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Dean Allison
(American, b. 1976)
Swimmer
Cast glass
Courtesy of Blue Spiral Gallery
There is a familiarity as well as an otherworldliness to this portrait of a young girl in swimming
goggles. She could be your daughter or your neighbor’s child wrapped in a towel, after having
been implored, against her will, to come out of the water. Eyes closed and unwilling to shed her
mask, she is stoical, refusing to express her true emotions though it would appear she is literally
turning blue from the chill. The artist has successfully captured a fleeting moment in this
individual’s life at a specific time and place. The unusual representation eschews the formality
of a traditional portrait bust, not only because of the curious depiction of a goggled figure, but
also because of the material. It is not the usual portrait in cast bronze or carved stone. This
portrait is an exploration of the materiality of glass as well as an innovative way to represent
and express the human condition—and to offer insight into our notion of others. Allison has
written, that for him “glass is the perfect medium to exploit since it has characteristics common
to people: transparent, opaque, fragile, broken, sharp, incompatible, rough, polished, and
complex.”
Allison starts his work with living models, capturing physical details through the intimate
process of making life casts using wax molds that are ultimately transformed into glass
sculptures. In this case the glass for the Swimmer was made by the artist’s Penland colleague

and noted glass artist, Mark Peiser. Many of Allison’s subjects are family members, friends,
mentors, and neighbors, people with whom he has a strong connection or is inspired by. Or, he
uses his art to try to gain a better understanding of them.
Allison was first introduced to glass in 1998 while attending Illinois State University as a painting
major. After graduation he began to focus exclusively on glass. He moved from Chicago to
North Carolina to work for a number of glass artists and attended the Penland School of Crafts,
where he currently works as Glass Studio Coordinator. He has worked as an artist, technician,
and instructor at numerous programs and received commissions nationally and overseas. In
2010 he earned a Masters of Art in Visual Arts, Glass from the Australian National University in
Canberra and in 2013 was recognized as a Rising Star by the Art Alliance for Contemporary
Glass.

Cristina Córdova
(American, b. 1976)
Mi Familia, 2010
Ceramic
Courtesy of a private collector
Figurative ceramic sculptor, Cristina Córdova was born in Boston, Massachusetts and raised in
Puerto Rico, within the embrace of the ever-present culture of Catholicism. Inherent in the
work installed here is a reference to the santos—those representations of saints, angels, and
the Holy Family that are an essential part of the visual experience of churches born of the
Spanish colonial tradition. There is a similar otherworldly reverie as this group appears to
ascend above us. Though the figures in Mi Familia suggest a traditional family group of mother,
father, and child, we can also see them as three individuals lost within themselves but

somehow interconnected. Their graceful gestures, facial expressions, and evocative postures
are those of dancers moving across a stage and we as the audience try to make sense of their
story, which intentionally remains elusive.
Trained as a dancer, Córdova reflects in her art an innate understanding of the human body and
how it can subtly express a wide range of emotions through sheer physical presence. She
discovered clay as an art student at the University of Puerto Rico at Mayagüez and further
developed her technical skills at Alfred University in New York, where she earned her MFA in
2002. At Alfred she met and married fellow student Pablo Soto, a glass artist from Texas, and
they both applied to the three-year residency program at Penland School of Crafts in 2003.
They and their young family remain an integral part of the Penland artistic community, serving
as teachers and working artists.
Córdova’s work is included in the collections of the Renwick Gallery of the Smithsonian
American Art Museum, the Fuller Craft Museum, the Mint Museum of Craft and Design, and the
Museum of Contemporary Art of Puerto Rico. Among her many recognitions are the 2015 USA
Artist Fellowship, American Crafts Council Emerging Artist Grant, North Carolina Arts Council
Fellowship, Virginia Groot Foundation Recognition Grant, and several International Association
of Art Critics Awards.

Edward S. Eberle
(American, b. 1944)
White Canyon, 2008
Porcelain and wire
Courtesy of Ferrin Contemporary

Edward Eberle shatters our conventional ideas of ceramic art by taking the traditional shapes of
hand-made classical vessels and altering them into imploded and contorted forms that suggest
lost relics of another time and place. Add to this his surfaces painted with terra sigillata, a claybased black slip glaze that calls to mind the decorated vessels of antiquity, and you realize that
the artist has skillfully and purposefully tied the historic to the present. These collapsed pots,
folded into each other with bits of wire and additional materials, confound the viewer.
Furthering this enigma, the surfaces are covered with exquisite gestural lines suggesting
mythologies filled with flora, fauna, and cavorting humans that also defy specific translation.
But even in what appears to be a state of deconstruction and foundering, Eberle’s works
demonstrate a fluidity and elegance of form with their astonishing balancing of the twists and
turns of the pot and the eloquently painted surface.
Eberle received his MFA from Alfred University in New York in 1972, and over the decades has
forged an impressive career, first having served on faculty at the Philadelphia College of Art and
later at Carnegie-Mellon University and now as a studio artist in the Pittsburgh area. His work
has been widely exhibited and collected. He has had numerous one-man shows in galleries in
New York, Chicago, and Pittsburgh, and at museums including the Carnegie Museum of Art in
Pittsburgh and the Columbus Museum of Art in Columbus, Ohio.

Raymon Elozua
(American, b. Germany, 1947)
Billboard Reissue LS #3 “Limited Offer–Ceramics for Sale,” 2002
Terra cotta, steel, and mixed media
Courtesy of Ferrin Contemporary

German-born Raymon Elozua grew up in South Chicago, the only son of a Cuban American
soldier and a French war bride. After WWII, his father became an administrator for U.S. Steel
and the family lived in proximity to three major steel plants. Raymon’s childhood exposure to
the gritty industrial and urban landscapes, along with a passion for model railroading, proved a
recurring influence on his art in later decades. Although he began his college studies as a
political science major at the University of Chicago, his interests began to turn after taking an
introductory survey in studio arts. Besides gaining at that time an initial “feel” for working in
clay, Elozua assisted in building theatre sets and worked as a gallery attendant. In 1968 he
moved to Berkeley, California, where he began to learn to throw pots. A year later he moved
east and settled in the Little Italy neighborhood of Manhattan. His wheel-thrown ceramics
began to shed their utilitarian characteristics and soon evoked landscape and architectural
structures. These works were often imbued with a sense of melancholy or abandonment, yet
they contained at the same time certain humorous aspects in context or implied narrative.
Though Elozua has continually made forays into abstraction throughout his career, his strongest
inclination remains to representation, as exemplified here in Billboard Reissue LS #3. His
miniature recreations and imagined sites painstakingly depict the water towers, billboards,
factories, and amusement parks that have long fascinated him. Through careful attention to the
most minute of details, Elozua draws beauty from the decay and detritus in America’s
overlooked, manmade environments. The present work is not only a faithful evocation of one
of the iconic structures in the modern American experience, it playfully comments on a
perceived schism between craft and Modernist “fine art” practice. The tattered billboard
surface resembles a typical work by Robert Rauschenberg and its supporting scaffold recalls the
gridded sculpture of a Minimalist artist like Sol LeWitt. While the latter structure appears
sagging and timeworn, and the 2-D elements equally decrepit, the ceramicist Elozua promotes
his own pursuit as foremost, accessible, and perhaps, despite its clichéd sales pitch, a more
enduring offering.

Sergei Isupov
(Russian, b. 1963, active in the US)
Promenade, 2014
Stoneware with porcelain slip and glaze
Courtesy of Ferrin Contemporary
Born in Stavropol, in southwest Russia, Sergei Isupov comes from a family of artists. His father
and brother are both painters and his mother is a folk sculptor working in ceramics. In addition,
is wife is a ceramic sculptor of note. Sergei’s training began at the Ukrainian Art School in Kiev,
after which he earned Bachelor and Master of Fine Arts degrees in ceramics at the Art Institute
of Tallinn in Estonia. He immigrated to the United States in 1993 and resides in Massachusetts.
Isupov’s work is distinguished by an extraordinary craftsmanship that spans elegant sculptural
articulation, virtuoso draftsmanship, and a painter’s sensitive command of color. His personal
iconography weaves together autobiographical experiences with often surrealistic elements
that seem to spring from a collective unconsciousness. Isupov’s simultaneous depictions of
physical reality, memory, and dream space transport the viewer into strange yet somehow
familiar realms. The works cause us to examine our very conception of “the real.” Threedimensional forms are flattened or distorted in perspectival changes of view. Roundness of
form gives way to flat, painted marks representing volume. Three-dimensionally rendered
textures exist side-by-side with graphical patterns and decoration. In such manner the artist
draws attention to a possible irreality, suggesting that all we perceive is illusion.
Less fantastical in conception than many of Isupov’s other works, Promenade construes a
universal aspect of the human condition, filtered through the artist’s Eastern European
heritage. He presents a blossoming young woman who is in the act of leaving behind her
former world and former self. Dressed in vivid colors, she coyly turns to glance back at her
more drably attired parents. The gentle expressions wrought on each of the characters’ faces

reflect a range of intermingled emotions, as does the sequence of hand gestures and carried
treasures. Sentiments of love, regret, anticipation, nostalgia, and loss seem written across their
every aspect. The opposing side of the sculpture opens to a fluidly sketched, sweeping view of a
theater and stage upon which a Kozachok dancer performs. Although the female partner
traditionally takes the lead, here she peeks from behind the curtain wearing the same red shoes
as the transfigured woman on the obverse. Multiple nuances of the title’s definition come to
bear in the composition: As the three main figures traverse a public street, the young woman
revels in her finery for all to see; the dance scene itself offers a literal procession of
participants; and the sculpture’s admirers are pulled around the entire form in an encircling
dance of attention.

Michael Lucero
(American, b. 1953)
Untitled (seated man), 1991
From the Pre-Columbus Series
Ceramic and glaze
Courtesy of a private collector
Born and reared in Tracy, California, Michael Lucero spent summers with his maternal
grandparents in Las Vegas, New Mexico near Santa Fe, where they lived in a traditional adobe
home. That frequent childhood contact with American Native culture and an ever present
abundance of animal life in both states would provide rich inspiration for his art in later years.
After earning degrees at Humboldt State University (BA 1975) and University of Washington
(MFA 1978), Lucero quickly gained fame as a ceramic sculptor and garnered numerous awards
including three National Endowment for the Arts Fellowships, in 1979, 1981, and 1984. His

imaginative approach to artmaking fuses painting, sculpture, doodling, storytelling, and
archeology in an almost hallucinogenic blurring of forms and conventions. Nearly exclusively
working in series, Lucero has explored variations on a theme in his Dreamers, Earth Images,
New World, and Reclamation bodies of work. The untitled piece presented here belongs to his
highly sought-after Pre-Columbus Series.
Executed roughly at the 500-year anniversary of Christopher Columbus’s arrival in the New
World, Lucero’s Pre-Columbus Series features squatting and seated figures whose modeling
recalls Mayan statuary. The frontal view of the hand-built form seen in this exhibition is
covered with drawings of hands and hand gestures, all enveloped by a dripping slurry of
rainbow-hued, glossy glazes. One spindly arm reaches to cover his genitals and the other rests
upon his massive head in a pose that conveys both insecurity and bewilderment. The sculpture
comprises three faces among its other visual elements. At front, the sculpted eyes and mouth
on the blocky head are barely discernable amid its flamboyant surface treatment. The
character’s protruding nose, however, assumes the guise of a smaller painted face, leading a
viewer to wonder which depiction might be treating the true personage and which the mask—
or neither. On the sculpture’s reverse, Lucero has given us a third head, clearly defined in
painted light and shadow but less comprehensible in expression. Its eyes are closed to thin slits
while the mouth gapes with teeth bared. Perhaps the face reveals its bearer’s pain or anguish,
or is merely the sign of deep concentration. However inscrutable these symbols may be, the
work’s overall intent seems to be encapsulated in the artist’s signature mark, a barcode
appearing on the figure’s torso. This symbol of commodification stands in this instance for the
post-Columbus subjugation of indigenous culture, or, as it has been suggested, “the tension
between the retention or loss of identity and heritage.”

Ron Meyers
(American, b. 1934)
Three objects:
Bowl with Goat, Rabbit, and Wolf, n.d.
Earthenware with slip
Totem Candlestick with Frogs and Fish, n.d.
Earthenware, low-fired, salt-glazed
Platter with Red Rabbit and Rodents, n.d.
Earthenware with slip
Courtesy of Signature Gallery
Celebrated as one of his generation’s most important potters, Ron Meyers modestly describes
his success as unlikely good fortune. Born in Buffalo, New York at the end of the Great
Depression, he held little interest in the arts as a child. He preferred sports although he showed
little natural talent as an athlete. It was his parents who declared him to be an artist after
seeing a poster he drew as a middle-schooler. When continuing on to high school he enrolled in
the art program and discovered a love for comic books. It was not so much their stories, but
rather the stark black-and-white drawings of femmes fatales in comics like Terry and the Pirates
and Steve Canyon that captured his attention.
Meyers admits that it was his parents, again, who insisted he carry on to higher education,
where, at Buffalo State Teachers College, he had his first clay experience mid-way through
school. After graduating and a brief stint teaching art in public school, he returned for a
Master’s degree in art education. Thereafter he applied to the MFA program at Rochester
Institute of Technology, one of the three best regarded schools for ceramics in western New
York. As a self-described C-student with little to offer in a portfolio of work, he was admitted to
a “remedial year” of study before being considered to matriculate fully. The rigors of the
program at RIT proved invaluable to Meyers and he moved from near novice to adept
practitioner in the span of two years. Upon graduation in 1967 he was recommended for the
position to start a clay program at the University of South Carolina. And after five years there,
he joined the faculty at the University of Georgia, where he taught until retirement in 1992. At
UGA his influence was vast and during his tenure he led generations of ceramic artists into
successful careers.
Meyers’s influence extends well beyond the classroom. His spontaneous and gestural manner
of working clay and its painted decorations had a strong impact on artists over several decades.
His style is readily identifiable. The vigorously shaped forms are festooned with a menagerie of
comical critters––frogs, fish, goats, rabbits, and rodents, among others––as well as sultry
women, whose animated contours seem to hover over the clay surfaces. His works are in major
public collections across the United States, most notably the Smithsonian American Art

Museum. In 2008, Meyers was inducted as a Regis Master at the Northern Clay Center in
Minneapolis, where past honorees include Rudy Autio, William Daly, Jack Earl, Ken Ferguson,
Warren MacKenzie, Don Reitz, Peter Voulkos, and Betty Woodman––a veritable “who’s who” of
contemporary ceramicists.

Marc Petrovic
(American, b. 1967)
Large Avian, n.d.
Hot worked and flame worked glass
Courtesy of Signature Gallery
A native of Cleveland, Ohio, Marc Petrovic recently returned to his alma mater, the Cleveland
Institute of Art (BFA 1991), to chair its glass program after working independently as an artist
for more than twenty years. Although he works primarily with glass, a material most commonly
associated with “craft,” as Petrovic explains, he strives to produce content-driven sculpture that
stresses the idea at its core rather than the seductive material with which it is made. In his
Avian series, material, process, and concept are inextricably bound. Using a procedure he calls
“hot origami,” the avian forms emerge from a matrix of discrete bits that compose their
identities. The finished birds perch on tablets that are identical to the ones from which they are
formed. Each tablet represents a bird’s shadows, cartographies, and DNA. They are
constructed, much as our own identities, one piece, or experience, at a time. Petrovic describes
his method thusly: “I pixelate by making my own murrini—slices of variously colored glass
canes. I assemble and fuse these slices into abstract patterned tablets, which I view as fully
realized deconstructed birds while also forming them, through my own hot origami process,
into sentient birds.” Petrovic uses birds as metaphors for his reflection on human relationships,
home, shelter, geographical influences, and other elements that shape our individual natures.

Before assuming his present position in Cleveland, Petrovic was a frequent traveling instructor
at workshops including the Niijimi Glass Festival in Japan, Toledo Museum of Art, Penland
School of Crafts, Corning Museum of Glass, Espace Verre in Montreal, and many others. His art
is found is numerous public collections including the Arkansas Arts Center, Corning Museum of
Glass, Fuller Craft Museum, Mint Museum, Museum of Art and Design in New York, Museum of
Glass in Tacoma, Niijima Museum of Glass, Racine Art Museum, and Tucson Museum of Art.

Michael Sherrill
(American, b. 1954)
Rhododendron, ca. 1998
Sandblasted porcelain and steel
Courtesy of Blue Spiral Gallery
Visitors flock to North Carolina in late spring and summer to see the native rhododendrons
when the mountains are ablaze in vivid orange, red, and pink blossoms. In the work presented
here, sculptor Michael Sherrill directs attention to the same plant during late fall and winter,
when its flowers have faded and its subtly colored leaves are drawn inward as protection
against the coming onslaught of icy snow storms and howling winds. The artist takes us beyond
the dazzling summer blooms and asks us to recognize the understated delicacy of this
astonishing survivor. Sherrill lives and works in his native North Carolina mountains surrounded
by nature, which has continued to inspire him for the last two decades. Working in clay, metal,
and glass, his intent is not simply to recreate what he observes in the world outside his studio,
but to echo in the viewer his experience of the natural world. His intention is to offer the same
moment of discovery that originally inspired him.

Sherrill’s illustrious career is evidenced by the many public collections in which he is
represented, including the White House Collection, the Renwick Gallery of the Smithsonian, the
Los Angeles County Museum of Art, the Mint Museum in Charlotte, NC, and the Museum of Art
and Design in New York. Sherrill first won acclaim for sculptural vessels and teapots, which
feature high-intensity incandescent color and exaggerated elongation of forms. The use of
extruded clay to make the attenuated handles and spouts of those earlier pots eventually
transformed his creative process and direction. As he noted, “instead of the extruder being a
static tool, just to make an object, I now see it as a workstation like a potter's wheel.” His
handmade objects are the result of great creative experimentation in an effort to capture
nature’s essence. Though he credits artists like Cynthia Bringle, Don Reitz, and Sid Oakley as
being very significant to his development, Sherrill is mostly self-taught. Since he began his
career in 1974, he has been greatly influenced by the North Carolina folk pottery tradition
which surrounds the Penland School of Crafts and the Southern Highland Handicraft Guild with
which he has been affiliated.

Bouke de Vries
(Dutch, b. 1960, active in England)
Memory Vessel de Nyon, 2014
Late 18th-century Nyon porcelain teapot, blown glass, desiccated bee, stones, in a wood and
acrylic vitrine
Courtesy of Ferrin Contemporary
Bouke de Vries was born in Utrecht, Netherlands, and studied fine art both in Holland and
England before taking training to become a ceramics conservator. He established a lucrative
career in London repairing broken China and porcelain objets d’art before realizing a path to his
own creative work. The material and conceptual roots of his sculptures are clear. De Vries
invests antique, broken ceramics with new purpose, rearranging their exploded shards into new
forms. In a very direct manner, the sculptures become equivalent to 17th-century Dutch vanitas
still-life paintings, which remind a contemplative viewer that all earthly existence is transitory.

De Vries has explained that he wishes to honor the beauty still inherent in these fragments and
to transform them from a consideration of being “valueless” to a new estimation that considers
their rich histories of creation, use, loss, and redemption.
The little Roman town of Nyon, Switzerland is located on Lake Geneva, halfway between
Geneva and Lausanne. The site gave rise to a porcelain factory in 1780 that produced fine
ceramic ware known for its pure white porcelain pastes and delicately painted decorations.
Nyon porcelain’s signature mark is a small blue fish underneath the clear glaze, appearing on
the underside or back of a piece. (That mark can be seen on one of the shards here.) For de
Vries’s Memory Vessel de Nyon, the artist commissioned a glassblower to produce a ghostlike
form that recreates a broken porcelain vessel’s original shape. Its transparent cavity has been
filled with the shattered antique teapot and two small stones that rest at the bottom, perhaps
suggesting a cause for the vessel’s demise. Affixed to a remnant of the Nyon handle sits a bee
specimen, posed as if attracted by the verisimilitude of the glazed floral pattern.

Sunkoo Yuh
(South Korean, b. 1960, active in the US)
Crane Rider, 2010
Glazed porcelain and feathers
Courtesy of Signature Gallery
Sunkoo Yuh’s aggregation of human and animal characters in Crane Rider form a sort of not-somerry-go-round of cultural stereotypes. An “evil Asian” Hollywood type resembling Dr. Fu
Manchu, a pair of opium addicts with smoke-like billowing necks (as seen in Hokusai’s Manga
woodcuts), a nubile yogi in full lotus pose: these and others encircle a female figure who kneels
upon a rising crane with the poise and grace of a geisha. If specific meanings are slippery in

Yuh’s work, it is only to be expected. The artist creates his sculptures with an overarching
attitude of spontaneity, improvisation, and openness to surprise. He begins a work by selecting
elements from stacks of brush-and-ink drawings that he is continually producing. These are
translated into sculpted clay forms that he stacks in a spiraling movement from bottom to top,
with no particular plan in mind. Yuh has explained that he takes inspiration from Korean folk
paintings and tries to emulate their humor, whimsy, and liveliness. Although control and careful
choices are required to respect gravity and avoid collapse, he accepts that in the climax of the
process, the firing, it is out of his hands. “Everything is up to the flame. The same philosophy
should work in our lives. We open the door and see what happens.”
Yuh was born in South Korea and immigrated to the United States in 1988. He earned a
Bachelor of Fine Art at Hong Ik University in Seoul and Master’s degree at New York State
College of Ceramics at Alfred. Since that time, his accomplishments have been impressive,
winning awards from the Joan Mitchell Foundation, Virginia A. Groot Foundation, Grand and
Bronze Prizes in World Ceramic Competitions in Korea, and many other honors. His work has
joined the permanent collections at the Renwick Gallery of the Smithsonian Institution,
Philadelphia Museum of Art, Museum of Fine Arts Houston, and Oakland Museum of Art among
others. As Associate Professor of Art at the University of Georgia Lamar Dodd School of Art, Yuh
has been a magnet and mentor to numerous South Korean ceramicists seeking education and
opportunity in America.

