization also exists: www.transcollectorsclub.org.

68 At the 2006 AGM in Doncaster Museum and Art Gallery the meeting voted against publication 
of records and archives on the web for ‘fear of eroding their membership base’.

69 See  www.transcollectorsclub.org/

70 See www.willowcollectors.org

71 See www.flowblue.org/fbicc.aspx

http://www.fob.org.uk
http://www.fob.org.uk
http://www.transcollectorsclub.org/
http://www.transcollectorsclub.org/
http://www.willowcollectors.org
http://www.willowcollectors.org
http://www.flowblue.org/fbicc.aspx
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Swansea Potteries,72 Whitehaven Potteries,73 and Derby).74 There is 

also a genus of North American publications on the Staffordshire 

printed wares with American and Canadian landscape patterns, 

which were exported in huge quantities to North America from the 

early 1800’s. The reference material dates back to the late 

nineteenth century - as early as 1878 Annie Trumbull Slosson in her 

book The China Hunter’s Club made extended reference to 

Staffordshire wares printed with American subjects. This literature for 

collectors is very similar in nature to the British - identifying original 

engravings from which patterns have been developed, the 

factories manufacturers and importers. Ellouise Baker Larsen’s 

American Historical Views on Staffordshire China75 is similar in 

character to the Coysh and Henrywood dictionaries and acts as an 

equivalent reference ‘bible’ for American collectors. 

Literary sources are unfailingly Anglo-centric or North American in 

origin. To date none of the primary material in Norway and Sweden 

has been the subject of in-depth study or research. There are no 

corresponding Scandinavian collector organisations and 

documentary literature is virtually non-existent. Other European 

printed landscape patterns (including those from France, Germany, 

Holland, Switzerland) also appear to be unstudied - probably 

because of the imitative nature of the ‘English-style’ wares. 

Because of the appropriative character of landscape patterns, 

related books on media, the wider history of engraving and book 

illustration have also been the subject of study.
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72 Pryce, P. D., Williams, S. H. Swansea Blue and White Pottery, Swansea Museums (undates). 

73 Sibson, F. (1991) Whitehaven Potteries self published.

74 Bradley, H. G. (1978 ) Ceramics of Derbyshire: 1750-1975 London.

75 Larsen Ellouise Baker (1939), American Historical Views on Staffordshire China third edition, 
reprint by Dover Publications 1950.



Web based literature:

Finally, it is difficult to over-emphasize the importance of the digital 

information trail in the identification of supporting information. 

Searches (and purchases) on e-bay have unearthed a variety of 

obscure tableware patterns by previously unknown manufacturers 

as well as texts, original engravings and other documentary material 

(see fig. 7). Information on objects not featured in existent research 

literature has also been gleaned by systematic searches in Library 

catalogues and Google. Although this has revealed further 

specialist books, which have been added to the library of published 

texts, on many other occasions the published information is purely 

web based, usually authored and uploaded by collectors or 

enthusiasts. 
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Fig. 6. Sample page from Transferware Collectors Club digital archive.
See www.transcollectorsclub.org/database_preview/index.php

Transferware Collectors Club Database 

Bibliography: 
Coysh1970: 
Coysh, A. W. Blue and White Transfer Ware 1780-1840. Devon, UK: David & Charles (Publishers) Ltd., 1970, 1974.  

CoyshHenrywood1982: 
Coysh, A. W. and Henrywood, R. K. The Dictionary of Blue and White Printed Pottery 1780-1880 Vol. I. Woodbridge, Suffolk: 
Baron Publishing, 1982  

FOB1973-: 
Friends of Blue, 1973-.  

Name: Pashkov House, Moscow
Alternate name: Pashkov Palace
Category: European Themes (literal and imaginary) / Russia
Border: Floral and Botanical / Floral / Other
Color: Blue. 

Overall pattern image: 
Additional information: 
Shown here is an 8.5 inch plate. This particular print 
was published in 1809. There are six volumes in the 
book from which it comes. Clarke visited Moscow 
April 9th through May 31st, 1800. See FOB #98, p. 5 
& #119, p.3. 7 

Additional images: 

Source print 

"View of a Street in Moscow, with the Magnificent Mansion of Pascof" by 
Edward Daniel Clarke (1769-1822), artist, and Joseph Skelton, engraver. It 
is plate 18 in vol. 1 of Clarke's "Travels in Various Countries of Europe, 
Asia and Africa". 

Makers and Marks: 
Maker unknown
 
 
 

1/6/2007
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Fig. 7. Above: Example an object discovered on ebay. Front and back (detail) of 
Historic and Picturesque Tennessee -souvenir plate by the Bedford Potteries 

Staffordshire, for John Roth US Importers, for Dolores Adams Nashville. Purchased 
(99p) ebay 12/07. 
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Chapter 3

The Origins and Development of Landscape Patterns

You can’t go forward unless you’ve gone back 76

Industrial tableware containing printed landscape patterns 

embedded in their surface could be construed as a relatively easy 

group of historical artefacts to be analyzed and understood, as in 

their printed borders and vignettes they carry very clear graphic 

messages. Their meanings on the other hand are mediated by 

perception, knowledge and context - the form of the object, its 

contemporary function, surroundings and location in time. This 

chapter defines an historical timeline, and examines the wider 

background to production and use. 

Appropriation and Remediation:

The emergence of printed landscape patterns on industrial 

ceramics was a result of a confluence of technological 

development and the fashionable popularity of Chinese porcelain, 

Romantic landscape and the Picturesque - as well as an essential 

literary connection. The Chinese landscape tradition expressed on 

painted porcelain, and the European Romantic depicted in book 

illustration and print both demonstrate remarkably similar 

remediative processes.

The concept of landscape painting took hold in China centuries 

before its realisation in Western Art. Craig Clunas identifies the 

primary significance of the Northern Song Court during the period 

960 to 1127.77 Topographical painting was already existent and a 

significant genre - although the landscape itself was mainly a 

support for narrative. The Tang Dynasty’s Li Cheng, Fan Kuan and 
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76  Van Morrison, quoted by Jools Holland on Later with Jools Holland, BBC2, 10/1/08.

77 Clunas, C., (1997) Art in China p. 53, Oxford University Press.



Guan Tong were ‘great masters’ but it was Cheng’s follower Guo Xi 

who focussed purely on elemental landscape itself, without the 

human or narrative element.  It was the combination of his painting, 

and writing about it, which ensured an enduring role as influential 

art theorist. His book – Lin quan gao zhi (translates as either Lofty 

Ambition in Forests and Streams78 or Collection of Hermit in Woods 

and Streams79) was hugely important. He articulated types of 

composition and distance (high, deep and level) as well as 

conventions of brushwork used to represent trees, rocks and water. 

In addition he stressed the importance of the artist’s vision ‘giving 

rise to the ideal of the artist as a romantic free spirit’,80 a precursor to 

the European Romantic movement. The stylisations, symbols 

(hypermediacy) and meanings of landscape painters were 

documented in the classic text Chieh Tzu Yüan Hua Chuan (Mustard 

Seed Garden Manual of Painting) the first part of which was 

published in 1679. Mai-mai Sze in footnotes to the English translation 

alludes to the remediative component of immediacy when she 

refers to the ‘conventionalisation of the Sung (Song) gentlemen 

painters … that landscape paintings are a means of enjoying 

scenery and wandering in remote places without setting foot 

outdoors’.81 Landscape paintings first created on painted scrolls, 

were copied or imitated and then subsequently remediated in the 

graphics of Chinese painted porcelain. Re-appropriated by 

European producers in Delft, London and Bavaria they eventually 

appeared, in printed (mainly English) patterns.82
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78 Ibid. p 55.

79 Guo Xi: Retrieved 07/05/07 from URL: www.artrealization.com/traditional_chinese_art/
landscape_painting/northern_song/guo_xi.htm and www.china-on-site.com/pages/painter/
1153.php

80 Clunas, C., (1997) Art in China, p. 55 Oxford University Press.

81 Sze, Mai-mai translator and editor, (1963) The Mustard Seed Garden Manual of Painting, p.11, 
Bollingen Foundation Princeton University Press Chichester W. Sussex.

82 See Border Designs, unattributed document from Spode Library, and Copeland, R. (1990) 
Spode’s Willow Pattern and other designs after the Chinese p.170, Studio Vista, Cassell, London.

http://www.artrealization.com/traditional_chinese_art/landscape_painting/northern_song/guo_xi.htm
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For European landscapes, a similar remediative process of image 

transfer was established in the production of Italian Maiolica in the 

sixteenth century. Here appropriation involved the reproduction of 

paintings as wood engravings, which were then further re-purposed 

by artists hand painting on tin-glazed earthenware.83 This basic 

process was later repeated in Portugal84 and the Netherlands85 on 

tin glazed tiles. In the eighteenth century Hogarth’s prints were first 

replicated on a variety of pottery forms, including painted Chinese 

export ware. In the late 1700’s using increasingly fine reproductive 

print processes, paintings and drawings were reprocessed 

(sometimes by artists themselves) to appear as copper plate 

engravings. These were sold as framed prints, or designed to be 

integral illustrations in travel, art books and magazines (some would 

subsequently appear cut out and stuck into commonplace books). 

Potter’s engravers in turn simply adapted these illustrations to make 

patterns for printed tableware (library material in the Spode archive 

included some of the original books used by plate designers). In the 

early nineteenth century artists were also commissioned to record 

specific landscapes for reproduction on ceramics.86

Literary Connections:

Although this basic mechanism of genre creation is well 

documented, the journeys of all these images take place within a 

wider cultural context. They are part of the complex story of the 

establishment of Romanticism within popular culture at a time of 
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83 See Scott P. (2000) Painted Clay, p.23, A&C Black, London.

84 Castel-Branco Pereira J (1995) Portuguese Tiles from the National Museum of Azulejo, Lisbon p.
48, Zwemmer/Instituto Portugués de Museus Lisbon.

85 Tichelaar P. J., Polder C., (1998 ) Fired Paintings Friesian Ceramic Wall Plaques 1870-1930 p.47, p.
73/73, Casper Polder/Primavera Press, Leyden. 

86 Coysh and Henrywood make specific reference to an Irish artist being commissioned to travel 
to America to ‘draw scenes which could be used on export wares’ (presumably in connection 
with Enoch Woods North American tableware series). See Coysh A. W., Henrywood R. K., The 
Dictionary of Blue and White Pottery 1780-1880 Vol 1, p 10.



unparalleled expansion of understanding. The construct, articulation 

and dissemination of the Romantic vision, the development of 

notions of a sensuous knowledge and comprehension of the natural 

world were dependent on a complex synthesis of thought, text and 

image. Matthew Brennan87 identifies a direct lineage from Claudian 

compositional picture planes through the poetry of James Thomson, 

the writings and drawings of William Gilpin, to the poetry of William 

Wordsworth and the early prints and paintings of Turner - books were 

materially and functionally central to development of ceramic 

landscape patterns. 

James Thomson’s poem The Seasons ‘helped to change the way 

the natural world was written about and thought about’. 88 Winter 

was first published in 1726, and following its favourable reception 

the other parts duly followed: Summer in 1727, Spring 1728 and 

Autumn in 1730. This substantial tome (over 5,400 lines of it) is widely 

credited as being a hugely influential text, as in the ensuing years 

writers, painters, landscape designers and musicians obsessed with 

notions of the Romantic and Pastoral. Thomson’s poem was able to 

be so influential because it was printed - its multiplicity led to mass 

consumption and influence. It is unlikely that the original published 

text was illustrated, but later editions certainly were - for example 

Rev J Evans, 1805 (2nd) edition of The Seasons89 contains engraved 

plates throughout. The seventeenth and eighteenth centuries 

produced lavish books with beautiful copper plates and later, 

smaller more affordable tomes illustrated by fine, wood engravings 

which were integrated in the text (Fig. 8). 
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87 Brennan M., (1987) Wordsworth, Turner and Romantic Landscape, Studies in English and 
American Literature, Linguistics and Culture Vol. 5, Camden House, Columbia, South California.

88 Bragg M., in Travels in Written Britain, Episode 3 The Midlands, ITV productions 2008.

89 Thompson J., (1805) The Seasons (Together with Explantory Remarks by the Rev J Evans A. M.) 
2nd edition, J. Cundee and C. Chapple Pall-Mall.



      

Fig. 8. Illustrations from Thompson James The Seasons (Together with Explanatory 
Remarks by the Rev J Evans A. M.) 2nd edition, J. Cundee and C. Chapple Pall-

Mall 1805. Note: Autumn The Argument is a copper plate (intaglio) engraved 
print, whilst the first page of the Autumn poem is relief text with wood engraving 

illustration.

As the Grand (European) Tour became an educational requirement 

for aspiring gentlefolk, many travellers returned with prints of 

Claude’s landscapes as souvenirs of the Roman campagna. In 

addition, the fascination with exploration and the exotic fuelled by 

Captain Cook’s voyages, and the expanding British Empire in India 

were satiated by paintings and drawings created by 

accompanying artists (including William Hodges)90 which were 

reproduced as engravings for public consumption. There was also a 

general appetite for illustrated books about travel, and the focus of 

study turned homeward as well as empire bound, with the British
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90 Quilley, G. and Boenhill, J. (Ed) (2004), William Hodges, 1744-1797: The Art of Exploration, Yale 
University Press p.43. See also Hodges, W. Travels in India, Munshiram Manoharlal Publishers, New 
Dehli 1999, reprinted from the second edition of 1794.



landscape also a subject. Other seminal texts began to integrate 

illustration with textual description and information. William Gilpin’s 

travel books and his development of the concept of the 

Picturesque (‘a term expressive of that peculiar kind of beauty, 

which is agreeable in a picture’)91 had a lasting impact on the way 

landscape is viewed today. Exemplified by Observations on the 

River Wye published in 1782 the books were illustrated with aquatints 

(by his nephew William Sawrey Gilpin) based on his own drawings. 

Nancy Siegel notes ‘not only did Gilpin spread interest in the 

landscape views of actual sites, but his travels provided a means for 

potters to create defined series based on location or theme’.92 

Other contemporaneous publications included Thomas Pennant’s 

Tour books of travels in Scotland and Wales,93 which were 

enhanced by engraved plates. It was correspondence with 

Pennant by one of his friends, the Rev Gilbert White that produced 

another classic and influential book on the natural world - The 

Natural History of Selborne published in 1788. White’s writing was 

characteristic of another strand of contemporary investigation at 

the time - the natural world that inhabited the Picturesque. Later 

editions of The Natural History of Selborne were illustrated by 

engravings by Thomas Bewick. White’s writing has retained a 

contemporary connection through the years and with over two 

hundred editions The Natural History of Selborne is one of the most 

published books in the English language.94 In contrast, Bewick’s 

legacy has not been textual but visual - his individual vignettes are 

still familiar today and his integration of fine illustration within the text  
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91 Gilpin, W., (1781) An Essay on Prints, 3rd edition, Blamire, London.

92 Siegel, N., (2003) Along the Juniata  Thomas Cole and the dissemination of American 
Landscape Imagery p.81, University Washington Press.

93 Pennant, T., (1784 ) A tour in Wales Vol. 1 & 2, London. Pennant, Thomas Pennant (1769). A Tour 
of Scotland (the second edition).

94 Two of the twentieth century illustrators include Eric Ravilious and Claire Leighton who also 
worked with Wedgwood in creating designs for tableware. See Dennis R. Ravillious and 
Wedgwood Dalrymple Press 1986. 



of printed books, revolutionary. Until the 1780’s copper plates were 

primarily used for high quality illustration. As an intaglio process it 

was technically impossible to integrate these within the relief printed 

platen - copper plate illustrations were necessarily printed 

separately, and inserted as whole pages in themselves.  Imagery 

and text were usually physically apart - illustration on facing page, 

or text opposite blank reverse page of print (Fig. 8). Where 

exceptionally text was combined with image (a frontispieces for 

example), lettering would be hand engraved on the same plate. 

Bewick’s development of illustration as part of the general text was 

possible because he developed fine relief wood engraving on small 

boxwood block ends, which could be physically integrated into the 

composite of the printing platen (Fig. 11). Bewick’s engravings have 

demonstrated remarkable veracity and longevity - images still fresh 

and apposite today over two hundred years later. As well as his 

vignettes and animal illustrations being adapted for use on printed 

pottery (fig. 12), Bewick’s relevance to the narrative is his use and 

dissemination of the Romantic vignette and its remarkable affinity 

with the illustrative conventions of printed landscape patterns.

At the same time as the early developing literary and artistic 

fashions, print moved onto the interior walls of houses in the 

phenomena of the Print Room, where specially printed borders and 

engravings were physically stuck onto walls (hence wallpaper). 

Technologies not only evolved in paper printing but print materially 

migrated to textiles and ceramics. Block printing of fabrics had 

been commonplace for many years, but in 1752 copper plates 

were first used on textiles in Ireland.95 Their subsequent use in France 

from 1770 is associated in particular with Toile de Jouey, fabrics with 

patterned, populated romantic scenes and vignettes which have 
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Fig. 9. Llanrwst Bridge, illustration from Thomas Pennant’s Tour of Wales, 1784.

Fig.10. Piranesi Vedulta del Ponte Lugano su l’Anione from Vedute Di Roma, Vol. 
2, 1756.
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Fig. 11. Detail - page 61 of Thomas Bewick’s A History of Quadrupeds - showing 
wood engraved image as part of the (relief printed) text, 1800.
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Fig.12. The Bewick Stag, pearlware plate by Minton 24cm dia., (c. 1830). Centre 
image adapted from Bewick’s A General History of Quadrupeds. The border also 

includes adaptations of vignettes used on title pages or at the end of descriptions 
of animals from Quadrupeds and his Birds books.

marked similarities with the printed confections on British ceramic 

surfaces.

Blue and White - The Development of a Genre:

The printed line on tableware first appeared on top of the glaze in 

fine black on white vignettes. Originally it is likely that these were 

intaglio copper plates actually engraved for paper prints. Although 

the plate may have been the same, the methodology of print 

transfer was not straightforward, and involved ‘inking’ the copper 

simply with printer’s oil, removing the transparent print with a thin 

glue bat, which was then placed face down onto a glazed 

ceramic surface. Over-glaze (or enamel) ceramic colour (used for 

‘china painting’) was then dusted onto the latent image, sticking to 

the oil to reveal the fine line engraving.96 The content of the image 
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96 For a more detailed description see Scott, P. (1994) Ceramics and Print, A&C Black London, p.
20, and Holdway, P., Drakard, D., (2002) Spode, Transfer Printed Ware1784-1833, Antique 
Collectors Club, p 73 – 78.



on the ceramic glaze was undeniably that originally intended, or 

designed for paper, its colouring (black on white) was also 

identical.97 

The graphic fidelity of the glue bat print in retaining the clarity of the 

paper print in its crispness was the product of a delicate balance 

between under and over firing. As prints on functional objects, the 

simple expedient of creating a good print is qualified by the need 

for that print to remain on the glazed surface during normal 

everyday use (Fig. 13). Prints were at their sharpest at the bottom 

end of the firing range of the enamel colours, but in this case they 

might be easily erased in normal use as the enamel could be 

chipped and easily scratched from the surface. As the temperature 

increases so the print softens as line and dot fuse and melt onto the 

glazed surface. Here had to be found a working balance of fused 

graphic line that would withstand normal handling, and a sharpness 

that maintains the graphic fidelity of the original. Over-firing 

produced a melted line seeping into glazed surface with a 

subsequent loss of detail. The amounts of dusted colour held by 

oiled line were minute, and over-melting into the glaze would not 

only render images blurred but also feint and fading. 

It is not though the fine lined, black, glue bat printed landscapes of 

Battersea Pottery, Sadler or Spode98 that have seeped so deeply 

into our cultural memory but the re-defined, hyper-mediacy of 

printed blue and white. Copeland, Drakard and Holdway 

comprehensively assert the technological and aesthetic specificity
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97 Holdway and Drakard, ibid p 109 -119, show a catalogue of Spode bat prints alongside 
referenced original book illustrations. 

98John Brooks first applied for a patent for transfer printing in 1751 and was associated with the 
Battersea factory, (Marvin D Schwartz in the introduction to Haines Halsey R. T. (1974 ) Pictures of 
Early New York on Dark Blue Staffordshire Pottery Dover Publications, New York, (reprint of 1899 
book published by Dodd Mead and Co New York) p vii. John Sadler and Guy Green ceramic 
printers Liverpool swore an affidavit in 1756 as a precursor to a patent application claiming to 
have printed upwards of 1200 tiles of different patterns. They are known for their early printed tiles 
and prints on Wedgwood Queensware. See op. cit. p. 31.



Fig. 13. Small late eighteenth century bowl with landscape pattern in overglaze 
colour, from the Copeland Collection, the Beacon Museum, Whitehaven showing 

fine overglaze print, transferred from glue bat - faded by handling and use.

of the printed blue underglaze ceramic genre. Holdway states quite 

clearly that ‘underglaze blue printing in cobalt blue belongs entirely 

to the ceramic field’.99 Unlike black enamel, cobalt colour requires 

fusion with glaze to turn from black or purple to blue. Although there 

are some exemplars of blue bat printed wares they are faint, 

‘second best to blue underglaze printing’100 and much less 

common. It is these underglaze printed patterns that form the main 

focus of this study. 

Fascination with cobalt and the blue and white semiotic had 

already long been embedded in the European cultural psyche. In 

the fourteenth century Chinese painted blue and white porcelain 

first appeared in Europe with a decorative and symbolic language 

directly descended from landscape painting of the Northern Song 

Court. Initially these objects were rare, exotic and very precious, 

materially distant from the prevailing terracotta and salt glaze. The 
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99 Holdway, P., Drakard D., (2002 ) Spode, Transfer Printed Ware1784-1833, p. 44, Antique 
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100 ibid p. 77.



clarity and detail of blue painted imagery on white porcelain fueled 

fascination with the oriental,101 resulting in the production of 

imitative ceramics, maiolica, delft, and ultimately European 

porcelain with painted blue decoration after the Chinese, to 

supplement the East India Company’s imported originals.102 When 

the first underglaze printed patterns appeared around 1785, iconic 

blue and white chinoiserie was already highly desirable, and in 

demand. 

The Willow Pattern:

The ‘exotic’ Chinese designs on painted porcelain, with their flat, 

layered composition, were the first to be effectively replicated by 

early engraved, underglaze prints. Josiah Spode is credited with 

perfecting the process in 1784, and in 1785 first produced a printed 

Willow Pattern (see fig. 81). Using a methodology borrowed from the 

paper printer, the new process involved printing through presses 

onto paper - unlike the book though, this was a soap sized, thin 

pottery tissue, and it acted as a transfer material instead of the glue 

bat.103 The bold flat painted patterns of the oriental landscape were 

perfect for replication in the new process, and plates were 

engraved with patterns made up of heavy, deeply cut lines.

Robert Copeland in Spode’s Willow Pattern and other designs after 

the Chinese identifies a complex series of transfer patterns that 

evolved from imported original Chinese wares. But the Eastern 

inspired ultimately faded from fashion, save for one orientalized 

pattern, which has spread, prospered and endured for over 200 
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years. Coysh and Henrywood identify seventy factories in Britain 

alone as makers of the Willow Pattern between 1780 and 1880, and 

Gaston104 lists 13 countries as producers including Belgium, England, 

France, Finland, Germany, Holland, Ireland, Japan, Mexico, Poland, 

Scotland, Sweden, and the United States. To that list should be 

added Australia, China, Denmark, Ireland, Norway and Wales. It is 

an inexplicable phenomenon – this standardized hotchpotch of 

oriental inspired iconography and pattern is the most reproduced 

ceramic pattern in history. Its ubiquitous nature means that its name 

often used as descriptive of the whole genre. In the earliest days - 

‘as witnessed by the order received by the Wedgwood factory in 

June 1824 - It must be blue willow in any pattern’.105  More recently 

Emmanuel Cooper reviewing the Teas Up exhibition at 

Contemporary Applied Arts in 2008 wrote:  ‘Blue and white 

tableware by Paul Scott adds a more sombre note. The traditional 

willow pattern that sits so reassuringly in the centre of plates or on 

the sides of cups is quietly subverted by an aircraft flying in the 

sky.‘ (Fig. 14).106 The objects in this case were actually altered Enoch 

Wedgwood Countryside tablewares. 

Evolution from the Oriental:

As the technique of engraving evolved to provide tonal qualities - 

varying depth of cut, creating texture by stipplework and 

punchwork - westernized romantic landscape in underglaze 

patterns began to appear. The shift in production was not a clean 

break with the decorative symbolism of the past - industrial 

designers borrowed indiscriminately, and Chinoiserie hybridized with 
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Fig. 14. Scott’s Cumbrian Blue(s) Countryside.
Altered Enoch Wedgwood cup and saucer, Paul Scott 2008

the European in confected illustrative symbolism and decorative 

border.

A number of authoritative publications identify the bewildering 

array of classifications, patterns and differing periods of British 

production from the Oriental, through the Golden Age to the 

Romantic period. Accompanying these are supplementary 

classifications of pattern designs into Landscapes and Humanities, 

further sub-divided into Ruins, Country Scenes, Bridges and Rivers, 

Cottages, Notable Buildings, then Classical and Contemporary 

Humanity (which includes the replication of political cartoons).107 

Other publications variously include British and European Patterns, 

Oriental and Middle Eastern Patterns, Sporting Botanical, Animal 

Historical and Literary Patterns,108 (although some simply list process, 

and present factory and pattern data in the form of a dictionary).109 

73

107 Holdway Paul, Drakard David, (2002) Spode, Transfer Printed Ware1784-1833, pp 108 – 257, 
Antique Collectors Club, Woodbridge.

108 Contained in a series of essays in Blake Roberts, Gaye Ed. True Blue, transfer printed 
earthenware, Wedgwood/Friends of Blue East Hagbourne, Oxfordshire.
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Coysh and Henrywod identify the source books remediated by 

British makers of blue and white printed earthenwares,110 and apart 

from the inclusion of Bewick’s Aesop’s Fables, Quadrupeds and 

British Birds, they are almost exclusively travel books. Typical titles 

include: Angus W. - The Seats of the Nobility and Gentry in Great 

Britain and Wales in a collection of Select Views engraved by W. 

Angus from Pictures and Drawings by the most Eminent Artists with 

descriptions of each view, London 1787 - Merigot, J., Views and 

Ruins in Rome and its Vicinity, London 1797-98, and Parry, W. E., 

Journal of a Voyage for the discovery of a North West Passage to 

the Pacific in His Majesty’s Ships Hecla and Griper, London 1821. The 

subject matters portrayed were primarily Romantic pastorals, with 

stately homes, formulaic vistas of a Gilpinian nature, containing 

ruins, rivers, bridges, cows and cottages, or scenes of exotic 

adventure (Indian Hunting Scenes being a typical exemplar). 

Categorisations in North American literature allude to the 

differences in subject matters and the slightly different way in which 

the genre developed - Elizabeth Collard’s The Potters’ View of 

Canada,111 heads chapters - Paddle Wheelers, Cunarders, Arctic 

Scenery, Bartlett’s Canadian Scenery, Maple Leaves and Beavers, 

Canadian Sports and Miscellaneous Canadian Views. 

Within Britain there was some diversity of production, with the 

Cambrian and Glamorgan Potteries of Swansea for example 

printing The Ladies of Llangollen pattern after two Anglo-Irish 

women whose close romantic relationship scandalized and 

fascinated. Southey, Wordsworth, Byron and Wedgwood all visited 

them, so their appearance on a pastoral blue and white pattern is 
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not surprising. Although at first glance the pattern does appear to 

bear some resemblance to the Welsh countryside, the large domed 

towers of the castle in the middle distance appear decidedly 

oriental, but then the potteries were also responsible for the unlikely 

Cambrian Elephant, Swiss Villa, and Indian Cheetah Patterns.112 

Llangollen itself is indicative of the remediated and confective 

nature of these printed patterns - the already confected construct 

that was pastoral landscape is further sweetened by floral border 

and the placement of disparate figures and landscape elements, 

including the architecturally exotic

Fig. 15. Plate - Ladies of Llangollen Cambrian Pottery c. 1840.
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Fig. 16. Detail of Rörstrand earthenware plate showing Läcko Slott, c. 1840 (view 
from lake).

Fig. 17. Photograph Läcko Slott 2003 from the road.
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Fig. 18. The Tomb of Plautius Lucanus, engraved by A.H. Payne after a painting by 
H. Bibby. From Paynes Universum Vol. 1, Charles Edwards (ed.) 1850-1860.

 

Fig. 19. Plate - Lucano Dillwyn and Co., 1823-1831, Swansea Museum.
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Popular patterns were invariably copied, so the Bridge at Lucano, 

once depicted by Piranesi, and a popular print of the European 

Tour, was variously produced in Stoke on Trent and Swansea (Figs 18 

& 19).

North American Wares:

Printed blue and white tablewares were important export 

commodities to North America. Haines Halsey in his book on Pictures 

of Early New York refers to ‘cheap and beautiful tableware’,113 from 

Britain, and Nancy Siegel infers that printed Staffordshire pottery was 

widespread and ubiquitous to the working and middle classes in the 

United States during the first half of the nineteenth century - she 

observed that excavations in New York City’s Five Points District - a 

working class neighborhood  noted for violence, crime and 

prostitution -

‘revealed evidence of Staffordshire ware unearthed in cesspools 

and privies. A Staffordshire tea service from the first half of the 

nineteenth century was found at 472 Pearl Street - included in this 

set were matching cups and saucers, sugar and creamers, and 

teapots. Even houses of prostitution, which often served dinner to 

clients did so in style. Matching service for platters, plates and 

pitchers was used at the brothel at 12 Orange Street, and a 

pitcher excavated from the Baxter Street Brothel proved to be a 

Staffordshire pitcher (c1815-1835) decorated with the seal of the 

United States and made by William Adams and Sons’. She 

concludes that ‘Staffordshire pottery was everyday ware.’114  

Robert Copeland asserts that North America was used as a 

dumping ground for pottery that was not up to standard or had 
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gone out of fashion. 115 This ‘substandard’ ware is variously 

described as flow blue. Haines Halsey in 1899 recounts a report of its 

origins -

‘While visiting the Potteries at Trenton nearly twenty years ago, Mr. 

William C Prime found an aged Englishman, who, being asked 

about the dark blue pottery of Staffordshire, related from his own 

experience the following story which Mr. Prime accepted as the 

origin of the dark blue decoration. One day some potter, on 

taking their wares from the oven, found that the blue coloring 

had overflowed on the surface, nearly obliterating the design. 

The foreman considered the day’s work a failure, but the owner 

who chanced to be passing, thought differently, and said: “Oh, 

they will do for the American market’, Much to his surprise the 

consignment sold instantly upon arrival, and a large order sent for 

a similar lot non-plussed the potter; for his success was the result 

of a mishap.’116 

Many of the early North American wares are characterized by the 

hyper-imediacy of a deep blue semiotic - one suited to the early 

coarse engravings. These exported printed landscape patterns are 

the only other area of in-depth study outside the British mainland.

Eventually travel books provided the raw material for most North 

American patterns. At the end of the eighteenth century ‘the 

enterprise of coming to the New World and exploring it changed 

decisively. From a perilous journey into the unknown it became the 

civilized pursuit of travelling in America’.117 Writing about American 

landscape became as fashionable as painting it and these books 

became immensely popular in Europe. Significant texts included 

Thomas Jefferson’s Notes on the State of Virginia(1782), J. Hector St. 
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John de Crévecour’s Letters from and American Farmer (1782), 

William Bartram’s Travels through North and South Carolina, 

Georgia, East and West Florida (1791) and Timothy Dwight’s Travels 

in New England and New York (1821). 

Exports were limited for a while in the aftermath of the American 

War of independence. Hatred of the English meant that 

Staffordshire pottery became taboo,

‘and ordinary blue Canton ware was seen on every table... But 

with that keen insight which has given to the English 

manufacturer the markets of the world, several of the 

Staffordshire potters, instead of attempting to educate the 

people to stifle their prejudices, sent to this country for views of 

well-known buildings and scenes that were regarded with 

pride’118

They were a perverse mixture of pristine, seemingly untouched 

landscapes alongside topographies, graced by exemplars of 

industrial and architectural might, asylums and prisons. The 

Romantic and Pastoral drew inspiration from Wordsworth and Turner 

- ‘cliffs were described as castles, trees and mountain peaks evoked 

the structure of spires, and the rolling plains metamorphosed into 

mythic oceans of grass’.119 The painter Thomas Cole was hugely 

influential in the establishment of the American school of landscape 

painting. The Romantic vision typified by Cole and the Hudson Bay 

School at times also included wilderness and civilization together – 

‘harmonious depictions of rural towns gleaming with the prosperity 

brought to them by the economy of agriculture and technology’.120
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Sequence showing: Fig. 20. Thomas Cole sketch from The Alleghany Mountains, probably 
source sketch for the painting Headwaters of the Juniata (original painting lost). Images 
from Siegel, Nancy, Along the Juniata  Thomas Cole and the dissemination of American 

Landscape Imagery, University of Washington Press 2003. 

Fig. 21. Headwaters of the Juniata, oil on canvas c. 1840, 18” x 24” after Cole, Juniata 
College Museum (image from Siegel). 
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Fig. 22. Headwaters of the Juniata, engraving after Cole, c. 1860.  ebay purchase May 
2007.

Fig. 23. Headwaters of the Juniata, earthenware plate with backstamp, William Adams 
and Sons, Staffordshire c. 1831 – 1861. Images from Siegel, Nancy Along the Juniata  

Thomas Cole and the dissemination of American Landscape Imagery University 
Washington Press 2003
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In 1830 Fenner Sears and Co. published The History and Topography 

of the United States, and amongst the illustrations were engravings 

after twelve Thomas Cole paintings, these were subsequently 

appropriated and remediated as table ware patterns. Ironically 

Cole’s early drawing skills were honed copying landscapes from 

early printed tableware - his first attempts at drawing he recalled 

‘were made from cups and saucers, from them I rose to copying 

prints to making originals’.121 

North America represented a European fantasy - Edenic 

landscapes of unspoilt glory, alongside ‘wondrous architecture’ and 

industrial marvels. William Barlett’s classic illustrations in American 

Scenery: Or, Land, Lake, and River Illustrations of Transatlantic 

Nature, published in 1840 included romantic pastorals, townscapes, 

neo-classic banks, monuments and representations of the sublime, 

with tiny human figures dwarfed by vast waterfalls mountains and 

chasms. Bartlett also illustrated Virtue’s Canadian Scenery published 

in 1842. Both of these books were used by potters’ engravers to 

develop patterns for the American and Canadian markets. 

Documenting particular patterns, Haines Halsey’s Pictures of Early 

New York on Dark Blue Staffordshire Pottery first published in 1899 

includes the expected picturesque - on the Hudson river, Niagara 

Falls, and the Catskill mountains, but it also lists The City Hotel, Park 

Theater, and heads one chapter New York Hospital, Insane Asylum 

and Alms House. Other subject matters include the Erie Canal at 

Albany, the Aqueduct Bridge at Rochester, and the West Point 

Military Academy. The New York fire of 1835 spawned three plates 

(complete with customised patterned borders) based on 
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lithographs drawn by J. H. Bufford - although the maker of these is 

unknown.

Fig. 24. Earthenware plate - Burning of the Merchants Exchange New York. Image 
from Haines Halsey’s Pictures of Early New York on Dark Blue Staffordshire Pottery. 

American Eagles included in the border, allude to the official seal of 

the United States. They were also used as a backstamp by Enoch 

Wood and Sons, probably the most well known of the early 

manufacturers of American landscape wares,  

   

Fig. 25. Enoch Wood and Sons backstamps from a Highlands Hudson River plate in 
the Ceramics Collection, University of Ohio, Columbus. These stamps including the 
official United States motto ‘E Pluribus Unum’ (Out of Many, One) featured on all 

Woods early wares intended for the American market (including Canadian 
scenes). The patterns bore no marking linking the ware to England, and selling 

through US agents, the intention appears to have been to infer that the pottery 
was made in America.
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Printed ceramics, were part of the contemporary media of the time 

and functioned to disseminate clearer campaigning political 

messages - some of the earliest historical Staffordshire ware 

exported to the American market contained ‘highly charged 

political sentiment… pieces were adorned with pro-American, anti–

British imagery to boost American sales.’122 One of the most 

important aspects of the North American ware has been its 

association with a sense of pride and nationality.

In the United States William Prime writing in 1899 reflected an 

affection for the earlier, now nostalgic images, and alludes to their 

association with patriotism and nationality: 

‘Transfer-printing has abundant illustration in old specimens, 

exhibiting art in the last century. Later on, as our country began to 

have a history, the Ceramic Art began to do, what it has done in 

all ages and all civilized countries, illustrate with permanent 

pictures the events of history. With whatever distain the collector 

of Dresden and Sèvres may now look down on the blue-printed 

crockeries of Clews and Wood and Ridgway, the day will come 

when ceramic specimens showing our first steamboats, our first 

railways, the portraits of our distinguished statesmen, soldiers and 

sailors, the openings of our canals, the various events of our wars, 

and our triumphs in peace, will rank in historical collections with 

the vases of Greece. And whatever be the estimate of the art 

they exemplify, men will say: “These show the tastes, these 

illustrate the home life, of the men and women who were the 

founders and rulers of the American Republic”’.123
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Europe:

If the first half of the nineteenth century in Britain was the heyday of 

printed blue and white, its creative decline was synchronous with 

the introduction of new copyright laws in 1842, but it also marked 

the dissemination of production to other European countries.

Fig. 26. Detail, printed plate by Veillard commemorating the French Revolution c. 
1840, marked Veillard, D Johnston, Bordeaux Pottery (image courtesy Prof John 

Milner).

The effect of the 1842 act was that the free adaptation of views 

and compositions from existent engravings became untenable at a 

stroke. Designs had to be registered (protecting them from piracy) 

for a period of three years, with an option of renewal. The result was 

that the flow of patterns based on the book illustration was 

stemmed, and the period of multi-production of specific 

landscapes by any number of factories ended. New generic 

confections even more formulaic than the book print replaced the 

specific, and the diversity of pattern narrowed. One side effect was 

a dissemination of production. Whilst none of the British literature 

makes reference to European printed landscape patterns, my 

research indicates that ‘English style’ wares were produced in 
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number and geographic diversity. As the number of British factories 

concentrating on registered designs fell, engravers travelled to work 

in the new ceramic print workshops in Northern Europe. Luneville, 

Vieillard & Co. in France, Villeroy and Boch in Germany, Visch and 

Regout in Holland, Egersund in Norway, Gustavsberg and Rörstrand 

in Sweden began their own native production of English Style 

printed landscape patterns on tableware virtually synchronously 

with the advent of the Copyright Act. 

English printed tableware can be readily found in antique shops in 

Western Norway and Sweden as well as printed Rörstrand, 

Gustavsberg (Sweden), Egersund (Norway), and Arabia (Finland). 

Scandinavian factories produced both imitative and original ranges 

of printed tableware. R. J. Charleston notes that in the early

Fig. 27. Maastricht printed wares by Petrus Regout, in the Princesshoff Museum 
Leuwaarden.
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Fig. 28. An earlier 1735 copyright legislation - known as ‘Hogarth’s Act’ - was designed to protect 
artist engravers’ images from piracy but it was by no means watertight, for Hogarth’s images 

were amongst those most popularly copied on ceramics.124 Above - Chinese porcelain 
punchbowl painted with Hogarth’s A Midnight Conversation c.1750. Collection of the Vestlandske 

Kunstindustrimuseum Bergen.125 The bowl’s outer surface is decorated with a Chinese painted 
version of Hogarth’s English engraving with an interior legend in Norwegian. Although the original 

engraving is in black and white note the depiction of the punch bowl on the table as blue 
painted porcelain - it is a perfect exemplar of the global and remediative nature of 

graphic ceramic surface.

Fig.29. A Midnight Conversation. Print by William Hogarth - source print for the punchbowl .
(in the collection of the Whitworth Gallery Manchester), reproduced from Tharp. 126
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nineteenth century, Rörstrand devoted

‘all its energies to earthenware of an English type with printed 

decoration in different colours, but the preference was for 

underglaze-blue which was made in huge quantities at this 

period. ‘A “Willow Pattern” design was adopted in 1826…. 

Although the main stylistic influence at this period came from 

England, the foundation in 1827 of the Gustavsberg factory, just 

outside Stockholm, provided Rörstrand with a commercial 

stimulus…. The English-inspired motives of decoration were to 

some extent replaced in this period by various indigenous 

themes’.127 

The factory museums - Gustavsberg (near Stockholm), Rörstrand 

(Lidköping, Sweden), and Egersund (Norway) all contain 

considerable archives of ware, including copper plates with English 

manufacturers’ stamps (fig. 30). For a period, production would 

continue from these originals before the gradual introduction of 

more locally specific patterns created by imported English 

engravers. In Gustavsberg migrant workers also included Italian 

painters, but in Norway the import was even greater. In 1857 

Egersund started production of printed white earthenware pottery - 

the factory was built with English bricks, it used English clay and 

glazes to make the wares, and imported English coal as fuel for the 

kilns. Initial production was from Staffordshire copper plates, and 

included the Willow pattern.

Thematically, printed patterns closely followed the English styles -

substituting Scandinavian Romantic scenery for the British. The 

cultural spread of Romanticism was Europe wide, and the style of 

landscape gardening typified by Capability Brown and Humphrey 

Repton was duplicated in cleared Swedish forests, thence on to 

paintings, engravings and tableware.
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Fig. 30. Print taken from Rörstrand copper plate in 2005, (reversed) 19.4cm x 
13.7cm showing maker’s stamp: A. WENGER HANLEY ENGLAND.

Plates produced at Egersund, Norway in the late nineteenth century 

are particularly interesting - some patterns were based on existing 

tableware designs and others on British engraved book illustration. 

They were adapted to depict overtly Norwegian landscapes 

surrounded by Nordic (as opposed to English or Swedish) borders. 

The development of these framing patterns coincided with the 

growth and influence of the Arts and Crafts movement, with its 

rejection of industrial mass production and yearning for individually 

hand crafted objects. William Morris’ affection for the medieval and 

the gothic then translated in Scandinavia into a revival of national 

folklore typified by the Nordic, and thence to industrial tableware. 

Knut Kluge128 comments that these patterns were symptomatic of a 

wider assertion of Norwegian cultural identity, produced at a time 

when the country was seeking its independence from Sweden.
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Fig 31. Upper Fall of Fryers from Thomas Pennant’s Tour of Scotland
 (the second edition) 1769.

Fig. 32. Plate with landscape, Egersund (Norway) c1900, Egersund Museum. The 
bridge in the scene ‘represents the union between Norway and Sweden’129 – 

clearly not anything of substance or longevity.
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Fig. 33. Earthenware plate with landscape pattern from the Egersund Pottery 
(Norway) with Nordic symbols in the border, late 19th century.
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Top, Fig. 34. Egersund bowl with images of Homansbyen Christiania (Oslo). For centuries 
Norway was economically poor, sparsely populated, impassable, and under foreign rule. 
Power was based first in Copenhagen, then later in Stockholm. As a result, monumental, 
stone buildings common in other European capitals and major cities simply did not exist; 
folk traditions, and wooden building dominated architecture. During the 19th century, 
increasing industrialization, and the flow of people to cities gave rise to an explosive 
growth in house-construction, using new, imported technologies. Wealthier classes began 
to move into spacious and prosperous new neighbourhoods, one of the first of which was 
Homansbyen. Established in 1853, in Christiania's "sunny side", situated far from factory 
chimneys and the grime of work places, it was the first ‘suburb’ with substantial stone 
houses surrounded by gardens. Designed by Architect George Bull, the area had an 
emphasis on individual design and rich ornamentation borrowed from a variety of foreign 
styles. It became a model, its appearance as decorative images on tableware 
demonstrative of a new, aspirational, Norwegian life style. 
Below, Fig. 35. Reverse of bowl - depiction of a large house at Sandefjord, displaying the 
Norwegian flag, early 20th century
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The Twentieth Century:

The advent of photography saw a much greater diversity of images 

available for reproduction (although hand engraving copper plates 

remained the favoured methodology of ceramic transfer). The 

confectionary nature of some landscapes gave way to a more 

grounded detail, but these were often jumbled together in the 

commemorative platter – individual vignettes bizarrely juxtaposed 

with images of differing scale and subject matter. 

Josiah Wedgwood who had not exported printed ware in the 

nineteenth century130 actively sought out and developed its 

American market from the early twentieth century with souvenirs 

and commemoratives (Fig. 39). Both Spode and Wedgwood did a 

thriving business with American Universities (see Figs. 4 & 5) who had 

been ordering commemorative printed tableware since Harvard 

College designs had first been produced by Ralph Stevenson & 

Williams of Cobridge - probably to commemorate the two 

hundredth anniversary of the college's founding in 1636.131

In the early twentieth century industrialization, increased 

opportunities for travel and the rise of modernism all contributed to 

a yearning for an imagined, simpler, rural past, which was manifest 

in literature and in the visual arts. The methodology was common 

whatever the country – the identification of authentic pastorals, 

populated by noble peasantry untainted by the industrial – sanitized
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Fig. 36 Photograph of Skookum Ladies’ Hockey team from Red Deer Museum archives. 

 

 
Fig. 37. Earthenware plate - A Souvenir of Red Deer (Alberta, Canada) - typical composite 
pattern from a series. Landscapes and important buildings around Red Deer and the 
Skookums Ladies’ Hockey team with backstamp (Fig. 38). Made in Stoke on Trent England 
1904, imported by John H Roth and Co (the company was still importing Staffordshire wares 
in 2003). The plate may have been made to raise funds for the local hospital:  ‘The 
constant need for fundraising activities precipitated the creation of two women's hockey 
clubs, the Stars and the Skookums. The women's teams competed in front of paying 
crowds against each other as well as against any male challengers. All proceeds from the 
games went to the hospital fund.’132

 

95

132 Museum Services Red Deer. Retrieved 10/06/06 from URL: http://www.city.red-deer.ab.ca/
Connecting+with+Your+City/City+Services+and+Departments/Archives/Current+and+Past
+Historical+Exhibits/Red+Deer+Memorial+Hospital+1904.htm.



Fig. 39. Vanderheyden Palace Albany 1725-1805, marked Sole Importers The Van 
Heusen Charles Co., Albany - Wedgwood - Etruria England, also impressed stamp 

Wedgwood. Date - unknown, but probably early 1900’s -‘Van Heusen Charles 
and Co. Earlier this century this Albany, New York importer had a series of about a 

dozen plates produced by Wedgwood in blue-and-white transfer with a 
distinctive floral border’.133 ebay purchase April 2008.

Fig. 40. Engraving from History of the County of Albany, N. Y., from 1609 to 1886, 
compiled by George Rogers Howell and Jonathan Tenney, New York, 1886 - 

source image for the Wedgwood plate.
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133 See Stefano Frank Jr. (1976 ) Pictorial Souvenirs and Commemoratives of North America,  p. 26, 
Dutton-Sunrise, New York. 



 

  

Top: Fig. 41, Winter in the Country, the Old Grist Mill, hand-coloured two-colour lithograph 
from a painting by George Durrie, published by Currier & Ives, New York 1864. Currier and 

Ives described itself as a Publisher of Cheap and Popular Pictures. Artists produced the 
lithographs, and on the print run colors were applied on an assembly line. The prints 

depicted a variety of images of American life, including winter scenes, ships, sporting 
events, and battles of the Civil War. Although the company closed in 1907, the prints retain 

their popularity. Below, Figs 42 & 43: Homer Laughlin plate 23cm x 16cm, Winter in the 
Country, and backstamp c.1950. ebay purchase July 2008. 
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arcadia, devoid of the mechanics and spoils of industry. These ideal 

landscapes were represented in text and image throughout a 

whole range of cultural media – paintings, poetry, magazines and 

books. A Cotswold Village, or Country Life and Pursuits in 

Gloucestershire by J. Arthur Gibbs published in1899 is a typical 

example of a text about rural life intended for the city dweller - 

‘London is becoming miserably hot and dusty; everybody who 

can get away is rushing off, north, south, east west, some to the 

seaside others to pleasant country houses. Who will fly with me 

westwards to the land of golden sunshine and silvery trout 

streams, the land of breezy uplands and valleys nestling under 

limestone hills, where the scream of the railway whistle is seldom 

heard and the smoke of the factory darkens not the long summer 

days’.134

 In England the imagined flight from the city was selective in 

destination though, not just any rural idyll was suitable - by the end 

of the nineteenth century the North was perceived by some to be 

overrun by industrialization. As a result it ceased to be seen as an 

appropriate place to be representative of England, for ‘Englishness’ 

was being conceived as being anti-industrial and anti-modern. Thus 

Cornwall, Wiltshire, the ‘home counties’ became the focus of image 

making and writing.135 

The focus on ruralism, its relationship with modernism, and the 

concepts of nationalism and identity was further compounded by 

the traumas of the Great War. Following it, interest in landscape and 

its association with identity intensified. Old travel books and diaries 

were re-published - Daniel Defoe’s 1726 Tour Through England and 

Wales in 1928, and Kilverts Diary of A Wiltshire Village 1870-1879 - ‘a 
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134 Gibbs, J. Arthur (1909) A Cotswald Village, or Country Life and Pursuits in Gloucestershire (3rd 
Edition), p. 1, John Murray, London.

135 See the introduction, The Geographies of Englishness, Landscape and the National Past 1880 – 
1940 p xi, ed. Corbett, D. P., Holt, Y., Russell, F., Studies in British Art 10, Yale University Press, New 
Haven and London, 2002. 



unique picture of country life in mid-Victorian times’136 - in 1938. A 

year later a modern classic - Heather Tanner’s Wiltshire Village137 

was published. A fictional account of Kington Borel (an epitome of 

some of the villages of North-West Wiltshire) the book was illustrated 

by Robin Tanner’s etchings and drawings. One of the enduring 

legacies of the Arts and Crafts movement was a revival of interest in 

printmaking (in particular wood engraving) and book making. The 

private presses that emerged after the First World War supported 

artists by commissioning engraved illustrations for their publications 

and the medium also found favour with larger commercial 

publishers. Many of the new and re-published texts adopted an 

illustrative form originating in Thomas Bewick’s stylized vignette, and 

the Society of Wood Engravers138 was subsequently formed in 1920. 

By this stage the ongoing interest in the landscape and rural was 

complex - young artists embracing aspects of modernism blurred 

the edges of definitions - and some like Eric Ravilious - the tyranny of 

categories. 

Ravilious worked as a painter, illustrator, a designer of fabrics and 

patterns for tableware - re-purposing his artwork for a variety of 

media. He was one of a number of artists involved in the 1934 selling 

exhibition - Modern Art for the Table held in the Harrods store in 

London, as part of a Government campaign to improve the quality 

of design in manufactured ceramics and glass. The impetus had 

come from a growing awareness of Scandinavian innovation and 

design which involved artists working in factories. Jennifer Opie 

notes the importance of the influence of the ‘fine arts – painting, 

sculpture and architecture- on individual ceramic and glass studio 
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136 Plomer William, in the introduction to the 1944 edition of Kilverts Diary p. 5, Jonathan Cape, 
London. 

137 Tanner, Heather and Robin (1939), Wiltshire Village, Collins, London.

138 The Society of Wood Engravers. Retrieved 10/06/06 from URL: www.woodengravers.co.uk.

http://www.woodengravers.co.uk
http://www.woodengravers.co.uk


work and perhaps more surprisingly on the design of objects for 

multiple production’. 139

Fig. 44. Page from Back of Beyond, A Countryman’s Pre-War Commonplace Book 
by Susan Bensusan, illustration by Joan Rickarby, Blandford Press 1945 (purchased 
from ebay, Feb 2006). The revival in wood engraving was long lived survived and 

the Second World War.

In Arabia (Finland) an art studio was established in 1932 and artists 

were invited to join the on a temporary or long-term basis. They 

were allowed to work without any demands for contributions to the 

factory’s output, but in practice many of the artists in residence 

100

139 Opie, J. H. (1989) Scandinavia Ceramics and Glass in the Twentieth Century p. 11, Victoria and 
Albert Museum, London.



designed for the production line. For Britain although the 1934 

Harrods exhibition was seen as a radical departure, the 

engagement of artists was simply with the surface of industrial forms. 

Clarice Cliff was appointed the Art Director and twenty-eight artists 

and designers were invited to submit their artwork. Clarice and 

others translated the designs for painting and printing on to various 

ceramic and glass shapes. The experiment was a limited success, 

with critical acclaim but most of objects proved far too radical for 

conservative British public taste. Most of the patterns were 

discontinued after the exhibition.

 

Josiah Wedgwood already employed artists - they included Edward 

Bawden,140 Vanessa Bell, Laura Knight, Clare Leighton, Eric 

Ravilious141 and Rex Whistler.

Fig. 45. Wedgwood earthenware teapot stand, 1933, decorated with a vignette 
of Clovelly designed by Rex Whistler. 

In spite of the development of modernism, interest in the rural and 

pastoral was still reflected in tableware designs, Enoch Woods (of 
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140 Webb, Brian, (2005) Design, Edward Bawden and Eric Ravilious, Antique Collectors' Club 
Woodbridge.

141 Powers, A., (2003) Eric Ravilious Imagined Realities, p. 22 – 33. Imperial War Museum/Phillip 
Willson Publishers, and Dennis R. Ravillious and Wedgwood, Dalrymple Press, 1986.  



the early North American patterns) began to produce the 

traditionally designed English Scenery series in 1917, then added a 

more sophisticated pattern with Art Nouveau influenced borders in 

the late 1920’s. 

 

 

Figs. 46 & 47. Enoch Woods English Scenery platter and backstamp c. 1930, from 
pattern originally introduced in 1917. ebay purchase September 2007.
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Figs. 48 & 49. Enoch Woods Castles series, and back stamp large plate c1930. 
ebay purchase, June 2008.
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Staffordshire’s pottery industry continued its production of American 

landscape with Johnson Bros introducing its Historic America 

patterns the late 1930’s.142

 

Figs. 50 & 51. Small earthenware jug (ht 8cm.) - Railroad, Little Falls, Johnson Bros 
Historic America pattern c. 1940. 

At the same time moves were also made by the American industry 

to engage artists in production - Homer Laughlin’s own Historic 

America transfer printed patterns were based on artworks by 

Joseph Boggs Beale, and Vernon Kilns’ Our America, was designed 

by Rockwell Kent (fig. 53)- thirty scenes representing ‘American 

locales and pastimes’.143

The advent of World War 2 devasted industrial production in Britain 

and to a lesser extent in the United States. As a neutral country 

Sweden was differently affected, and found it necessary to increase 

domestic production because of the German blockade of the 

North Sea. It is entirely possible that whilst the rest of Europe was at 

war, an idealized pastoral construct - Vindsäter was in production at 

Rörstrand. 
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142 See Morgan Zarucchi Jeanne (2004), The Journal of Popular Culture, Volume 38, Issue 1, Visions 
of America: Johnson Brothers Pottery in the US Market, 1872–2002.

143 Nelson M. F., (2004) Collectible Vernon Kilns, p 234, Collector Books, Kentucky USA.



Fig. 52. Overmantle Decoration. Painting (oil on upsom board, 104 cm. x 161 cm.)
by Grant Wood 1930. Cedar Rapids Museum of Art, USA. Grant Wood was a key 
figure in the establishment of Regionalism in the US during the interwar years. His 

belief in depicting his home rural landscape was in the specialness of the 
Midwest. In this respect his work mirrors the rural and pastoral tendencies of much 
British Art of the same period. He ‘developed an indigenous American style that 

borrowed from Sears and Roebuck catalogues, Currier and Ives prints, handmade 
quilts, frontier photographs, and old fashioned country atlases.’ 144  A 

commissioned painting for the new Stamats home in Cedar Rapids Iowa, the 
Overmantle revives early nineteenth century custom of placing a painted 

landscape over the fireplace, but it also alludes to the role of printed landscape 
patterns on ceramics as picture planes, and their use in many homes as a 

substitute for oil paintings. Wood acknowledged that an old oval platter his family 
had owned had inspired the painting.145 This confected landscape contrasted 

with the depiction of austerity and rural work ethic in many of his other paintings 
of the time
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144 Corn, Wanda (1983) Grant Wood The Regionalist Vision, p. 33., Minneapolis Institute of Arts.

145 Ibid p 75.



Fig. 53. Advert for Rockwell Kent Vernonware, from House Beautiful Magazine 
November 1939.
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The post war period saw erratic revivals of the landscape pattern 

genre in both Britain and the United States. Johnson Bros introduced 

a number of new patterns right up until the late 1960’s, including 

Friendly Village (introduced 1952, and still available in the United 

States) with scenes including Autumn Mists, Covered Bridge, Hay 

Field, Lily Pond, School House, Sugar Maples, and Village Green. In 

the UK a collection of fictitious English castles set in generic 

landscapes the Castles pattern, is still available through Wedgwood 

who took over the company in 1968.146 But the post war period has 

seen a diversification of ceramic surface print technology, and 

brightly coloured overglaze lithographic prints have taken the place 

of the traditional genre, which apart from a few isolated exemplars, 

has degenerated into cruder simpler decorative stamps, and 

generic pastorals.

The Final Decline:

Although Coysh and Henrywood asserted that the second half of 

the nineteenth century was the final decline of printed blue and 

white, it did in fact occur a hundred years later. 

 

Very few (if any) new patterns have appeared since the 1960’s, as 

ever-falling production involved the replication of historicised relics, 

patterns originating from the ‘Golden Years’. It is only since the 

1970’s, that changing materiality (the advent of plastic and 

alternative tableware materials), technology and fashion have 

really marked the ‘final decline’. Spode continued to produce its 

quality engraved landscape patterns but in plundering its historic 

archive, and re-issuing patterns or re-configuring them for new 

forms, innovation was limited. In 2007 most manufacture re-located 

to China, where Johnson Bros patterns were also made. In 
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146 Wedgwood catalogue. Retrieved 10/06/06 from URL: www.wedgwood.com/Pattern.aspx?
PatternGroup=3509.

http://www.wedgwood.com/Pattern.aspx?PatternGroup=3509
http://www.wedgwood.com/Pattern.aspx?PatternGroup=3509
http://www.wedgwood.com/Pattern.aspx?PatternGroup=3509
http://www.wedgwood.com/Pattern.aspx?PatternGroup=3509


November 2008 Spode and its sister company Royal Worcester went 

into receivership.  

Thus the production of this genre of artefacts, so associated with 

Staffordshire and the English, ironically returned to its original 

material and generic source. Developed from Chinese literature 

and landscape painting, which was adapted and repurposed with 

ceramic technology to journey to Europe, it then melded with the 

concepts and ideals of romanticism. Paintings and engraving were 

re-purposed into widely available industrially confected artefacts, 

which functioned as pictorial records of a changing world. Today 

whilst these objects remain a testament to the loss of western 

industrial guile and craft, they still function to disseminate historic 

images, and in spite of their terminally unfashionable status, 

resonate with complex meanings.

.
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Chapter 4

Confectionary, Landscape and Geography

Confections, Composition, Landscape and Pattern

The very compositions of landscape patterns were formulaic even 

before their move to into glaze. Perversely, at the very moment 

Gilbert White and Thomas Bewick were attempting to accurately 

document and visually record the natural world, artists were being 

urged to arrange it to an idealised compositional construct. Guo 

Xi’s147 notion of three types of distance… high, deep and level holds 

a resonance with Claudian notions of pictorial construction, and in 

the compositional formulas used by ceramic print engravers.148 

Matthew Brennan149 identifies Gilpin’s Claudian roots, where 

Lorraine’s five planes which alternate light and dark tones are 

reduced to three: foreground, middle ground and background. Like 

Guo Xi, Gilpin went further, specifically identifying desirable subject 

content and pictorial arrangement for the composition of ideal 

landscapes: 

‘The general composition of a landscape consists of three parts - 

the foreground - the second ground - and the distance. But no 

rule can be given for proportioning these parts to each other. 

There are ten thousand beautiful proportions; from which the eye 

of taste must select a good one. The foreground must always be 

considerable - in some cases, ample. It is the very basis, and 

foundation of the whole. Nor is it a bad rule, I think, that some 

part of the foreground should be the highest part of the picture. 

In rocky, and mountainous views this is easy, and has generally a 

good effect. And sometimes even when a country is more level, 

a tree on the foreground, carried higher than the rest of the 
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147 Perhaps the most significant painter of the Northern Song Court - Clunas, C., (1997) Art in 
China p. 55, Oxford University Press p. 53.

148 Spode engravers emphasize the compositional importance of use three planes: fore, middle 
and background. (Personal notes of conversations with engravers, Spode Engraving workshop 
2004).

149 Brennan M., (1987) Wordsworth, Turner and Romantic Landscape, Studies in English and 
American Literature, Linguistics and Culture Vol. 5, p. 18, Camden House, Columbia, South 
California. 



landscape, answers the end. At the same time in many species of 

landscape this rule cannot easily be observed: nor is it by any 

means essential.’150 

Other contemporaneous writers developed and expanded his 

theories. William Marshall writing in 1795 observed that - ‘The painter, 

we believe, fixes his ‘‘three points of distance’’ mechanically, - puts 

his mark upon them! - and is careful not to chuse a subject in which 

he cannot make good the “three marked divisions” his art requires: 

he rambles over the face of nature until he finds them; or supplies 

them from the store-house of his own imagination.’ 151 The notion of 

a fabricated Picturesque still had credence a hundred years later as 

Philip Gilbert Hamilton noted - ‘accuracy in drawing makes simple 

topography a ineluctable result…. the artist goes to nature for 

suggestion and materials, but he copies nothing accurately. He 

looks upon the world of landscape as a poet or novelist looks upon 

the human world, and no more copies a view than a novelist reports 

a conversation’.152 Typical is the description of The Farmyard, a 

watercolour drawing by Samuel Palmer: 

‘This drawing illustrates various matters treated in different parts of 

the volume. It is an interesting example of the picturesque in 

English farm buildings, especially characteristic of the south of 

England. It shows the artistic value of a windmill on a height and 

the importance of figures and cattle in the foreground of a 

subject connected with human industry. The reader will observe 

how much the whole subject gains in dignity from the great mass 

of cumulus cloud and from the general grand arrangement of 

the sky.153 
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150 Gilpin, William (1794 ) Three Essays: On Picturesque Beauty; On Picturesque Travel; And On 
Sketching Landscape, To Which Is Added A Poem, On Landscape Painting, p. 125, London.

151 Marshall, William (1795 ) A Review of the Landscape, a Didactic Poem: also of an Essay on the 
Picture, (p. 11) G. Nichol. 

152 Gilbert, Hamilton Philip, (1885) Landscape, p. 90, Seley and Co., London.

153 Ibid p 9



Fig. 54. ‘The Farmyard, a watercolour drawing by Samuel Palmer
Reproduced in photogravure by Dujardin’. Frontispiece in Gilbert, Hamilton Philip, 

Landscape, Seley and Co., London, 1885.

Pastoral patterns feature almost by default ‘figures and cattle in the 

foreground’ and cumulus cloud in the sky. Not only was the 

landscape observed, arranged and painted by students of the 

picturesque, but it was also physically transformed and remediated 

by landscape gardeners. Extending painterly confections out of 

paper or canvas, William Mason neatly alluded to the graphic 

nature of landscape gardening in his poem The English Garden:

“Again on Nature; take thy plastic spade, 

It is thy pencil; take thy seeds, thy plants, 

They are thy colours’154

The Estate of Nuneham Courtenay in Oxfordshire is the perfect 

example of a physically confected landscape, and tellingly both 

Gilpin and Mason were associated by their friendships with the 

second Earl Harcourt. The main developments in the creation of the 

estate occurred during a period from 1755 to 1790. The Earl 

surrounded himself with ‘a coterie of artist, poets and gardenists: 
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154 Mason, W., (1783 ) The English Garden: A Poem in Four Books, p. 13, A. Ward, York.



Mason, Whitehead, Walpole, Sandby Gilpin and Reynolds being 

frequent visitors’.155  Fittingly the new Nuneham was created in true 

Romantic style, with an Italian Palladian villa, set in landscaped 

gardens designed by Capability Brown. The reality of this, and many 

other similar projects of the era was the appropriation of agricultural 

land for wealthy recreation, and in this case, landscaping also 

necessitated the demolition of the original village of Nuneham 

(including its medieval church) and relocation, to the main Oxford 

road. William Gilpin’s description of Nuneham in his Observations, 

Relative Chiefly to Picturesque Beauty, Made in the Year 1772 is 

illuminating: 

‘The village of Nuneham, through which the road passes, was 

built by Lord Harcourt for his cottagers; and with that regularity, 

which perhaps gives the most convenience to the dwellings of 

men. For this we readily relinquish the picturesque idea. Indeed I 

question, whether it were possible for a single hand to build a 

picturesque village. Nothing contributes more to it, than the 

various styles in building, which result from the different ideas of 

different people. When all these little habitations happen to unite 

harmoniously; and to be connected with the proper 

appendages of a village — a winding road — a number of 

spreading trees — a rivulet with a bridge — and a spire, to bring 

the whole to an apex — the village is compleat. Nuneham-house 

stands a little out of the London road, about six miles from Oxford. 

The old familys-seat of Stanton-Harcourt, where Pope, and Gay 

led the muses, is now a deserted ruin. It's situation was vile, 

compared with that of the present house which commands, from 

a rising ground, an extensive prospect over all the intervening flat, 

as far as the towers of Oxford. In another direction it overlooks the 

windings of the Thames towards Abingdon. These grand views, 

terminated by the Berkshire hills, and other rising grounds, 

compose the distance; and are presented from different places 

around the house; particularly from a terrace, which extends at 

least a mile. The accompaniment also of noble trees on the 

foreground sets off the distant scenery to great advantage. One 

of the most striking features in these scenes, is the parish-church, 
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which was designed by Mr. Stuart in the form of a Grecian temple 

of the Ionic order.’156

It is appropriate then that one of the most enduring and formulaic 

patterns in the printed landscape genre - the Wild Rose is based 

upon an image of Nuneham Courtenay.  Coysh and Henrywood 

claim the view is base on an engraving by W. Cooke.157 

Remarkably, none of the surveyed Nuneham documentary material 

makes any reference at all to the popular ceramic pattern. Wild 

Rose is the perfect exemplar of a confected English design, and 

was extremely popular between 1830 and 1850 - produced in huge 

quantities by over thirty different factories - in Scotland, through 

Northumberland, Durham, Yorkshire, Staffordshire, and Devon. The 

central features - a picturesque bridge leading to a lock keepers 

thatched cottage, were both part of the riverside walk designed by 

Capability Brown. Coysh and Henrywood note that the ‘central 

building in the ceramic design does not appear in the print and is 

thought to represent a Gothic tower which was designed to be built 

on the hill but never materialized’.158

The central building does however, closely resemble the new 

Grecian temple inspired Parish Church - perhaps the design was 

remediated from another engraving, for by the date of the 

illustration of the scene for the Thames book, the middle ground 

trees appear to have grown so much that it was obscured.  There 

are other minor differences with the print, perhaps the result of 

remediative processing, they include the graphic - between the
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156 Gilpin William (1788) Observations, Relative Chiefly to Picturesque Beauty, Made in the Year 
1772, 2nd edition Vol 1. p 22, Blamire Strand London.

157 Nuneham Courtenay Bridge and Cottage, origin of the Wild Rose pattern. Engraved by W. 
Cooke after a drawing by S. Owen in The Thames, or Graphic Illustrations of Seats Villas, Public 
Buildings and Picturesque  Scenery on the Banks of the Noble River Originally published by 
Vernon, Hood and W. Cooke, Pentonville in 1811. 

158 Coysh, A. W., Henrywood, R. K., The Dictionary of Blue and White Pottery 1780-1880 Vol1 (1982), 
p 399, Antique Collectors Club, Woodbridge.



Fig. 55. Nuneham Courtenay Bridge and Cottage, origin of the Wild Rose pattern. 
Engraved by W. Cooke after a drawing by S. Owen in The Thames, or Graphic 

Illustrations of Seats Villas, Public Buildings and Picturesque Scenery on the Banks 
of the Noble River Originally published by Vernon, Hood and Sharpe and W. 

Cooke, Pentonville in 1811.

Fig 56. Detail from Oxford from Ifley illustration (ibid)

Fig 57. All Saints Church, Nuneham Couternay built in 1764 - almost certainly the 
building depicted on top of the hill in the mid-background of the Wild Rose 

pattern. 
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Fig. 58. Wild Rose Platter, marked Stoneware on back c. 1840. The pattern is based 
on the engraving of Nuneham Courtney. ebay purchase 2007.

Fig. 59. Print from Rörstrand copper plate (reversed), one of the Malmö pattern, 
produced between 1880 and 1907. Printed at the Rörstrand Museum, Lidköping 

Sweden in 2006.
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paper engraver’s trees and those of the potter, and the additional 

moorings posts for boats on the plate. The tree foliage is a familiar

(ceramic) stylization, and an exemplar of the way in which re-

purposing not only involves changes in media, but in the visual 

language used to define the familiar. The moorings and figures are 

not exact copies from the original engraving, but their like are 

scattered throughout the book the print appeared in. It seems very 

probable that the original designer of the pattern picked details 

and styles from other illustrations - perhaps from The Thames. 

The Wild Rose is the perfect illustration of how an apparently 

meaningless, kitsch mass-produced object can be found to carry 

hidden meanings, and diverse unexpected connections. 

Swedish Confectionary - Malmö and Vindsäter: 

Remarkably, the basic elements of the pattern re-appear some 

thirty years later - re-purposed as the main vignette in the Rörstrand 

pattern Malmö (fig. 59). In production from 1880 to 1907, the floral 

border comprehensively echoes the enclosing flowers of the English 

pattern, whilst the basic elements of the Wild Rose - the punt, 

bridge, river and church are all present. The bridge is simpler and 

leads to a water-mill instead of a lock-keeper’s cottage, the church 

is replaced by a similarly domed building, and the punt nearest the 

closest riverbank becomes a fishing boat. Graphically the treatment 

of tree foliage differs but the style is common with other Rörstrand 

patterns and consistently re-appears in other patterns they 

produced. A visual comparison of the two patterns clearly confirms 

the origins of the Swedish print. The nature of the pastoral 

landscapes within the pattern and the title - Malmö suggests a 

representation of rural scenery from the south of Sweden.
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Another pastoral tableware pattern, was discovered during my 

research in the copper plate section of the Rörstrand archives in 

early 2005. It consists of a series of individual vignettes depicting 

Swedish rural life framed within a similar floral border. The images are 

well composed and constructed, engraved with style and 

elegance not seen in other designs. Unfortunately supporting 

contextual or secondary documentary evidence for its existence is 

completely non-existent. The Vindsäter pattern is fleetingly 

referenced in only one publication159 as a listing of factory 

production – and there are no photographic reproductions or 

images of the ware itself. Whilst the collection of objects in the 

Rörstrand Museum is not completely comprehensive, most ranges 

are well represented, but no corresponding Vindsäter ceramic 

artefacts could be located. Research later that year eventually 

revealed one piece - a cup. Neither the museum curator, nor any 

other authorities on Rörstrand production160 were able to 

supplement the bare physical evidence of the copper plates. There 

was no information about the origins of the pattern, the nature of 

the wares or their production. Further queries on Swedish, Rörstrand 

collectors Internet discussion boards161 also drew a complete blank.

The printing plates themselves revealed a floral Wild Rose type 

border each containing or partly framing a rural agricultural 

landscape of farmhouses, villages, churches, rivers, lakes, hills and 

deciduous, possibly oak, trees - populated by farmers, farm workers 

and other people clearly enjoying the recreational aspects of the 
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159 Lagercrantz, Bo, (1961) Iris, Vineta och Gröna Anna, Rörstrand-serviser 1860 – 1960, p. 88, ICA, 
Förlaget Uppsala.

160 Elsebeth Welander-Berggren, Röhsska Museet in Göteborg, Dr Bengt Nyström former head 
curator in the Nordiska museet, author Rorstrand Porcelain: Art Nouveau Masterpieces Abbeville 
Press 1996, Dr Gerd Zettersten Architectural Historian, and writer on ceramics.

161 Svenska Antik Nätet, accessed in Swedish with assistance from Bibbi Forsman: 
www.antikviteter.net, September 2005.
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landscape - picnicking, walking the dog and children playing.162 

The vignettes are idyllic, pastoral, and unmistakably Swedish. Having 

examined the whole printing archive, it is difficult not to conclude 

that the Vindsäter copper plates are probably the best (both in 

terms of design and technically) engraved landscape patterns ever 

produced by the company. The patterns are diverse and spread 

over a wide variety of forms. The engraved copper plates do not 

necessarily indicate the forms the patterns were applied to, and in 

the absence of any factory engravers or workers with knowledge of 

the prints, or any supporting documentary evidence to illuminate 

the pattern’s origins, popularity or indeed nature of production, 

further research was necessary. Did the pattern depict real places 

(like the Woods Castles series)? Was the ware produced for general 

sale or was it a special commission? When was it produced?

It could be safely deduced that the pattern was entitled Vindsäter 

by the logos engraved on most of the copper plates, however a 

smaller number were also scribed with the name Hjelmsäter, which 

had been struck through with a line. 

Fig. 60. Print detail from copper plate, Rörstrand archive (reversed).

 Further local investigation revealed Hjelmsäter to be the name of 

an estate in the nearby Kinnekulle region. Kinnekulle is a high 

plateau, visually and geologically distinct from the surrounding flat 

agricultural land and Lake Vänern. 
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Fig. 61. Drawing, Geological section through Kinnekulle by Johan S. Lidholm Iter 
Westrogoth, l747.163

The varied geology, together with the longevity of human use – 

pastures, hay-meadows and orchards, has created a concentrated 

biodiversity. Carolus Linnaeus studied the area in 1746 (following A 

Wayfarer’s Guide to and from All Towns and Known Places in the 

Kingdom of the Sveas and the Goths and the

Grand Duchy of Finland), and considered it to be ‘a most 

remarkable place’.164 It is the Swedish equivalent of the English Lake 

District in its cultural significance to the national psyche. Lillemor 

Petersson, in an email sent on June 8, 2005 writes - 

‘There is a farm down hill Kinnekulle: Hjelmsäter. The owners are 

Ingeborg and Hugo Jakop Hamilton. I spoke to Hugo Jakop and 

he went very interested!! I promised him to fax one or two of the 

plate pictures to him today. And he will be looking forward to see 

you when ever you come there.. "Vindsäter" is the name on an 

"outlying" farm under Hjelmsäter. He didn’t know about the prints I 

told him about but the family have another set of porcelain with 

their "coat of arms" on, it was made by Rörstrand. And they have 

an old ´set´from 1700 but it is made in Germany, what I 

understood’. 165 

Bengt Nyström suggested that Vindsäter may have been specially 

commissioned for the Hamiltons -
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‘I looked for Hjälmsäter in Västergötland, in series of books 

Svenska slott och herresäten. It is mentioned in a short article and 

there some information is given about the owners in the middle of 

the 19th century, Hamiltons among others. I suppose the pattern 

is from this time and probably is a special order to be 

manufactured and composed in the Rörstrand service for 

Svenska Herrgårdar etc. It was rather common to do so.’166 

Images of the architecture, trees and landscape of Hjelmsäter 

taken late in 2005 do reveal striking similarities with the tableware,167 

but Hugo, Ingeborg and Edvard Hamilton were all dismissive of the 

suggestion that the images depicted the actual estate.168 On re-

examination it became clear that the pattern actually includes a 

range of Swedish rural architectural styles. Dr Gerd Zetterson 

observed - that for Kinnekulle, ‘the topography is absolutely, 

impossibly wrong’,169 but that the patterns contained ‘A fascinating 

mixture of stylization, local and national ingredients, and collection 

of different rural architectural styles from across Sweden’.170 It 

contains architectural building styles and elements of the rural 

landscape (fencing, walls), which are specific to different regions of 

Sweden. Stone walls from the Kinnekulle appear on a farm with half-

timbered buildings (only ever built in Skåne the southernmost 

county). A landscape where the features in fore and middle ground 

appear to be southern in character has an unlikely backdrop of hills 

and mountains (from the centre and north). The tableware set is 

thus an idealized, generic Swedish pastoral confection.
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Above Figs. 62 and 63. Rörstrand earthenware plate and jug from the Vindsäter 
pattern, produced between 1935-1948. Purchased from Veras Antik and Curois, 

January 2006.
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Fig. 64. Earthenware jug, Enoch Woods English Scenery c1935. ebay purchase 
September 2007.

Fig. 65. Detail from copper plate print used on lidded casserole dish showing shale 
walls (from the Kinnekulle) alongside half timbered farm outbuildings (from 

Skåne).
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Regular Google searching eventually identified a body of Vindsäter 

ware for sale in Veras Antik & Kuriosa, Trosa, Sweden, and the work 

was purchased in January 2006. The incomplete earthenware set171 

comprised a series of typical Swedish dinnerware forms with printed 

blue inglaze vignettes and patterns. The tableware was not a 

special commission, but instead mass-produced, between the years 

1938 and 1948. The pattern has striking similarities with Enoch Woods 

English Scenery tableware of the same period, but the Vindsäter 

designs differ stylistically in their slightly naïve quality, in the diversity, 

sophistication and detail of pattern. These suggest the possibility of 

a more knowing creation. The date of introduction –1938 follows 

Woods Castles series, the Harrod’s exhibition (1934) and 

Wedgwood’s employment of artists, in particular with Rex Whistler 

(Clovely series) and Eric Ravilious (1936).

 

Under the circumstances of the time of introduction - the 

international trade exhibitions and the date related evidence of 

illustrators and artists being employed in the creation of surface 

design, as well as the nature and pictorially diverse compositions of 

the pattern, it seems entirely probable that Vindsäter was the work 

of a specially employed artist. It also seems most likely that the 

idealised rural pattern was named after the farm on the Kinnekulle, 

one of Sweden’s most popular rural tourist areas. The lack of any 

documentation relating to the pattern, either in factory archives or 

external commentary is probably explained by the lowly status of 

this type of decorative ware in Sweden. Historians and critics have 

understandably been concerned with the development of the 

modernist, the functional, and the Scandinavian design aesthetic. 

Even though in the mid 1930s ‘the Swedish commitment to the role 

of tradition in its decorative arts was clearly undiminished’172 the 
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Fig. 66. Print from the Vindsäter series (reversed, as image would appear on 
ceramic), form unknown.

Fig. 67. Eric Ravilious plate from the Garden series, Wedgwood 1938. ebay 
purchase February 2006.
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objects documented, recalled and critically acclaimed were not 

the ‘English style’ blue and white confections - however charming 

and worthwhile they may have been.

Fig. 68. Souvenir plate made by Johnson Bros, Stoke on Trent, England for the 
Pennsylvania German Folklore Society of Ontario, 1960. Purchased in Wigton, 

Cumbria, 2005. The plate demonstrates confection, remediation, and geographic 
promiscuity.
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Chapter 5: 

Cumbrian Blue(s) - Historical Development, Technical Methodologies

Background:

Historical research has revealed the surprisingly complex nature of 

printed landscape tableware patterns - in their relationship to 

movements in literature, the visual arts, and to other print media. It has 

identified some of their cultural values - from aspirational artefacts 

disseminating image and meaning through changing times, evolving to 

become unwanted, kitsch, or collectible souvenirs of the twenty first 

century with a surprisingly wide geographic spread. The research has 

also identified the confectionary nature of design - at all stages of 

composition and realization - as well as the appropriative and 

remediative character of the genre. The textual evidence so far has 

been presented from documentary sources - but practice based 

investigation has been interwoven throughout the research. This chapter 

demonstrates the methodological sequencing of creative research, as 

well as the similarity of process in factory and artwork realisation. It 

examines the artistic background to creative research, including a 

detailed account of the technicalities of image harvesting and storage 

as well as methodologies of adaptation and production for artwork. 

Cumbrian Blue(s) Development:

The research undertaken in this project builds on my own previous 

creative practice and investigation, which had been sustained for a 

number of years. Writing in Keramik magazine in 2001173 Dr Stephanie 

Brown observed – 

‘He collaged engraved imagery from 19th century plates with 

digitally-altered photographs, screen-printing these onto bought 

plates to produce his Cumbrian Blue(s) ‘commemorative' ware. This 

approach is postmodernist in its use of appropriated, ready-made 
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forms and imagery, and in its engagement with kitsch, - both the 

popular, nostalgia-driven interest in collecting Blue and White pottery, 

and the spurious ‘limited-edition' ‘collectable' commemorative plates 

issued by manufacturers from Hummel to Royal Doulton… The success 

of such works in making the viewer confront the degree to which 

nostalgic fantasies of landscape are projected onto the 

contemporary reality, relies on these pieces looking, initially at least, 

indistinguishable from historical examples. Paradoxically perhaps, the 

advanced technology of digitally manipulated photographs and high 

quality screen-prints, allows Scott to mimic the effects of old ceramic 

engravings far more accurately than his previous use of low-tech 

photocopying and drawing.  It also enables the collaging of historical 

engraved imagery with contemporary photographic material so that 

they are uniform in quality, historical differences are blurred, and 

recent images are given the requisite illusion of age.

Scott's preoccupation with the visual coding of pastoral fantasies on 

tableware is inseparable from his interest in developing a visual 

language capable of dealing with the contemporary landscape and 

the issues which shape it.’

During the sustained research undertaken as part of this PhD project, 

practice has continued to evolve, methodologically and conceptually - 

developing this specific visual language. Remediation - re-purposing 

images and meanings and confective compositional process have 

always formed core elements of Cumbrian Blue(s) practice, but it has 

not always been apparent that this is the case. Partly as a result of 

sustained historical investigation, that remediative, confective core is 

revealed in the reflection on earlier artefacts. This necessarily includes an 

examination of the technical methodologies employed in their creation. 

Starting with an overview of the changing industrial processes involved in 

the production of printed landscape patterns, the chapter records 

commonalities with the development of the Cumbrian Blue(s) practice. It 

then documents the sourcing and harvesting of raw visual material in 

artistic practice, narrating the evolutionary process from the drawn and 

photocopied, to printing from engraved plates and the contemporary 

digital process. Reflecting on the transformative processes of digital 
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drawing and processing in Adobe Photoshop, it highlights the 

significance of the software in production of coherent artwork from 

stylistically diverse sources - enabling the manufacture of visually 

convincing, fused printed form. It considers archival mechanisms and 

methodologies for effective digital and physical image storage. 

In narrating the technicalities of image processing and transfer the 

chapter reveals fundamental insights gained by handling pattern and 

image in different materials and media. In so doing it documents the 

actual remediative confective process itself. In addition - using specific 

exemplars – work produced for exhibition, commission or on residency, 

the chapter will examine how appropriation, remediation and 

confection can be used to stretch the genre itself, moving it into new 

spaces and contexts. It will demonstrate that history, context, symbol 

and materiality can still combine - in the re-configuring of pastoral 

landscape in the articulation of political narratives - that through 

remediation the genre still has the power to communicate ideas and 

meanings. 

Throughout, critical peer reviews are analysed to provide supporting and 

illuminating evidence of the efficacy of artefacts and artworks. A 

number of evaluative methods, which were employed early in the 

research, had very limited success. The mnemonic implications of non-

responses are briefly considered, alongside the implied affirmative 

derived from commissioning bodies and the sales of artefacts to 

collectors and museums. 

Manufacturing Methodologies:

The technical details of physically making Cumbrian Blue(s) printed 

artworks are close to contemporary industrial processes - these seek to 

imitate the finished look of transfer printing using engravings, but differ in 

significant ways during manufacture. Before examining these in detail it is 
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useful to understand exactly how the process of industrial production has 

changed in recent years. As previously documented, production from 

copper plate engraving has had a remarkable industrial longevity – from 

its basic development during the eighteenth century to its continued, 

albeit limited, use today - Burleigh still make tableware decorated in the 

traditional way.174 

Spode - traditional methodologies:

My research at the Spode works, in the period prior to its abandonment 

of engraving was illuminating, not only for the unique view it gave me of 

an industry in the process of fundamental change, but also because it 

enhanced my understanding of engraving and other industrial technical 

processes. The research was also influential in the technical and 

conceptual  development of Cumbrian Blue(s) practice. Over the period 

1993 to 2005, I made a series of visits to the factory. In 1993 researching 

Ceramics and Print, I interviewed Robert Copeland – great great 

grandson of William Copeland, Josiah Spode’s original business partner. 

He was at that time Historical Consultant and archivist to the company. I 

was shown the engraving workshops during an extensive tour of the 

factory, when copper plate engraving was still the main process for 

pattern generation and application. Craftsmen (they were always men, 

except for the first and only female apprentice engraver at Spode who 

used to demonstrate in the visitor centre in the late 1990’s) created the 

latent patterns and images by hand-engraving them into the surface of 

copper plates. 

Spode originally employed specialist pattern designers, but as the variety 

of industrial output declined and became almost totally restricted to re-

cycling existing plates, engravers themselves developed a high degree 

of autonomy in transcribing original (sometimes rectangular) pictures into 

decorative patterns or vignettes when occasional orders were received 
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for new designs. On a factory visit to Spode in June 2003, one of the 

three experienced engravers remaining was observed transcribing a 

rectangular original drawing, to a circular plate pattern. He described 

how the compositional and design decisions necessary to affect the 

transformation were simply a part of his job. A similar process had been 

observed the previous year at the Royal Copenhagen factory as a 

mould maker, undertaking the same kind of design decisions, translated 

a painted design on paper into a relief master which ultimately would 

create a glazed ceramic picture, similar in type to the Royal 

Copenhagen’s Christmas souvenir plates (fig. 69). Spode’s pattern 

designs would take several weeks to grave, the time depending on their 

size and complexity. On completion the engraved plate was steel or 

chrome faced to give it a hard coating before going into production - 

this enabled tens of thousands of prints to be taken before any evidence 

of wear. Well-worn plates would eventually be restored by chemically 

stripping the steel or chrome, before conservation and repair work in the 

engraving workshop. In order to extract the intaglio image the copper 

was warmed on a hot plate and inked with ceramic colour mixed with a 

sticky oil based medium (traditionally called potters tar) and variously 

applied with a leather dabber or push knife.

Cleaning off with a steel scraper was sometimes followed by buffing with 

a textile pad; then a thin sheet of pottery tissue was painted with a 

watery solution of soft soap, before being placed face down (soap to 

copper) on the inked plate. The plate and paper were placed on the 

print machine platen and covered with felt cloths, before being forced 

through the rollers. Automated presses also operated printing long 

lengths of tissue prints from cylindrical engraved plates.
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Fig. 69. Royal Copenhagen Christmas plate, 1966. Relief surface with tinted blue glaze 
18 cm. dia. Blue tonal qualities are achieved by the use of a tinted blue glaze which 

when closest to the (white body) surface become almost transparent, the darker areas 
indicate the deepest part of the relief. Similar tonal qualities are achieved in cobalt 
blue prints taken from copper plate engravings. Plate from Amy Gogarty’s personal 

collection. Image shows archetypal Danish church set in winter landscape with 
blackbird. This type of commemorative plate was first produced by Royal Copenhagen 

in 1908.

Pulling the steaming tissue from the hot copper plate, the printer would 

pass it to the cutter, who would draw round the image or pattern with a 

scalpel, in turn passing the resulting shapes down the production line. 

The next person carefully and exactly placed the cut transfer ink side 

down onto the bisc or glazed ware, before vigorously rubbing down, 

finishing off using a stiff bristle brush and soft soap. Finally the ware - 

paper and all - would be washed in a sink of running water, the soap 

releasing the tissue, which disintegrated and was washed away, leaving 

the printed pattern or image stuck to the surface of the ceramic.  A post 

war mechanical development - the Murray Curvex system, lengthened 

the life of engraving as a technology by streamlining and automating 

production. The process reduced costs and increased the speed of 

manufacture. It worked by transferring pattern from engraved plates 
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onto flatware forms using a large silicone convex pad (or ‘bomb’). Under 

pressure the bomb is forced onto a ready inked copper - it flattens and 

moulds to engraved line and dot. On lifting, the graphic moves off the 

plate and onto the pad’s silicone surface, before being deposited onto 

the ceramic as the pad presses onto the appropriate bisc-fired flatware 

– the bomb moulding to the form. On a technical level, both tissue and 

silicone prints rely on simple transfer principles – removing colour/ink/

medium from one surface (hot copper) to a more attractive material 

(cool tissue or silicone) using pressure, then repeating - so that the ink 

moves to another more attractive surface - in this case from transfer 

material to absorbent bisc to complete the process. 

It is important to note that in comparison to an engraving made for book 

illustration, graving on a copper intended for ceramic production is 

comparatively bold and the cut line deep. Ceramic pigment is 

particulate, and is always suspended in a viscous agent to make ink. 

Engraved ceramic prints also always involve an additional transfer 

process – from paper to bisc or glaze. As a result comparatively more ink 

needs to be deposited for a functioning ceramic print than on paper. 

This principle applies for all ceramic print processes.

Spode - Screen Printing and Digitisation:

Spode began the process of printing and scanning its extensive archive 

of 25,000175 copper plates, which date back to the early nineteenth 

century, as early as 1996. At that time fourteen people were employed in 

the engraving workshop and two in the digital suite, using Apple Power 

Mac 9500 computers to digitise (produce digital image files from copper 

plates). By 2005 the numbers were reversed with digital workers on Power 

Mac G4s employing Typemaker’s Platescribe, alongside Adobe Illustrator 

and Photoshop to fit ‘old’ patterns to completely new forms. 
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The shift to digital imaging necessitated the development of a new, 

sophisticated screen-printing process. Traditional screen print processes 

could not effectively mimic the tonal qualities achieved in the engraved 

print. Screens either deposit ink (through open mesh) or not (blocked 

mesh). Tonal qualities in screen prints are created by the use of half tones 

and other devices, which break up grayscale into patterned dots or lines 

of varied size, number and intensity. However, the screen coating and 

mechanised print process creates a standardised, even layer of colour in 

a screen print – it is virtually flat – almost in two dimensions. Whilst 

engraving also employs visual devices in the form of punched dot or 

graved line to suggest tone and ‘grayscale’, the depth of cut or stamp 

in the copper plate surface adds a further dimension. After application 

and cleaning, ink held in an engraving varies in depth and thus in latent 

colour intensity - the engraved print with its differing thickness of ink is 

effectively three-dimensional. As a result prints from coppers give a more 

subtle impression of tone, with greater depth and intensity of colour 

through line and pattern than the silk screen. Additionally, within the 

glazed surface, cobalt blue colour enhances depth and intensity by 

melting and bleeding into the glassy coating. Drakard and Holdway 

explain how blurring is always a feature of a cobalt print - 

‘the prints themselves are always hazy as against the clarity of the 

other colours. The difference lies in the nature of the cobalt blue… Its 

lustrous blue tones do not develop until higher temperatures than 

those of the enamel kiln are reached and it must be fired in the glost 

ovens…. Cobalt blue is a very volatile nature. When so fired it 

permeates the glaze, spreading slightly in all directions. Hence the 

hazy run together look and the penetration of the colour into the 

glaze.’176 
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Figs. 70 & 71. Details from Enoch Wood’s Castle Series – Stokesay (1930) underglaze 
prints from engraving on earthenware showing melted colour in glaze. Plate on left is in 
cobalt blue whist the plate on the right is in pink. Note melting of the cobalt colour in 

the glaze giving continuous tones. See also the effect of a wrinkled tissue on the print in 
the right illustration.

Spode’s new screen-prints were created by overprinting four different 

shades of blue ceramic ink to mimic the subtlety and depth of the 

engraved tissue print. The Blue Italian tableware collection was thus 

expanded to include new butter dishes, jugs, cups and bowls,177 

decorated with in-glaze screen-printed decals. 

Ceramic decals are created by printing oil based ceramic inks onto a 

specialist substrate – an absorbent paper coated with a thin layer of 

gum. After the print has dried covercoat lacquer  - a plastic-type 

coating dissolved in solvent base – is applied by squeegeeing through a 

blank silk-screen. When dry, resulting decals can be stored (with 

interleaving sheets of tissue) in a cool moisture free environment almost 

indefinitely. In order to apply prints to a ceramic surface, the decal is 

simply immersed in warm water; the gum dissolves, releasing the 

lacquered surface with the embedded print, and this is then slid off the 
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backing paper onto the glazed surface. Significantly, application of 

water-slide prints is a much quicker process and requires less skill than the 

old methodology involving tissue prints - these had to be used within a 

limited time frame, needed perfect application (once on the surface 

the sticky prints could not be moved) and specialist skills in rubbing down 

and washing. After firing, the decal originated objects look deceptively 

close to those with in-glaze prints from engraved plate. Closer 

examination of detailing reveals the former to have a more stable and 

fixed graphic, whilst a greater depth of tone and colour can be 

observed in the surface of forms decorated in the traditional way. The 

differences are however subtle and for most consumers insignificant.

In 2003, Spode’s engravers were still integral to the whole process of 

making patterns – they created the raw material, the source artwork with 

the necessary characteristics - punched dot and graved line, which 

could then be digitally reprocessed. But four years later, in 2007 the 

engraving workshop was closed down - all archived patterns had been 

scanned and digitised, the raw material for ongoing production 

dissected, categorised and stored. Engravings had served their purpose 

and are, like the engravers themselves, redundant. 

Artistic remediation - methodologies of pattern generation and editions:

The most recent industrial processes are similar to the current technical 

methodology of Cumbrian Blue(s) artistic production. In addition, 

scanned engravings form a significant part in the development of 

pattern and artefact. The digital transformative has also evolved from an 

analogue process, but it has not involved the physical engraving of a 

copper plate. My processing of image/pattern creation instead evolved 

from the more immediate practices of collage, drawing and screen-

printing. These are technical processes which allow effective expression 

of artistic intent, they are inextricably linked to the successful realisation 

of artworks. The characteristics of creative research have been 
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previously defined as Origination, Evolution and Resolution, and their 

repetition as bodies of artwork develop, interwoven are the critical 

reflections of Peer Review. The following narratives of artwork creation 

reflect this artistic methodology, adapted from Naturalistic Enquiry.

Until the first Cumbrian Blue(s) plate made for the Hot off the Press 

exhibition, practice based work was resolved in a type of trompe l’œil 

ceramic - where forms appeared to be made from overlapping sheets 

of paper. The nature of this work was variously documentary, narrative, 

commemorative and political in intent. A significant body of work – in 

series entitled The Cretan and The Town Mosaic Collages represented an 

early example of research findings embodied in artefact. The Town 

Mosaic is a body of Minoan faience tiles discovered at the Palace of 

Knossos, Crete, by Sir Arthur Evans, and the work in part documented my 

research into the faience objects and their possible manufacturing 

techniques. Creative artefacts were effectively ceramic versions of 

collages done in my notebooks - enhanced by lustred porcelain staples 

(like those found inside re-constructed pots in the Stratigraphical 

Museum Knossos). These pieces represented the first (Cumbrian Blue(s)) 

art objects depicting or interpreting historical image/patterns from 

ceramic sources. The objects themselves bore no relation to existing 

ceramic forms - they had evolved from paper artworks, and in their 

characteristic remediated, confected forms, sat uncomfortably at the 

edge of the studio ceramic mainstream.178

On a technical level the trompe l’œil style work had developed with little 

reference to existing (ceramic) studio practice. The methodology of 

decal production learned through experimentation, trial and error (the 

experience eventually led to the research and subsequent publication 

of Ceramics and Print). The use of underglaze colours on decals and 

their subsequent application as in-glaze prints was a direct result of my 
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unguided learning, adapting graphic methods from paper to ceramic 

surfaces. Traditionally decals are used with over-glaze or enamel colours, 

but my initial use of the technology was to supplement painted artwork 

on unglazed, high fire surfaces. The Cretan/Town Mosaic collages  - later 

necessitated their use on glazes.

Fig. 72. Strands Hairdressing. Painted and printed underglaze on ceramic relief panel 
(40 cm. x 30 cm.). Posters on the boarding of the right hand downstairs windows made 

from screen-printed underglaze decals. The ceramic surface has been graved to 
create the relief, and colour lodged in cut lines, Paul Scott 1985.

Fig. 73. Illustration from The Palace of Minos at Knossos, Arthur John Evans, Macmillan, 
1930. The linear graphic of the mosaic itself appears to have been created by graving 
lines in the faience base material and inlaying with intense stains. The book illustration, 

although almost certainly a relief-print, has all the qualities of an engraving. These 
graphics were used in early in-glaze prints on Cretan/Town Mosaic series.
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Fig. 74. Detail from one of the Town Mosaic Collage series - in-glaze decal collage on 
glazed and painted ‘T’ material with porcelain and lustre staples/pins. Paul Scott, 1989. 

Analogue Artwork Creation - History and Methodology 

The first Cumbrian Blue(s) plate, was made for the Hot off the Press, 

Ceramics and Print exhibition in 1996. My co-curator Terry Bennett 

suggested that I should make completely new artwork for the exhibition - 

although not knowing what I would do, I agreed. As a result of research 

done for the Ceramics and Print book and the exhibition, I had begun to 

understand the significance of Staffordshire blue landscapes in the 

timeline of printed ceramics. At a particular moment in time the 

disparate threads contained in research findings - images and 

understandings - came together in an artistic notion to create a 

contemporary landscape pattern in printed blue . The only way I could 

see to resolve this technically involved hand drawn artwork created with 

pen and ink, loosely based on Spode’s Blue Italian (fig. 76). It produced a 

clear remediative piece (fig. 75). The image was printed 
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Fig. 75. The Scott Collection, BNFL in Cumbrian Blue, in glaze decal on bone china 
plate, 26cm dia, one of an edition of 20 plates, Paul Scott 1996.

 
Fig. 76: Spode Blue Italian plate (second) 26cm dia. 
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with underglaze cobalt blue through a 120’s silk-screen mesh to create a 

decal, which was subsequently applied to the ready made glazed 

surface of a bone china plate then fired to 1100ºc. The artistic intent was 

to make clear visual reference to a popular Staffordshire pattern - the 

two objects have material commonalities and varying degrees of 

graphic and colour synchronicity. The BNFL plate included in its border - 

radiation and poison symbols, a char fish only found in Windermere 

Cumbria179 - taken from a print on the side of a char dish in Tullie House 

Museum (fig. 77). The river in the landscape itself leads the eye to the 

Sellafield nuclear plant instead of an Italianesque ruin. Its exhibition as 

part of the Hot off the Press exhibition represented a Resolution. However, 

viewed alongside each other there were distinct differences not only in 

subject matter, but also in graphic style, tonality and detail. Even a 

cursory examination revealed the technical superiority, greater subtlety 

and fine detail of the industrial artefact. So Resolution almost 

immediately stimulated a new Origination - the urge to further develop 

and extend existent ideas in new practice. As an imitative object BNFL 

may have left much to be desired, but it appeared to successfully trigger 

association and recognition. All twenty plates were sold at the first few 

venues of the Hot off the Press tour. The inferred positive critical response 

to the artwork series reinforced the urge to create new, better resolved 

pieces.

The second plate was made in 1997 - replacing the sold objects (fig. 78). 

Sellafield from the Beckermet Road incorporated many more 

photocopied elements integrated with the drawn (fig. 79). These 

appropriative actions involved book illustrations of printed and delft 

tableware,180 as well as details of artworks by Robert Dawson181 and 
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180  Including details from Daniël van Dam, (1991) Dated Dutch Delftware, Rijksmuseum 
Amsterdam.

181 See Robert Dawson - www.aestheticsabotage.com.



Fig. 77. Earthenware Char Dish, 15cm dia. nineteenth century.  Transfer printed 
decoration, Tullie House Museum and Art Gallery. The printed Char image was used in 

the border of the first two Cumbrian Blue(s) nuclear plates. 

Fig. 78. The Scott Collection Cumbrian Blue(s), Sellafield from the Beckermet Road, in 
glaze decal on bone china plate 27cm dia. Paul Scott 1997.
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Fig. 79. Detail - artwork original, The Scott Collection Cumbrian Blue(s), Sellafield from 
the Beckermet Road, showing collaged elements - cut photocopies, liquid paper, with 

drawn/painted details.

Cornelia Hess Honegger.182 Details taken from Dawson’s Can you walk in 

the Garden, Does Your Heart Understand were enlarged, distorted 

elements of the Willow Pattern design, and Honegger’s - minutely 

accurate watercolour depictions of mutated bugs found near nuclear 

power stations. Images and details were were manipulated on - re-

mediated by - a Canon NP6020 photocopy machine – adjusting 

brightness and contrast, enlarging and reducing to achieve the correct 

scale and intensity of tone. Torn and cut fragments of facsimiles were 

pasted and subsumed into drawn design. 

Two residencies at the International Ceramic Studios in Kecskemét 

Hungary183 in 1997 and 1998 acted as a catalyst for further development 

- so that what had begun as a single piece of work for one exhibition 

began to develop into a series, and an intensive investigation into the 

possibilities of creating a visual language drawn from the printed blue 

and white. The new work involved decals created from photocopied 

142

182 See Cornelia Hess Honegger, www.wissenskunst.ch/en/biographie.htm.

183 See www.icshu.org.



engravings of Carlisle Castle and Lanercost Priory, a tissue print of the 

Blue Italian pattern given during one of the Spode factory visits, and 

photographs taken of Kecskemét town hall, public statues, factory 

chimneys, birds and trees. The residency provided the conditions for 

intensity of work and experiential detail, which had long-term 

repercussions for my practice. This is a common experience - Neil 

Brownsword writing about his time at the European Ceramic Work

Fig. 80. Scott’s Cumbrian Blue(s) Kecskemét. In-glaze decal collage on Hungarian 
Granite earthenware plate (30cm x 25cm) from the Collection of the International 

Ceramic Studios Kecskemét. Artwork includes images of the Kecskemét town hall and a 
Trabant car. Paul Scott 1998.

Centre articulates the benefits of the residency programme for him – 

‘These concentrated spans of time presented an alternative agenda to 

normal studio practice, as new environments, limitations and 

advantages with unfamiliar materials and technologies would often push 
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creative thinking into unexplored territory, that were later extended in my 

own studio’.184

Digital Artwork Creation - History and Methodology:

David Hockney has observed that ‘people think of computer art as 

having a certain look - it doesn't.' 185 Cumbrian Blue(s) artefacts sustain 

that assertion, for all now rely on the digital transformative. The move was 

probably inevitable, but it was hastened by a number of factors; 

inspiration and advice from Scott Rench,186 conversations with Emilio 

Gallo who first demonstrated the use of Andromeda Screens187 filters for 

Adobe Photoshop in 1998,188 and finally by observations of Spode’s use 

of digitally archived material during research conducted whilst in receipt 

of Northern Arts Encore bursary (2002/3). By September 2005, archival 

material included: a large quantity of photocopies of engravings from 

the collection of Orleans House Gallery Richmond Upon Thames,189 

selected topographical views (engravings) Tullie House Carlisle Museum 

and Art Gallery, scanned prints from Paddy Killer’s collection of 

nineteenth century illustrated books,190 and prints taken from the 

Gustavsberg Porcelain Museum archive of copper plates in 2003. By the 

instigation of this programme of research in 2005, a basic system of 

image appropriation and digital processing had been in place for three 

years.
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185 Hockney, David (2009) Drawing in a Printing Machine Annely Juda Fine Art. Accessed from URL 
15/05/09: www.guardian.co.uk/education/gallery/2009/may/13/david-hockney-computer-
drawing?picture=347305924

186 See www.yosoh.com

187 See www.andromeda.com/main/screening_gallery.php

188 See KKV, Växjo Sweden, www.italienskapalatset.se/kkv.php

189See www.richmond.gov.uk/home/leisure_and_culture/arts/orleans_house_gallery/
orleans_house_gallery_collections.htm

190 Including Paynes Universum Vol. 1, Charles Edwards (ed.) 1850-1860.
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The programme of digital image processing on one level simply replaces 

those equivalent elements of the analogue. The final destination for both 

types of artwork is a positive transparency for use in the creation of 

photo silk-screens, so working processes in Adobe Photoshop are 

undertaken in grayscale mode, with final output as bitmap. Instead of 

using a blank piece of paper as a backdrop, a new digital canvas is 

created, and photocopies are replaced by scanned and digitised 

image or pattern files. Although parallels to the analogue run throughout 

the digital, the architecture and working space of Adobe Photoshop 

allows for much greater sophistication in every sphere of operation: In 

adjusting brightness and contrast, enlarging and reducing parts of 

patterns and images, scissors and scalpels are replaced by using a 

variety of selection tools - the lasso, magic wand, marquee together with 

the cut menu - or by simply dragging selected areas from one file to 

another.  Extracted detail is applied on top of the base canvas, each 

new addition appearing as a layer. These can be re-arranged, made 

translucent, rotated, selectively distorted and cloned. The rotring pen is 

replaced by brush or pencil tool with infinitely changeable nib/brush/

point size and styles, whilst clone tools allow for drawing with pattern and 

texture. Filters and screens turn grayscale to bitmap in a bewildering 

variety of options. The space for pattern and image creation, and the 

possibilities appear almost infinite. 191

Working processes have been developed over a long period of time, at 

first restricting possibilities so that a viable working space can be created 

- too much choice can be as debilitating as too little. The basic 

methodology of file import, placing and manipulation was established, 

then individual tools or processes were tested, and gradually added to 

the palette of available implements. Where key operational techniques 

and understandings were required for artwork resolution, systematic 

testing of image transformation has been undertaken. So for example in 
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the case of Andromeda filters, a single grayscale image was subject to 

repeated filtering in each of Cutline, Etchtone, and Screens. Within each 

individual filter plug-ins, settings were systematically changed so that a 

sample of every one of the available set variations was created and 

then printed out, and filed in ring folders. This provided a large visual 

resource, which could be referenced as working methodologies were 

developed. Andromeda filters aspire to produce the visual qualities of 

the hand-engraved, mezzotint or woodcut from digital files. Their effect is 

to transform grayscale to black and white, similar in manner to the half 

tone. A key difference is that half-toning is based on a grid system. As a 

result screen mesh and halftone resolution can clash to create screen 

moiré effects. Andromeda screens are randomised so that this effect is 

not an issue. Outputted artwork is intended for silk-screening, so tests 

were still necessary to establish ideal file resolution for output in relation to 

screen mesh size. After testing underglaze colour through a variety of 

increasingly finer screens, ideal mesh count has been established as 120 

threads per cm. Underglaze inks are made up of particulates suspended 

in an oil medium, which must physically pass through the holes in a 

screen mesh. Weaves in excess of 120 threads per centimetre filter 

underglaze particles excessively, and change the tone and intensity of 

printed blue ink. In addition there is the associated wastage of colour 

that cannot be physically pushed through the screen.

Photoshop operates with bitmapped files - in effect it functions to 

replicate analogue image/mark in digital space (many of its primary 

tools reference the painter’s). It is a hybrid photographic/painterly 

programme, so the pressure applied to an appropriate input device (a 

Wacom pen and tablet)192 will directly affect the thickness and intensity 

of a resulting drawn line. As such the programme is effective in 

evidencing ‘the mark of the maker’ and the idiosyncrasies generated by 

human interaction. Although Spode’s industrial digital process (partly 
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responsible for the digitisation of Cumbrian Blue(s)) also involved the 

digital import of patterns through high resolution scanning, the design 

work undertaken for screen-printing divested the scanned print of its 

hand and material induced character. Patterns were meticulously 

‘cleaned’ of imperfections, unwanted scratches and marks in Adobe 

Photoshop, before being exported in path form to Adobe Illustrator (a 

vector drawing programme). Work in Illustrator has applied a 

mathematical precision absent in the hand engraved, the remediative 

process here acting as a filter. Early tissue printed wares revealed clear 

disjunctures where paper transfer wrapped around a form had folded, or 

failed to join perfectly, and the individual detailed idiosyncrasies of 

physically graved dot and line, the inconsistencies of manual pressure, 

the odd scratch on the plate could be seen on close examination (figs. 

81, 82, 83). Screen-printed decals created in Illustrator perfect the 

transfer technique, as the evidentiary marks of human application are 

removed.

Adobe Illustrator is widely used by designers and illustrators, and has the 

potential to produce the ‘perfect’ transfer, but its mathematical 

cleanliness and precision is clinical. In addition its use requires the 

acquisition of new drawing skills utilising vector tools. Adobe Photoshop in 

contrast has an intuitive interface and working methodologies. In its 

digital mirroring of the analogue it enables artwork that better reflects 

the tissue print and its evidentiary nature. It still requires time, experience 

and understanding to be able to work fluently. Peter Dormer193 made 

much of the importance of tacit knowledge in the identification of Craft, 

but in truth any immersion in materiality or process develops this. The 

research undertaken here indicates that tacit knowledge is as essential 

in the use of Adobe Photoshop as it is in the construction of clay forms 

and in the application of decals.
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Archiving images:

Initial photocopying of potential raw material was relatively 

indiscriminate, but detail extraction resulting in successful artefact 

creation has tended towards the simpler bolder styles dominant in the 

latter eighteenth and early nineteenth century - stylistically these are 

closer to the ceramic print in their boldness. As technology evolved, 

engravings became finer - leading to almost photographic detail in line 

before the combination of photography and print processes ousted the 

graved line forever. Photocopies were initially roughly sorted into broad 

categories - Landscapes and Figures. Through assessment and usage 

these later refined to include sub groups - Trees, Foreground, Middle 

Distance, Grass/Foliage, Sky, Birds/Animals, Abstracted Detail. 

Photocopies were stored in simple plan chest drawers, as an image was 

required for usage a photocopy would be taken to work with, and the 

original returned to the archive.

Early scans of book engravings and two pottery-tissue prints were made 

at 300 dpi, however scanning at this resolution did not allow for 

meaningful enlargement thus restricting potential usage. In 2002 a 

portable Canon scanner powered by USB port, with a Macintosh G3 

Powerbook computer enabled the first scanning of archival prints at 

1200 dpi at the Gustavsberg Porcelain Museum, Stockholm Sweden. All 

subsequent scanning has been undertaken at this resolution. Files are 

checked for focus and resolution and cropped/adjusted and saved. At 

this resolution even small detail is useful in artwork creation. 
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Fig. 81. Willow Pattern plate, unmarked, date unknown, bought in Cockermouth 
Antiques, Cumbria, England in 2007. Plate not only shows tear in border pattern (top 
centre) but also the extent of tissue application by pale blue toning inside the border 
pattern, indicating that the copper plate was not fully cleaned before the print was 

taken.

   
Figs. 82 & 83. Details -Detail of the surface of a small handled cup c.1948, Palissy Pottery, 

showing application of folded tissue print and bottom stamp.
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Illustrations p 152 - Fig. 84. Detail from Spode tissue print (border) c. 2002. Based on an original 

engraving pattern introduced in 1815, after the engraving Ponte Salaro by Giuseppe Vasi 1791. 

Fig. 85 Middle: detail of Bangor Church and Bridge by Sparrow from The Antiquities of England & 

Wales, Francis Grose, published by S Hooper 1786. Fig. 86. Bottom: detail from Schaffhausen after 

a painting by C Stanfield, engraved by J. T. Willmore, published in the Picturesque Annual 1832, 

Longman Rees, Orme Brown & Green, London. All images actual size of originals. Note the 

differences in style of engravings, with the Spode detail containing greater proportion of dotted 

areas. The pottery engraver initially worked to maximize tonal qualities enabled by the melting 

cobalt blue. Patterns were also later printed in other colours but engraving style remained the 

same. Bangor Church engraving is typical of a period (approximately 1780 – 1810) - in style and 

scale - which has proved most suited for creative appropriation. The later Schaffhause is very fine 

and detailed, stylistically difficult and unconvincing when translated to Cumbrian Blue(s) type 

ceramic decal - screens are too coarse.

Developing a workable digital archive, together with an effective 

methodology for accessing, using and saving work has evolved over a 

period of time. The Macintosh Operating System’s architecture of folder 

creation and organisation, together with capabilities built into in Adobe 

Bridge and latterly Mac OS Cover Flow allow quick and easy viewing of 

images within folders. Scans are placed into folders whose title indicates 

their source. Within these folders sub folders are appropriately 

categorised Willow Pattern, Vindsäter, etc. A further level of sorting is 

created in a system of folders of subject categories (Trees, Sky, birds, 

Willow Patterns etc.) inside which aliases linking directly back to original 

files in source folders allow direct access without unnecessary 

duplication. As with the photocopy system, original files are duplicated – 

this time into new folders - before any development of artwork. In this 

way extracting detail re-sizing or re-working does not affect the original 

scans in any way.

The sustained period of this investigation between October 2004 and 

November 2007 resulted in a streamlining of archival material and its 

organisation, an increased thoroughness in the systematic saving of 

process files, so that even partially processed material remains available 

for alternative remediation.
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Top, Fig. 87. Macintosh Desktop window showing back up hard drive with Scans folder. 
Note use of alias folders in certain cases. These contain scans for commissioned work, 
which are located in relevant Commission folders as their primary source/function. The 

contents of folder Categories shows themed folders each containing aliases of files 
sourced from main Scans folders. These are sorted as scans are added to the archive, 

so that when searching for images of trees for example, it is not necessary to scour 
each folder in Scans. 

Bottom, Fig. 88. Macintosh Finder window -  Rörstrand folder viewed in Cover Flow. 
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Top, Fig. 89. Macintosh Finder window - File from Rörstrand folder viewed in Quick View. 
Bottom, Fig. 90. Alternative viewing using Adobe Bridge window showing contents of 

Rörstrand folder. Bridge displays more information about files.
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Cumbrian Blue(s) Decal Creation and Archive:

Processed digital material formulated for output as ceramic decals, is 

constrained by material and technical factors. Since 2003 the use of film 

positives to create photo silk-screens has been in sharp decline. By 2009 

the technology has been made redundant, as the graphics industry has 

fully embraced the digital. As a result Cumbrian Blue(s) artwork is now 

prepared on an A3 master size for outputting to a Konica Minolta 9100 

A3 mono-laser printer. Artwork allows a 10mm border as a buffer for laser 

printer handling of the positive media – Folex Laser Matt paper. Care is 

taken to ensure maximum use of space within the A3 format as the 

resulting decal prints are necessarily cut out.

A balance has to be struck between cramming screen space so 

completely that cutting becomes problematic, and leaving large areas 

blank, (wasting the specialist Twincal paper)(fig 97). The resulting positive 

is used with emulsion Dirasol 915 on professionally stretched aluminium 

frames with a 120 mesh for decal prints (80 mesh for direct clay printing). 

The prepared frames are exposed on a custom built light table with 125w 

HPR Mercury Vapour lamp, and washed out with a strong water spray.

Once dry, screens are printed onto Twincal III194 paper (350mm x 500mm 

– allowing good border space for handling wet print) using ready 

prepared oil based cobalt blue underglaze ink. After drying these in turn 

are coated with covercoat lacquer through a blank silkscreen to create 

the decal. The finished decals are stored in paper folders in plan chests 

(figs. 93 - 96). In deciding which images or patterns to include on decal 

sheets, consideration is not only taken of space and ‘cut-ability’ but also 

the subject matter, so that the filing of prints is not unduly complicated. A 

physical storage system has been devised allowing for the archiving of 

full sheets of print editions, with additional smaller spaces used to file cut 
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parts of prints. Although some artefacts are prepared with complete 

prints fully digitally composed a majority are still collaged on form. This 

process allows for greater flexibility in artefact creation and emphasises 

the idiosyncratic nature of manual application.

Fig. 91. Print from copper plate from the Vindsäter series used to decorate teapot form.
Below, Fig. 92: Screen printed decal for the Cockle Pickers Tea Service. Screen artwork 
made on A3 format, outputted by laser printer. Screen coated with Dirasol 915 photo 
emulsion and exposed for 8 minutes on vacuum table with 125 watt mercury vapour 
lamp. Screen-printed with cobalt blue underglaze colour and subsequently coated 

with clear covercoat lacquer. Note top left corner screen underexposed so that 
emulsion excessively washed out resulting in imperfect print.
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Figs. 93 & 94. Drawers containing decal archives with drawer open revealing filed prints.
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Figs. 95 & 96. Collaging always involves the cutting and tearing of composite elements 
and the initially unused are stored in either labelled plastic wallets or individually in old 

print drawers.
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Chapter 6:

Stretching the Semiotic in Artefact

Having established the historical provenance, functions, origins and 

compositional characteristics of printed landscape patterns, as well as 

the way in which they are harvested and stored, this chapter will 

document the way in which their material and thematic weaves are 

appropriated in Cumbrian Blue(s) contemporary art objects. The chapter 

will show how artistic remediation of the genre stretches its familiarity and 

associations - materially and conceptually.

The chapter outlines the primary research material harvested, then 

reflects on a long awaited encounter with original coper plates. It then 

examines the appropriation of image and form, though confective and 

remediative processes, before examining a series of specific artworks. 

These include artworks which remediate political - campaigning 

ceramics, objects with a specific link to place and commemoration. 

Further works examine the formal construct and language of depicted 

landscape. These lead to an examination of the effect of scale on 

perception, before finally remediating image and form to comment on 

the language of studio pottery itself. 

Harvesting Raw Material:

During the period of this research a significant amount of new printed 

material has been harvested from a variety of sources. In particular 

efforts were made to access industrial copper plate archives, as source 

materials logically closest to Cumbrian Blue(s) graphic character. 
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 A substantial quantity of Thomas Bewick’s wood engravings was 

acquired – these are out of copyright and freely available in a variety of 

Dover Publications. In addition Bewick’s British Birds Vol. ii195 and A 

General History of Quadrupeds196 were purchased on e-bay. A Kyloe Ox 

print from one of Bewick’s very few copper plate engravings was 

scanned at Cherryburn197 in May 2006, for use in the commission 

Ponteland Cows and Sheep. 

Engravings from the Denison University Library198 were photographed 

and added to the archive during my residency as Vail Visiting Artist in 

April 2007 - material included original promotional leaflets for a series of 

Wedgwood commemorative plates, early images of the University itself 

and botanical prints. MMU material from Special Collections included 

Piranesi prints, whilst a large number of landscape and other prints have 

been purchased from e-bay.

In October 2002, I had requested permission from the Spode Museum to 

scan and use prints from their archive. Whilst the Museum director was 

supportive, the Managing Director of the Spode company refused - he 

was, apparently, concerned to ‘protect the assets of the business from 

competitor exploitation’.199 Access to copper plates required looking 

further afield. Subsequent research at the Egersund Museum, Norway in 

February 2005 identified a comprehensive archive, but there was no 

opportunity to work from the plates. In contrast, later that year I was able 

to access the collection at the Rörstrand Museum, which houses archival 

material of the Swedish Royal Porcelain Factory. Staffed by two part 

timers, its archive was housed in the basement of the factory, stored on 
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reclaimed factory shelves and dusted with powdering whitewash, which 

continuously but imperceptibly drizzled from the ceiling. 

Alongside valuable ceramics in its basement, were the obsolete 

remnants of past production – technologically redundant bits of 

machinery, moulds and engravings containing latent forms and images. 

This assorted industrial detritus is perceived to have little cultural value 

and only survives by whim or chance – of the hundreds of factories at 

one time producing printed patterns in Britain and Northern Europe, only 

Spode, Egersund and Rörstrand have retained any meaningful 

copperplate archive. In October 2004, the possibilities of printing from 

the Rörstrand collection were first discussed. At this time the plates were 

not perceived as having any implicit value and their disposal - as scrap, 

or possibly as souvenirs to be sold in the shop was a real possibility. 

Because the objects were of little interest or value, I was granted full, 

unrestricted access. In May and December 2005, two weeks were spent 

- first sorting and then organising - fourteen wooden crates of coppers, 

before any printing could take place. As no reprographic machinery 

remains in the factory, an etching press was loaned from Northern Print 

Studios in Newcastle,200 and transported to Sweden. In true remediative 

fashion, prints were taken on a heavy Fabriano printmaking paper. They 

included landscape patterns, and a range of other confective designs - 

floral, animal, figures and borders.201 

Active collection and archiving of this varied material ran parallel to 

ongoing historical research and creative investigation. Except in the 

case of the Bewick scan (identified as a source material for a particular 

piece of work) there has been little obvious direct correlation between 

the most recent harvesting and new artefact creation. The act of 
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acquiring engravings or direct access to factory produced copper plate 

prints does not necessary act as an instant catalyst to create new 

artworks. Because the nature of professional creative practice is 

complex and multifaceted – with artefact creation, exhibition, 

commission writing, and research intertwined - harvesting ‘raw’ graphic 

material does not always coincide with available studio time or the 

opportunity to mentally process and reflect. 

Rörstrand:

Having eventually accessed and printed from an industrial copper plate 

archive (at Rörstrand) in 2005, no actual remediative processing took 

place for nearly three years. The immediate excitement of handling and 

processing industrial artefact was dulled by confrontation with the 

coarse nature of engraved detail in physical form on paper. The 

stylistically distinct Swedish patterns proved to be creatively problematic 

in the short term. The first visit to Rörstrand produced a variety of prints 

and patterns including a whole Malmö pattern set (the Swedish version 

of Wild Rose) - but on reflection and assessment, their detailing did not 

lead to any image extraction or re-purposing. The unexpected discovery 

of the Vindsäter pattern instead began to acquire an added 

significance. I had only printed samples from some of the plates, but their 

well engraved, distinctive compositions and designs, made me wish I 

had paid more attention to them. On my second visit I organised and 

numbered the Vindsäter plates,202 made complete prints of the set, and 

followed through the research into the pattern’s origins, production 

details and dates.

The immediate impact of printing and scanning Rörstrand’s Willow 

patterns and Swedish rural idylls was to enrich the ongoing contextual 

and historical research findings. As previously documented pattern title

(s) engraved in copper plates helped to identify the origins of the 
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Vindsäter pattern’s name. The stark, unblurred black and white images 

also proved significant - stylistically they swiftly led to the wood cuts of 

Claire Leighton, Gwenda Morgan and Agnes Miller Parker, to Eric 

Ravilious203 and a link with the 1930’s which was later confirmed by 

secondary supporting evidence.204 The printed patterns also emphasised 

the importance of place and time in production and consumption. 

Common patterns (the Willow for example) showed subtle differences to 

those produced in Stoke, others (Malmö for example) were overt 

adaptations of specific English designs. Vindsäter emphasised the 

specificity of the regional, and in the comforting draw of the pastoral, 

emphasised the saccharined nature of the graphic.

Connotation and Hypermediacy:

Materially, the harvested patterns re-affirmed the importance of the 

ceramic object, glaze and cobalt colour in the construct of the re-

purposed artefact. Of course, I already knew that connotation was key 

to the remediative illusion – but the material experience confronted me 

in a stark, absolute way. Huge amounts of additional information are 

transmitted by interaction with physical objects - the original possesses 

an aura that is absent in digital or other reproduction. What made the 

research and experiences in both Rörstrand Museum (and later MMU 

Special Collections) so valuable were the physicalities of engagement. 

Rod Taylor the pioneering educator who helped to transform the 

teaching of art in schools emphasised the need for children to see art 

first hand in order for them to have the ‘illuminating experience’. He 

observed and documented their transformative experiences in seeing 

paintings for the first time.205 Real life interactions with other kinds of 

objects are significant and memorable in a very similar way. To actually 

extract latent image from industrial copper plate, to ink and clean, to 
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reveal the print by pulling felt blanket and damp paper away from the 

etching press is an experience that accretes knowledge and 

understanding. 

In the raw depiction, black prints on white paper, images are stripped of 

their blue and white semiotic and lack the necessary material gloss. The 

fantasy, romantic or pastoral illusion proves not to be nearly so 

convincing or comfortable. Faced with the monochromatic physicality I 

recalled my earlier research at the Egersund Museum in Norway - in 

recent years it has commissioned the production of a small selection of 

prints from its copper plate archives. An edition of one hundred of each 

design are produced on paper by a local printer, signed annotated and 

numbered. They are beautiful objects in their own right and are sold in 

the museum shop, but curator Knut Kluge observes that many viewers do 

not see or understand the linkage between the paper print and 

corresponding patterned tableware – ‘even the most intelligent people 

just can’t see it’206 he remarked. Hypermediacy in the distinctive quality 

of print on paper - emphasises line and pattern, and the quality of 

engraving (sometimes like certain patterns - crude and unrefined in 

nature). The raw print also highlights scratches/blemishes on the copper 

plates (these fade in the glaze). The raw print although physically  

actually a relief, is visually flat and the dimensional dissolved blur of 

cobalt in glass is missing - as are the associations engendered by the 

semiotic. Alexander Theroux noted that Oscar Wilde collected Blue 

Willow china - adding that - ‘Action on Blue Willow plate depends on this 

colour for life’.207 Blue colour in the glaze gives the image life. The same 

image as black ink on paper simply does not make the same 

connections or have the same vitality.
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Above right, Fig. 97. Detail print from Vindsäter copper plate on Fabriano paper. Note female 
figure appears to have been added after landscape engraving. Very obvious on paper print, but 

less obvious when applied to ceramic and glaze fired (above left Fig. 98). 

Semiotic Appropriation - Remediation in Content and Form:

The research has established that as part of the new print media in the 

early nineteenth century blue and white tableware disseminated image 

and meaning, providing a comforting illusion of access to national and 

romantic landscapes. It owed much to a synthesis of material and 

surface pattern involving specific confected imagery, printed design - all 

embodied in artefact. Initially these were imitative  but novel consumer 

products - with cutting edge print technology they promised immediacy, 

but they also drew attention to their medium by the melted blue 

semiotic in shiny glaze.   Over time they were fundamentally depleted by 

repetition, duplication and dilution. With the rapid advance of industrial 

image making, lithography and then photography the significance of 

the embedded engraved patterns faded as accessible high quality 

images became much more commonplace - widely available in other 

media. During the first part of the twentieth century image and pattern 

on tableware revived something of its domestic popularity if not visual 
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significance. The Vindsäter pattern is typical of the period, together with 

similar series produced in England (Enoch Woods English Scenery for 

example) it embodies a thematic – a cultural return to the rural and 

pastoral in literature and the visual arts. They depict a comfortable 

topographical fiction – and in the utilitarian everyday domestic artefact 

enabled a dream of a better, simpler, safer and slower life in the 

countryside for the user. By the late twentieth century the glazed surface 

graphic had moved on - from a democratising disseminating part of new 

media, through the nostalgic to the antique and kitsch - ‘a vestige of 

old-fashioned, outdated trivial culture’.208 With changes in function and 

perception, the specific subject matter of the industrial product has 

become less and less important in the deception. Although there are 

exceptions (for the collectors of a specific factory or pattern for 

example) in the end almost any blue and white patterned plate might 

do to evoke the cottage dresser pastoral so beloved of Country Living 

magazine. Although now mainly unfashionable, the genre itself is still 

ubiquitous. It forms a tiny part of a hugely complex object/image 

collage that makes up the cultural wallpaper in our minds. Of industrial 

tableware Amy Gogarty observes that 

‘these sorts of objects occupy an extremely liminal zone in terms of 

contemporary culture. Despised by studio ceramists, ridiculed by 

counter-culture, overlooked by serious museologists and yet prized by 

consumer-conscious--generally female--collectors, this class of 

commercial ceramics exhibits a superabundance of signs, a surplus of 

residual semantic value to the attentive reader.’209

Our contemporary familiarity with this type of mass-produced tableware 

produces a kind of opalescence in vision when we look at blue and 

white printed patterns. This is partly because industry has only been 

concerned with creating consumer products for popular consumption - 
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the fantasy has always been selective and stylised, it has seldom, if ever, 

been stretched or challenged. Knut Kluge speculates that -

‘when we first encounter new objects – like blue and white plates, we 

see the first three or four with fresh eyes, and then we file the images in 

our mind, so that when we see further objects which are similar, we 

substitute the filed images and fail to see the new. It takes something 

special, an event or experience to jolt us so that we see the new 

again’.210 

So it is that inserting the contemporary - nuclear power stations, factories, 

barbed wire and low flying jets into the glazed topographical space is so 

initially unthreatening - they are unseen. The fact is that melted blue 

colour in glossy surface - hypermediacy - not only dissolves scratches 

and softens outlines it blurs not only pattern, but initially (at least) subject 

matter too.  

This easy deception has formed the basis of the Cumbrian Blue(s) series 

since their inception, but in the act of following the industrial printed blue 

patterns back to their source, the shock of the raw produced in me a 

new clarity of understanding that re-affirmed the true significance and 

nature of the blue and white semiotic - that it was capable of masking 

not only subtle alterations to image and convention, but more radical 

interventions and transformations. The following extensive use of critical 

reviews evidence the continued readability of the semiotic in spite of its 

recontextualization and stretch.

Dr Stephanie Brown had already identified innovative characteristics of 

the Cumbrian Blue(s) practice in her article Pioneer Printer in 2001. She 

described two ways in which particular types of artefacts test the stretch 

and parameters of the remediated illusion. In the first she notes how the 

compositional graphic on a glazed plate can implicate the object in a 

duplicity of roles -
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 ‘Scott's Cumbrian Blue(s) series also engages with the duality of 

decorated plates, which may be placed on a table and eaten off, or 

hung on a wall and looked at. The semantic implications of the latter 

are emphasised in pieces like Seascale Pigeon where the plate is 

treated as a flat picture plane with a landscape printed across its 

entire width, ignoring conventions for containing imagery within a 

decorative border.’211 

Simply by expanding the central picture plane and removing the 

framing pattern one begins to stretch convention and expectation. 

However in still being characterised by a common semiotic and with the 

physical form an industrial object, overt resonances remain. She 

indicates that a more complex and radical re-purposing of the genre is 

being undertaken in the sculptural forms and vignettes 

‘Usually, imagery on ceramic forms appears as an adjunct to a plastic 

substratum. Ontologically, the form is pre-existent and the graphic 

imagery (which can only refer to form illusionistically) is a surface 

application of secondary status. Paul Scott reverses this understanding 

in a process where the starting point for three-dimensional form is flat 

engraved imagery employing the conventions of spatial recession for 

a two-dimensional surface - in particular overlapping planes and 

progressive diminution. Scott deconstructs this spatial recession, 

translating its perspectival codes into ceramic planes - actual forms, 

which occupy real space whilst embodying the rhetoric of a 

deceptive pictorial system’212

These objects conceptually remediate in their challenge to formal 

assumptions of surface, ceramic sculpture and form. However, they did 

not begin life as intentional challenges to convention, rather their 

evolution owed much to the physical remediative and confective 

processes involved in collaging decals, and the digital manipulation of 

scanned image and pattern.
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Fig. 99. Scott’s Cumbrian Blue(s) Landscape for Jindra and Gyorgy, In-glaze 
decal collage on porcelain form, Paul Scott Kecskemét 1999 - one of the first forms 

deconstructing the picture plane. The reference is to Jindra Vikova and György Kungl, 
fellow residents at International Ceramic Studios.

     

Left, Fig. 100. The American Embassy in Rome. György Kungl, 1991.

Right, Fig. 101. Detail from Intermingling, porcelain and metal ht. 75 cm. Jindra 
Vikova 1986.
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Within the architecture of Adobe Photoshop separate layers of graphic 

material ‘float’ on top of each other - typically an imported image from 

the pasteboard will appear in a new layer. These can be re-arranged, 

made translucent, selectively re-sized, rotated, skewed, distorted or 

otherwise transformed, and merged. Working on composite landscape 

patterns involved collage in several stages - at first the physical elements 

of torn and cut paper, to be replaced by layering in Photoshop and 

ultimately by printed graphic decal in transparent film. All together these 

brought to mind the remediative principles demonstrated in Guo Xi’s 

three types of distance, Claudian and Gilpinian pictorial construction, 

and the compositional formulas used by ceramic print engravers - the 

foreground, middle ground and distance. Extracting the layers and 

realizing them in relief and then real space played simultaneously with 

compositional device, digital process and artefact convention. The 

whole process and resulting quasi-sculptural forms stretch the blue and 

white semiotic. 

Testing the elasticity of the genre became one of the main strands of the 

practice-based research. Explorations of formal qualities as well as issues 

of scale and placement have been undertaken simultaneously with an 

examination of the thematic and geographic. Having already 

established that Cumbrian Blue(s) artefacts were effective signifiers in an 

English context, artefacts have also created in and for a variety of 

international settings and exhibitions. These included: Work for exhibition 

Body Blue with Ann Linnemann at Gallery Nørby Copenhagen, in 

February 2005 and Cumbrian Blue(s) at Peter Kammerman Gallery, 

Geneva, Switzerland during the Parcours Céramique Carougeois later 

that year. In 2006 - I was involved in a residency at the University of South 

Australia/Jam Factory in Adelaide, and had a solo exhibition at 

blås&knåda Stockholm. In 2007 I was the Vail Visiting Artist at Denison 

University Granville Ohio, and Resident Artist at Emily Carr Institute of Art 

and Design, Vancouver. Whilst printed blue and white is international in 
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its reach - its cultural messages and meanings can differ according to 

location.

In the closest references to familiar industrial forms, ‘ready made’ 

tableware has been exploited in conventional settings to generate new 

meanings and associations. It is a similar device to the one songwriters 

have used to insert the political into the traditional. Billy Bragg observed 

that in Scarborough Fair - ‘utilizing the beautiful melody of an English folk 

song, Paul Simon smuggled an anti-war message into the homes of 

middle America.’213 In this case the industrially editioned ceramic object 

is subject of appropriation. It became ubiquitous in the latter half of the 

twentieth century - usually advertised at the back of weekend 

newspaper magazine supplements, they are available in huge numbers, 

but marketed as being something of ‘extra’ value. The phenomenon 

borrows from the fine art limited edition, where editioning has been a 

currency since the mid eighteenth century. Reproducing original 

painted or drawn artworks as prints (etchings or engravings) enabled the 

widest circulation of an image/work, at the same time as maximising 

income for the artist. Originally prints would, from physical necessity, be 

limited because of the gradual degradation of the printing plate, but the 

advent of lithography, screen-printing and latterly the digital print mean 

that editions are not so much physically constrained, but instead limited 

by artistic (or marketing) decision. 

Cumbrian Blue(s) limited edition artefacts reference both the spurious 

industrial, and the ‘fine art’ impression primarily associated with 

printmaking. An earlier repurposer of etched and engraved print the 

Italian designer Piero Foransetti eschewed the assignment of number to 

any of his objects – 

‘the lover of first editions and unique objects stubbornly refused ever 

to number the limited editions of his pieces of furniture and ceramics. 
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Each was given the same value as the others, and there is no question 

of a symbolic hierarchy between original and copy‘ (‘something 

beautiful does not become less so, even when it is produced twenty or 

thirty thousand times’).214 

Whilst agreeing with Fornasetti’s observations about beauty, I am less 

sure about his defiance of normal editioning practice. Signing and 

numbering the limited edition fine-art print are conventions that assign 

authenticity and value. Even within industrial ceramics stamping and in 

some cases numbering objects was common practice for most 

established factories. These stamps become critical when assigning 

value and provenance, today numerous web sites document thousands 

of potters’ marks.215 Cumbrian Blue(s) artefacts have always referenced 

the back-stamp, signature and numbering conventions of editioning, 

however during the course of this research, a more consistent approach 

to the assigning of provenance of artworks has been adopted. A 

(deliberately) erratic numbering system has evolved on the base or back 

of objects to accompany the Cumbrian Blue(s) and Real Art logos. 

Numbering might include the number of the editioned object, place in 

kiln, firing and/or (part of) the production date(s). The system has 

evolved from Les Lawrence’s idiosyncratic numbering practice which is 

similarly organised but inconsistent.216 Marking also includes a title and 

my signature. The Cumbrian Blue(s) stamp has been adapted from the 

Spode original, and is now customised when used in residencies or 

collaborations. Additional stamps are created for specific series or 

objects.
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Fig. 102. Examples of backstamps (from left): Spode’s Italian, Cumbrian Blue(s) 
standard logo, stamp made for work at the International Ceramic studios Hungary, and 

one created for collaborative tableware project with Ann Linnemann. Real Art logo 
courtesy Malcolm Gibson’s Real Art limited edition publication (200 – 300 magazines) of 
collage and print artwork by a diversity of artists, produced twice a year between 1987 

and 2002, now also used on Cumbrian Blue(s) work.

In the following sections, selected works from 2004 to 2008 are used as 

exemplars to highlight different aspects of semiotic stretch. 

Commemoration and Campaign - Willow and Wedgwood:

Research undertaken has established the ubiquitous nature of the 

Willow Pattern, and its international spread. Its characteristic 

components are variously described by blue and white experts - ‘A 

pagoda or tea-house on the right, backed by an apple tree. In the 

centre a willow tree leans over a three arched bridge across which 

three figures are crossing to the left. In the top left a covered boat 

crewed by one, man floats in front of a small island and two doves 

fly in the sky. In the foreground of the design there is a zig-zag fence. 

There are many variations on the basic theme’. (Coysh and 

Henrywood in the Dictionary of Blue and White Pottery ).217 Mary 

Frank Gaston in Blue Willow writes: 

‘The outer border is composed of several scroll and geometric 

designs. An inner border of geometric designs frames the center 

pattern. This center pattern features a tea house with a pavilion 

on the right side. An orange tree (often called an apple tree) is 

behind the tea house. A willow tree is almost centered in the 

design. In front of the willow tree is a bridge with three people. A 

172

217 Coysh, A. W., Henrywood, R. K., (1982) The Dictionary of Blue and White Pottery 1780-1880 Vol. 
1, p. 402, Antique Collectors Club, Woodbridge.



boat with a person in it is to the top left of the willow tree, and 

above the boat is another oriental style building and a fir tree. A 

zig-zag fence is at the bottom of the design and two birds facing 

each other are at the top of the design… We find that some Blue 

Willow patterns have no birds whilst others have flocks. Also the 

shape, size and direction of flight of the birds may vary. The shape 

of the bridge may differ as well as the position of the buildings, 

willow tree and boat and there may be more than one boat in 

the pattern….’.218 

Fig.103. Daughters of the Revolution Grant Wood 1932. Oil on Masonite panel (50 
cm. x 100 cm.). Image courtesy of the Cincinnati Art Museum. The use of the 

Willow cup in this satirical piece apparently alludes to identity and place - ‘Having 
been brought overland from the East by settler families, Blue Willow china was a 
much valued heirloom in the Mid West. Being a descendant of an original settler 
was almost as good as being a descendant of an infantryman in the Continental 

army’.219 The nature of the Willow’s transnational confection also ironically 
undermines the ‘Americanness’ of the scene, which itself is a complex 

concoction.220

Like the pattern’s differing constituent parts - a variety of stories exist, 

all apparently concocted after confection. The narrative varies in 

length and complexity, but is basically a story of earthly forbidden 

love, which although consummated, is tragically and brutally 

ended only to be re-born courtesy of the Gods. Versions are widely 

told as children’s stories,221 and collectors of Willow Pattern 
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ceramics, also collect the tales. Together with its universal familiarity, 

the association has made it an attractive vehicle for a number of 

contemporary artists. Barnaby Barford’s animated willow – digital 

projection onto bone china plate shown in Telltale222 told a story in 

small blue moving images. Australian artist Gerry Wedd has long 

used the Willow in painted handmade sculptural forms to address 

political events and concerns. He believes that ‘the Willow already 

has a narrative, but those other landscape patterns are just 

pictures’,223 as such it easily enables story telling.

The first Cumbrian Blue(s) appropriation used a similar methodology to 

the early Sellafield pieces and Spode’s Italian Blue. In 2000 Scott’s 

Cumbrian Blue(s) a Millennium Willow for Sellafield (or Plutonium is forever 

well 25 millennia anyway) commemorated fifty years of accidents at the 

nuclear plant, by substituting iconographic detail with contemporary 

pared down graphics. In 2003 a Three Gorges Dam platter was created - 

partly in response to Chinese porcelain objects in Carlisle’s Tullie House 

collection. Its intention was to commemorate and bring to attention the 

damning of the Yangtze River at Three Gorges in China. In 2007 Jorunn 

Veiteberg observed:

‘It is the willow pattern in particular that Paul Scott cites…. it expresses 

European admiration for Chinese porcelain and a liking for oriental 

motifs and stories. Its typical features include a willow tree, a teahouse 

and a pair of birds. These are all found in the dish by Paul Scott. The 

widespread popularity of this motif means that many people will 

associate it with China and something old and perhaps valuable. 

However only a little of the motif is visible; most of it has been replaced 

by blue lines that create the illusion of water, and Three Gorges, which 

is referred to in the title, is the name of the area in China where they 

are now building a gigantic artificial lake by damning the Yangtze 

River…
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Fig. 104. The Scott Collection, Cumbrian Blue(s), A Millennium Willow for Sellafield (or 
Plutonium is forever, well 24 millennia anyway). In-glaze screen-print (decal) on Royal Worcester 
bone china with gold lustre, 30cm dia. Graphics include Thomas Bewick foliage on willow tree, 

cooling towers and chimneys instead of pagodas and tea houses, (steam derived from Spode's 
Blue Italian clouds, pigeons substituted for love birds and modern ship carrying radioactive fuel 
back fro Japan to Sellafield.. Note also poison and radioactive symbols in border pattern. Paul 

Scott 2000.

Fig. 105. Scott's Cumbrian Blue(s), Three Gorges, After the Dam - in-glaze decal 
collage on stoneware platter, with porcelain slip, In the collection of Tullie House 

Museum and Art Gallery Carlisle, Cumbria England.  Paul Scott 2003. 
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The damn is being built to ensure development and economic 

growth, but it does not represent a charitable gift to the local 

inhabitants…. it is not an unselfish gift but rather an antagonistic gift. It 

is more than the landscape which will be affected by this 

development. The water level has risen by 185 metres and more than 

1.3 million Chinese have had to abandon their homes. The social and 

cultural consequences are as gigantic as the changes to the natural 

environment. It is this situation to which Paul Scott wishes to draw to 

our attention’224 

The Three Gorges pattern was originally produced in an edition of five 

plates, and was included in a number of international exhibitions during 

the period of this research. In October 2006 the National Museum 

Stockholm bought one of the series (together with a Millennium Willow) 

from the Cumbrian Blue(s) exhibition at blas&knada.225 Both objects were 

subsequently included in the Dreadful Delights226 exhibition where they 

were displayed alongside museum objects, as contemporary artworks 

drawing on and remediating a nineteenth century legacy (fig. 106). The 

exhibition examined the devaluation of nineteenth century design - 

‘its historicism and eclecticism have been disparaged from a number 

of aesthetic, moralistic and social-ideological perspectives as 

something frightful. Rhetorical example has been made of 19th century 

designs as the converse of what has been claimed to be modern and 

socially committed design… but there have always been people who 

have seen, and still do see, the purportedly dreadful as extraordinarily 

beautiful’. 227 

Reference was made to a world of design ‘based on sound scientific 

findings – a world were deliberate use was made of motifs taken from 

different geographically separated cultures’. Works from contemporary 
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artists were included ‘to broaden the perspective and testify that ideals 

akin to those of the 19th century are still alive’.228 

Fig. 106. Page from Förfärligt Härligt catalogue showing Cumbrian Blue(s) 
artefacts in display context.

In 2008 a piece from the series was included in Craig Ashley’s These 

Valued Landscapes for Bury St Edmunds Art Gallery and Oriel Davis 

Newtown Powys. The work appeared alongside Emily Cole’s paintings of 

the Suffolk Landscape, Mark Edwards’s photographs made using a 10” x 

8” plate camera, James Ireland’s sculpted landscapes and Katy Woods 

video footage, sound recordings and archival imagery and text. 

Commenting on the work, curator Craig Ashley observed -

‘His innovative techniques in ceramic transfer printing enable the 

application of contemporary imagery onto traditional, often 

patterned plates. The resulting works present a subtle but uneasy 

balance between the decorative representation of the landscape 

and the topical social, political and environmental issues which reside 

within it.’229
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A more recent Cumbrian Blue(s) appropriation of the Willow has 

involved synthesising it with imagery from other historical sources. 

The creation of this particular body of work exemplifies the working 

synthesis of historical, contextual and artistic research. I was asked 

by two different curators to produce work to commemorate the 

200th anniversary of the adoption by the British Parliament of the Act 

for the Abolition of the Slave Trade (Origination). In the course of my 

documentary and literary research into the subject matter, 

(Acquisition, Immersion, Evolution) I became aware of the close link 

between tea and coffee consumption in the UK and the slave 

trade. During the early nineteenth century, as a part of the new 

media, British printed ceramics included a strand of political, 

campaigning artefacts. They included popular subjects - the Royal 

Family (‘Royal scandals sold ceramics in the early nineteenth 

century just as much as they sell newspapers in the twentieth 

century’),230 the Catholic Emancipation movement, the Reform Act 

of 1832, the campaigns to abolish the corn laws - and most 

significantly - slavery. Wedgwood’s production of a cameo design 

for the Society for the Abolition of the Slave Trade reversed the usual 

trend where images started on paper and were then remediated to 

ceramic. In this instance the specially designed basalt relief icon 

migrated to paper, and thence back into ceramic print. The image 

of the kneeling slave became iconic, and formed a significant 

element in the Abolitionists campaign against slave-produced sugar 

– probably the first organized consumer boycott of morally suspect 

goods.231 Some tea services and sugar bowls displayed the legend - 
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Top left - Fig. 107. Medallion, Josiah Wedgwood c1787. Designed by William Hackwood for 
the London Committee of the Society for the Abolition of the Slave Trade. A black basalt 
seal was originally intended for limited circulation among the Committee’s members,232 
but Wedgwood went on to produce thousands of black and white jasper cameos - they 
became very fashionable. The image became iconic, moving from moulded ceramic to 
woodcut and engraving – reproduced on paper as well as on ceramic. Variations were 
extensively used on tableware and tea services by different manufacturers.  Top right – 
(Fig. 108) woodcut after Hackwood design, bottom – (Fig. 109) adaptation of Hackwood’s 
design, c1830 detail of print on drabware cup usually juxtaposed with the legend - Am I 
not a Woman and a Sister.233
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Figs. 110 & 111. Two images showing scene of capture of native Africans by Europeans. 
Left- page from The Sorrows of Yamba or the Negro Woman’s Lamentation in Marshall, J. 

The History of Tom White the Postillion [1790-1800?] Cheap Repository, showing wood 
engraving in text234. Right - child’s mug c. 1840, with text from William Cowper’s poem The 

Negro’s Complaint.235
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East India Sugar Not made by Slaves. By Six Families using East India 

instead of West India Sugar, one Slave less is required.236

I was already considering some sort of commemorative - not only 

for historical slavery (and its official abolition) but one that 

acknowledged an existent scourge still present in the twenty first 

century. The Resolution was a printed tea service, made up of a 

collection of disparate tableware - partly based on the earlier 

concept of the Three Gorges platter. This time the flooding water 

represented the tide in Morecambe Bay, Lancashire on February 5, 

2004, and was synthesised with symbols relating to the eighteenth 

and twenty first century slave trades. 

Fig. 112. Scott’s Cumbrian Blue(s) Cockle Pickers Tea Service. Inglaze decal 
collages on Royal Worcester bone china teapot, sugar bowl and jug, Royal 

Copenhagen plates and saucer, handbuilt porcelain tea caddy by Jane Smith 
and late 18th century pearlware cup, with gold lustre.
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The following text produced to accompany the artwork articulates 

the thinking behind the work and its resolution in ceramic form:

Tea Service - The Cockle Pickers Willow Pattern

The quintessentially English ‘cup of tea’ and the tea service are inextricably 
linked with Britain’s development of the slave trade. Bowls made in 
Staffordshire, held slave produced sugar from the Caribbean, making 
palatable the exotic bitter infusion of tea from China and India. It was 
appropriate therefore that in 1787 Josiah Wedgwood one of the leading 
ceramic industrialists of the time began production of what was to become a 
series of anti-slavery ceramics. Jasper-ware cameos featured the image of a 
kneeling black male slave in chains surrounded by the legend am I not a slave 
and a brother?237 Over the next eighty years variations of this iconic design 
graced the surface of a huge variety of ceramic forms as the disseminating, 
campaigning power of print moved from paper into other media.

The legacies of the slave trade include the immense wealth generated for the 
British economy, its contemporary manifestation in the architecture of our 
towns, stately homes and gardens, as well as in arts and culture throughout 
Britain - and our humble cup of tea (or coffee).

In spite of its formal legal abolition, slavery is still with us in the twenty-first 
century manifesting itself in a number of ways, but almost always involving 
illegal immigrants forced to work or live in appalling conditions by gang 
masters. On February 5, 2004 twenty-one of these contemporary slaves, 
Chinese cockle pickers, far from their homes, were drowned in Morecambe 
Bay, so close to Cumbria, and our homes.

Many of those killed in Morecambe bay originated from the Fujian province of 
China which known for its production of Oolong tea. A tea service therefore 
seemed a very appropriate form to create a contemporary comment on the 
legacy of Britain’s abolition of the Slave trade in 1807.

Basing the design on the ubiquitous Willow Pattern I have created a Cockle 
Pickers tea service. 

The Willow Pattern designed in Stoke on Trent in the early 1800’s, but alluding to 
the oriental and the exotic is the most commonly produced printed ceramic 
pattern ever produced, and so is familiar to millions the world over… 
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In the Cockle Pickers Willow, the pattern is mostly erased as the tide flows into 
Morecambe Bay (lake district hills in the distance) drowning those harvesting 
the shelled delicacies. The symbolism in the tea service is multi faceted: 
Semiotic, form, image, material and colour based -

• Cockle shells are integrated in the border pattern, and inside some forms
• Replacing geometric borders, are patterns of the bodies of African slaves 

taken from the iconic engraving in Thomas Clarkson’s book History of the 
Abolition of the Slave Trade.238 

• Inside the sugar bowl and pearl-ware cup, a small icon of the kneeling 
slave has been adapted from a print on an 1830 Drab-ware cup and 
saucer. 

• The icon also appears as part of the stamp on the base of objects in the 
set.

• Swallows are often depicted in the Willow pattern. Meaning a safe return 
home they are a popular tattoo for sailors. Ironically our victims of the 
slave trade, historical and contemporary never saw their homes again.

• The tea set includes Royal Worcester bone china, Royal Copenhagen 
porcelain (Denmark was also involved in the slave trade), a tea caddy by 
Jane Smith, and a pearl-ware cup from the early nineteenth century - 
probably produced when African slavery was still big business.

• Blue prints are held within gold rims. In the early nineteenth century 
Romantic commentators associated colour with the three social divisions 
of nobles (gold), freemen (red), and slaves (blue).239 

This contemporary Willow reminds us that interwoven in the richness of our 
everyday lives are the legacies of our ancestor’s enthusiastic embrace of the 
slave trade and that slavery is still with us but in a less obvious guise.240 

That I had used the ‘flooding’ device before on an unrelated artefact 

was not problematic – historically potters’ engravers re-cycled, re-used 

and re-configured patterns and designs very much in the way that 

musicians re-record, re-use and re-interpret their own songs for different 
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occasions and contexts.241  The sampling of image and pattern evident 

in the Cockle Pickers Series is also structurally and formally akin to 

sampling and re-working of existing popular music that has gone on from 

the early days of the Beatles through to contemporary Rap artists - who 

collage existing portions of pre-recorded sound to create the new. 

Of its constituent parts - assorted tableware including Royal Worcester 

(teapot jug and sugar bowl), Royal Copenhagen porcelain (plates cups 

and saucers) handbuilt tea caddy - only the antique pearlware cups 

were acquired specifically for purpose. The other elements formed part 

of the eclectic mix of tableware that is the store within my studio. These 

have been erratically collected over a number of years providing ready 

vehicles for appropriation. Sometimes they are handled and used in the 

kitchen for years before disappearing into the kiln layered with in-glaze 

decal. Their collection typifies the ambiguous non-specific nature of 

artistic investigation - they have been collected because they might 

serve a purpose, which at the at the time of acquisition is by no means 

clear. 

The Cockle Pickers Tea Service was created in an edition of three and 

featured in the following exhibitions: Legacy - Cumbria Institute of the 

Arts/Beacon Museum Whitehaven, 200 Years: Slavery Now - Bluecoat 

Liverpool and Gallery Oldham (both 2007) as well as Teas Up at 

Contemporary Applied Arts242 London in 2008. In addition the service has 

been on display in Manchester City Art Gallery’s 21st Century Showcase 

May 2008 – May 2009. Three items linked to the campaign for the 

abolition of the slave trade were already on permanent display in the 

Gallery of Craft and Design in the Telling Tales case - a Wedgwood 

medallion, cast iron tobacco box lid and pin cushion based on the 

referenced drabware icon and the legend ‘Am I not your sister’. Alison 
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Copeland explained: 

‘In addition to the obvious technical mastery displayed in his 

approach to ceramic practices and the unique quality of Scott’s 

work, the printed wares make strong links with the Gallery’s historic 

collections of 18th century printed wares. Perhaps just as importantly, 

the tragedy of the cockle pickers encapsulated in the tea set was still 

extremely resonant and last year, in 2008, tied in with the 200th 

anniversary of the abolition of the transatlantic slave trade and the 

Gallery’s programme of highlighting collections with links to the slave 

trade.’ 

The Victoria and Albert Museum has purchased a service for use in their 

new ceramics galleries opening in September 2009. ‘The subject matter 

is perfect, we are really interested in the way you blend local and global 

imagery. And of course the tea set forms will be useful to us in many 

exhibition contexts because it allows us to do comparison and contrast, 

and it also has that 'double take' quality I was after’.243 

The Cockle Pickers Tea Set demonstrates the efficacy of confection as a 

compositional tool - building upon the already confected (Willow and 

Three Gorges). It emphasises how the remediation of pattern and image 

function to re-interpret and reinvigorate the historical. 

Pattern and Place:

The documentary research has outlined how of patterns and images on 

pastoral ceramics have been important in the development of a sense 

of place or belonging. Even the ubiquitous Willow pattern has the ability 

to transport a viewer to an earlier place in time - often to a childhood 

memory. Essayist Chris Arthur has written about the way the willow 

pattern has a special resonance of significance to him because of 

childhood memories of finding broken pieces buried in the garden. ‘The 

shards of china that made the most appeal were those patterned in 

blue and white. I had maybe ten or a dozen pieces in my collection, 
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none of them bigger than a passport photograph, and most no bigger 

than a thumbnail’.244 My own daughter Ellen, when of junior school age, 

similarly enthusiastically excavated parts of our back garden when 

digging a new flower bed revealed seams of broken pottery. She too 

valued the blue and white Willow gems as the most highly prized. These 

random fragments of pattern made me wonder about deliberative 

fragmentation, and so I began selective harvesting - at first its palisade 

and trees. By straightening the picket then duplicating, a long fence was 

used to break up the white modernity of Pia Törnell’s Rörstrand platters 

(fig.114). These retained the blue and white semiotic, but created a 

landscape unconstrained by the need to tell a story. Although initially 

without an intentional narrative it is difficult not to wonder what lies 

beyond the gate. The series inevitably went on to depict other (real) 

kinds of fence, hedge or tree forms used in the landscape - on different 

forms. Inserting images of the real contemporary rural into glazed space 

stretches the patterned so that the graphic device no longer simply 

breaks the space but begins to impart meaning - beyond fantasy and 

fiction.  Amy Gogarty writes:

‘…he has produced a number of very beautiful prints of hedgerows 

and fences stretched the length of oval and rectangular platters. To 

the knowing eye, these hedges are degraded products of industrial 

methods. Previously, hedges would be cut and “laid,” the branches 

laid flat at the base where they would fertilise the plant and form a 

barrier to hungry sheep and cattle; new growth would spring from the 

bottom. Hedgerows can be hundreds of years old, contain numerous 

species and exhibit regional variation. Tending hedgerows is labour-

intensive, and, although it produces thick, vigourous barriers, pressures 

from global economies and the general loss of labour in rural areas 

have led to the introduction of mechanical methods, causing hedges 

to thin and degrade over time. The hedgerows depicted on these 

plates are straggly remnants, elegant in their spiky silhouette yet 
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indicators of unsustainability and decay. These works offer mute 

protest as they record changes in our environment and way of life.’245

The synthesis of material, image and form is a potent one, and the 

provenance of supporting tableware is often significant in contributing to 

the meaning of artwork. As Caroline Slotte asserts - 

‘Second hand items have a way of directing our gaze to the past. 

They are symbols of the life stories of those who used them. These 

seemingly trivial everyday objects link us with our past, they connect 

us with our history and effect us emotionally’.246 

In some cases intervening and re-purposing these already potent ready-

mades can elevate a simple ‘decorated’ form to be the embodiment of 

a story, holding the narrative of its production, usage and travel within its 

fabric. 

Fig. 113. The practice of digitally altering existent patterns by removing or inserting new 
iconography can also be applied to ready-made patterned plates: Scott’s Cumbrian 

Blue(s) Adelaide Willow 2006, in-glaze decal on old willow dish purchased in an antique 
shop Magill Road, Adelaide. Due to over-firing the pattern showed considerable 

blurring in the bottom centre. The steam from the cooling towers occupies the blurred 
space in the design. Collection of Stephen Bowers, Adelaide Australia.
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Top, Fig. 114. Scott’s Cumbrian Blue(s) The Fence Series – Willow
In-glaze decal collage on Pia Törnell Rörstrand porcelain platters 46cm x 11cm. Paul 

Scott 2007.

Fig. 115. Scott’s Cumbrian Blue(s) The Fence Series - Hedge Fence. In-glaze decal 
collage on Pia Törnell Rörstrand porcelain platters 46cm x 11cm. Paul Scott 2007. 
Graphic developed from engraving of ‘Hedge Fence’ in Thomas Potts The British 
Farmer's Cyclopaedia, or complete Agricultural Dictionary of Improved Modern 

Husbandry. Published by Scatcherd London, 1807.

Bottom, Fig. 116. Scott’s Cumbrian Blue(s) Cumbrian Hedgerow No:1. In-glaze decal 
collage on Pia Törnell Rörstrand porcelain platters 46cm x 11cm. Paul Scott 2007. The 

contemporary state of hedge fences. Graphic developed from digital photograph of a 
hedgerow in Blencogo, Cumbria.
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During my residency at the University of South Australia/Jam Factory I 

produced a series of works featuring silhouetted Australian trees. Whilst 

North America was depicted, celebrated and commemorated on 

English export tableware, no such material record of Australian’s 

landscape exists. Instead the import is a later one - characterised by the 

Willow and English Landscape patterns. The legacy is colonial rather 

than national. Plain European tableware is relatively common and the 

Adelaide antique store on Magill Road, source of the blurred willow (fig. 

113) also provided the raw material in this form for Widow-maker Tree 

(figs. 117, 118). This Swedish bowl from the Gustavsberg factory outside 

Stockholm was probably brought to Australia by Swedish émigrés 

(Adelaide has a small Swedish community).247 It now holds the image of 

a dead gum tree fused in blue within the glaze. On the back are the 

requisite factory and Scott’s Cumbrian Blue(s) stamps, but no title. After 

the residency the bowl made its way back to Europe with me, and was 

subsequently exhibited at blas &knada in Stockholm. At the exhibition 

preview Australian artist Jan Fieldsend 248 from the University of Sydney 

introduced herself, surprised to recognise an Australian image in 

unfamiliar surroundings. She explained the name of the tree as a ‘widow-

maker’ - European settlers would ring bark trees in the outback to clear 

land, later returning to fell them for firewood. Dead gum trees rapidly 

become brittle so that when the tree trunk was subsequently hit with an 

axe, branches and boughs readily snapped, killing or seriously injuring the 

potential logger - hence the name ‘Widow-maker’. Later on that 

afternoon the artwork was purchased for the Gustavsberg Porcelain 

Museum collection. The bowl had travelled from Sweden to Australia 

probably in the 1930‘s, been used in a household for years before ending 

up in an antique shop. In 2006 it was bought, altered, and returned to 
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Figs. 117 & 118. Scott’s Cumbrian Blue(s) Widow-maker Tree. In-glaze decal 
collage on Gustavsberg earthenware bowl purchased in Magill Road Adelaide 

Australia. Collection Gustavsberg Porcelain Museum 
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Figs. 119 & 120. Scott’s Cumbrian Blue(s), Granville Oh 22/03/07. In-glaze decal collage on 
Crooksville China plate. During a residency as the Vail Visiting Artist, Dennison University Granville 

Ohio in April 2007 I regularly passed the First Baptist Church en-route to the University Art 
Department. In its grounds a simple Memorial Garden commemorated the Iraq war dead. 

Amongst the provided second hand tableware forms for my work were a series of Crooksville 
China plates marked ‘First Baptist Church’. The above forms the artwork produced as a result

191



Sweden - eventually to the exact location of its manufacture with the 

marks and story of its journey embedded within its fabric.

Vignette and Assemblage:

Within ceramics, images are normally adjuncts to the pre-existent object 

(‘applied’ or ‘decorative’ art). By using an extracted re-worked image to 

physically define the receptor form, these accepted norms are reversed 

and by inference, in Gogarty’s 249 definition - remediated. Over the past 

six years a series of small sculptural ceramic objects have been created - 

as layers extracted from the picture plane. Initially in order for the forms 

to stand, vertical flats were constructed on base plates - usually holding 

foliate print. Technical issues dogged production - using conventional 

porcelain bodies, the forms cracked on drying or in firing, and although 

the use of paper porcelain improved resolution rates, elements were still 

subject to movement in firing and cracking - but this time, 

catastrophically at final print firing stage (fig.122).

Experimentation with bodies, slips and glazes during the period of this 

research eventually resolved the technical issues affecting stability of the 

vertical. Resolution lay in using a grogged earthenware body instead of 

porcelain to make tapering raw clay slabs where the thickest part forms 

the base enabling completely free-standing vertical forms with back 

ribbing and support. Prints were later applied on top of a white opaque 

tin glaze. The fine deep quality of melted blue in transparent glaze over 

porcelain is replaced by the flatter tin glaze aesthetic, but in exhibiting 

both kinds of object, viewers, collectors and buyers seemed (like the 

consumers of Spode’s later imitative decal printed objects) to make no 

preference or distinction based on materiality.
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Top, Fig. 121. Scott’s Cumbrian Blue(s) English Landscape No:1. Vignette with in-
glaze decal collage on porcelain with transparent glaze  36cm x 14cm x 20cm. Shown 
and sold at Gallerie Nørby Copenhagen in Body Blue 2005. 

Below, Fig. 122. Scott’s Cumbrian Blue(s) Seascale Pigeon. Vignette with in-glaze 
decal collage on porcelain with transparent glaze 31cm x 12cm x 25cm. Form cracked 
across base during final print firing.
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Fig. 123. Back of Artisancam Tree earthenware form showing supporting 
structure.

Whilst the vignettes made formal reference to the small moulded 

Staffordshire rural scenes (usually dominated by figurines), their forms 

were unerringly fixed - rather frozen in space. Combining landscape 

patterned tableware with free-standing sculptural forms allows a much 

greater flexibility of composition - whilst also engaging with the duality of 

the plate - to be eaten off or viewed as as a picture plane. Commenting 

on the works Amy Gogarty writes:

 ‘Not only does he freely mix found and printed plates with hand 

formed components, he mixes realistic and fantasy elements, tin glaze 

and porcelaneous materials ‘straight’ images and ‘confected’ 

collage. He draws on strategies used in both commercial kitsch, for 

example souvenir wares, sophisticated graphic art, for example cubist 

collage, and digitally rendered images. Processing and reading these 

works requires an exchange of ordinary logic for a more fluid , 

heterogeneous approach that engages the imagination’250
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Assemblage - Scott’s Cumbrian Blue(s) Stigsnæs No:1, (fig.125) is formed 

by the juxtaposition of a tin glazed earthenware form (Eden Tree) and a 

Bavarian porcelain platter with in-glaze decal collage. The tree print is a 

re-worked detail from an engraving - ‘The Disobedient Prophet Slain’.251 

The plate was bought in a charity shop in Skælskør Denmark, two miles 

from the coal fired power station. It carries a digitally re-worked 

photograph of the site collaged with foliate and tree details from 

extracted engravings. The artwork continues ‘Paul Scott’s blue and white 

journeys through industrial blight (which) replace bucolic ideals’.252 The 

formal articulation of concern with landscape and rural life through a 

process of artificial confection actually mirrors the constructed and 

affected nature of all our physical landscapes, not just Capability 

Brown’s or the industrial monuments of our consumer society. Robert 

Macfarland’s book The Wild Places is an exploration of some of the 

remoter parts of Britain. He set out to walk, sleep and immerse himself in 

wilderness, but

“Lying there on the drifted sand under the white stars I thought about 

how the vision of wildness with which I had begun my journeys - 

inhuman, northern, remote, was starting to crumble with contact with 

the ground itself. No such chaste land exists in Britain or Ireland and no 

such myth of purity can hold. Thousands of years of human living and 

dying have destroyed the possibility of the pristine wild. Every islet or 

maintain top, every secret valley or woodland has been visited, 

dwelled in, worked or marked at some point in the past five 

millennia”253 

Since creation Stigsnæs No:1 has been selected for exhibitions - 

Aesthetic Kitsch and Ceramics,254 and NatureNation.255 NatureNation is a 
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contemporary art exhibition including artists as diverse as A. R. Penck 

and Edward Burtynsky. Cumbrian Blue(s) are the only ceramic objects.256 

Curator Raphie Etgar writes:

‘The selection of the works in this exhibition crystallised against the 

background of the charged reality of an environment in distress. 39 

artists working in diverse mediums have actualised their ideas along 

the exhibitions two main axes: the axis of the complex ecological 

prospect and the axis of the struggles among the powers that 

dominate the world’s expanses, establishing their borders but also 

bursting through them.

In this way a fascinating and challenging encounter has been 

created with artists who believe that their art is a mission. Artists who 

are united , in an unlisted nature protection society, who have come 

out from the artists studio and become field workers committed to the 

struggle against the damage man has wreaked on his environment’257

Scott's Cumbrian Blue(s) English Countryside (fig.124) is made up from an 

altered Enoch Wedgwood countryside plate with in-glaze decal collage, 

and a hand-built tin glazed earthenware form. The original plate offers a 

sixties version of the idealised English pastoral, so typical of printed blue 

and white patterns in production since the early nineteenth century. The 

addition of a barbed wire fence, low flying jet and factory in the town 

creates a more grounded scene. Within this series of five artworks  the 

Wedgwood plate has been accompanied by a variety of tree forms.  

Some were sourced from a Rörstrand engraving used to decorate 

tableware, probably of a similar era to the Wedgwood plate. That they 

were Swedish and not English was in keeping with the confected and 

promiscuous nature of the genre. In his essay Sticky Smooth, Edmund de 

Waal observed that: 

‘In this assemblage we can see not only English pastoral, a landscape 

as highly idealised as that of the Willow Pattern, but screaming 

overhead is a low flying (American?) jet, the whole landscape tidy 

behind a barbed wire fence, an industrial chimney belching smoke 
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into the sky. The lexicon of castle village, countryside - that of owner, 

vassal, land - is extended into our own century of militarism, pollution 

and exclusion’258 

Work from this series was also shown in Aesthetic Kitsch and Ceramics,259 

Gift,260 and These Valued Landscapes.261 One of the series was 

purchased by Nordenfjeldske Kunstindustrimuseum (National Museum of 

Decorative Arts) Trondheim, Norway in 2008.

Fig. 124. Scott's Cumbrian Blue(s) English Countryside. Assemblage, altered Wedgwood 
countryside plate (25cm dia) with in-glaze decal collage, and hand-built earthenware 

form with tin glaze and in-glaze decal. Paul Scott 2007.

197

258 de Waal, Edmund from Sticky/Smooth in Gift European Think Tank papers and exhibition 2007 
p. 49.

259 Maison des Quartiers Vallauris - Biennale Internationale Ceramique Contemporaine Vallauris 
28/06/08 - 17/11/08.

260 Gift European Think Tank exhibition 2007. Retrieved 14/06/09 from URL: http://
www.thinktank04.eu/page.php?5,117.

261 These Valued Landscapes, Bury St Edmunds Art Gallery, Oriel Davis, Newport, 2008/2009.

http://www.thinktank04.eu/page.php?5,117
http://www.thinktank04.eu/page.php?5,117
http://www.thinktank04.eu/page.php?5,117
http://www.thinktank04.eu/page.php?5,117


Fig. 125. Scott’s Cumbrian Blue(s) Stigsnæs No:1, assemblage. In-glaze decals on tin 
glazed earthenware form (Eden Tree) and Bavarian porcelain platter bought in charity 

shop, Skælskør (2 miles from power station). Paul Scott 2007.

Fig. 126. Scott’s Cumbrian Blue(s), Bärsbacke 2. In-glaze decal collage on Rörstrand 
porcelain platter (designed by Pia Törnell). Paul Scott 2006. 
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Fig. 127. The Remarkable Kyloe Ox. Print from copperplate engraving by Thomas Bewick 
c. 1790, printed in 1990 at Cherryburn Northumberland.

Fig. 128. Scott’s Cumbrian Blue(s) Cow in a field (After Thomas Bewick’s Kyloe Ox) 2007. 
Assemblage, in-glaze screen-print decals. tin glazed earthenware form, on Burgess and 
Leigh Worcester semi-porcelain platter (1906–1912). Manchester Metropolitan University 

Special Collections
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Scale and Location:

A number of commissioned works were undertaken during the course of 

the research. Two in particular - Ponteland Cows and Sheep and Willow 

Creek allowed for the scaling up of existent themes, stretching the 

semiotic to life size forms. 

The process of up-scaling artwork primarily involves establishing a high 

resolution of originating image. Later adjustments can be made for 

screen resolution or Illustrator export. Scaled up large images must be 

appropriately cut (or tiled) in photoshop (A3 or A1 sizes) before 

outputting.

The Ponteland commission (figs. 129 -134) was funded by Commissions 

North,262 Morpeth Borough Council and the Percent for Art263 scheme - in 

this case Bett Homes the builder. Construction was taking place on the 

old lairage site, where cattle rested after being driven to market (prior to 

sale and slaughter - the abattoir is still there, just behind the screening 

wall of the new housing estate). The artworks restore the farm animals 

back to their lairage They serve as a reminder of the historical use of the 

site - now homes to several hundred people. The animals themselves 

were created from digital photographs of cattle and sheep from my 

home village of Blencogo in Cumbria. They are contemporary creatures, 

but munch on the remediated grass that Thomas Bewick’s  Kyloe Ox (fig.

127) grazed upon in 1790. Bewick was familiar with this area of the Tyne, 

living as he did just a few miles away in Cherryburn, Mickley.264  Plans for 

a more thorough analysis of reactions to the life size animals through a 

collaborative survey of new residents, foundered on the changing 

vagaries of public governance and private enterprise, when Morpeth 
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Borough Council became subsumed into the unitary authority - 

Northumbria County Council, and Bett Homes was taken over by 

Gladale - individuals involved in the commissioning process were re-

deployed. However Rebecca Farley from Commissions North who 

helped to instigate the project has commented - 

‘Paul Scott's stunning 'Cows and Sheep' mural creates a surprise 

feature at the entrance of this new housing development in 

Ponteland. It adds a real sense of locality, linking the close of 42 

homes with the rural farmland that surrounds this Northumberland 

commuter town.’265

The genre is in effect returned to its tourist beginnings - originally romantic 

and exotic  locations were brought into the home in blue and white 

semiotic on tableware - transporting the city dweller to rural idyll. Today 

suburbia spreads into the idyll consuming land and agricultural space - 

city dwellers now have the ability to more easily move into the pastoral, 

now seen from the comfort of bus, train or car. Nelson Murray tells the 

story that the cows of Meadow View have become the subject of short 

stops as holiday tour coaches head north from Newcastle on their way 

to Highland tours of Scotland.266

On September 28, 2006 a life size willow tree was remediated - spray 

painted onto Deborah Taylor’s home in Gilcrux near Tallentire in 

Cumbria, as part of the FRED visual Arts Festival (figs. 135 - 138).267 Scaling 

up the tree involved outputting artwork to an Illustrator vector file, then 

exporting to .dxf format for plotter cutting A1 card masks. Car spray 

paint was used on freshly applied external masonry paint. 
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Fig. 129. Assembling tiled decal collage of Ponteland seated cow

Fig. 130. Cutting decals before firing
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Fig. 131. Touching up decal joins with underglaze colour

Fig. 132. Checking sequence/detail of fired tiles
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Fig. 133. Ponteland Cows with swallows from Willow Pattern to right. 
(The abattoir is behind this wall). In-glaze decals on Wallendorf porcelain tiles.

Fig. 134. Ponteland sheep at road junction within the estate 
(walking sheep indicate the direction of the road out)
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Figs. 135 & 136. Scott’s Cumbrian Blue(s) Graffiti Willow Tree. Card templates (and plan -
top right) spread out to check fit and scaling prior to use.
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Figs. 137 &138. Scott’s Cumbrian Blue(s), Graffiti Willow Tree Work in progress and 
finished artwork Tallentire Cumbria, Paul Scott 2006.
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‘In Willow Paul takes a domestic genre into a new media, on a new 

scale and in new locations, outside houses instead of inside, leaving us 

to ponder - will we still recognise the source? What will be our 

reactions to its relocation and re-sizing to real life tree scale?’268

Graffiti Willow appears to work because the blue and white semiotic is 

referenced, but primarily because the remediated image is lifted almost 

literally from the Willow Pattern. Its transformative state is simply scale, not 

iconographic. 

The life size Willow tree was further repurposed in early 2009 for Northern 

Print’s new Gallery WC.269 In Willow Creek, the room’s walls are clad with 

printed, glazed porcelain tiles of life size trees, a Willow Pattern plate sits 

embedded in the tiling on the window sill - the washbasin contains a 

banded patterned border and a Willow Beauty moth. The studios are 

housed in the renovated Steenberg building, originally part of Woods 

Pottery, which in its time produced a substantial quantity of blue and 

white printed tableware – landscape patterns and chinoiserie - including 

the Willow Pattern. It seemed appropriate thus to use ceramics and print 

to create a contemporary artwork reflecting both the current usage, 

and the building’s historic role in disseminating pattern and image. The 

work also references Thomas Bewick’s wood engravings (Bewick’s 

workshop was based in Newcastle). The original prints used as a source 

material for the confection were fine and small in scale – patterns and 

details from tableware (including engravings printed with the Northern 

Print etching press – used in Sweden at the Rörstrand Museum archive) 

as well as tiny details of Bewick’s vignettes from book illustrations. I have 

been digitally gardening - drawing and cloning in Photoshop, growing 

the miniature into new life-size trees and foliage, creating a small 

wooded garden room, together with insects and birds, to house the WC. 
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Fig. 139. Above, and over Figs. 140 & 141, details of Scott’s Cumbrian Blue(s) Willow Creek, 
Northern Print Studios WC, Newcastle Upon Tyne. In-glaze decal collage on Wallendorf porcelain 

tiling.
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‘As the region’s foremost venue for printmaking, Northern Print has also 

consolidated its identity by physically fusing printed imagery into the 

very fabric of its new premises. But this building was once part of 

Woods pottery, and for Paul Scott, the current and former usage of 

the site perfectly accords with his focus on the connections between 

ceramics and print. His Willow Creek installation references imagery 

and technical processes from both, to form a dialogue between the 

building’s historical and contemporary associations. In part, the 

installation pays homage to the North’s greatest printmaker, Thomas 

Bewick.  Bewick’s wood engravings are translated into digitally-

manipulated images, and their familiarity as tiny, detailed vignettes is 

disturbed by their expanded scale, spreading over the walls and 

looking like illustrations in a Bewick book for giants. In the same way, 

the Willow Pattern, which appeared on millions of industrially 

produced ceramic plates, migrates onto the tiles of a toilet, reminding 

us that porcelain is directly implicated at both ends of gastronomic 

input and output.’ 270

Studio Pottery and the semiotic:

During the course of the research I made a conscious decision to 

engage with the traditional language of Studio Pottery - after all it was 

my reaction to being perceived as working at the margins of 

contemporary ceramics that instigated my long journey through printed 

ceramics. Research and reflection have provided me with clear 

understandings of the source and contemporary contexts of Cumbrian 

Blue(s) artworks. The uneasy relationship between these objects and the 

world of studio pottery where the practice was initially located has 

begun to change in recent times. In part this is because contemporary 

ceramics has widened its breadth and scope as print and the surface 

have emigrated from the industrial form to the handmade. It is partly 

because Cumbrian Blue(s) artworks have a standing in a broader 

contemporary art context. Using prints on hand thrown porcelain, or flat 

salt glazed tiles, a series of works examine how the evolving semiotic 

engages with the language of studio ceramics itself - by overtly 
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remediating onto hand made objects, playing with notions of the three 

dimensional, and the language of fire and glaze. 

In Adelaide in 2006 I collaborated with Australian potter Kirsten Coelho in 

a series of celadon glazed hand thrown beakers (fig.143). Stephen 

Bowers writes - 

‘Her style developed under the influence of Bernard Leach and a 

broad notion of integrating the philosophy of Japanese ceramics with 

the aesthetics of Chinese (Sung Dynasty) ceramics.... Kirsten views 

repetitive image-based decoration with ambivalence, having done 

her share of production line work; predictable images painted on pots 

are not really her forte.’271

But four years after this critique of her work, Kirsten’s forms carried the 

deep blue silhouette’s of gum trees patterned in their surface. My 

dialogue between printed pattern/image and the hand-thrown has 

been further developed in work with leading Danish studio potter Ann 

Linnemann, the latest objects incorporating industrial patterns (figs.

142,144).

In 2007 at the International Ceramic Research Centre Denmark and 2008 

at the International Ceramic Studios Keckskemét Hungary I have also 

undertaken a series of wood fired soda and salt firings with Nina Hole272 

(Denmark) and Ane-Katrine von Bülow273 (Denmark and Hungary). 

Amongst the artefacts created and fired (which include screen-printed 

tiles - plates, bowls and beakers) are a series of trees derived from the 

Willow Pattern (fig.146). In the same spirit as musicians re-interpreting 

other songwriters songs, I have also re-worked one of Bernard Leach’s 

wood fired Willow tiles (figs.146,147).  
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Fig. 142. Scott’s Cumbrian Blue(s) Rörstrand Pattern cup. In-glaze decal collage on 
porcelain cup by Ann Linnemann with platinum lustre. Pattern is based on scanned 

material from the Rörstrand archive. Paul Scott 2009.

Fig. 143. Scott’s Cumbrian Blue(s) Gum Trees. In-glaze decal collage on porcelain 
beakers by Kirsten Coelho with celadon glaze. Paul Scott 2007.
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Fig. 144. Scott’s Cumbrian Blue(s) Winter Trees and Summer Trees. In-glaze decal 
collage on porcelain cups by Ann Linnemann with platinum and gold lustre. Paul Scott 

2007.

Fig. 145. Soda, wood fired test pieces - Cumbrian Blue(s) Willow Trees at the kiln in 
Guldagergård, Skælskør, Denmark in December 2007.
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Fig. 146. Bernard Leach, wood-fired Willow tile [1940-1948] 10cm x 10cm. Manchester 
Metropolitan University Special Collections.

Fig. 147. Scott’s Cumbrian Blue(s) Willow after Bernard Leach 20cm x 20cm. Salt glazed 
wood fired tile (Kecskemét Hungary).
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Leach wrote:

‘Patterns may be described as concepts of decoration reduced to 

their utmost simplicity and significance. They are analogous to 

melodies in music and proverbs in literature. Their significance is 

enhanced by directness of personal statement and detracted from by 

mechanical reproduction, for in such reproductions continuous vital 

interpretation is lacking, however good the original. That is why well 

painted pots have a beauty of expression greater than pottery 

decorated with engraved transfers, stencils or rubber stamps.’274 

The remediated object Willow after Bernard Leach lays bare the paucity 

of Leach’s distain for the printed graphic. It is the reaction of stain with 

fire, ash and glaze that imbues the melodious and proverbial - not 

necessarily the hand painted, but Leach’s philosophical attachment to 

the hand made and oriental aesthetic makes him an unsuited 

commentator on the industrial heritage of ceramics. He has been thrust 

into this space by his role as the father of the studio pottery movement 

which until recently claimed a strangle hold on the contemporary 

dialogue within British ceramics. His thinking on printed ceramics 

probably deserve to hold as much influence as mine on the craft pottery 

movement.

Verification - Peer Review and Reaction:

Critical assessments and reactions to artworks have been referenced 

throughout the preceding text. The reaction of commissioning bodies 

and the increasing number of Collectors and Museums buying Cumbrian 

Blue(s) artwork indicate that the work is succeeding in its aim of 

addressing contemporary issues by adapting - remediating the 

conventional and kitsch. Although at Galleri Nørby in Copenhagen, 

Peter Kammerman Gallery Geneva, blas&knada Stockholm, attempts 

were made to elicit verbal responses to artworks through interviews and 

questionnaires, collectors and exhibition visitors were reticent or unable 

215

274 Leach, Bernard (1940) A Potters Book  p. 101, Faber and Faber (1967 edition), London.



to articulate their reactions beyond a sentence or two. Many referred to 

the work as ‘making them look again’ at printed blue and white plates, 

usually adding ‘I never knew there was so much in them’. Individuals 

have sent and emailed unsolicited historical  information (usually 

connected to the Willow). Danes claimed the language of blue and 

white as theirs - ’we have Royal Copenhagen of course’.275 Carl Magnus 

Ericsson Curator Rörstrand Museum alluded to the reason why the 

exhibition in Stockholm was a virtual sell out - ‘Eight out of ten Swedes 

have Rörstrand Porcelain in their cupboards and recognition factor is 

important.’276 In Geneva the Musée Ariana’s collection of Langenthal 

printed blue and white perhaps explains the Swiss enthusiasm for the 

work. Chris Lucas part-time antique dealer in Wigton observed - ‘if I have 

two plates of the same pattern, but one blue and white the other 

another colour, the blue one always sells first - and for the most 

money’.277 Blue and white is part of the cultural wall paper in our minds - 

what Cumbrian Blue(s) do is to play on its familiarity and widespread 

recognition to insert contemporary art into unexpected places. Love 

Jönsson comments on the importance of the embedded images in 

Cumbrian Blue(s)  and alludes to the importance of remediation and 

confection:

‘In the ceramics of Paul Scott , yet another cherished postmodern 

theme gains resonance, namely our society’s restless circulation and 

manipulation of images. Unlike many other artist thematizing these 

issues through their work, however, Scott does not depart solely from 

today’s mass media, preferring rather to figure out linkages leading 

back from the present day and its maelstrom of images to the 

reproduction techniques of 19th century porcelain industry Combining 

historical and contemporary imagery as well as analogous and digital 
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printing methods, Scott’s creations appear as typical example of the 

eclecticism often found in contemporary ceramics.’278 

Finally Amy Gogarty alludes to the significance of the artwork’s domestic 

scale and focus, and the importance of the material aesthetic in the 

functioning of the works: 

‘Imparting images of machines that empower as well as threaten us 

on to domestic dinnerware, he admits contagion into the domestic 

sphere, where ideology has its origin and most potent hold. That these 

works are also extremely beautiful heightens the ambivalence and 

conflict we experience in viewing them. Scott makes us realize the 

degree to which we are prepared to rationalize and compromise in 

order to preserve our fantasy intact. Although subtle, Paul Scott’s 

confected landscapes and contemporary vignettes expose 

contradictions and critique ideological fallacies making them most 

political works’279

Remediation, Confection and stretching the Semiotic:

By unpacking the technical processes undertaken in artefact 

production, and analysing the visual, thematic and contextual shifts 

involved in artwork creation this chapter has documented the working 

relationship Cumbrian Blue(s) has with industrially printed landscape 

patterned tablewares. The chapter has shown through selected works 

how important historical and contextual understanding is to successful 

artwork realisation. It has established the significance of appropriation, 

and highlighted the importance of remediative and confective 

concepts. Cumbrian Blue(s) artefacts demonstrate that in referencing 

formulaic pattern the semiotic is colour driven, but that the 

hypermediacy of glazed surface and object connotation are key in 

convincingly articulating a visual language drawn from the genre. 

Through the processes of appropriating, re-working, remediating, 

transforming detail and image - creatively confecting, materiality is 
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fundamental in convincing. Glazed connotation allows extreme 

remediative stretch - in scale, and place, formally and conceptually.
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Chapter 7

Conclusions:

The intent of this research was to build on the work undertaken for 

my books Ceramics and Print and Painted Clay. Although these were 

not composed within an academic framework they have been 

credited as expanding contemporary practice and extending 

knowledge within contemporary ceramics. Whilst the books were 

wide in their scope, this research has tried to retain a more focussed 

examination of a narrower field. I have used my own practice as the 

driving force behind the documentary research. Characteristically, 

at times the investigation has strayed from the overtly relevant, and 

the journey has been less direct than it might have been. It has 

however succeeded in creating new understandings of the history of 

printed landscape patterns on ceramics and their re-

contextualisation in contemporary visual practice. The investigation 

has been undertaken from an artistic perspective - evidence and 

findings are presented from the view of a practitioner, and original 

contributions to knowledge should be assessed within this context. 

Presentations of research findings have been made through 

artefact resolution in exhibition, and in textual form as thesis. 

Reflections on the presented investigation consider initial research 

questions, discuss the diverse nature of findings, and their original 

contributions to knowledge. The chapter then reflects on 

methodologies employed and makes recommendations for future 

areas of research.

The Contexts of Production and Consumption of Industrially Printed 

Ceramic Landscape Patterns:

Whilst the story of journeyed landscape images - through painted 

confect, textual illustrative to patterned ceramic artefact has 
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already been partially plotted within disparate specialist literature, 

this research has for the first time pieced together the whole story in 

a single narrative. It has plotted a timeline informed by historical, 

philosophical and conceptual constructs, and charted something 

of its geographical spread. In creating understandings of the wider 

context of production, associations with commemoration, 

nationality, and a sense of place, the research has also identified 

specific lost meanings contained in artefact and pattern.  

Original contributions to knowledge lie not only in this completed 

threaded narrative, but also in the specificity of particular 

investigations. The research identified significant undocumented 

historical archives at the Egersund Museum Norway, Gustavsberg 

Porcelain and Rörstrand Museums in Sweden. In the latter a basic 

sorting of an extensive copper plate collection, resulted in the 

discovery of an unknown tableware pattern - Vindsäter. Memorable 

for the quality of its design and execution, its significance lies in the 

probable origins and contexts of production - which were 

investigated and documented within this research.

The nature and extent of remediative and confective processes inherent 

in the genre - their re-contextualisation in Cumbrian Blue(s) artefacts:

Placing the composition and production of printed landscape 

patterns within a wider context included a descriptive refining and 

re-definition of the process of image appropriation inherent in 

production. Remediation is significant in considering movement of 

concept and image because it specifically defines the use and 

change of meaning brought about by their cannibalisation and use 

in different media. The research also identified Confection - the 

composition of disparate images and ideas into the superficially 

sweet - as a complimentary characteristic process throughout 

construct and resolution of historical artefact. In detailing the full 
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extent of the Wild Rose pattern’s ancestry (remediated literature, 

confected landscape, to engraved illustration, postcard and 

tableware design) the research identified the exact nature of the 

process. It revealed that remediated confect can be 

comprehensive - in the very generation of a landscape, and then 

present throughout the lives of the illustrative images of that place - 

not just in their ceramic resolution. 

Cumbrian Blue(s) artworks harvested printed industrial forms, as well 

as images and patterns used in their creation. Through an artistic 

process involving appropriation, assimilation, remediation and 

confection, new forms have exploited the contexts of original 

production and reception. Their display in assorted exhibitions 

during the course of the investigation, and installation as 

commissioned artworks have functioned to recontextualize printed 

blue and white within a contemporary visual discipline. These 

artworks generate new ways of seeing - not only the historical, but 

also the contemporary landscapes and issues that were the subject 

of artistic investigation. Critical peer review has indicated the 

significance of these artworks in creating novel apprehension, in 

breaking new ground within the field of contemporary ceramics. 

Implications for dialogues in Contemporary Ceramics - A Theory of 

Surface:

This research has demonstrated the timely importance of a genre 

which occupies a significant part of the modern history of ceramics. 

It has documented how printed landscape patterns on industrially 

produced tableware involved a synthesis of graphic imagery and 

material glaze in cultural artefacts that disseminated messages and 

meanings. It has shown how printed images on paper, were copied, 

removed from their illustrative role to text, then re-purposed as 
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decorative signifiers, which still have a life after that which the 

makers intended.

The research has identified printed ceramic surfaces as part of the 

new media revolution of the late eighteenth century, and posited 

that it is appropriate to extend the vocabulary currently used to 

describe and analyse ceramics by using concepts employed in the 

discussions of new media. McLuhan, Bolter and Grusin have 

described a medium as one ‘that which remediates. It is that which 

appropriates the techniques, forms and social significance of other 

media and attempts to rival or refashion them in the name of the 

real.’280 The characteristic features of remediation - Immediacy, 

offering access to the real (graphic representation), and 

Hypermediacy, drawing attention to the medium (glazed surface, 

ceramic form) are clearly evident in printed wares. This is a useful 

addition to the dialogues of crafts and ceramics where technique, 

process and materiality have particular resonance. In the context of 

a material discipline, appropriation can most accurately be 

described as ‘remediation’.

Using the concept has illuminated the narrative documenting the 

development of printed patterns on ceramics. It has focussed 

attention not only on the material movement of images between 

media but also helped to explain their re-interpretation, re-use and 

assimilation. Stretching the semiotic in practice by exploring scale, 

context, content and form the research has shown the importance 

of hypermediacy in glazed and ceramic materiality. In addition to 

the remediative, research has identified the confective 

characteristic of pattern composition. Finally it has established 

commonalities between industrial artefact and the conceptual and 
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physical articulation of ideas embodied in Cumbrian Blue(s) 

artworks. 

 

Identifying that that remediation and confection are key concepts 

implies a theory of ceramic surface - that printed ceramics 

remediate - literally through image appropriation and pattern 

confection, and conceptually because they remediate the 

everyday world of utilitarian objects and the symbolic world of art - 

‘questioning both through an act of critical bridging’.281 This 

assertion has to affect the wider field of ceramics. Leopold Foulem 

writes that 

‘Surface in ceramics has definite characteristics and a double 

significance..... the surface is primarily the shell, the outer perimeter 

defining a volume. Its own existence is independent from its 

eventual finality. It is a result not an aim. It generally does not exist 

as an abstract or utopian space. It becomes an area to decorate 

only after the fact. The decoration is the by-product rather than 

the end product.’282

As a result of research findings which elevate the significance of 

printed ceramic surface in the dissemination of messages and 

meanings, the formally defined decorative ‘by-product’ is in need of 

a re-assessment. In Cumbrian Blue(s) and similar practices (including 

Foulem’s) the printed surface arguably becomes the end product, 

supported by the form, and its formal qualities must be defined by 

more than just ceramic dialogues.

Artists working in material based disciplines have long eschewed the 

pigeon-holing of work into unsuited categories defined by their 

material. This research indicates that the location of the materially 

homogeneous within the field of Craft with its anti-industrial roots, its 
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focus on material and process is erroneous. Its language and 

concepts are in so many ways inconsistent and oppositional. In 

timely fashion however, during the period of this research study, there 

has been a continuing radicalization in materially based fields of 

work. Critical writing has begun to reflect on this concerted, 

innovative field of practice. Contemporaneous with the start of this 

research in 2004 was the launch of Think Tank, a European Initiative 

for the Applied Arts, which sought ‘to bring vigour and imagination to 

bear on the theorizing of the applied arts in Europe’.283 

Fig. 148.  Detail - Rose Border Multiple assemblage of cut tableware, by Caroline 
Slotte (2007).

Writing about Caroline Slotte’s delicate vistas in 2007, Jorunn Veitberg 

was moved to contemplate:

‘Slotte’s plates defy categorization in terms of design or applied 

art, mass produced or unique, good or bad, precious or worthless. 

Instead, they mediate between extremes and opposites. To 

incorporate in contemporary craft mass produced and 
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anonymously designed products and transform them into unique 

objects of art, is at the same time to widen the meaning of the 

term craft. The artist and consumer merge, changing the relation 

to the material. Does it, perhaps, signal a paradigm shift in the 

crafts, the consumer paradigm?’284

Louise Mazanti’s doctoral thesis focuses on this conceptual tendancy 

- SUPER-OBJECTS, A Theory of Contemporary, Conceptual Craft 

suggests that there is  with a radical breach with: 

‘the traditional, formal aesthetics of craft in favour of a more 

external’ agenda. In this new, conceptual craft society is 

addressed, questioned, commented upon and gently mocked by 

objects that possess reflective layers of meaning .... Instead of 

constructing meaning via formal relations based on the aesthetic 

potential of a specific material, the conceptual layers of meaning 

are based in a specific relation with material culture.’285

Garth Clark asserts that this materially based movement, is not 

actually craft:

‘We see the coming of age of a new emerging movement, 

Applied Art. It functions on the cusp of art and design and has 

been around for some time but it has finally achieved critical mass 

(literally and figuratively) it needs to stand on its own. Applied Art is 

driven by a dialogue with industry about its impact on our lives: 

design, taste, consumerism, prestige memory and desire. It is witty 

irreverent satiric, ironic, iconic and more often than not, engages 

in a kind of domestic surrealism, somewhere between the fantasia 

of Disney’s Beauty and the Beast (remember the dancing 

teapot?) and Frank Oz’s sci-fi fable, The Stepford Wives’....

‘Applied Artists do not work in seclusion. Their creative actions take 

place at a busy intersection where a cacophony of art, design, 

decorative art, kitsch and at times craft, stream by like rush hour 
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traffic, noisy vigorous, shuttling backwards and forwards through 

their work’.286

Clark places places Cumbrian Blue(s) firmly within this emerging 

movement, and Amy Gogarty agrees:

‘Scott creates individual pieces that are exacting and critical, he blurs 

boundaries between fine art and design, a strategy that enables him 

to bring home contemporary concerns with rural agriculture, the 

legacy of the slave trade, the environment and global politics’.287

One of the main implications of this research is a further widening of the 

dialogue within contemporary ceramics, the crafts and applied arts. 

Original contributions to knowledge in this context are significant 

additions to the vocabulary used to describe and analyse printed 

ceramics.

Methodologies:

Conventional documentary research methodologies in the form of 

primary investigation and literature review have formed a backdrop to 

creative inquiry - but they have also been influenced by Cumbrian Blue

(s) creative practice. Artistic investigative processes are not necessarily 

sequential or transparent - articulating them and their findings textually in 

a convincing manner can be problematic - Elvis Costello famously 

pronounced that writing about music was akin to ‘dancing about 

architecture’.288 For this reason a significant part of research evidence, 

processes and outcomes take the form of self curated exhibition, visual 

essay, and the digital versions of these, as well as supportive material 

enclosed on DVD.   
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Nyrnes Rhetorical model functioned as a personal analytical tool - 

mapping, and enabling me to understand, the creative processes that 

have been undertaken. By clarifying the relationship of theory to 

language and material it facilitated the refinement and fine tuning of my 

existent processes. During the course of this investigation, movement 

between topoi has sometimes been intuitive and random - enabled by 

the inexplicable and sudden realisation of new ideas fermented in the 

back rooms of thought, fed by drips of apparently unrelated discovery. 

Sometimes the creative engine has been forced to address issues in the 

timely realisation of particular concepts, passages of text or objects for 

exhibition/commission. Self awareness of the way in which creative 

research operates in personal practice helps to legitimize the apparently 

haphazard methodology of artistic working. It is quite clear that Own 

Language, Theory and Artistic Material have developed significantly 

throughout the research process. In adapting Bunnell and Brownsword’s 

stages of naturalistic enquiry, the processes of creative research are 

identified as sequential. Artistic process involves continuous self 

reflection, it is processed by - Origination, Acquisition/Immersion/

Evolution leading to Resolution, and then verification through Peer 

Review. Where possible these processes have been reflected in 

descriptive text, in the physical artefacts of artistic production, and were 

evidenced in exhibition and supporting material.

The synthesis of documentary and practice based research has 

produced artistic work with conceptual depth and authenticity. It has 

made the process of artistic creation simpler because of a greater 

understanding and awareness of historical and contextual factors. A 

functional outcome was that the organizational requirements that go 

along with effective documentary research - the need for order in the 

storage and processing of documentary material - has resulted in 

greater sophistication in the filing and labeling of visual and textual 

material. As a result artistic research has become more effective 
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because raw material, artefact, notebook and digital resources are now 

better organized - easily and readily accessible.

Outcomes and Research Dissemination:

Exhibition:

Confected Landscapes, Cultural Wall paper and Contemporary 

Vignettes - ’A delightful mix of beauty and brutality’.289 The 

exhibition of artworks and artefacts held at MMU Special Collections 

Gallery (together with supporting pictorial essay) embodied a visual 

and material articulation of appropriation, remediation and 

confection, supported by textual information in the form of captions 

and information boards. Encompassing historical objects, process 

products, as well as resolved artefact and artwork the exhibition 

made visual connections which could not possibly be made 

textually. It also provided physical, material impressions which are 

not fully replicated in the photographic representations sequenced 

in text or provided on DVD. 

Objects included associative products - such as garden design 

books by Humphry Repton, delft tiles and Victorian scrapbooks 

which supported, illustrated (or identified new) remediative 

connections with the printed ceramic. It was fortunate that 

commissions during the period of research allowed realisation of 

artworks to test the semiotic in terms of scale and location. Other 

proposed artworks - like free standing, life sized elements of pastoral 

constructs - cows and trees, were not resolved because of financial 

and time constraints. Life-sized mock-ups of commissioned and 

proposed works were produced however and sequenced within 

the exhibition, as well as being installed elsewhere within the library 

building. 
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Whilst the selected objects and artefacts were eminently suitable for 

the nature of this exhibition venue - with its assorted display cases 

and wall space - the design of installation was to a large extent 

prescribed by the physical attributes of a gallery functioning within 

a working library. Sequencing of the narrative had to take account 

of access routes, doorways and semi-permanent display cases - the 

narrative was inevitably compromised as a result - but in real life all 

activities are constrained by physical conditions, time, finance and 

opportunity. In spite of concessions in sequencing and object 

locations the exhibition functioned largely as intended. Reaction 

from visitor book and staff feedback appeared universally positive.

Other exhibitions of artworks and artefacts of creative production 

(commissions) took place during the research, and have been 

referenced within the body of thesis text. These are listed in full in 

Outcomes following the Bibliography.    

Thesis:

In writing the thesis the aim has been to provide a textual articulation of 

research findings. Text has been supported and enlightened by images 

within the narrative. Like the physical constraints of exhibition space, the 

formulaic restrictions of black-book format has prescribed the 

presentation, which could have been more effective if design restrictions 

on layout had been more flexible. 

Lectures, Papers:

During the course of this research, lectures and papers were presented 

to the following conferences - in 2005, Ceramics Landscape Memory 

and Confection, paper to Sensuous Knowledge Conference Bergen 

National Academy of the Arts. In 2006, lecture - Cumbrian Blue(s) - on
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Confected Landscapes - samples of exhibition sequences 

Figs. 149, 150. Examples of sequencing affected by the physical layout of display cabinets: 
Piranesi etching from Vedute di Roma, The Tomb of Plautius Lucanus engraving by A.H. 
Payne and Spode’s Blue Room Collection Traditions Series - Lucano would ideally have 
been placed in a sequence within one display cabinet, but sizes of artefacts involved a 
compromise with the plate being placed in the next case along.
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Fig. 151. Scrapbook of prints and engravings. [Anon.] c1840.
From the Sir Harry Page Collection (no.56) MMU Special Collections.

Fig. 152. Victorian Pink lustre ware, souvenir plate depicting the
Grand Parade Eastbourne date unknown, probably made in Germany or Austria 

Fig. 153. Display Case showing (from bottom left clockwise): 
Hirado-ware shallow footed dish. Blue and white decoration of Mount Fuji and seascape. [1875-1899]. 

MMU Special Collections.
Earthenware plate with seaside scene marked Importé E Bourgeois Paris 

(date unknown), bought Geneva, Switzerland in 2006. 
English Delft tiles. Tin glazed earthenware decorated in blue underglaze. 1700-1799. MMU Special Collections.
Scott’s Cumbrian Blue(s) Hartlepool Ghost Ships, Canisteo. Inglaze decal print on Royal Worcester bone china. 

Paul Scott 2005/2007.

231



the relationship of artistic practice to industrial archives, at the Clay Indus 

Try conference at the Decorative Arts Museum Copenhagen (Jointly 

organised with the International Ceramic Research Center 

Guldagergård Denmark). In the same year I presented as a participating 

member with Sin Ying Ho, Ruth Chambers and Amy Gogarty (Canada) 

on the panel Inner Immensity: Ceramics and Place, at the annual 

NCECA (National Council for Education in the Ceramic Arts) conference, 

Portland Oregon USA. In 2007 I presented a keynote paper to the 

conference Collaborative Relationships 2007 at the International 

Ceramic Research Center Guldagergård Denmark. Finally in 2009 I 

presented my an outline of my research and findings to Parallels and 

Connections - Phd conference, at University of Sunderland.

Further research:

Historical Ceramics:

Fine collections of printed ceramics and the artefacts that enabled 

them still exist at museum archives at Egersund, Rörstrand and 

Gustavsberg - they remain relatively unexplored. The financial 

collapse of Spode and the dispersal through auction of its copper 

plate archive means that these collections now represent the only 

public material records of these artefacts of production in Northern 

Europe, and possibly the world. As the Vindsäter research 

demonstrated, copper plates carry additional documentary 

information about pattern design and origination and this is lost 

when archives are broken up and dispersed to private collectors. In 

Rörstrand crates of engraved coppers for ferry companies, 

restaurant and tableware, represent a unique take on a particular 

period in early twentieth century advertising. Apart from Vindsäter, all 
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the Rörstrand coppers remain unsorted and undocumented. There is 

much to examine here, at Egersund and Gustavsberg.

 

Industrial dialogues:

Cumbrian Blue(s) artworks have developed out of industrial cultural 

detritus, creating new objects, forms and ways of seeing. They have 

succeeded in functioning as accessible, desirable contemporary art 

objects. Their development has run alongside the current decline of 

industrial ceramic manufacturing industry, which has led to factory 

closures and an ongoing systemic loss of skill and craft knowledge. 

Evidence of the tenacity of the genre is demonstrated by the work of 

an increasing number of contemporary artists, but also at the site of 

the Rörstrand factory in Lidköping where new ceramic micro-

businesses and artist studios are developing. Digital technology 

aligned with embedded local specialized knowledge enables 

customization and batch production. Further research should 

examine the potential for melding artistic investigation with industrial 

micro-production. This involves three specific areas - evaluating the 

creative potential of digital technologies for artist’s studio use, the 

potential for employing artistic vision in the design of new batch 

produced artefacts, and in the continued creative exploration of 

industrial archives - unearthing the lost and neglected, creating new 

ways of seeing and understanding the past and the present.

Contemporary Dialogues:

In identifying the remediative thread, the primacy of image and 

pattern in synthesised ceramic form, as previously indicated this 

research has implications for the language used to describe, debate 

and theorise the field of contemporary ceramics. Cumbrian Blue(s) 

artefacts are not the only objects which delve into this space. An 

existent group of artists have been mining the industrial archaeology 

of ceramic history, exploring or using the fused image/form for some 
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time. They include - Neil Brownsword, Stephen Bowers, Constantin 

Boym, Marek Cecula, Robert Dawson, Stephen Dixon,  Leopold 

Foulem, Charles Krafft, Paul Matthieu, C J O’Neil, Caroline Slotte, Mel 

Robson, and Gerry Wedd amongst others. All belong to Garth Clark’s 

‘Applied Art as critical movement’,290 but in specifically exploring the 

images, messages and meanings associated with the genre they 

constitute a distinct group within the Applied Arts. Their exploration of 

the visual language of the printed industrial requires further theorising 

and contextualizing. In particular, whilst the historical narrative of 

industrial artefact and cultural object has been pieced together, the 

exploitation of these objects by artists is relatively undocumented. 

Ceramics and Print, Hot off the Press and Painted Clay all make 

some inroads into the field, but an in-depth analysis of the manner in 

which the printed object has become part of contemporary 

practice is lacking.

Digital Publishing of Research Findings:

Early in the research, the intention was to publish textual findings in a 

primarily digital format, with a paper version to fulfill University 

requirements. Handling and accessing information – text, image, sound 

and video within an appropriate digital environment is seamless. Mouse 

clicks instantaneously reveal pictures, bibliographic detail, web links, 

video and audio interviews. However, in an age of diverse systems there 

still remain huge problems with digitally recorded material retaining 

designed accessibility across different platforms in real time. Additionally, 

systems are in a state of continuous development and digital data has a 

tendency to become inaccessible as operating systems upgrade and 

change. In 1991, Ceramics and Print was written on an Amstrad PCW - 

the original disc material is now completely inaccessible. Katie Bunnell’s 

pioneering Phd thesis published on CD in 1998 is only accessible from a 

computer running a Classic Macintosh system or a PC running a 
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particular version of Windows software. Neil Brownsword’s 2006 digital 

version of Action/Reflection: A Creative Response to Transition and 

Change in British Ceramic Manufacture produced in Microsoft Publisher 

is only accessible on a PC computer running that particular version of the 

software.  

Major institutions and organisations are now considering the implications 

of ongoing data access as computer systems change and develop. 

English Heritage for example has issued Management of Research 

Projects in the Historic Environment. MoRPHE Technical Guide 1 Digital 

Archiving and Digital Dissemination.291 This makes recommendations for 

appropriate file type both for data archive and data dissemination. 

Further research into appropriate digital systems for presenting and 

disseminating research findings should aim for a swift resolution enabling 

- initially at least - for digital publishing alongside the analogue. Clearly 

the scale, quantity and diversity of evidence in practice based projects 

is daunting but the benefits of resolution are the reach to global 

audiences - surely worth striving for.

For now the black book format acts as a stable universal base, but 

perhaps the time has come to examine how the thesis format might be 

stretched to more readily accommodate the diverse nature of 

contemporary research.

Funding:

Reference has already been made to the ‘real life’ restrictions on 

research and outcomes - exhibition display and artefact realisation. In 

my survey of research literature it is seldom referenced, but important to 

note that physical and monetary restraints do necessarily affect the 
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whole course of research. I was fortunate to receive a bursary from 

MIRIAD for this PhD investigation. I also received Arts Council funding for 

travel to Norway and Sweden allowing primary documentary, and 

practice based investigation at Egersund, Gustavsberg and Rörstrand 

museums. Exhibitions supported by the British Council in Copenhagen 

and Stockholm as well as artist residencies at the University of South 

Australia/Jam Factory Adelaide, Emily Carr University College of Art and 

Design Vancouver and at Denison University, Granville, Ohio enabled 

further investigation of the international impact of printed landscape 

genre and my contemporary interpretations. Commissions enabled the 

creation of Artwork at Ponteland and Northern Print Studios in Newcastle. 

Cumbrian Blue(s)

 ‘Blue is the colour of Paul Scott’s subversive ceramics, where is 

happily expressed an undeniable sense of derision on an acid 

background, with humour and tenderness’.292 Interviewed for the 

Guardian, artists Gilbert and George asserted ‘we have found a 

language and we keep to that’.293 Cumbrian Blue(s) practice has 

also found a visual language to keep to - drawn from industrial 

printed blue and white. It has evolved to be a fluid artistic working 

process that has proved to be flexible and adaptable in a variety of 

contexts. Emilia Telese has tweeted that ‘the dilemma of an artist is 

always to say new things in a recognizable yet innovative way, and 

yet be faithful to their integrity’.294 Articulating and sustaining artistic 

vision requires appropriate efficient technical expertise, tacit 

knowledge, and conceptual grasp - but it is fed by research and 

understanding. Cumbrian Blue(s) practice will continue to excavate 
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and mine, investigate - research in order to develop new artworks, 

new understandings and ways of seeing.

Paul Scott May 2010.

Fig. 154. Scott’s Cumbrian Blue(s) Stigsnæs No:2. In-glaze decal collage on 
earthenware platter, marked Kobenhavns Fajancefabrik Danmark bought in 

charity shop, Skælskør (2 miles from power station) 42cm x 32cm. Paul Scott 2007
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Ceramics and Landscape, Remediation and Confection- 
A Theory of Surface
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Hess Honegger, Cornelia: www.wissenskunst.ch/en/biographie.htm

Hole, Nina: www.ninahole.com/

International Ceramic Research Centre Denmark: www.ceramic.dk

International Ceramic Studios Kecskemeet Hungary: www.icshu.org 

Les Lawrence: www.leslawrence.com. 

Morrison, Pru: www.bumcrane.blogspot.com/ 

Museum on the Seam.  www.mots.org.il/Eng/Exhibitions/
NatureNation.asp. 

Wedd, Gerry: http://weddwould.blogspot.com

Rench, Scott: www.yosoh.com
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Northern Print: www.northernprint.org

Digital/Print Resources:

Andromeda Screens: www.andromeda.com/main/
screening_gallery.php

Wacom Europe: www.wacom-europe.com

Tullis Russell Papers: www.tullis-russell.co.uk

Historical:

Bewick Society: www.bewicksociety.org

Burleigh: www.burleigh.co.uk/burleigh-process.php

Ceramic Marks: www.thepotteries.org/mark

Cherryburn: www.nationaltrust.org.uk/main/w-cherryburn

Reference Works Books: www.referenceworks.co.uk 

Transferware Collectors Club: www.transcollectorsclub.org/

Wedgwood: www.wedgwood.com/Pattern.aspx?PatternGroup=3509

Willow Collectors Club: www.willowcollectors.org

Pressure Group:

Anti Slavery: www.antislavery.org

Interviews, recordings, digital dialogues, Radio, TV, Podcasts:

Best, Robin, Jam Factory Adelaide 31/03/06, audio file.

Bowers, Stephen, Jam Factory Adelaide 4/04/06, audio file.

Bragg M., in Travels in Written Britain, Episode 3 The Midlands, ITV 
productions 2008 

Coutts, Howard, The Bowes Museum Barnard Castle 18/11/04, written 
notes.
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Ericsson, Carl Magnus, Curator Rörstrand Museum, written notes 
14/10/04, 28/04/05.

Friends of Blue, Discussions Annual General Meeting, Doncaster Museum 
and Art Gallery, 26/06/05, audio file.

Guardian Unlimited, Gilbert and George Live at the Tate podcast 
downloaded 10/05/07 

Gogarty, Amy, 24/11/04 onwards, email dialogue.

Henriksson, Boel interview V&A 09/02/07, audio file.

Holland, Jools, BBC2 10/10/08

Hole Nina, 14/12/07, audio file. 

Kluge, Knut, Curator, Egersund Museum, Norway, Interview 28/02/05, 
written notes.

Köppe, Bettina, Curator, Gallery Nørby, audio file, 01/02/06.

Lucas, Chris, Antique dealer, notes meeting 02/06/05.

Macfarland, Robert The Wild Places reading on Book of the Week, Radio 
4 05/09/07 

Martin, Victoria, unedited videos made of Spode’s traditional making 
processes in 2004

Murray Nelson, Collector, notes meeting 27/07/07.

Notebook, Kecskemét, July 1998. 

Rörstrand Museum, Copper plate archive and printing processes, copper 
plates 04/05, video.

Wedd, Gerry, Jam Factory, Adelaide, 5/04/06, audio file.

Zettersten, Gerd Bloxham, Architectural Historian, Copenhagen 
University, 01/02/06 audio file, and email dialogue.

Primary Archival Sources:

The Bowes Museum, Barnard Castle, 18/11/04 (Gentleman’s Library).

Denison University Library archive, Granville, Ohio, USA, 21/04/07.
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Egersund Pottery Museum, Norway, 28/02/05. 

Gustavsberg Porcelain Museum, Stockholm, 17/11/06. 

Musée Ariana, Geneva, Switzerland, 15/07/05.

Ohio State University, Ceramics Collection, Columbus, Ohio, USA, 
26/03/07.

Rörstand Museum, Lidköping, Sweden, 14/10/04, 22/04/05 – 02/05/05, 
15/11/05 – 22/11/05.

Royal Worcester Museum, Worcester, 24/04/07.

Sir Kenneth Green Library, Special Collections, Manchester Metropolitan 
University.

Spode Museum, 24/06/05 (and previous).

Vestlandske Kunstindustrimuseum, Bergen, Norway 24/02/05.

Grants:

2009: British Council grant for exhibition at Rörstrand Museum, Lidköping, 

Sweden

2008: Residency - International Ceramic Studios, Kecskemét, Hungary

2007: Residency - Emily Carr Institute of Art and Design Vancouver 

Canada

Residency - Vale Visiting Artist, at Denison University, Granville Ohio USA

2006: British Council grant for exhibition blås&knåda Stockholm, Sweden

Residency - University of South Australia/The Jam Factory, Adelaide 

Australia.

2005: MIRIAD grant for Sensuous Knowledge conference Bergen

British Council grant for Body Blue, Galleri Nørby Exhibition, Copenhagen

Arts Council grant - research into ceramic print collections in Norway, 

Sweden and Finland

Outcomes:

264



Papers/Lectures:

2009: Parallels and Connections - paper, Phd conference, University of 

Sunderland

2007: Collaborations and Confections keynote paper Collaborative 

Relationships 2007 International Ceramic Research Center Guldagergård 

Denmark… www.ceramic.dk

2006: Cumbrian Blue(s), paper to Clay Indus Try, Decorative Arts Museum 

Copenhagen/International Ceramic Research Center Guldagergård 

Denmark

Inner Immensity:  Ceramics and Place, panel member NCECA Portland 

Oregon USA

2005: Ceramics Landscape Memory and Confection, paper to Sensuous 

Knowledge Conference Bergen National Academy of the Arts.

Solo Exhibitions:

2009: Cumbrian Blue(s) at Rörstrand, The Rörstrand Museum, Lidköping 

Sweden

2008: Bovall Gallery Bovallstrand Sweden (with Lillemor Petersson)

Cumbrian Blue(s) 21st Century Showcase Manchester City Art Gallery

Newport Museum and Art Gallery, Model House Llandrisant, Wales

2007: Confected Landscapes, Cultural Wall paper and Contemporary 

Vignettes, Manchester Metropolitan University, Sir Kenneth Green Library, 

Special Collections Gallery 

BC Ceramics Gallery Vancouver, Canada

2006: blås&knåda Stockholm

2005:  Parcours Céramique Carougeois, Peter Kammerman Gallery, 

Geneva Switzerland

Body Blue (with Ann Linneman) Galleri Nørby, Copenhagen.

Group Exhibitions:
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2009: Nature and Nation Museum on the Seam, Jerusalem 

(www.mots.org.il)

Object Factory Museum of Art and Design New York USA 

(www.madmuseum.org), International Festival of Design, Lodz, Poland

White-Blue, Blue-White Galerie Handwerk Munich  (www.hwk-

muenchen.de)

British Ceramics Biennial - Awards, Potteries Museum and Art Gallery, 

Stoke on Trent 

2008: These Valued Landscapes, Bury St Edmunds Art Gallery, Suffolk

Fold Gallery at Scope Art Fair, London.

Aesthetic Kitsch and Ceramic, Musée Magnelli, Vallauris, France

Object Factory, Gardiner Museum, Toronto, Canada

Gift, European Think Tank (www.thinktank04.eu/page.php?5,117)

Teas Up, Contemporary Applied Arts, London

2007: Functional Art, Drudd and Koppe, Copenhagen

Gift European Think Tank touring exhibition to 2008, Gmunden Austria, 

Stockholm, London

Dreadful Delights (Förfärligt härligt) Nationalmuseum, Stockholm, Sweden 

200 Years: Slavery Now Bluecoat Liverpool

Legacy (marking 200th anniversary of the Slave Trade Act 1907) Cumbria 

Institute of the Arts, Beacon Whitehaven 

Unsoiled, Nature/Culture themes in clay Tweed Museum of Art, Duluth 

University Minnesota USA

2006: Making a Mark, Northern Print Newcastle UK

Surface Tension (with Stephen Dixon and Sergei Isupov) Jam Factory 

Adelaide Australia

2005: A Great Mania, The Influence of Delftware, Sun Valley Center for 

the Arts Idaho USA

Stories and Visions of Nature in Clay Signature Gallery Atlanta Georgia 

USA

Clay and Print 1 Clay Studio Fort Wayne Indiana USA
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Books and Magazine Articles:

2009: Contemporary Ceramics, Emmanuel Cooper, Thames and Hudson, 

London.

Object Factory, Museum of Arts and Design, New York.

Confected Landscapes, Amy Gogarty in Ceramics Art and Perception 

No: 75.

1280ºc, Israeli Ceramics Magazine article.

Art & Architecture Journal, 68/69, Article Ceramics For Public Spaces.

2008: Fragiles, Porcelain Glass and Ceramics, Gestalten, Berlin 2008.

Cumbria Life, June/July, magazine feature by Sue Allan.

Studio Pottery in Britain 1900 – 2005, Jeffrey Jones, A&C Black.

Confrontational Clay, Judtih Schwatrz, UPP, A&C Black 2008.

2007: Gift, papers and exhibition 2007 European Think Tank edition 04. 

Articles Sticky Smooth by Edmund de Waal, and Ambiguous Gifts by 

Jorunn Veiteberg, Kulturamt Gmunden, Austria. 

Når blå og kvit keramikk blir til blues Paul Scott, Jorunn Veiteberg, 

Kunsthandverk, 3/07.

2006: Monument Architecture and Design, (Pacific Magazines ABN 

16097410896 Sydney Australia), Aug/Sept - Magazine feature.

World Contemporary Public Art - Ceramic Works Zhang Yushan, 

Shaoshan University Press.

Image Transfer, Paul Wandless, Lark Books.

2005: The Ceramic Narrative, Matthias Ostermann, A&C Black.
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Appendix:

DVD:

Slide Shows:

Exhibition overview:

confectedlspex.key Keynote File (Mac)

confectedlspex.ppt Powerpoint File (Mac/PC)

Vindsäter Series:

Vindsäter.key   Keynote File (Mac)

Vindsäter.ppt   Powerpoint File (Mac/PC)

Movies:

Rörstrand - sorting and printing copper plate archive:

Rörstrand.mov  Quicktime Movie (Mac/PC)

BBC Cumbria interview, applying decals to Hartlepool Ghost Ships 

plate:   Quicktime Movie (Mac/PC)

Transfer Printing at Spode (edited October 2008 from videos made 

by Victoria Martin, Outreach and Community Development Officer, 

Gladstone Pottery Museum, in 2004).  

Transferprinting.m4v Quicktime Movie (Mac/PC)

Artisancam Movies working in studio:

1.research.mov Quicktime Movie (Mac/PC)

2.drawing.mov  Quicktime Movie (Mac/PC)

3.printing.mov  Quicktime Movie (Mac/PC)

4.clay.mov  Quicktime Movie (Mac/PC)

5.transfer.mov   Quicktime Movie (Mac/PC)

6.dayinstudio.mov Quicktime Movie (Mac/PC)

PDFs:

Exhibition Catalogue/Visual Essay:

Conflsps.pdf     (Mac/PC)
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Spode blue and White range 2007:

Spodebroch.pdf    (Mac/PC)

Thesis:

CLRCTS.pdf

READ ME FILE:     (Mac/PC)

ReadMe.pdf     (Mac/PC)
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