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Pottery Vessel, Fourth Millennium BC. The Sialk collection of Tehran's National Museum of Iran.

Prominent archeologist Roman Ghirshman believes "the taste and talent of this people [Iranians] can be seen through the designs of their earthen wares".

Of the thousands of archeological sites and historic ruins of Iran, almost every single one can be found to have been filled, at some point, with earthenware of exceptional quality. Thousands of unique vessels alone were found in Sialk and Jiroft sites.

The occupation of the potter ("kuzeh gar") has a special place in Persian literature. this

Iranian pottery or Persian pottery (sometimes known as gombroon) production presents a continuous history from the beginning of Iranian history until the present day.

Ceramic is perhaps the earliest and the most important invention made by man. For historians and archaeologists it is the most significant of the artistic manifestations. For historians and archaeologists pottery of a certain period manifests the contemporary social organisation, economic conditions and cultural stage of that particular region. By studying pottery one may form impressions about the life, the religion of people and their history, about their social relationships, their attitude towards their neighbours, to their own world and even to their interpretation of the universe as it was then known to them. Other media, e.g. metal and textiles can be destroyed, or re-used, but pottery is indestructible, and even small fragments reveal a great deal of information for an expert.

In Iran pottery manufacture has a long and brilliant history. Due to the special geographical position of the country, being at the crossroads of ancient civilizations and on important caravan routes, almost every part of Iran was, at times, involved in pottery making. Yet, recent excavations and archaeological research revealed that there were four major pottery-manufacturing areas in the Iranian plateau. These included the western part of the country, namely the area west of the Zagros mountains (Lurestan), and the area south of the Caspian Sea (Gilan and Mazandaran provinces). These two areas are chronologically as far as is known today, the earliest. The third region is located in the northwestern part of the country, in Azarbaijan province. The fourth area is in the southeast, i.e. the Kerman region and Baluchestan. To these four regions one may also add the Kavir area, where the history of pottery making can be dated back to the 8th millennium BCE.
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History
Prehistoric period
One of the earliest known and excavated prehistoric sites that produced pottery is Ganj Darreh Tappeh in the Kermanshah region, dating back to the 8th millennium BCE Another great discovery was made south of the Caspian Sea in a cave, in the Huto and Kamarband Caves, (Belt caves) near present day Behshahr. Here again the pottery finds date to 8000 BCE. This type of pottery in known to experts as the “Kamarband Neolithic pottery”. This pottery was fired at a low temperature, and its body is very soft. The pottery in Huto cave, from a technical point of view, shows similarities to that of Cheshmeh Ali in Ray, near Tehran.

The second phase of development in pottery-making in Iran is represented by the wares that were discovered at Cheshmeh Ali, Tappeh Sialk near Kashan and at Zagheh in the Qazvin plain. The pottery of these centres is different from that of the earlier periods. Their paste is a mixture of clay, straw and small pieces of various plants, which can be found and collected in the desert. When mixed with water they stick well together and form a very hard paste. All these vessels were made by hand rather than on a wheel. As the potters were unable to control the temperature of the kilns, there was no stable colour for these wares. It varied from grey and dark grey to black, occasionally even appearing with a greenish colour. The type of vessels produced was limited, mainly bowls with concave bases and globular bodies. Their surfaces were painted mostly in red depicting geometrical patterns. The date of these wares is ca. the 6th and 5th millennium BCE.

In the subsequent periods pottery-making became more and more refined. Although the wheel still had not been introduced, the shapes of the vessels became somewhat more varied and more carefully executed. The temperature in the kilns was better controlled and the decoration of the vessels now included animals and stylised floral designs. Numerous examples of these have been unearthed at Sialk. To achieve a finer paste, the potters added fine sand-powder to the mixture that has already been mentioned. Thus they were able to produce vessels with a very thin body.

With the invention and the introduction of the potter's wheel, ca. the 4th millennium BCE, it became possible to produce better quality and symmetrically-shaped vessels; the number of pottery types made was greatly increased as well. The decoration of these objects was drwith much greater care and artistic skill, and the designs used were greatly enriched and carefully selected. By that time this more advanced type of pottery was produced in several parts of Iran. Thus it reveals the close economic and cultural ties that must have existed then amongst prehistoric communities. Ideas, techniques and artistic trends must have travelled great distances and were freely exchanged. A good example to demonstrate this connection is the pottery types that were unearthed at Tappeh Qabrestan in the Qazvin plain, which are comparable to those from Sialk and Tappeh Hessar near Damghan, all of the same period. The location of these three places forms a kind of triangle. One may presume that further archaeological work will produce more evidence for the close ties that existed amongst these communities.







Pottery Vessel (1st Millennium BCE). The Sialk collection of Tehran's National Museum of Iran.

Around the 2nd millennium BCE in most parts of Iran we have evidence of local pottery manufacture. The vessels usually consist of bowls, pitchers, jugs, and jars. Most of these wares are simple, without any surface decorations. The colour of these wares varies from grey to dark grey, red to buff. Some of these have burnished surfaces and are decorated with geometrical patterns (pls. 7-8).

The most beautiful wares of that period, however, are the zoomorphic vessels (humped bulls, camels, rams, etc.) (pls. 29-33) or human figurines, which were mainly discovered in the Gilan region (Marlik, Amlash and Kaluraz). The zoomorphic vessels and figurines must have had two distinct functions: some of them were utility vessels, used in everyday life, while others, probably more important, were used in religious ceremonies or in burials. Quite a wide variety of shapes is known today. Their actual function may be determined by the shape of the vessels and by the gesture of the figurines. The manufacture of these zoomorphic vessels and figurines continued until the middle of the 1st millennium BCE.

Median and Achaemenid Dynastic Periods (728-330 BCE)
Our knowledge of Median pottery is rather limited. Recent excavations, however, particularly at one of the most important Median sites, Tappeh Nush-i Jan near Malayer, produced a great variety of vessels. These are still under study and examination. It is hoped in the near future a great deal can be learnt about the pottery of that important period. At other sites, e.g. Bisotun, in several places in Gilan and in Kordestan provinces have also been recovered. Recent excavations at the site of Ziwiyeh conducted by the Iranian Centre for Archaeological Research produced a good sampling Median pottery. One of the most important innovations in ceramic technology appeared during the Median period, i.e. the introduction of glazed ware, although the earliest evidence for the use of glaze on bricks was the discovery of glazed bricks in the Elamite Temple at Chogha Zanbil, dated to the 13th century BCE.

With the coming of the Achaemenid Dynasty in the 6th century BCE great advances were made in pottery manufacture. The simple ware became more popular and widespread. It was nevertheless in the finer wares that progress is most noticeable. New shapes were introduced, e.g. the rhyton. The surfaces were now decorated with incised and moulded designs. Certain prehistoric traditions have survived and continued. This is perhaps best observed in the application of animal figurines. These are attached to the handles of jars and rhytons. It is widely accepted that these figurines had iconographic significance.

Shapes and decorations of Achaemenid pottery disclose close connections between pottery-making and metalworking. Frequently metal shapes and decorations are produced, and one may add, successfully, in pottery. It is during the Achaemenid dynastic period that glazing was introduced generally into Iranian plateau. Excavations at Persepolis and Susa revealed that the walls of palaces were covered with glazed bricks, which included elaborate decorations, depicting animals and soldiers. The practice of glazing must have been introduced from Mesopotamia.

Parthian Dynastic Period (248 BCE-224
Until quite recently information on the arts of the Parthian period was rather meagre. At the time when the late Professor Arthur Upham Pope and his team were collecting material for the Survey of Persian Art, hardly any Parthian site was known and none was excavated. It was only during the last fifty or sixty years that a few extremely important Parthian sites were investigated by archaeologists. Some of these are beyond the present borders of Iran, e.g. Nisa, the former Parthian capital in Central Asia, or Dura-Europos in Syria. More recently in Iran a number of Parthian sites have been located and are, at present, under excavation. These sites are Kangavar, Shahr-e Qumis, Valiran, Ecbatana and several sites in the Gorgan plain, in Gilan and Sistan.

From these new archaeological discoveries we have learnt a great deal about Parthian art and Parthian pottery. In a recent study it has been pointed out that pottery was not the same throughout the Parthian Empire and the wares of Iran proper were different from those of Syria and Mesopotamia. Even in this area several differences are recognisable. In general, Parthian pottery can be divided into two major groups: unglazed and glazed wares. The unglazed wares can be further subdivided into two categories: namely grey and red wares. The grey pottery consists of bowls, small cups and large jars, all with convex bases and without any surface decoration. Some of them, nevertheless, have a polished body. The red ware, which was perhaps the most popular, also included large jars, bowls and jugs, similar in shape to those of the grey wares. They have everted rims. Under the red ware another type, the so-called "clinky ware" should be mentioned. This ware has a very fine thin body, red outside and dark grey inside. When tapped it gives a clinking sound, hence its name.

It also should be noted that zoomorphic vessels, in the shape of rhytons, were still very popular in Parthian times. These were made both in grey and in red, occasionally even in buff earthenware.

One of the greatest achievements in pottery-making during this period was the introduction of alkaline-glazed vessels. The body of these glazed wares was a fine white paste on which the alkaline glaze could be easily applied. Two of the most common types of vessels in this group were the "pilgrim flask", and large bowls. The latter usually rest on three or four short legs. These types of vessels may have been produced under Far Eastern influence, since their forms recall contemporary Chinese bronzes.

In addition to glazing, most of these Parthian glazed vessels reveal some kind of surface decoration, mostly simple incised lines or strokes. Another, rather important, group of Parthian glazed pottery were the large coffins that became widely used at that period due to a change in religious beliefs concerning burial.

Sasanian Dynastic Period (224-651 CE)
In general it could be stated that Sasanian pottery is, strictly speaking, a continuation of Parthian traditions, with two exceptions; The grey ware was practically discontinued, as were the glazed coffins, since Zoroastrian burial customs were re-introduced.

Sasanian pottery thus can be subdivided into two major groups: unglazed and glazed wares. The unglazed wares were mainly of heavily potted red wares. These include large jars, jugs, and various types of bowls. They have thick, everted rims and their surfaces now reveal intricate incised or stamped decorations, including wavy lines, geometrical patterns, rosettes, or occasionally, even Pahlavi inscriptions. The number of these Sasanian red wares is constantly increasing. They have been discovered at a number of sites, such as Bishapur; Siraf, Kangavar, the Gorgan plain, Tureng Tepe, Takht-e Soleyman, at Ghubayra near Kerman and Takht-i Abunasar in Fars Province.

Glazed pottery, although the alkaline glaze was still used, has in fact considerably advanced technologically. Instead of the Parthian dark green or brownish-yellow glaze, the most important colour now becomes turquoise green, or turquoise blue. This is to be found on a number of pilgrim flasks, bowls and particularly on large storage jars. These storage jars, which had been unearthed at Siraf and also at Ghubayra in late 1970s, in addition to glazing, were also decorated with appliqué patterns, most frequently with cable patterns, which run around the upper part or on the shoulder of the vessels.

Terracotta figurines were also produced in Sasanian times, of which a great variety are known today. Some of these are partially glazed.

The Post-Sassanian and Islamic Period)
With the advent of Islam during the first half of the 7th century CE, pottery manufacture gradually started to change all over the Islamic world. At the beginning Iranian potters continued their pre-Islamic traditions, and in Iran some of these early wares are known as "Sassano-Islamic". It has been suggested that due to contact with the Far East, particularly with China, on one hand and to the restrictions of orthodox Islam on the other, considerable changes gradually took place in pottery-making, and several new types of wares were produced. Potters of the Near East made several experiments, partly imitating imported Chinese ceramics, partly using their own skill and imagination in inventing new types.

In general the history of Iranian-Islamic pottery can be divided into three main periods Post-Sassanian or Early Islamic Period (9th - 10th centuries CE) Middle Islamic Period (11th - 15th centuries CE) Later Islamic Period (16th - 19th centuries CE)

In these three periods, which lasted for more than a thousand years, numerous pottery centres were established, which produced innumerable types of wares. Recent excavations in famous Islamic cities, e.g. Samarra, Siraf, Nishapur, Jorjan (old Gorgan), Fustat, etc., together with the discovery of pottery kilns at several sites, provide us with considerable information on pottery manufacture in the Islamic world. It is worthwhile to emphasize that in pottery manufacture Iran and the Iranian world was always ahead of the rest of the Islamic world, and it was always Iranian potters who experimented most widely with new types and new ideas.

Early Islamic Period
The most important information on early Islamic pottery was, for a long time, provided by the German excavations at the short-lived early Abbasid capital of Samarra. Recently, several other Islamic sites have been investigated and these have considerably altered, and at the same time enriched our knowledge of the subject. In our investigation we are restricting our interest to Iran and accordingly, we shall deal only with the pottery of two early Persian dynasties, namely that of the Buyids and the Samanids.

Buyid Dynasty (932-1055 CE)
The most common type of pottery was the so-called "guebri", better known as champlevé, ware. The decoration of this pottery comes very close to Sassanian metalwork and pottery. This ware, it appears, was produced at Zanjan, Garrus, Amol and Sari. It was actually a kind of Sgraffito technique (the term champlevé is actually a metalwork technique and should not be applied for pottery), where the surface of the vessels, which always had a red earthenware body, was covered with thick white slip and the decorations were carved away. The vessels then were coated with transparent green or yellow lead glaze. The decorations of these wares include floral, geometrical or epigraphic designs, and frequently human and animals figures as well. The types of vessels made include bowls, dishes, and jugs; even a few plaques are known.

Samanid Dynasty (819-999 CE)
The Samanids were probably one of the most important Persian dynasties in the eastern part of the Islamic world during the early Islamic period. Their realm included large centres like Samarkand (Afrasiab), Bukhara, Marv, Nishapur and Kerman. The most important contribution of Samanid artists to Islamic pottery-making was the invention and perfection of the slip painted ware". There are several types of this ware known today, and in general can be divided into the following main groups black on white, polychrome on white, decoration on coloured ground slip imitation of monochrome lustre.

These slip-painted wares constitute a great advance in pottery decoration. Normally the pigment runs in the kiln under the lead glaze, as it was practiced in Mesopotamia in early Abbasid times on splashed wares. By the introduction of a ground slip and slip pigments, potters could control the designs while in the kiln, and thus were able to produce a great variety of surface decorations.

Perhaps the most appealing, and also earliest wares was one that depicted epigraphic designs in manganese-purple on white or cream-colored ground slip covered by clear glaze. The earlier the piece, the finer the epigraphic decoration is. These are also legible, mostly including benedictory phrases. As time went on the epigraphic design became more and more decorative and less and less legible. The introduction of polychrome over white or creamy ground can also be considered as the second step in the development of slip-painted pottery. These polychrome painted wares were now decorated not only with epigraphic designs, but also with flowers, arabesques or even ewers or other vessels.

The decorative scheme is reversed when the decoration is painted in white or light colours over a manganese-purple or tomato-red ground. Quite a number of these vessels are known today. They were excavated at several sites in Central Asia, Afghanistan, at Nishapur, Jorjan and even at Ghubayra in Kerman province.

Quite a different type, but an important group is the polychrome buff ware, decorated with human and animal figures, or rarely only with geometrical forms. The late Arthur Lane called this type of pottery "peasant ware" of Nishapur. This type of pottery was only produced in Nishapur, and was never imitated anywhere else in the world. The decoration may give some indication of Samanid painting, of which we have only a few examples, namely the excavated wall frescoes of Nishapur. A sub-group of this polychrome buff ware was until recently known as "Sari ware". This is decorated with walking birds, large flowers, and occasionally with Kufic epigraphic characters. The term "Sari" cannot be really accepted, since there is no evidence of manufacture of such pottery in the city of Sari, but recently such wares and kilns have been excavated at Jorjan.

There is another group of slip-painted pottery, painted in olive-green on white or creamy ground; clearly an imitation of contemporary monochrome lustre-painted pottery. The question whether lustre-painted pottery, either in monochrome or in polychrome, was produced under the Samanids, is still not clear and has not been solved. A large number of such wares, both polychrome and monochrome lustre, were excavated at Nishapur, and thousands of such fragments are now coming to light in Jorjan; although as yet we still have no archaeological evidence for their local manufacture.

The second important type of Samanid pottery is that of the sgraffito wares. One type of sgraffito, the "guebri", or "champleve" ware, has already been mentioned under Buyid pottery, so this will be excluded here. The other three types, which played an important role in Iran under the Samanids, were the so-called simple sgraffito, also known as "Amol ware", the splashed and sgraffito ware, and the so-called "Aghkand ware".

The simple, or "Amol" sgraffito pottery is decorated with incised lines, right down to the body through the thin slip that covers it, then coated with transparent yellow or green glaze. The decoration may include simple crosshatchings, scrollwork, epigraphic designs, birds or fantastic animals. Occasionally these incised lines may be outlined in green. The vessels are mostly bowls, with projecting flat bases and straight flaring sides. The body is always red. Until 30 years ago neither dated, nor signed pieces had been discovered. In 1976 a small fragment was discovered in the Gurgan plain, with the signature of an artist: Rahman ibn Musa al-Fakhkhar.

The second type of sgraffito, the so-called splashed sgraffito ware is actually a direct continuation of the Mesopotamian early Abbasid splashed wares. Its invention was most likely due to the ingenuity of Persian artists, who were not satisfied by simply producing splashes of brown, yellow and green under a clear glaze. They further enhanced the decoration of their vessels by incised decorations that at first were simple scrolls, but later included elaborate designs, such as eagles with spread wings or animals. This type has been excavated at Jorjan, Nishapur, Kangavar, Takht-i Sulayman, Susa and other sites in Iran.

The third type of sgraffito. the "Aghkand" ware, is actually similar to a metalwork technique, incised lines are introduced to certain designs in order to stop the overflow of the pigment to neighbouring areas. Large birds, animals and flowers decorate these vessels, which are mainly large bowls or dishes. It has been claimed that this type of pottery was actually made in Aghkand.

Middle Islamic Period (11th - 15th century CE)
Seljuq Dynasty (1037–1194)
At the beginning of the 11th century CE a new dynasty, the Seljuqs came to Iran and unified the country under their rule. This period under Seljuq rule in Iran lasted for hardly more than one and a half centuries, yet it witnessed great progress in literature, philosophy, in architecture and in all fields of the Iranian arts. The Seljuqs became great patrons of the arts and their patronage made it possible for Iranian artists to revive their pre-Islamic traditions and develop new techniques in metalwork and in pottery.

The most important achievement in pottery production was the introduction of a new composite white frit material. This new white body made the application of alkaline glaze easier; the actual body of the vessels was considerably thinner, almost translucent. Thus potters had nearly achieved the fineness of imported Chinese Song porcelain, which potters of the Near East greatly admired.

Cities like Ray, Kashan, Jorjan, and Nishapur became the main centres of Iranian pottery production. Under Seljuq patronage the following types of wares were produced in Iranian potters:

· white wares,

· monochrome glazed wares,

· carved or laqabi wares,

· lustre-painted wares,

· underglaze-painted wares, and

· overglaze-painted, so-called minai and lajvardina wares.

Unglazed ware is another important type, and has also gone through considerable changes and refinement. Note that while the Seljuqs were actually replaced by the Khwarizmshahian Dynasty towards the second half of the 12th century, artistically the same trend continued in the Greater Iran right up to the Mongol invasion.

White Wares
White wares were, perhaps, the most attractive of the period. As already mentioned, they were produced in imitation of Chinese white Song porcelain. The fine thin white body was covered with clear glaze, which occasionally has a light greenish tinge.

According to their decoration, these white wares can be divided into the following groups:

· Plain white wares without any surface decoration, their beauty being in their shapes and in their fine paste and glaze

· Those with moulded or incised decoration of either simple lines, scrollwork or elaborate floral designs, or occasionally even Naskhi or Kufic inscriptions

· Vessels with openwork decoration, pierced on the body to form little windows filled by the clear glaze to the vessel even more translucent

· Wares with cobalt blue splashes

Most of the vessels known today are bowls, jugs, or occasionally cups. Some of them reveal a combination of the various decorative techniques mentioned above, e.g., moulded or incised decoration, openwork and cobalt blue splashes applied on the same vessel. It appears that white wares were made in Kashan, Jorjan, and perhaps even in Ray near Tehran.

Monochrome Glazed Wares'
This type of ware was perhaps the most common all over Iran, and was later copied everywhere in the Islamic world. The colour of the glaze ranges from blue, through green, turquoise, brown to yellow, and purple. Almost every type of vessel was covered with these glazes, including bowls, jugs, tankards, pitchers, utility objects and zoomorphic vessels.

The decoration of these wares, just like those of the white ware, varies greatly. Most of them are simple, covered only with the coloured glaze, others may be decorated with incised, moulded, stamped or even carved decoration.

The decorations include scrollwork and epigraphic inscriptions, these mostly applied on jars, jugs and vases, running round the shoulder of the vessels; others, which are more elaborate, may include human and animal figures. One of the most frequent animate themes in this period of Iranian pottery is the representation of dancing figures. These vessels were most likely made in moulds. Such moulds were discovered in the excavations of Nishapur and at Jorjan. There are a few fine pieces known, on which the carved decoration is outlined in thin red or gold lines. The monochrome glazed wares were made in Nishapur, Kashan, Jorjan and most likely at Ray.

Carved or Laqabi Wares






Cup with hunters, 12th–13th century Carved Ware, Iran, musée du Louvre
This type of pottery is actually a re-interpretation of the Aghkand ware in white frit ware, in which the decoration of the surface was carved and the raised or incised lines used for stopping the overflow of the various colours. Most of these vessels, which are large plates or jugs, are decorated with a large bird, animal or a human figure in the centre, surrounded by a cobalt blue cable pattern over white ground.

The origin of this ware is much debated. Most scholars believe that it originated in Egypt and thence spread to Syria, and then to Iranian world. French scholars have discovered kilns and kiln-wasters in Raqqa in Syria. In Iran it was believed that the ware was produced only in Kashan or Ray, but so far no archaeological evidence has been discovered. If this ware was ever produced in Iran, it must have been only for a short period during the 12th century CE

Lustre-painted Wares
The origin of lustreware with iridescent painted glazes has been the subject of bitter discussion amongst scholars. Mesopotamia, Egypt and Iran have all been suggested as the original centres. The problem still has not been solved, and art historians should deal with this in any length. It, however, is a fact that lustrepainting was applied on glass by Coptic workers as early as the 7th or 8th century CE In Samarra the German excavators have found large numbers of lustre-painted pottery and even tiles in situ, thus indicating a 9th century CE date for lustre-painting on pottery. After the rise of the Fatimids and their foundation of Cairo in 969 CE, the centre of lustre production is definitely concentrated in Egypt. During Fatimid and Tulunid rules outstanding lustre-painted pottery was produced in Egypt, some of which depicted not only human figures but also scenes from everyday life. Around the end of the 12th century CE, it seems that the potters left. Egypt and were looking for patronage elsewhere. Some of them went to Syria, or Anatolia, where they gained the support of the Seljuqs of Rum in Konya. Others, however, went to Iran and set up their centre or centres somewhere in the country.

According to Pope and Lane, who wrote in detail about the lustre production in Iran, there were three main lustre producing centres in the country: Ray, Kashan and Sāveh near Tehran. Unfortunately there were no proper scholarly excavations at Kashan and Saveh, thus we have no archaeological evidence to support this surmise. The lustre production at Kashan, however, is well substantiated by the signature of several Iranian artists from Kashan and by Abu'l-Qasim's treatise, who claimed that lustre and several other types of pottery were produced in that city. The problem is different with Ray. In the mid 1930s archaeological excavations were carried out at Ray, but these did not produce the evidence that was expected. Late 1970s excavations however by Iranian archaeologists again failed to trace any evidence of local lustre production. Accordingly the theory that Ray or Saveh were lustre producing centres has to be approached with great caution.

There is a broken jar in the British Museum, which is, as far as is known today the earliest dated lustre object. It gives the date of 575 A.H. /1179 CE It was believed to be a Ray product. The inscription nevertheless does not state the place where it was made, but simply gives the date. in 1980, a dated vessel in a private collection came to light that is much earlier than the British Museum jar. The date on this bowl is 504 A.H./1114 CE This piece, if genuine, could considerably alter views on lustre production in Iran. It is painted in the Kashan style. This vessel is still under investigation and detailed scrutiny.

As for the lustre styles of Ray, Kashan and Saveh, Pope and Lane claimed that in Ray lustre compositions were never crowded. There was usually one large animal or human figure in the centre, or if several figures were represented, they were carefully separated from each other by geometrical bands or scrollwork. Pope distinguished' two periods in lustre production at Ray: the "miniature style" and the "monumental style". As for Kashan, it was generally accepted by a number of scholars that compositions were always densely crowded; human figures were depicted with round faces, with oriental features including large almond-shaped eyes; their garments were richly decorated. In the foreground on most vessels there is a pond with fishes; above, there is a stylized sky and the entire central field is surrounded by tassel-like marks. The leaves have veins and dots; the typical Kashan pigeon is present on most pieces, while on the outside of the vessels there is a kind of "heart-shaped" leaf.

It was also on typical Kashan wares that cobalt blue, or occasionally even turquoise glaze was added to the lustre decoration. Apart from vessels, Kashan potters also produced large numbers of tiles and mihrabs, some of which were made up of several lustre tiles. Quite a number of these lustre mihrabs and tiles are dated and signed. The Kashani family of Abu Taher a documented potter, contributed outstanding artists to Kashan for three generations.

In regard to the possibility of lustre production at Saveh, it was the late Professor Arthur Upham Pope who put forward such a theory. He also claimed that he collected kiln-wasters there. Unfortunately, as has already been pointed out, there were no excavations at Saveh and accordingly this surmise cannot be either supported or disproved.

Another important place, not yet mentioned in the Survey of Persian Art, is Jorjan, where during the 2nd World War important discoveries were made. Iranian archaeologists have unearthed some 20 or 25 large unglazed jars in which complete pottery vessels packed in sand were placed, probably before the Mongol invasion of Iran in 1220 CE. Subsequently the late Dr. Mehdi Bahraini, who was then Director of the National Museum of Iran in Tehran, carried out his own investigations and wrote a book, Gurgan Faiences. His book was received with great scepticism by several Iranian and Western scholars. Unfortunately he died before his book was published. In 1970s the Iranian Centre for Archaelological Research has carried out excavations at Jorjan under the direction of Mohammad Yousef Kiani. During these archaeological investigations six pottery kilns and one glass kiln were unearthed. At first there was evidence of local production of slip-painted, sgraffito and monochrome glazed pottery. It was only during the last year that evidence for lustre production came to light. Several kiln-wasters and several ceramic sticks used in kilns and tripods with traces of lustre on them were found in the potters' quarter. Thus it seems that Bahraini's theory of lustre production in Jorjan has now been satisfactorily proved.

When analysing the possible individual style of Jorjan, at first glance one may come to the conclusion that the ware is painted entirely in the Kashan manner. It is perhaps even logical to suppose that there must have been a close contact between the two centres, and one can even suggest that perhaps the potters of Jorjan had studied at Kashan, and later moved up to Jorjan, or vice versa. On several vessels, on the lower side of jugs and bottles, or inside bowls, there is an unusual "chain-scrolh" motif, a pattern never reported on "typical Kashan" vessels, but present on most lustre vessels discovered in Jorjan during World War II, or on those excavated in the 1970s. This pattern may be one of the attributes of Jorjan lustre.

Early lustre painting
In Jorjan, several hundreds of early polychrome and lustre-painted sherds came to light during the 1970s excavations. The above mentioned lustre bowl with its early date may completely alter our approach and interpretation of the history of lustre painting. If this early dated vessel is genuine, as it appears to be, lustre-painted pottery was produced in Iran well before the fall of the Fatimids in Egypt. Since there are numerous fragments of early polychrome and lustre sherds at Jorjan and other places (e.g., at Susa) it may be possible that lustre-painting was produced in Iran from early Islamic times onwards without a break until its golden age with the advent of the Seljuqs.

Underglaze-painted wares
Painting decoration under a clear glaze was first attempted by Islamic potters in Syria, probably during the late 9th or in the 10th century CE. Underglaze-painted decoration became really possible during the Saljuq period when the new white frit ware was introduced, which clear alkaline glaze could be easily applied to. Pigments do not run in the kiln under alkaline glaze, thus elaborate decorations became possible. This medium and technique was far more suitable for underglaze decoration than the glazes previously used in the same manner on the earlier lead glazed wares.

The colours used in underglaze-painting were limited to three: cobalt blue, turquoise and black. These colours were applied either all together, or sometimes only two; then the vessel was coated with a clear glaze. Another type of underglaze-painted ware included the use of glaze of blue or turquoise colour in place of the transparent glaze. In this instance the decoration was usually painted in one colour only, namely in black. There are, however, a few examples known on which the decoration appears in black and cobalt blue under a greenish glaze.

The decoration of most of these underglaze-painted vessels utilizes floral designs and epigraphic patterns. Others show human figures or animals. Those with human figures and animals reveal a close relationship with contemporary lustre-painted pottery. The details of the figures are identical to those on lustre wares; their garments are likewise ornate. On a few examples the pond ornament is present in the foreground. That would imply that perhaps the artists of these lustre and underglaze-painted vessels were the same and both types of wares were produced by the same ateliers. But where were these workshops and when were these vessels mostly made?

Scholars in the past generally accepted Ray and Kashan as the main centres for this type of pottery. Indeed, there can be no question about Kashan as a centre. As for Ray, the same remarks apply as for lustre-painting; there is still not sufficient evidence to claim that this type of pottery was made there. Evidence was likewise missing in Nishapur. It was again at Jorjan that the recent excavations brought to light kiln-wasters, and tripods indicating that underglaze-painting was practiced there, in the same kilns where lustre wares were made. The underglaze-painted finds, complete and sherds, are so numerous in Jorjan that local manufacture cannot be doubted any longer, particularly on account of the evidence of wasters.

For the possible dates of these underglaze-painted wares, there are a number of dated examples; the earliest known dated example is a jug, with the date 1166, and the latest dates from the period after the Mongol invasion, to the year of 1278.

Overglaze-painted (minai and lajvardina) Wares
Probably one of the most beautiful types of Iranian pottery that was produced during the Seljuq period is that of overglaze-painting. In Persian the names of mināi (enamel), or haft-rangi, (seven colours) are used. The term lājvardina applies to a somewhat later technique and will be described further below.

It seemed logical for Iranian potters of this period to attempt, after their numerous successful techniques, the most difficult decoration, namely painting in polychrome over the glaze. The colours used were indeed seven, as the Persian term, haft-rangi indicates: cobalt blue, green or turquoise, red, brown or black, gold, yellow and white. The seven colours do not necessarily appear all together on every overglazepainted vessel. It is claimed, in fact, that two colours out of these seven, namely cobalt blue and turquoise, are not painted over, but under the glaze.

The decoration of this overglaze-painted ware, particularly of the earlier pieces is very delicately painted in miniature style, and indeed recalls contemporary Persian and Mesopotamian manuscript illumination. Unfortunately, not many illuminated manuscripts have survived from the Seljuq period, but one in the Topkapi Saray Library in Istanbul, the manuscript of Varqa va Golshah, is definitely a Persian Seljuq work—most likely executed in Khurasan. The similarity between the miniatures of this particular manuscript and the decorations of the minai vessels is so striking that several scholars put forward the idea that the same artists produced the miniatures and the pottery vessels. It is here, on minai vessels, that we see the only Islamic and Iranian pottery that displays elaborate hunting, royal, or love secenes, most of which recall stories from Ferdowsi's Shahnameh. The story of Bahram-e Gur and Āzādeh hunting is repeated on several minai vessels. A large plate in the Freer Gallery in Washington represents the siege of a fortress. It has been explained that this scene is neither from the Shahnameh, nor from any other Persian epic, but recalls an actual event, a real siege that must have taken place at some time during the Sasanian dynasty remembered later, perhaps as a souvenir for someone depicted on this minai plate.

When we examine the development of minai wares in detail, we may come to the conclusion that in its first stage the decorations over the glaze were somewhat limited and included only floral designs and geometrical patterns. The Jorjan excavations produced numbers of such sherds but no figural decorations. Figural decorations must represent the second stage in the development of minai. We have a few such dated examples, the earliest one being a bowl, dated 1182 CE, and the latest known piece 1242 CE Abu'l-Qāsem, who was a member of the famous Kashan lustre potter family, in his treatise on pottery techniques (already referred to previously) claimed that by his time in 1300 CE, minai had died out and was not practised any longer. By then the lajvardina technique was used.

The change from "minai" to "lajvardina", however was not a straight jump, but was rather a slow transitional process. From the surviving complete vessels and sherds it appears that at a later date, most likely after the Mongol invasion, the minai technique was simplified. The vessels were covered with a coloured, usually light blue or turquoise glaze and the decoration, which by then was very much simplified and restricted to scrollwork and geometrical designs, was painted in red, black, occasionally in white and with the larger part of the decoration executed in gold leaf stuck to the glazed surface. Some of the decorative details were in low relief. Jars, jugs, bowls, or some unusual objects like the cosmetic or chemical container were made in this transitional technique.

Towards the end of the 13th century the background of these overglaze-painted vessels becomes darker; they were completely covered with lajvard (hence the name) or cobalt blue glaze, then were painted in the same way and with the same colours as mentioned above for the transitional pieces.

Ray, Kashan, Saveh and even Natanz were suggested as the possible centres of minai and lajvardina wares. The Ray excavations in the thirties failed to produce any minai piece, and the excavator, the late Dr. Schmidt remarked that they must have been imported there. The recent archaeological work at Ray failed to produce a single minai piece. Saveh and Natanz, in the absence of any achaeological evidence, must be treated with the same caution as for the lustre-painted wares. There is, however, no doubt about Kashan being one of the most important centres of the technique, as stated by Abu'l-Qasem.

The Jorjan excavations produced a large number of minai sherds, all from the potters' area. It is true that up to this date, not a single waster was discovered, but the presence of so many minai sherds around the kilns may indicate local production.

As for the production of lajvardina, Abu'l-Qasem clearly mentions that this was made at Kashan during his life-time, i.e., towards the end to the 13th and beginning of the 14th century. Richard Ettinghausen once put forward the suggestion that perhaps they were made in the Soltan-Abad (in present day Arak) area. The German excavations at Takht-e Soleiman, in the northwestern part of the country have also produced lajvardina wares, mainly tiles, which must have decorated the palace of the Il-Khanid Abaqa Khan. The excavators also discovered kilns and kiln-wasters. Accordingly the technique must have been practised at least in two different places, namely in Kashan and in Takht-i Sulayman, but that was already in post-Mongol times under the II-Khanid rulers.

Unglazed Wares
Unglazed wares are one of the most common and popular pottery types, made almost everywhere and throughout several millennia. In Iraian pottery they constitute a great part of the evidence in the history and evolution of ceramics. To date or identify the provenance of unglazed wares is an extremely difficult, mostly impossible task. Yet, it was during the Seljuq period that more and finer unglazed wares were produced all over in Iran than ever before or even after.

The paste of these vessels can be white, buff, yellow or red. The actual colour of the body depends partly on the chemical composition of the clay, and partly on firing. The wares may be divided into two large groups: simple or undecorated vessels, and decorated ones. The decorations may be incised, stamped, moulded, carved or pierced. Frequently several of these decorative techniques were applied on the same vessels.

There are large storage jars, decorated and undecorated, bowls, jugs, and bottles, particularly convenient for holding water, since evaporation of water from the unglazed surface helps to cool the liquid inside. Pilgrim flasks, cups, etc. were also made in these unglazed wares.

Kilns for producing such wares were discovered in several sites in the country, but it was in Nishapur and Jorjan that moulds came to light. It is nevertheless most likely that almost every region had its pottery centre where unglazed wares were made for local production.

Il-Khanid Period (1258-1334 CE)
The Mongol invasions of 1220 and 1221 CE devastated large parts of Iran and in particular destroyed cities like Ray, Nishapur and Jorjan (old Gorgan), which previously were the most important centres of Iranian pottery. Kashan, although likewise destroyed by the Mongols, seemed to have quickly recovered and pottery production continued.

The Mongol governors, the Il-Khans, who ruled Iran on behalf of the Great Khan in Mongolia, soon separated themselves from the rest of the Empire and set up an independent dynasty. Their new capital was first at Maragheh and later at Tabriz in northwest Iran. They embraced Islam and assumed Iranian customs, culture and language. However, recovery from the great devastation was rather slow. It was not until the end of the 13th century that new building projects were started. Rashid-al-Din Hamadani, the Persian prime minister of the Mongol Il-Khans at the beginning of the 14th century, and also a scholar, was responsible among other cultural activities for the compilation of the famous Jami' al-Tawarikh (Universal History) manuscript, which was richly illustrated with miniature paintings and written in Persian and Arabic.

As far as known today, it was mainly Kashan that continued manufacturing lustre, underglaze and overglaze-painted wares, as has already been mentioned. Towards the end of the 13th and beginning of the 14th century CE, however, new pottery centres emerged. One of these was in the northwest, probably at Takht-i Sulayman, where the Mongol Abaqa Khan (1265-1281 CE) built a palace for himself that, as already mentioned, was decorated with luster and lajvardina tiles. Takht-i Sulayman, however, must have been connected with another major pottery producing area, namely the Soltanabad district (modern Arak), which included not only the town itself, but at least another twenty or thirty villages. Further south, Kerman became another centre and soon Mashhad pottery appears as well. Apart from these main centres there were several other, less significant, pottery producing areas, most of which haven't been located.

The pottery of the Il-Khanid period can be divided into the following groups

· The wares of Kashan

· Soltanabad and Takht-i Sulayman pottery

· The wares of Kerman

· Jorjan wares

· Provincial wares.

The Wares of Kashan
Iranian lustre and underglaze-painted wares continued in Kashan after the Mongol invasion with the same shapes, decoration and techniques identical to those used before. In the early phase there is hardly any noticeable change. There was an increase in the production of tiles, particularly for rebuilding or new architectural projects under Il-Khanid patronage. These tiles were intended to decorate palaces and religious buildings such as mosques, madrasahs and shrines. A great number of these tiles and mihrabs bear the signature of the artists and the date of completion. The inscriptions on the tiles are partly in Arabic and partly in Persian; the later ones may be quotations from the Shahnameh or from other Persian epics.

By the early 14th century CE some change is noticeable in the decoration of these Kashan vessels and tiles. Namely, certain ancient Persian Simorgh (Phoenixes), as well as Far Eastern decorative elements such as dragons, etc. are introduced. On this new type of tile part of the decoration may appear in low relief and occasionally painted in cobalt blue, turquoise or both.

Wares of the Soltanbad (Arak) District
The Sultanabad district of Arak must have been a significant Iranian pottery producing area well before the advent of the Mongols. In early Islamic times, nevertheless, we don't know much about the pottery from this area. It is only towards the end of the 13th and early 14th century that ceramics of this region become important. In the past scholars have even attributed some lustre vessels to this district. We can say, however, that these were more likely the products of Kashan than of this area. Soltanabad wares may be divided into the following three groups: the first one is very similar to the underglazepainted wares of Kashan, except that here the design is mainly composed of radiating wedge-shaped designs with floral or epigraphic patterns. These are painted in cobalt blue and black under a clear glaze. The second type differs from this, since here the design is mainly in black on a greyish ground, some of the decorative patterns appearing in white low relief, and then covered with a clear glaze. Usually there is a bird or an animal inside in the centre depicted over floral background; round the rim there is an inscription, which is usually illegible, serving only a decorative purpose. By then the shape of the vessels also changes. The most popular vessel is the bowl on a splayed foot-ring with hemispherical body and everted and incurved flat rim. This type of bowl was also produced in a monochrome-glazed version, occasionally decorated with vertical ribs on the outside.

The third type of these wares is much thinner and whiter. The decorations are painted mostly in three colours: cobalt, black and turquoise, but black is primarily used for outlining the decorative patterns. This was essential since by then potters somehow once again were unable to control the colours, which ran in the kiln.

Another new shape introduced at that time was the albarello. This shape may have come from the west, probably from Syria. Some scholars believed that there was a connection between certain Soltanabad wares and Syrian pottery of the time. Certainly some affinity is recognisable, not only in the shape of vessels, like the albarello, but also in the decorative motifs.

These Sultanabad wares may have also been produced elsewhere in the country, primarily in the northwestern part of Iran. Here one should once more refer to Takht-i Sulayman, where similar vessels have been excavated. The presence of kilns and wasters indicate their local production.

The Wares of Kerman
Recent archaeological work in the Kerman region, namely at Ghubayra and in Sirjan, brought to light new types of wares that seem to be of local provenance. These included underglaze-painted wares. Their decoration may imitate those of Kashan, or later the wares of Soltanabad, but their quality and potting is remarkably different. These Kerman wares are heavily potted; the glaze is of an inferior quality, which easily peels off from the body. There were no kilns or wasters discovered at Ghubayra, but they were found at Sirjan. Accordingly, Sirjan, a considerable town at that time, was already, or had just become a pottery producing centre.

Another type of local ware, definitely the product of either the town of Kerman or another place in the province, was lustre-painted tiles. This type is so different in paste, quality of the glaze and pigment from the tiles of Kashan that it can be easily recognised. The decoration may imitate the tiles of Kashan, yet is inferior and the colour of the pigment is much darker brown. During the 1970s Ghubayra excavations by Professor David Bivar, another type of lustre-painted tile was discovered: painted on cobalt blue glaze with lustre decoration, which on the dark glaze appears silverish in colour. While such vessels were made elsewhere in Iran, no such tiles have been located so far anywhere else.

Jordan Wares
The 1970s excavations by the Iranian Centre for Archaeological Research at Jorjan have shown that the town was, as stated by several scholars before, destroyed by the Mongols invasion of Iran. Still, it now seems almost certain that pottery production continued there after a short interval. The post-Mongol pottery included underglaze and lustre-painted wares. Their quality had not deteriorated, but there were some changes in the decorative scheme, which became somewhat simplified and perhaps less figurative.

Some wasters recently discovered at Jorjan were of the underglaze-painted wares, their shapes similar to those of Soltanabad bowls, i.e. with everted and incurved rims, and with inscriptions outside round the rim.

There is also an indication that some kind of blue and white ware was produced in the Jorjan area. These pieces may in fact represent the first examples of Persian blue and white wares. Simply, it is a category within the underglaze-painted type in which the black and turquoise colours have been eliminated. These early blue and white examples may date from the 14th century, prior to the invasion of Timur in 1393 CE when he destroyed Jorjan, bringing the end of urban life there.

Provincial Wares
Apart from the wares and pottery centres mentioned above, a great number of wares have provenances that cannot be easily localized. Two possible provincial centres were identified as Varamin and the Ray area. The pottery from these two areas has a buff body, covered with white or creamy ground slip and painted in polychrome under a yellowish transparent glaze. The decoration of these vessels may be simply floral, scrollwork, or sometimes depicting flying birds. These birds recall Far Eastern prototypes. The attribution to the Varamin and Ray vicinity was due partly to finds collected and partly to historical events; the area became important under the Il-Khanids at the beginning of the 14th century.

There is also a great number of heavily potted, blue and black painted wares, decorated with crosshatching. These vessels, mostly large bowls and dishes, have everted flat rims and are always heavily potted. Up to this day it is impossible to determine the provenance of these "crosshatched" wares.

Timurid Pottery (1370-1502 CE)
In 1393 CE there was another devastating invasion in Iran. This time it was Timur, who came with a large army, conquered the entire country and destroyed many cities, such as Jorjan, Esfahan, Shiraz and Kerman. Timur carried most of the artists away with him to his capital at Samarkand. Thus Samarkand became the centre of the Persian arts, particularly of architecture and architectural decoration. The golden age of Timurid art, however, did not start until the reign of Shah Rukh (1404-1447 CE). Shah Rukh, himself a calligrapher, became a patron of the Persian arts. Persian miniature painting flourished. Beautiful religious buildings were erected all over the Timurid realm. Architectural decoration became important, leading to beautiful and elaborate faience mosaic decoration. Examples include the shrine complex, the Shah-e Zendeh in Samarkand, the Gur-e Amir, Timur's mausoleum, the Madrasah of Gauhar Shah in Herat and Mashhad, and the famous Majid-e Kabud (the Blue Mosque) in Tabriz.

Persian pottery production of the period hasn't been fully investigated, yet it appears that the same type of pottery was produced all over, as before under the Mongols. At least one more important ware appeared, Kubachi ware. This ware was simply painted in black under blue or turquoise glaze, and consisted only of large dishes with sloping rims. The decoration is mainly floral designs or geometrical forms. However, two examples have inscriptions in Nastaliq that include the date of the vessels. Both give 15th century CE dates, thus they were definitely Timurid. The name Kubachi in fact is unsatisfactory, since that is the name of a small village in Daghestan in the Caucasus. But it was there in Kubachi, where this type of pottery was first discovered on the walls of peasant houses. It is now known that the people of Kubachi never made the pottery, but they produced fine metalwork and arms that they may have exchanged for this pottery. It is now widely accepted that Kubachi ware in fact was produced in the northwestern part of Iran, in Tabriz.

Blue and white ware has already been mentioned above, under Jorjan. Some kind of blue and white ware was already produced in pre-Timurid times either in Jorjan or somewhere else in the Jorjan plain. The new type of blue and white, however, is different from the former in shape, colour and decoration. This new type of blue and white was certainly produced under direct influence of imported Chinese blue and white porcelain. The shapes echo Chinese porcelain vessels, mainly small "rice" bowls. The decoration also recalls Chinese prototypes, depicting lotuses, meanders and flying phoenixes. It had been suggested that this 15th century blue and white was made in Kerman. This theory has now been substantiated by archaeological evidence from Ghubayra and from other sites in Kerman Province. Such blue and white bowls were excavated in East Africa at Kilwa, which must have been imported from Iran.

Later Islamic Period (16TH-19TH Centuries CE)
Lane included the late Il-Khanid and Timurid periods in this later Iranian pottery. Dr. Geza Fehervari also included these two periods under the later period in his study based on the Barlow Collection. The late Il-Khanid Persian-pottery was more or less a continuation of Seljuq types, although admittedly some changes took place around the end of the 13th century, as has been pointed out. These changes are attributable to Mongol influence. During the Timurid period, a transition between earlier and later types, there was a decline in pottery making. This was contrasted by the great advance and brilliance of Irnaian technique achieved in architectural decoration.

Safavid Wares (1502-1722 CE)
The Safavaid dynastic period was a renaissance in the history of Iranian pottery, when not only long forgotten Persian techniques were re-introduced, but also when new Persian wares were invented. Thus perhaps it is more logical to consider the rise of the Safavid dynasty as the beginning of a new epoch in the long history of Perso-Islamic pottery. The pottery of this time featured many geometric shapes, such as diamonds, triangles and stars.

The Safavids came to power at the beginning of the 16th century CE, and for the first time after more than one thousand years a national and native dynasty, came to power in Iran. The dynasty was founded by Shah Ismail (1502-1524 CE) who united the country under his rule. The Safavid period was a golden age for Iran, particularly for the arts. Monumental and richly decorated mosques, madrasahs and palaces were built: Iranian metalwork flourished again; carpet weaving gained new impetus and miniature painting reached its apogee during this time. Shah Ismail's successors, Shah Tahmasp I (1524-1576 CE), Shah Abbas the Great (1587-1628 CE) became active patrons of the Persian arts. First the capital was at Tabriz, and later, due to the Ottoman threat, was transferred to Qazvin; at the end of the 16th century it was moved to Isfahan by Shah Abbas.

Irnaian Pottery manufacture gained new impetus. Old techniques were revived and produced, due to the different age and requirements, in a new guise. The body of these Safavid wares is now so fine, thin and translucent, that it comes very close to the imported Chinese porcelain. It is a kind of faience but much more refined than that of the Persian potteries of Seljuq period.

Safavid pottery can be divided into the following types

· Kubachi wares
· Lustre wares
· White or "Gombroon" wares
· Late blue and white wares and

· Monochrome and polychrome wares of Kerman
Kubachi Wares
This type of ware has already been mentioned briefly under Timurid wares. The most recent research produced evidence that this ware can be subdivided into three groups; the first group is discussed above. The second group is the blue and white. As in the earlier group there are only large dishes known, very similar in shape to those of group no. 1. The blue of this ware is rather inky and is apt to run under the glaze. While there was definitely some Chinese influence here, the decorations depicted on these wares are rather distant from Chinese prototypes. As for their possible dates, the 16th century has been suggested.

The third, and perhaps the most important group, of these Kubachi wares is the polychromepainted. The designs appear in blue, brownish-red, yellow and green under clear glaze. Portraits of ladies and gentlemen are painted on these dishes against floral or simple scroll backgrounds. Others depict landscapes or just flowers. Apart from large dishes, small bowls, dishes and jugs are also known in these types.

Lustre Wares
As has been mentioned lustre-painted ware was still produced in Kashan and Jorjan and, tiles in Kerman during the 14th and even in the 15th century CE. During the 15th century, however, there was a decline in lustre production in Iran, nevertheless, never stopped completely but continued until it was revived again on a wide scale in Safavid times.

Safavid lustre ware has a very hard and compact white body and was decorated in golden, brownish or reddish colours. The decorations are mainly floral designs and scrollwork; birds or small animals are also rarely depicted. These were painted on a white ground, or sometimes over cobalt blue glaze.

The shape of the vessels changed considerably; bottles, vases, cups, and plates are the most important types. Great numbers of these are preserved in western public and private collections. The centre of Safavid lustre production, due to lack of archaeological evidence for local production, has still not been established for certain. Kashan, Shiraz, Isfahan and Kerman were all suggested, but until recently no fragments or vessels had been discovered in archaeological context at any of these places. Safavid lustre wares can be dated to the late 16th to the early 18th century CE.

White (Gobroon) Wares
The term Gombroon derives from the old name of modern Bander Abbas, which in Safavid times was an important port on the Persian Gulf. It was from there that the Dutch and the British East India Company exported this special type of pottery, together with other Safavid wares to Europe.

The Gombroon ware has a hard faience body, which is considerably thinner than that of contemporary lustre ware. It is occasionally even translucent. The decoration may consist of incised patterns under clear glaze, or is painted in cobalt blue and black colours. Finer pieces are pierced, and just as in the white wares of the Seljuq dynasty, the little holes are filled by the glaze, which has a greenish tinge. Others have no decoration; their beauty is in their fine and elegant shapes and in the almost porcelainous body.

Bowls, mostly on half splayed foot-rings ewers, jugs and cups were made. This type of pottery was introduced sometime during the 17th century and continued right up to the end of the 19th. There are two dated examples known. Both are bowls in the British Museum, one dated to 1233 A.H. (1817 CE), and the other to 1234 A.H. (1818 CE), both with the signature of Mohammad Ali.

Late Blue and White
Reference has already been made to the introduction of blue and white wares in previous chapters. It was nevertheless during the Safavid dynastic period that this ware gained greater importance in Iranian pottery manufacture. European travellers of the time refer to the production of this type of pottery, which was, as has been mentioned above, exported to Europe.

The earliest blue and white ware was most likely manufactured in Jorjan or somewhere else in that area, as mentioned earlier. Kerman was another important centre as early as the 15th century. During the Safavid period blue and white production increased there and such wares were exported not only to Europe but also to East Africa. European literary sources mention three major centres for blue and white wares: Kerman, Mashhad and Yazd.

The wares of Kerman may be recognized by the paste of the vessels, which is softer and porous, and by their decoration, very distinct from the works of the other two centres. Kerman blue and white may imitate the decoration of Chinese wares, but the interpretation of the Chinese decorative motifs, landscapes and figures is clearly Persian. The floral motifs in or around the landscapes is also entirely Persian. The blue is softer and the decoration was never outlined in black, as it happens in Mashhad or in Yazd towards the end of the Safavid period.

The decoration of the blue and white ware of Mashhad consists of much closer imitations of the Chinese prototypes. The body is harder, the blue is darker and the decoration is a faithful copy of the Chinese blue and white porcelain. The large plates and dishes, which have survived in large numbers in private and public collections in the western hemisphere, always depict a Chinese landscape in the centre of the vessel, while on the border are Buddhist symbols, Chinese flowers or rocks are shown. On a few specimens the decoration is reserved in white on a blue background and moulded in low relief. Towards the late 17th and early 18th century, when potters were again unable to control the flow of pigment in the kiln, the decorations were outlined in black.

The late Arthur Lane was the first to emphasize the importance of Yazd as a blue and white producing centre. He referred to tassel-marks on the base of the vessels, which are characteristic of Yazd. Recently, more vessels have come to light that can be attributed to this town. The colour of Yazd wares is strikingly different from those of Kerman and Mashhad. It is rather on the darker side, a kind of greyish-blue or almost black. The glaze usually has a greenish tinge that never occurs on Kerman and Mashhad wares.

There are a number of dated blue and white wares, and it is now clear that they were produced in all three centres throughout the Safavid period and even later.

Monochrome Wares
A large number of Persian brown, yellow, green and blue glazed vessels are known to have been made during the Safavid dynasty. While their exact provenance has not yet been established, scholars have indicated that they can be connected with southern Iran, or more precisely, with the town of Kerman. These wares may be simple, lacking any surface decoration; others are moulded, depicting human figures, flowers, animals or birds. Jars, vases and flasks are known to have been made. Their suggested date is the 17th and early 18th century.

Polychrome Wares
A group of pottery vessels were painted in brownish-red, blue and green under the glaze, likewise attributed to Kerman. Such fragments actually have been collected in 1970s on the slopes of the Qala'-e Dukhtar in Kerman and were excavated at Ghubayra under supervision of emeritus Professor of Iranian studies, David Bivar of SOAS.

Complete vessels preserved in private and public collections are mainly large plates and qaliāns, and are decorated with flowers and human figures. There are two dated examples, one bearing the date corresponding to 1673 CE and another 1677 CE Accordingly, these polychrome wares can be attributed to the 17th and early 18th centuries.

Modern Period: Wares of the Zand and Qajar Periods (1756-1925 bc)
Post-Safavid pottery so far has not been seriously studied, and the available information is scarce and not very reliable. Yet we may presume that after the Afghan invasion of mainland-Iran when the Safavid dynasty was swept away, for a while there was chaos in the country, but pottery production must have continued along the same lines as previously. The change, or rather the decline, was gradual. It is true that even as late as the middle of the 19th century fine blue and white or white "Gombroon" wares were produced, but in general the quality of pottery deteriorated. With the removal of the capital from Isfahan, first to Shiraz under the Zands, and then to Tehran under the Qajars, the artists themselves moved.

Traces of Zand architectural decoration are visible in the "Majidiyeh Noe" and in other buildings in Shiraz. New colours were introduced, including pale pink. Later, tile production continued in Tehran. These tiles depict human figures in low relief against a dark blue back ground.

Isfahan produced a kind of blue and white ware and an underglaze polychrome-painted ware throughout the 19th century, but the quality of these never reached that of Safavid pottery. A new type of pottery painted in blue and black with pierced decoration, again the clear glaze filling the small windows, was made in Nayin during the 19th century.

Toward the end of the century there was a general decline in Iranian pottery manufacture, due mainly to the mass imported and cheaply produced industrial porcelain from Europe and the Far East. This meant the end of artistic pottery production in Iran and it was not revived until early 1970s.

-----------------------------

Pietra dura or pietre dure (see below), called parchin kari in South Asia, is a term for the technique of using cut and fitted, highly-polished colored stones to create images. It is considered a decorative art. The stonework, after the work is assembled loosely, is glued stone-by-stone to a substrate after having previously been "sliced and cut in different shape sections; and then assembled together so precisely that the contact between each section was practically invisible".[1] Stability was achieved by grooving the undersides of the stones so that they interlocked, rather like a jigsaw puzzle, with everything held tautly in place by an encircling 'frame'. Many different colored stones, particularly marbles, were used, along with semiprecious, and even precious stones. It first appeared in Rome in the 16th century, reaching its full maturity in Florence. Pietra dura items are generally crafted on green, white or black marble base stones. Typically the resulting panel is completely flat, but some examples where the image is in low relief were made, taking the work more into the area of hardstone carving
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Unfired "green ware" pottery on a traditional drying rack at Conner Prairie living history museum







Traditional Pottery workshop reconstruction in the Museum of traditional crafts and applied arts, Troyan, Bulgaria
Pottery is the material from which the potteryware is made,[1] of which major types include earthenware, stoneware and porcelain. The place where such wares are made is also called a pottery (plural "potteries").[2] [3]
The definition of pottery used by ASTM is "all fired ceramic wares that contain clay when formed, except technical, structural, and refractory products."[4] Some archaeologists use a different understanding by excluding ceramic objects such as figurines which are made by similar processes, materials and the same people but are not vessels.[5]
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Background
Pottery is made by forming the clay body into objects of a required shape and heating them to high temperatures in a kiln to induce reactions that lead to permanent changes including increasing their strength and hardening and setting their shape. There are wide regional variations in the properties of raw materials used for the production of pottery, and this can lead to wares that are unique in character to a locality. It is common for clays and other materials to be mixed to produce clay bodies suited to specific purposes. Prior to some shaping processes, air trapped within the clay body needs to be removed. This is called de-airing and can be accomplished by a machine called a vacuum pug or manually by wedging. Wedging can also help to ensure an even moisture content throughout the body. Once a clay body has been de-aired or wedged, it is shaped by a variety of techniques. After shaping it is dried before firing. There are a number of stages in the drying process. Leather-hard refers to the stage when the clay object is approximately 15% moisture content. Clay bodies at this stage are very firm and only slightly pliable. Trimming and handle attachment often occurs at the leather-hard state. Clay bodies are said to be "bone-dry" when they reach a moisture content at or near 0%. Unfired objects are often termed greenware. Clay bodies at this stage are very fragile and hence can be easily broken.

Methods of shaping






A man shapes pottery as it turns on a wheel. (Cappadocia, Turkey)

Pottery can be shaped by a range of methods that include:







Handwork pottery in Kathmandu, Nepal
Hand building. This is the earliest forming method. Wares can be constructed by hand from coils of clay, flat slabs of clay, solid balls of clay or some combination of these. Parts of hand-built vessels are often joined together with the aid of slip, an aqueous suspension of clay body and water. Hand-building is slower than wheel-throwing, but it offers the potter a high degree of control over the size and shape of wares. The speed and repetitiveness of other techniques is more suitable for making precisely matched sets of wares such as tablewares although some studio potters find hand-building more conducive to create one-of-a-kind works of art.
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A potter shapes a piece of pottery on an electric-powered potter's wheel







Classic potter's kick wheel in Erfurt, Germany
The potter's wheel. In a process called "throwing" (coming from the Old English word thrawan which means to twist or turn,[6] a ball of clay is placed in the center of a turntable, called the wheel-head, which the potter rotates with a stick, with foot power or with a variable-speed electric motor.

During the process of throwing, the wheel rotates rapidly while the solid ball of soft clay is pressed, squeezed and pulled gently upwards and outwards into a hollow shape. The first step of pressing the rough ball of clay downward and inward into perfect rotational symmetry is called centering the clay--a most important skill to master before the next steps: opening (making a centered hollow into the solid ball of clay), flooring (making the flat or rounded bottom inside the pot), throwing or pulling (drawing up and shaping the walls to an even thickness), and trimming or turning (removing excess clay to refine the shape or to create a foot).

Considerable skill and experience are required to throw pots of an acceptable standard and, while the ware may have high artistic merit, the reproducibility of the method is poor.[7] Because of its inherent limitations, throwing can only be used to create wares with radial symmetry on a vertical axis. These can then be altered by impressing, bulging, carving, fluting, and incising. In addition to the potter's hands these techniques can use tools, including paddles, anvils & ribs, and those specifically for cutting or piercing such as knives, fluting tools and wires. Thrown pieces can be further modified by the attachment of handles, lids, feet and spouts.

Granulate pressing: As the name suggests, this is the operation of shaping pottery by pressing clay in a semi-dry and granulated condition in a mould. The clay is pressed into the mould by a porous die through which water is pumped at high pressure. The granulated clay is prepared by spray-drying to produce a fine and free-flowing material having a moisture content of between about 5 and 6 per cent. Granulate pressing, also known as dust pressing, is widely used in the manufacture of ceramic tiles and, increasingly, of plates.

Injection Moulding: is a shape-forming process adapted for the tableware industry from the method long established for the forming of thermoplastic and some metal components.[8] It has been called Porcelain Injection Moulding, or PIM.[9] Suited to the mass production of complex-shaped articles, one significant advantage of the technique is that it allows the production of a cup, including the handle, in a single process, and thereby eliminates the handle-fixing operation and produces a stronger bond between cup and handle.[10] The feed to the mould die is a mix of approximately 50 to 60 percent unfired body in powder form, together with 40 to 50 percent organic additives composed of binders, lubricants and plasticisers.[9] The technique is not as widely used as other shaping methods.[11]
Jiggering and jolleying: These operations are carried out on the potter's wheel and allow the time taken to bring wares to a standardized form to be reduced. Jiggering is the operation of bringing a shaped tool into contact with the plastic clay of a piece under construction, the piece itself being set on a rotating plaster mould on the wheel. The jigger tool shapes one face while the mould shapes the other. Jiggering is used only in the production of flat wares, such as plates, but a similar operation, jolleying, is used in the production of hollow-wares such as cups. Jiggering and jolleying have been used in the production of pottery since at least the 18th century. In large-scale factory production, jiggering and jolleying are usually automated, which allows the operations to be carried out by semi-skilled labor.







Shaping on a potter's kick wheel; Gülşehir, Turkey

Roller-head machine: This machine is for shaping wares on a rotating mould, as in jiggering and jolleying, but with a rotary shaping tool replacing the fixed profile. The rotary shaping tool is a shallow cone having the same diameter as the ware being formed and shaped to the desired form of the back of the article being made. Wares may in this way be shaped, using relatively unskilled labor, in one operation at a rate of about twelve pieces per minute, though this varies with the size of the articles being produced. Developed in the U.K. just after World War II by the company Service Engineers, roller-heads were quickly adopted by manufacturers around the world; they remain the dominant method for producing flatware.[12]
Pressure casting – specially developed polymeric materials allow a mould to be subject to application external pressures of up to 4.0 MPa–so much higher than slip casting in plaster moulds where the capillary forces correspond to a pressure of around 0.1 - 0.2 MPa. The high pressure leads to much faster casting rates and, hence, faster production cycles. Furthermore, the application of high pressure air through the polymeric moulds upon demoulding the cast means a new casting cycle can be started immediately in the same mould, unlike plaster moulds which require lengthy drying times. The polymeric materials have much greater durability than plaster and, therefore, it is possible to achieve shaped products with better dimensional tolerances and much longer mould life. Pressure casting was developed in the 1970s for the production of sanitaryware although, more recently, it has been applied to tableware.[13]

 HYPERLINK "http://en.wikipedia.org/wiki/Pottery" \l "cite_note-13#cite_note-13" [14]

 HYPERLINK "http://en.wikipedia.org/wiki/Pottery" \l "cite_note-14#cite_note-14" [15]

 HYPERLINK "http://en.wikipedia.org/wiki/Pottery" \l "cite_note-15#cite_note-15" [16]
RAM pressing: A factory process for shaping table wares and decorative ware by pressing a bat of prepared clay body into a required shape between two porous molding plates. After pressing, compressed air is blown through the porous mould plates to release the shaped wares.

Slipcasting: is often used in the mass production of ceramics and is ideally suited to the making of wares that cannot be formed by other methods of shaping. A slip, made by mixing clay body with water, is poured into a highly absorbent plaster mold. Water from the slip is absorbed into the mould leaving a layer of clay body covering its internal surfaces and taking its internal shape. Excess slip is poured out of the mold, which is then split open and the molded object removed. Slipcasting is widely used in the production of sanitary wares and is also used for making smaller articles, such as intricately detailed figurines.

Decorating and glazing






Contemporary pottery from Okinawa, Japan
Pottery may be decorated in a number of ways including:

· In the clay body, for example, by incising patterns on its surface.

· Underglaze decoration (in the manner of many blue and white wares).

· In-glaze decoration
· On-glaze decoration
· Enamel






Pots in Punjab, Pakistan
Additives can be worked into the clay body prior to forming, to produce desired effects in the fired wares. Coarse additives such as sand and grog (fired clay which has been finely ground) are sometimes used to give the final product a required texture. Contrasting coloured clays and grogs are sometimes used to produce patterns in the finished wares. Colorants, usually metal oxides and carbonates, are added singly or in combination to achieve a desired colour. Combustible particles can be mixed with the body or pressed into the surface to produce texture.

Agateware: Named after its resemblance to the quartz mineral agate which has bands or layers of colour that are blended together, agatewares are made by blending clays of differing colours together but not mixing them to the extent that they lose their individual identities. The wares have a distinctive veined or mottled appearance. The term "agateware" is used to describe such wares in the United Kingdom; in Japan the term "neriage" is used and in China, where such things have been made since at least the Tang Dynasty, they are called "marbled" wares. Great care is required in the selection of clays to be used for making agatewares as the clays used must have matching thermal movement characteristics.

Banding: This is the application by hand or by machine of a band of colour to the edge of a plate or cup. Also known as "lining", this operation is often carried out on a potter's wheel.

Burnishing: The surface of pottery wares may be burnished prior to firing by rubbing with a suitable instrument of wood, steel or stone to produce a polished finish that survives firing. It is possible to produce very highly polished wares when fine clays are used or when the polishing is carried out on wares that have been partially dried and contain little water, though wares in this condition are extremely fragile and the risk of breakage is high.







An ancient Armenian urn

Engobe: This is a clay slip, that is used to coat the surface of pottery, usually before firing. Its purpose is often decorative though it can also be used to mask undesirable features in the clay to which it is applied. Engobe slip may be applied by painting or by dipping to provide a uniform, smooth, coating. Engobe has been used by potters from pre-historic times until the present day and is sometimes combined with sgraffito decoration, where a layer of engobe is scratched through to reveal the colour of the underlying clay. With care it is possible to apply a second coat of engobe of a different colour to the first and to incise decoration through the second coat to expose the colour of the underlying coat. Engobes used in this way often contain substantial amounts of silica, sometimes approaching the composition of a glaze.

Litho: This is a commonly-used abbreviation for lithography, although the alternative names of transfer print or "decal" are also common. These are used to apply designs to articles. The litho comprises three layers: the colour, or image, layer which comprises the decorative design; the cover coat, a clear protective layer, which may incorporate a low-melting glass; and the backing paper on which the design is printed by screen printing or lithography. There are various methods of transferring the design while removing the backing-paper, some of which are suited to machine application.

Gold: Decoration with gold is used on some high quality ware. Different methods exist for its application, including:

· Best gold - a suspension of gold powder in essential oils mixed with a flux and a mercury salt extended. This can be applied by a painting technique. From the kiln, the decoration is dull and requires burnishing to reveal the full colour

· Acid Gold – a form of gold decoration developed in the early 1860s at the English factory of Mintons Ltd, Stoke-on-Trent. The glazed surface is etched with diluted hydrofluoric acid prior to application of the gold. The process demands great skill and is used for the decoration only of ware of the highest class.

· Bright Gold – consists of a solution of gold sulphoresinate together with other metal resonates and a flux. The name derives from the appearance of the decoration immediately after removal from the kiln as it requires no burnishing

· Mussel Gold – an old method of gold decoration. It was made by rubbing together gold leaf, sugar and salt, followed by washing to remove solubles

Glazing
Main article: Ceramic glaze
Glaze is a glassy coating on pottery, the primary purposes of which are decoration and protection. One important use of glaze is to render porous pottery vessels impermeable to water and other liquids. Glaze may be applied by dusting the unfired composition over the ware or by spraying, dipping, trailing or brushing on a thin slurry composed of the unfired glaze and water. The colour of a glaze before it has been fired may be significantly different than afterward. To prevent glazed wares sticking to kiln furniture during firing, either a small part of the object being fired (for example, the foot) is left unglazed or, alternatively, special refractory "spurs" are used as supports. These are removed and discarded after the firing.

Some specialised glazing techniques include:

· Salt-glazing, where common salt is introduced to the kiln during the firing process. The high temperatures cause the salt to volatize, depositing it on the surface of the ware to react with the body to form a sodium aluminosilicate glaze. In the 17th and 18th centuries, salt-glazing was used in the manufacture of domestic pottery. Now, except for use by some studio potters, the process is obsolete. The last large-scale application before its demise in the face of environmental clean air restrictions was in the production of salt-glazed sewer-pipes.[17]

 HYPERLINK "http://en.wikipedia.org/wiki/Pottery" \l "cite_note-17#cite_note-17" [18]
· Ash glazing - ash from the combustion of plant matter has been used as the flux component of glazes. The source of the ash was generally the combustion waste from the fuelling of kilns although the potential of ash derived from arable crop wastes has been investigated.[19] Ash glazes are of historical interest in the Far East although there are reports of small-scale use in other locations such as the Catawba Valley Pottery in the United States. They are now limited to small numbers of studio potters who value the unpredictability arising from the variable nature of the raw material.[20]
Firing
Firing produces irreversible changes in the body. It is only after firing that the article or material is pottery. In lower-fired pottery, the changes include sintering, the fusing together of coarser particles in the body at their points of contact with each other. In the case of porcelain, where different materials and higher firing-temperatures are used, the physical, chemical and mineralogical properties of the constituents in the body are greatly altered. In all cases, the object of firing is to permanently harden the wares and the firing regime must be appropriate to the materials used to make them. As a rough guide, earthenwares are normally fired at temperatures in the range of about 1000 to 1200 °C; stonewares at between about 1100 to 1300 °C; and porcelains at between about 1200 to 1400 °C. However, the way that ceramics mature in the kiln is influenced not only by the peak temperature achieved but also by the duration of the period of firing. Thus, the maximum temperature within a kiln is often held constant for a period of time to soak the wares to produce the maturity required in the body of the wares.

The atmosphere within a kiln during firing can affect the appearance of the finished wares. An oxidising atmosphere, produced by allowing air to enter the kiln, can cause the oxidation of clays and glazes. A reducing atmosphere, produced by limiting the flow of air into the kiln, can strip oxygen from the surface of clays and glazes. This can affect the appearance of the wares being fired and, for example, some glazes containing iron fire brown in an oxidising atmosphere, but green in a reducing atmosphere. The atmosphere within a kiln can be adjusted to produce complex effects in glaze.

Kilns may be heated by burning wood, coal and gas or by electricity. When used as fuels, coal and wood can introduce smoke, soot and ash into the kiln which can affect the appearance of unprotected wares. For this reason, wares fired in wood- or coal-fired kilns are often placed in the kiln in "saggars", lidded ceramic boxes, to protect them. Modern kilns powered by gas or electricity are cleaner and more easily controlled than older wood- or coal-fired kilns and often allow shorter firing times to be used. In a Western adaptation of traditional Japanese Raku ware firing, wares are removed from the kiln while hot and smothered in ashes, paper or woodchips which produces a distinctive carbonised appearance. This technique is also used in Malaysia in creating traditional labu sayung.[21]

 HYPERLINK "http://en.wikipedia.org/wiki/Pottery" \l "cite_note-21#cite_note-21" [22]
History






Earliest known ceramics are the Gravettian figurines that date to 29,000 to 25,000 BC







Cupisnique pottery. Stirrup spout bottle with a feline-human representation. Larco Museum Collection. Lima-Peru







An Incipient Jōmon pottery vessel reconstructed from fragments (10,000-8,000 BCE), Tokyo National Museum, Japan
It is believed[by whom?] that the earliest pottery wares were hand-built and fired in bonfires. Firing times were short but the peak-temperatures achieved in the fire could be high, perhaps in the region of 900 °C, and were reached very quickly. Clays tempered with sand, grit, crushed shell or crushed pottery were often used to make bonfire-fired ceramics because they provided an open-body texture that allows water and other volatile components of the clay to escape freely. The coarser particles in the clay also acted to restrain shrinkage within the bodies of the wares during cooling which was carried out slowly to reduce the risk of thermal stress and cracking. In the main, early bonfire-fired wares were made with rounded bottoms to avoid sharp angles that might be susceptible to cracking. The earliest intentionally-constructed kilns were pit-kilns or trench-kilns--holes dug in the ground and covered with fuel. Holes in the ground provided insulation and resulted in better control over firing ]
The earliest-known ceramic objects are Gravettian figurines such as those discovered at Dolni Vestonice in the modern-day Czech Republic. The Venus of Dolní Věstonice (Věstonická Venuše in Czech) is a Venus figurine, a statuette of a nude female figure dated to 29,000–25,000 BCE (Gravettian industry).[23] The earliest pottery vessels found include those excavated from the Yuchanyan Cave in southern China, dated from 16,000 BCE,[24] and those found in the Amur River basin in the Russian Far East, dated from 14,000 BCE.[25]

 HYPERLINK "http://en.wikipedia.org/wiki/Pottery" \l "cite_note-25#cite_note-25" [26]
Other earlier pottery vessels include those made by the Incipient Jōmon people of Japan from around 10,500 BCE have also been found.[27]

 HYPERLINK "http://en.wikipedia.org/wiki/Pottery" \l "cite_note-27#cite_note-27" [28] The term "Jōmon" means "cord-marked" in Japanese. This refers to the markings made on the vessels and figures using sticks with cords during their production. It appears that pottery was independently developed in North Africa during the 10,000 BCE[29] and in South America during the 10,000 BCE[30] In several cultures, the earliest vessels were made either by hand-shaping or by rolling the clay into a thin round cord which was then coiled round on itself to form the vessel. The earliest history of pottery production in the Near East can be divided into four periods, namely: the Hassuna period (5,000-4,500 BCE), the Halaf period (4,500-4,000 BCE), the Ubaid period (4,000-3,000 BCE), and the Uruk period (3,500-2,000 BCE).

The invention of the potter's wheel in Mesopotamia sometime between 6,000 and 4,000 BCE (Ubaid period) revolutionized pottery production. Specialized potters were then able to meet the expanding needs of the world's first cities. Pottery was in use in ancient India, including areas now forming Pakistan and northwest India, during the Mehrgarh Period II (5,500-4,800 BCE) and Merhgarh Period III (4,800-3,500 BCE), known as the ceramic Neolithic and chalcolithic. Pottery, including items known as the ed-Dur vessels, originated in regions of the Indus Valley and have been found in a number of sites in the Indus Valley Civilization.[31]

 HYPERLINK "http://en.wikipedia.org/wiki/Pottery" \l "cite_note-31#cite_note-31" [32]
In the Mediterranean, during the Greek Dark Ages (1,100–800 BCE), amphoras and other pottery were decorated with geometric designs such as squares, circles and lines. The period between 1,500-300 BCE in ancient Korea is known as the Mumun Pottery Period.[33] In the Chalcolithic period in Mesopotamia, Halafian pottery achieved a level of technical competence and sophistication, not seen until the later developments of Greek pottery with Corinthian and Attic ware.[  The distinctive Red Samian ware of the Early Roman Empire was copied by regional potters throughout the Empire.

Archaeology






Pottery found at Çatal Höyük - sixth millennium BC

For archaeologists, anthropologists and historians the study of pottery can help to provide an insight into past cultures. Pottery is durable, and fragments, at least, often survive long after artifacts made from less-durable materials have decayed past recognition. Combined with other evidence, the study of pottery artifacts is helpful in the development of theories on the organisation, economic condition and the cultural development of the societies that produced or acquired pottery. The study of pottery may also allow inferences to be drawn about a culture's daily life, religion, social relationships, attitudes towards neighbors, attitudes to their own world and even the way the culture understood the universe.

Chronologies based on pottery are often essential for dating non-literate cultures and are often of help in the dating of historic cultures as well. Trace-element analysis, mostly by neutron activation, allows the sources of clay to be accurately identified and the thermoluminescence test can be used to provide an estimate of the date of last firing. Examining fired pottery shards from prehistory, scientists learned that during high-temperature firing, iron materials in clay record the exact state of Earth's magnetic field at that exact moment.

Environmental issues in production
Although many of the environmental effects of pottery production have existed for millennia, some of these have been amplified with modern technology and scales of production. The principal factors for consideration fall into two categories: (a) effects on workers, and (b) effects on the general environment. Within the effects on workers, chief impacts are indoor air quality, sound levels and possible over-illumination. Regarding the general environment, factors of interest are fuel consumption, off-site water pollution, air pollution and disposal of hazardous materials.

Historically, "plumbism" (lead poisoning) was a significant health concern to those glazing pottery. This was recognised at least as early as the nineteenth century, and the first legislation in the United Kingdom to limit pottery workers’ exposure was introduced in 1899.[34] While the risk to those working in ceramics is now much reduced, it can still not be ignored. With respect to indoor air quality, workers can be exposed to fine particulate matter, carbon monoxide and certain heavy metals. The greatest health risk is the potential to develop silicosis from the long-term exposure to crystalline silica. Proper ventilation can reduce the risks, and the first legislation in the United Kingdom to govern ventilation was introduced in 1899.[34] Another, more recent, study at Laney College, Oakland, California suggests that all these factors can be controlled in a well-designed workshop environment.[35]
The use of energy and pollutants in the production of ceramics is a growing concern. Electric firing is arguably more environmentally friendly than combustion firing although the source of the electricity varies in environmental impact.

Other usages
Due to the large number of pottery factories or, colloquially, "Pot Banks", the English city of Stoke-on-Trent, one of the first industrial cities of the modern era where, as early as 1785, two hundred pottery manufacturers employed 20,000 workers, is often called "The Potteries".[36] For the same reason, the largest football club in the city, is known as "The Potters".
Ceramic art
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Etruscan: Diomedes and Polyxena, from the Etruscan amphora of the Pontic group, ca. 540–530 BC. From Vulci.







Venus of Dolní Věstonice, before 25,000 BCE

In art history, ceramics and ceramic art mean art objects such as figures, tiles, and tableware made from clay and other raw materials by the process of pottery. Some ceramic products are regarded as fine art, while others are regarded as decorative, industrial or applied art objects, or as artifacts in archaeology. They may be made by one individual or in a factory where a group of people design, make and decorate the ware. Decorative ceramics are sometimes called "art pottery".[1]
The word "ceramics" comes from the Greek keramikos (κεραμικος), meaning "pottery", which in turn comes from keramos (κεραμος), meaning "potter's clay."[2] Most traditional ceramic products were made from clay (or clay mixed with other materials), shaped and subjected to heat, and tableware and decorative ceramics are generally still made this way. In modern ceramic engineering usage, ceramics is the art and science of making objects from inorganic, non-metallic materials by the action of heat. It excludes glass and mosaic made from glass tesserae.

There is a long history of ceramic art in almost all developed cultures, and often ceramic objects are all the artistic evidence left from vanished cultures, like that of the Nok in Africa over 2,000 years ago. Cultures especially noted for fine ceramics include the Chinese, Cretan, Greek, Persian, Mayan, Japanese, and Korean cultures, as well as the modern Western cultures.

Elements of ceramic art, upon which different degrees of emphasis have been placed at different times, are the shape of the object, its decoration by painting, carving and other methods, and the glazing found on most ceramics.
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Prehistoric pottery






Vessel from Mesopotamia, late Ubaid period (4,500-4,000 BCE)

Early pots were made by the "coiling" method, working the clay into a long string which was wound round to form a shape and then modelled to form smooth walls. The potter's wheel was probably invented in Mesopotamia by the 4th millennium BC, but spread across nearly all Eurasia and much of Africa, though it remained unknown in the New World until the arrival of Europeans. Decoration of the clay by incising and painting is found very widely, and was initially geometric, but often included figurative designs from very early on.

So important is pottery to the archaeology of prehistoric cultures that many are known by names taken from their distinctive, and often very fine, pottery, such as the Linear Pottery culture, Beaker culture, Globular Amphora culture, Corded Ware culture and Funnelbeaker culture, to take examples only from Neolithic Europe (approximately 7000-1800 BCE).

Ceramic art has generated many styles from its own tradition, but is often closely related to contemporary sculpture and metalwork. Many times in its history styles from the usually more prestigious and expensive art of metalworking have been copied in ceramics. This can be seen in early Chinese ceramics, such as pottery and ceramic-wares of the Shang Dynasty, in Ancient Roman and Iranian pottery, and Rococo European styles, copying contemporary silverware shapes. A common use of ceramics is for "pots" - containers such as bowls, vases and amphorae, as well as other tableware, but figurines have been very widely made.

Ceramics as wall decoration






16th century Turkish Iznik tiles, which would have originally formed part of a much larger group.

The earliest evidence of glazed brick is the discovery of glazed bricks in the Elamite Temple at Chogha Zanbil, dated to the 13th century BCE. Glazed and coloured bricks were used to make low reliefs in Ancient Mesopotamia, most famously the Ishtar Gate of Babylon (ca. 575 BCE), now partly reconstructed in Berlin, with sections elsewhere. Mesopotamian craftsmen were imported for the palaces of the Persian Empire such as Persepolis. The tradition continued, and after the Islamic conquest of Persia coloured and often painted glazed bricks or tiles became an important element in Persian architecture, and from there spread to much of the Islamic world, notably the İznik pottery of Turkey under the Ottoman Empire in the 16th and 17th centuries.

Transmitted via Islamic Spain, a new tradition of Azulejos developed in Spain and especially Portugal, which by the Baroque period produced extremely large painted scenes on tiles, usually in blue and white. Delftware tiles, typically with a painted design covering only one (rather small) tile, were ubiquitous in Holland and widely exported over Northern Europe from the 16th century on. Several 18th century royal palaces had porcelain rooms with the walls entirely covered in porcelain. Surviving examples include ones at Capodimonte, Naples, the Royal Palace of Madrid and the nearby Royal Palace of Aranjuez.[3] Elaborate tiled stoves were a feature of rooms of the middle and upper-classes in Northern Europe from the 17th to 19th centuries.

There are several other types of traditional tiles that remain in manufacture, for example the small, almost mosaic, brightly coloured zellige tiles of Morocco. With exceptions, notably the Porcelain Tower of Nanjing, tiles or glazed bricks do not feature largely in East Asian ceramics.

 East Asia
China






Chinese Longquan celadon, Song Dynasty, 13th century. Celadon was first made in China, and then exported to various parts of Asia and Europe. Celadon became a favourite of various kings and monarchs, such as the Ottoman Sultans, because of its pristine beauty, its resemblance to Chinese jade, and the belief that the celadon would change its colour if the food or wine were poisoned.[4]
Yuchanyan Cave in Hunan, China yielded sherds of ceramic vessels and other artifacts which were dated by analysis of charcoal and bone collagen, giving a date range of 17,500 to 18,300 years old for the pottery.[5] The pottery specimens may be the oldest known examples of pottery anywhere in the world,[6] and provide some of the earliest evidence for pottery making in China. Pottery which dates back to 10,000 BCE has also been excavated in China.[6]

 HYPERLINK "http://en.wikipedia.org/wiki/Ceramic_art" \l "cite_note-6#cite_note-6" [7]

 HYPERLINK "http://en.wikipedia.org/wiki/Ceramic_art" \l "cite_note-7#cite_note-7" [8]
There is Chinese porcelain from the late Eastern Han period (100 to 200 AD), the Three Kingdoms period (220 to 280 AD), the Six Dynasties period (220 to 589 AD), and thereafter. China in particular has had a continuous history of large-scale production, with the Imperial factories usually producing the best work. The Tang Dynasty (618 to 906 AD) is especially noted for grave goods figures of humans, animals and model houses, boats and other goods, excavated (usually illegally) from graves in large numbers.

The Imperial porcelain of the Song Dynasty (960–1279), featuring very subtle decoration shallowly carved by knife in the clay, is regarded by many authorities as the peak of Chinese ceramics, though the large and more exuberantly painted ceramics of the Ming Dynasty (1368–1644) have a wider reputation.

Chinese emperors gave ceramics as diplomatic gifts on a lavish scale, and the presence of Chinese ceramics no doubt aided the development of related traditions of ceramics in Japan and Korea in particular.

Japan
Main article: Japanese pottery and porcelain
See also: Hagi ware






Nabeshima plate with three herons
The earliest Japanese pottery was made around the 11th millennium BC. Jōmon ware emerged in the 6th millennium BC and the plainer Yayoi style in about the 4th century BC. This early pottery was soft earthenware, fired at low temperatures. The potter’s wheel and a kiln capable of reaching higher temperatures and firing stoneware appeared in the 3rd or 4th centuries AD, probably brought by southern Korean potters. In the 8th century, official kilns in Japan produced simple, green lead glazed wares. Unglazed stoneware was used funerary jars, storage jars and kitchen pots up to the 17th century. Some of the kilns improved their methods and are known as the “Six Old Kilns”.

From the 11th to the 16th century, Japan imported much porcelain from China and some from Korea. The Japanese overlord Toyotomi Hideyoshi's attempts to conquer China in the 1590s were dubbed the "Ceramic Wars" because the emigration of Korean potters appeared to be a major cause. One of these potters, Yi Sam-pyeong, discovered the raw material of porcelain in Arita and produced first true porcelain in Japan.

In the 17th century, conditions in China drove some of its potters into Japan, bringing with them the knowledge to make refined porcelain. From the mid-century, the Dutch East India Company began to import Japanese porcelain into Europe. At this time, Kakiemon wares were produced at the factories of Arita, which had much in common with the Chinese Famille Verte style. The superb quality of its enamel decoration was highly prized in the West and widely imitated by the major European porcelain manufacturers. In 1971 it was declared an important "intangible cultural treasure" by the Japanese government.

In the 20th century, interest in the art of the village potter was revived by the Mingei folk movement led by potters Shoji Hamada, Kawai Kajiro and others. They studied traditional methods in order to preserve native wares that were in danger of disappearing. Modern masters use ancient methods to bring pottery and porcelain to new heights of achievement at Shiga, Iga, Karatsu, Hagi, and Bizen. A few outstanding potters were designated living cultural treasures (mukei bunkazai 無形文化財). In the old capital of Kyoto, the Raku family continued to produce the rough tea bowls that had so delighted connoisseurs. At Mino, potters continued to reconstruct the classic formulas of Momoyama-era Seto-type tea wares of Mino, such as Oribe ware. By the 1990s many master potters worked away from ancient kilns and made classic wares in all parts of Japan.

Korea
Main article: Korean pottery and porcelain
Korean pottery has had a continuous tradition since simple earthenware from about 8000 BCE. Styles have generally been a distinctive variant of Chinese, and later Japanese, developments. The ceramics of the Goryeo Dynasty (918–1392) and early Joseon white porcelain of the following dynasty are generally regarded as the finest achievements.

Western Asia and the Middle East
Islamic pottery
Main article: Islamic pottery






Cup with votive inscriptions in Kufic script. Terracotta, Nishapur (Tepe Madraseh). Metropolitan Museum of Art collections.

From the 8th to 18th centuries, glazed ceramics was important in Islamic art, usually in the form of elaborate pottery,[9] developing on vigorous Persian and Egyptian pre-Islamic traditions in particular. Tin-opacified glazing was developed by the Islamic potters, the first examples found as blue-painted ware in Basra, dating from about the 8th century. The Islamic world had contact with China, and increasingly adapted many Chinese decorative motifs. Persian wares gradually relaxed Islamic restrictions on figurative ornament, and painted figuratives scenes became very important.

Stoneware, originating from 9th century Iraq, was also an important material in Islamic pottery.[10] Pottery was produced in Ar-Raqqah, Syria, in the 8th century.[11] Other centers for innovative ceramics in the Islamic world were Fustat (near modern Cairo) from 975 to 1075, Damascus from 1100 to around 1600 and Tabriz from 1470 to 1550.[12]
The albarello form, a type of maiolica earthenware jar originally designed to hold apothecaries' ointments and dry drugs, was first made in the Islamic Middle East. It was brought to Italy by Hispano-Moresque traders; the earliest Italian examples were produced in Florence in the 15th century.

Iznik pottery, made in western Anatolia, is highly decorated ceramics whose heyday was the late 16th century under the Ottoman sultans. Iznik vessels were originally made in imitation of Chinese porcelain, which was highly prized. Under Süleyman the Magnificent (1520–66), demand for Iznik wares increased. After the conquest of Constantinople in 1453, the Ottoman sultans started a programme of building, which used large quantities of Iznik tiles. The Sultan Ahmed Mosque in Istanbul (built 1609-16) alone contains 20,000 tiles and tiles were used extensively in the Topkapi Palace (commenced 1459). As a result of this demand, tiles dominated the output of the Iznik potteries.

Europe
Early figurines
The earliest known ceramic objects are the Gravettian figurines from the Upper Paleolithic period, such as those discovered at Dolní Věstonice in the modern-day Czech Republic. The Venus of Dolní Věstonice (Věstonická Venuše in Czech) is a statuette of a nude female figure dating from some time between 29,000 and 25000 BCE.[13] It was made by moulding and then firing a mixture of clay and powdered bone.[14] Similar objects in various media found throughout Europe and Asia and dating from the Upper Paleolithic period have also been called Venus figurines. Scholars are not agreed as to their purpose or cultural significance.

The ancient Mediterranean






Hellenistic Tanagra figurine of ca. 320 BCE, probably just intended to represent a fashionable lady with a sun-hat.

Glazed Egyptian faience goes back to the third millennium BC, with painted but unglazed pottery developed even earlier in the Naqada culture. Faience became sophisticated and produced on a large scale, using moulds as well modelling, and later also throwing on the wheel. Several methods of glazing were developed, but colours remained largely limited to a range in the blue-green spectrum.

On the Greek island of Santorini are some of the earliest finds created by the Minoans dating to the third millennium BC, with the original settlement at Akrotiri dating to the fourth millennium BC;[15] excavation work continues at the principal archaeological site of Akrotiri. Some of the excavated homes contain huge ceramic storage jars known as pithoi.

Ancient Grecian and Etruscan ceramics are renowned for their figurative painting, especially in the black-figure and red-figure styles. Moulded Greek terracotta figurines, especially those from Tanagra, were small figures, often religious but later including many of everyday genre figures, apparently used purely for decoration.

Ancient Roman pottery, such as Samian ware, was rarely as fine, and largely copied shapes from metalwork, but was produced in enormous quantities, and is found all over Europe and the Middle East, and beyond. Monte Testaccio is a waste mound in Rome made almost entirely of broken amphorae used for transporting and storing liquids and other products. Few vessels of great artistic interest have survived, but there are very many small figures, often incorporated into oil lamps or similar objects, and often with religious or erotic themes (or both together - a Roman speciality). The Romans generally did not leave grave goods, the best source of ancient pottery, but even so they do not seem to have had much in the way of luxury pottery, unlike Roman glass, which the elite used with gold or silver tableware. The more expensive pottery tended to use relief decoration, often moulded, rather than paint. Especially in the Eastern Empire, local traditions continued, hybridizing with Roman styles to varying extents.

Tin-glazed pottery
Main article: Tin-glazed pottery






A Hispano-Moresque dish, approx 32cm diameter, with Christian monogram "IHS", decorated in cobalt blue and gold lustre. Valencia, c.1430-1500. Burrell Collection






Ming Dynasty (1368-1644 AD) blue-and-white porcelain dish from the reign of the Jiajing Emperor (1521-1567 AD). Nanjing Museum collections.

Tin-glazed pottery, or faience, originated in Iraq in the 9th century, from where it spread to Egypt, Persia and Spain before reaching Italy in the Renaissance, Holland in the 16th century and England, France and other European countries shortly after. Important regional styles in Europe include: Hispano-Moresque, maiolica, Delftware, and English Delftware. By the High Middle Ages the Hispano-Moresque ware of Al-Andaluz was the most sophisticated pottery being produced in Europe, with elaborate decoration. It introduced tin-glazing to Europe, which was developed in the Italian Renaissance in maiolica. Tin-glazed pottery was taken up in the Netherlands from the 16th to the 18th centuries, the potters making household, decorative pieces and tiles in vast numbers,[16] usually with blue painting on a white ground. Dutch potters took tin-glazed pottery to the British Isles, where it was made between about 1550 and 1800. In France, tin-glaze was begun in 1690 at Quimper in Brittany,[17] followed in Rouen, Strasbourg and Lunéville. The development of white, or near white, firing bodies in Europe from the late 18th century, such as Creamware by Josiah Wedgwood and porcelain, reduced the demand for Delftware, faience and majolica. Today, tin oxide usage in glazes finds limited use in conjunction with other, lower cost opacifying agents, although it is generally restricted to specialist low temperature applications and use by studio potters.[18]

 HYPERLINK "http://en.wikipedia.org/wiki/Ceramic_art" \l "cite_note-18#cite_note-18" [19], including Picasso who produced pottery using tin glazes.

Porcelain
Until the 16th century, small quantities of expensive Chinese porcelain were imported into Europe. From the 16th century onwards attempts were made to imitate it in Europe, including soft-paste and the Medici porcelain made in Florence. None was successful until a recipe for hard-paste porcelain was devised at the Meissen factory in Dresden in 1710. Within a few years, porcelain factories sprung up at Nymphenburg in Bavaria (1754) and Capodimonte in Naples (1743) and many other places, often financed by a local ruler.

Soft-paste porcelain was made at Rouen in the 1680s, but the first important production was at St.Cloud, letters-patent being granted in 1702. The Duc de Bourbon established a soft-paste factory, the Chantilly porcelain, in the grounds of his Château de Chantilly in 1730; a soft-paste factory was opened at Mennecy; and the Vincennes factory was set up by workers from Chantilly in 1740, moving to larger premises at Sèvres[20] in 1756. The superior soft-paste made at Sèvres put it in the leading position in Europe in the second half of the 18th century.[21] The first soft-paste in England was demonstrated in 1742, apparently based on the Saint-Cloud formula. In 1749 a patent was taken out on the first bone china, subsequently perfected by Josiah Spode. The main English porcelain makers in the 18th century were at Chelsea, Bow, St James's, Bristol, Derby and Lowestoft.

Porcelain was ideally suited to the energetic Rococo curves of the day. The products of these early decades of European porcelain are generally the most highly regarded, and expensive. The Meissen modeler Johann Joachim Kaendler and Franz Anton Bustelli of Nymphenburg are perhaps the most outstanding ceramic artists of the period. Like other leading modelers, they trained as sculptors and produced models from which moulds were taken.

By the end of the 18th century owning porcelain tableware and decorative objects had become obligatory among the prosperous middle-classes of Europe, and there were factories in most countries, many of which are still producing. As well as tableware, early European porcelain revived the taste for purely decorative figures of people or animals, which had also been a feature of several ancient cultures, often as grave goods. These were still being produced in China as blanc de Chine religious figures, many of which had reached Europe. European figures were almost entirely secular, and soon brightly and brilliantly painted, often in groups with a modelled setting, and a strong narrative element (see picture).

Wedgwood and the North Staffordshire Potteries






Neoclassical Wedgwood urn in jasperware, ca. 1820

From the 17th century, Stoke-on-Trent in North Staffordshire emerged as a major centre of pottery making.[22] Important contributions to the development of the industry were made by the firms of Wedgwood, Spode, Royal Doulton and Minton.

The local presence of abundant supplies of coal and suitable clay for earthenware production led to the early but at first limited development of the local pottery industry. The construction of the Trent and Mersey Canal allowed the easy transportation of china clay from Cornwall together with other materials and facilitated the production of creamware and bone china. Other production centres had a lead in the production of high quality wares but the preeminence of North Staffordshire was brought about by methodical and detailed research and a willingness to experiment carried out over many years, initially by one man, Josiah Wedgwood. His lead was followed by other local potters, scientists and engineers.

Wedgwood is credited with the industrialization of the manufacture of pottery. His work was of very high quality: when visiting his workshop, if he saw an offending vessel that failed to meet with his standards, he would smash it with his stick, exclaiming, "This will not do for Josiah Wedgwood!" He was keenly interested in the scientific advances of his day and it was this interest that underpinned his adoption of its approach and methods to revolutionize the quality of his pottery. His unique glazes began to distinguish his wares from anything else on the market. His matt finish jasperware in two colours was highly suitable for the Neoclassicism of the end of the century, imitating the effects of Ancient Roman carved gemstone cameos like the Gemma Augustea, or the cameo glass Portland Vase, of which Wedgwood produced copies.

He also is credited with perfecting transfer-printing, first developed in England about 1750. By the end of the century this had largely replaced hand-painting for complex designs, except at the luxury end of the market, and the vast majority of the world's decorated pottery uses versions of the technique to the present day.

Stoke-on-Trent's supremacy in pottery manufacture nurtured and attracted a large number of ceramic artists including Clarice Cliff, Susie Cooper, Lorna Bailey, Charlotte Rhead, Frederick Hurten Rhead and Jabez Vodrey.

Studio pottery in Britain
Studio pottery is made by artists working alone or in small groups, producing unique items or short runs, typically with all stages of manufacture carried out by one individual.[23] It is represented by potters all over the world but has strong roots in Britain, with potters such as Bernard Leach, William Staite Murray, Dora Billington, Lucie Rie and Hans Coper. Bernard Leach (1887–1979) established a style of pottery influenced by Far-Eastern and medieval English forms. After briefly experimenting with earthenware, he turned to stoneware fired to high temperatures in large oil- or wood-burning kilns. This style dominated British studio pottery in the mid-20th century. The Austrian refugee Lucie Rie (1902–1995) has been regarded as essentially a modernist who experimented with new glaze effects on often brightly coloured bowls and bottles. Hans Coper (1920–1981) produced non-functional, sculptural and unglazed pieces. After the Second World War, studio pottery in Britain was encouraged by the wartime ban on decorating manufactured pottery and the modernist spirit of the Festival of Britain. The simple, functional designs chimed in with the modernist ethos. Several potteries were formed in response to this fifties boom, and this style of studio pottery remained popular into the nineteen-seventies.[24] Elizabeth Fritsch (1940-) took up ceramics working under Hans Coper at the Royal College of Art (1968–1971). Fritsch was one of a group of outstanding ceramicists who emerged from the Royal Collage of Art at that time. Fritschs' ceramic vessels broke away from tradditional methods and she developed a hand built flattened coil technique in stoneware smoothed and refined into accurately profiled forms. They are then hand painted with dry matt slips, in colours unusual for ceramics.

The Americas






Hopi olla, 19th century, artist unknown, Stanford Museum collections







Anasazi mugs from the Four Corners area, Southwestern US. Note the T-shaped cut-out in the left mug's handle. Ancestral Puebloan doorways often have this same shape

Native American pottery
Main article: Native American pottery
The people in North, Central, and South America continents had a wide variety of pottery traditions before Europeans arrived. The oldest ceramics known in the Americas — made from 5,000 to 6,000 years ago — are found in the Andean region, along the Pacific coast of Ecuador at Valdivia and Puerto Hormiga, and in the San Jacinto Valley of Colombia; objects from 3,800 to 4,000 years old have been discovered in Peru. Some archaeologists believe that ceramics know-how found its way by sea to Mesoamerica, the second great cradle of civilization in the Americas.[25]
The best-developed styles found in the central and southern Andes are the ceramics found near the ceremonial site at Chavín de Huántar (800–400 BC) and Cupisnique (1000–400 BC). During the same period, another culture developed on the southern coast of Peru, in the area called Paracas. The Paracas culture (600–100 BC) produced marvelous works of embossed ceramic finished with a thick oil applied after firing. This colorful tradition in ceramics and textiles was followed by the Nazca culture (AD 1–600), whose potters developed improved techniques for preparing clay and for decorating objects, using fine brushes to paint sophisticated motifs. In the early stage of Nazca ceramics, potters painted realistic characters and landscapes.

The Moche cultures (AD 1–800) that flourished on the northern coast of modern Peru produced modelled clay sculptures and effigies decorated with fine lines of red on a beige background. Their pottery stands out for its huacos portrait vases, in which human faces are shown expressing different emotions — happiness, sadness, anger, melancholy — as well for its complicated drawings of wars, human sacrifices, and celebrations.[26]
The Mayans were a relative latecomer to ceramic development, as their ceramic arts flourished in the Maya Classic Period, or the 2nd to 10th century. One important site in southern Belize is known as Lubaantun, that boasts particularly detailed and prolific works. As evidence of the extent to which these ceramic art works were prized, many specimens traced to Lubaantun have been found at distant Mayan sites in Honduras and Guatemala.[27] Furthermore, the current Mayan people of Lubaantun continue to hand produce copies of many of the original designs found at Lubaantun.

In the United States, the oldest pottery dates to 2500 BC. It has been found in the Timucuan Ecological and Historic Preserve in Jacksonville, Florida, and some slightly older along the Savannah River in Georgia.[28]
The Hopi in Northern Arizona and several other Puebloan peoples including the Taos, Acoma, and Zuñi people (all in the Southwestern United States) are renowned for painted pottery in several different styles. Nampeyo[29] and her relatives created pottery that became highly sought after beginning in the early 20th century. Pueblo tribes in he state of New Mexico have styles distinctive to each of the various pueblos (villages). They include Santa Clara Pueblo, Taos Pueblo, Hopi Pueblos, San Ildefonso Pueblo, Acoma Pueblo and Zuni Pueblo, amongst others. Some of the renowned artists of Pueblo pottery include: Nampeyo, Elva Nampeyo, and Dextra Quotskuyva of the Hopi; Leonidas Tapia of San Juan Pueblo; and Maria Martinez and Julian Martinez of San Ildefonso Pueblo. In the early 20th century Martinez and her husband Julian rediscovered the method of creating traditional San Ildefonso Pueblo Black-on Black pottery.

Mexican ceramics
Mexican ceramics are an ancient tradition. Precolumbian potters built up their wares with pinching, coiling, or hammer-an-anvil methods and, instead of using glaze, burnished their pots.

Studio pottery in the United States
See also: Category:American potters and [[List of American makers of face jugs]]

There is a strong tradition of studio artists working in ceramics in the United States. It had a period of growth in the 1960s and continues to present times. Many fine art, craft, and contemporary art museums have pieces in their permanent collections.

Beatrice Wood was an American artist and studio potter located in Ojai, California. She developed a unique form of luster-glaze technique, and was active from the 1930s to her death in 1998 at 105 years old. Robert Arneson created larger sculptural work, in an abstracted representational style. There are ceramics arts departments at many colleges, universities, and fine arts institutes in the United States.

Sub-Saharan Africa
Pottery in Sub-Saharan Africa is traditionally made by coiling and is fired at low temperature. The figurines of the ancient Nok culture, whose function remains unclear, are an example of high-quality figural work, found in many cultures, such as the Benin of Nigeria.

Ladi Kwali, a Nigerian potter who worked in the Gwari tradition, made large pots decorated with incised patterns. Her work is an interesting hybrid of traditional African with western studio pottery. Magdalene Odundo is a Kenyan-born British studio potter whose ceramics are hand built and burnished.

