
Courageous 
Chargers 
Ian Wilson is inspired by the work of 
Vibeke Stubbe Teglbjærg.

The workings of jealousy are seldom an attractive or elevating 
experience, and I was worryingly close to being a casualty of this 
degrading emotion when first seeing pictures of Snåstrup Mølle. 
This large, many-windowed, eighteenth-century building is the 
main house of a co-operative community based near Aarhus in 
Denmark, where the potter Vibeke Stubbe Teglbjærg lives. The 
wood-framed construction was once a miller’s home, and although 
the nearby old watermill in which Stubbe Teglbjærg’s studio is 
located is no longer operative, she nevertheless creates her raku-
fired pieces while surrounded by the sound of running water.

NEW VISION  A life in this enviably pastoral setting is, one feels, a 
just reward for Stubbe Teglbjærg’s courage – of which only one 
example will be cited – in overcoming difficulties that might well 
have daunted many others. It was while an expectant mother and a 
student of graphic design, that she developed a genetically inherited 
corneal disease, and doctors warned her of the dangers of straining 
her eyes with close work. Because of the reading required, she  
also had to give up teaching, which was a vital part of her life. 
Eventually, however, this painful curtailment of loved activities  
was the route that led her to ceramics. Stubbe Teglbjærg has also 
found encouragement in the words of Stravinsky, which were 
paraphrased by Gutte Eriksen (1918-2008), one of the great figures 
in Danish ceramics: ‘The more numerous the obstacles, the greater 
is the freedom.’ Now that corneal surgery has improved her 
physical eyesight, Stubbe Teglbjærg has found that working 
three-dimensionally has granted her, aesthetically and spiritually, 
‘new vision’.

Growing up in the country, the forest her playground, it is the 
forms of the natural world, especially the many layers and fissures 
– ‘My eyes, of their own accord, seem to track down layers’ – that 
Stubbe Teglbjærg seeks to express in her ceramic artefacts. In 
addition, the mountains of Vermont, where she spent a year at the 
age of sixteen, the erosion and fossil remnants in the Spanish 
Pyrenees, the cliffs of Port Lligat in Catalonia, the Faroe Islands – 
all these are landscapes that, along with rocks, corals, and trees, 
and the joyous inventiveness of her children when playing in her 
studio, elicit profound and productive responses from this artist. 

1 Untitled (detail), stoneware with grog, fibre, 
and perlite clay, raku-fired, 2010, Ø68cm 
(Photo: Erik Balle Povlsen)  2 Untitled, 
stoneware with grog, fibre, and perlite 
clay, raku-fired, 2010, Ø65cm (Photo: Erik 
Balle Povlsen)  3 Vibeke Stubbe Teglbjærg 
taking a large charger out of the kiln with 
tongs during raku firing
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GRAPHIC INFLUENCE  Stubbe Teglbjærg’s practice as a graphic artist 
has not been discarded now that she is a ceramist, for she feels that 
giving the clay the feeling of an engraving is her surest means of 
‘bringing forth its texture and fabric’. This conviction is allied to 
her devotion to raku firing with its ‘natural, spontaneous, and 
unpredictable effects of reduction; once the firing has started you 
let go and nature takes over.’ The three forms most prevalent in 
Stubbe Teglbjærg’s repertoire are large chargers, moulded bowls, 
and columns.

One notices that titles are seldom given to this work, for Stubbe 
Teglbjærg prefers to allow viewers the freedom to approach it 
through their own senses without being influenced by any names 
and the connotations these words may carry. These pieces have a 
powerful individual stature and an imposing presence, and the 
glazes, in a palette of grey, black, white, and earth colours, create a 
consciously restful and uncluttered backdrop for the rough texture 
and structure of the clay. However, there are times when she breaks 
away from these quietist shades, as is exemplified when a vibrant 
red is played against black, and gains in fierce strength precisely 
because of its difference to so much else within the Stubbe 
Teglbjærg canon. 

CHARGERS  This is demonstrated in a charger whose dark interior  
is covered with scarlet particles that have the intense and awesome 
beauty of molten lava. This textured surface represents a breakthrough 
for Stubbe Teglbjærg, who had striven to achieve the effect of 
natural fracturing by experimenting with carving, but had never 
been satisfied with the results. It was not until she worked with 
perlite clay, a clay body with volcanic rocks ground into it, that this 
naturally rock-like look could be accomplished, as if the stone had 
cracked quite naturally. A considerably softer red, closer indeed to a 
dusty pink, colours a platter with an entanglement of small, tubular 
strands, originally inspired by corals, but during the potting 
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process, it was images of Viking ornamentation, especially jewellery, 
that began to insert themselves more and more insistently into her 
mind. The inspirational impetus for an all-white charger came to 
Stubbe Teglbjærg while she was using an extruder and was intrigued 
by the coiled configurations that the fallen strips composed on the 
studio floor, and it was these haphazard patterns that awoke images 
of coral colonies. Mental pictures became ceramic actuality by 
utilising hundreds of the extruded lengths to create a piece that 
casts lace-like shadows that encourage thoughts about such subjects 
as the encirclement of spaces achieved by both the delicate textile 
and this ceramic disc.

The large chargers, where the interior surfaces have small 
upstanding perlite ‘stones’ – sometimes arranged in rows, sometimes 
in circular-spiral effects – are particularly impressive, and once seen, 
not easily forgotten. These miniature monoliths create a sense of 
homage to the ancient relationship of human beings and standing 
rocks erected to mark sites of spiritual and ceremonial significance 
or a maze to be negotiated as a rite of passage. 
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These miniature monoliths create an 
homage to the ancient relationship of 
human beings and standing rocks

Forthcoming Exhibitions Cultural 
Connections CC will be showing work by 
Vibeke Stubbe Teglbjærg at Collect in the 
Country, Henley on Thames, Oxfordshire, 
29 September-7 October 2012
Stockists Cultural Connections CC,  
www.culturalconnections.co.uk
Email mail@vibekestubbe.dk

Web www.vibekestubbe.dk
Ian Wilson is a freelance journalist and 
lecturer whose special interests are the 
fine and applied arts, design, and food.  
He has lived and travelled extensively,  
and his writing has been translated into 
many languages
Maker’s Notes see page 69

BOWLS  For the bowls, Stubbe Teglbjærg constructs a base of 
stoneware clay with grog in a mould by squeezing pieces of clay 
into each other. What look like cracks, or metaphorically perhaps, 
the externalisation of formations deep-seated within the earth, 
result from the meeting points between the pieces of clay. Also, the 
white glaze that she uses has the ability to make cracks when taken 
out of the raku kiln. 

Like an act of scaled down geological genesis, the need to bring 
about ‘a structure going all the way down into the clay’ in a grey 
and white vessel was achieved by pushing in little wooden sticks, 
whereas to realise the terraced layers of amphitheatres, she used 
clothes pegs, rendering the grand architectural achievement via a 
humble household laundry item. A meat cleaver was used for the 
wide, roughened rim of another bowl, and many, many applications 
were needed to overcome a ‘man-made’ effect. Looking and holding 
these vessels, as with the chargers, one feels oneself to be in the 
presence of a work of considerably larger physical dimensions.

The sense of contemplative spaciousness evoked by Vibeke Stubbe 
Teglbjærg’s ceramics precludes the imposition of a rigid grid of 
interpretation on these bowls and chargers, but leads the viewer to 
consider and reflect upon glazes that can be serene or exciting, upon 
shapes that are meditative and with a stillness contrasting with the 
clay surfaces, and structures that raku firing ‘makes more alive’. 

4,5 Untitled, stoneware with grog and 
fibre, raku-fired, 2007, Ø68cm (Photo: Erik 
Balle Povlsen)  6 Untitled, stoneware with 
grog, fibre, and perlite clay, raku-fired, 
2010, Ø65cm (Photo: Erik Balle Povlsen)   
7 Vibeke Stubbe Teglbjærg in her studio 
(Photo: Morten Pedersen)  8 Untitled, 
stoneware with grog, raku-fired, 2009-2011, 
Ø16.5cm (Photo: Erik Balle Povlsen)
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VIBEKE STUBBE TEGLBJÆRG
PAGE 40

Clay Forms
Large chargers 65cms, bowls 50cms

Technique
I use a stoneware clay with grog, 
which I dissolve in water and add 
fibreglass to. This makes a clay with 
similar qualities to paperclay. I often 
experiment with combining the 
fibreclay with perlite clay. Perlite  
is a volcanic mass with a rocky 
appearance, which I mix with dry 
ingredients to get a clay body. 
Barbro Åberg, a great Danish 
ceramist and teacher, introduced 
me to perlite clay and inspired me  
to work with it. Over the years I’ve 
developed new methods using the 
perlite clay in combination with the 
fibreclay, and found that I could 
work dried, cracked perlite clay into 
a wet fibreclay base. This method 
makes the cracks appear natural.

Working Process
Large Chargers:
1. I throw a base of fibreclay, which  
I put into a large mould 
2. I apply a fibreclay slip to the 
surface of the base  
3. I put a thin layer of perlite clay on 
a flat mould, and dry it until it starts 
to crack
4. I place the dry, cracked perlite 
pieces in rows on top of the  
fibreclay slip 

Every perlite piece that I have 

attached to the surface of the charger 
(fibreclay base), I then glaze in 
several layers with dry earthenware 
colour glazes. The base of the 
charger is unglazed and turns black 
from the reduction firing.

Both pieces are raku-fired for  
3.5 hours to 1020°C and then put in 
the reduction chamber for 14 hours.

Small bowls Ø16.5cm, H7.5cm:
I use a stoneware clay with grog 
and no fibre. All structures are made 
by hand with different tools. 

Glazes 
I developed my own dry raku glazes 
during my graduate project at the 
Academy of Fine Arts in Århus. New 
ones have come along and old ones 
have been adjusted along the way 
by experimenting with different firing 
temperatures and reduction time. I 
glaze in several layers. The first layer 
I apply with a brush and the next 
layers with a sponge.

Firing Temperatures
I bisque fire my pieces to 1000°C. 
Afterwards they are raku-fired to 
1010-1040°C. When the pieces reach 
top temperature, they are removed 
from the kiln with tongs to a reduction 
chamber, where they are covered 
with sawdust. The large chargers 
will stay in the reduction chamber 
for eight to fourteen hours. The  
small bowls stay in the reduction 
chamber for only five to ten minutes, 
after which they are put into water 
and cleaned.
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1 Nick Rees – Pear-shaped Vase, 
wood-fired stoneware, porcelain slip, 
2012, H23cm (Photo: Carole Melbourne)   
2 Nick Rees at Muchelney Pottery (Photo: 
Carole Melbourne)  3 Barry Stedman – 
Pair of flattened vessel forms with orange/
grey, red earthenware clay with slips and 
stains, 2010, H36cm (Photo: Sussie Ahlburg)
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4 Vibeke Stubbe Teglbjærg – Untitled, 
stoneware with grog, raku-fired, 2009-2011, 
Ø16.5cm (Photo: Morten Pedersen)   
5 Vibeke Stubbe Teglbjærg working outside 
her studio (Photo: Morten Pedersen)   
6 Vibeke Stubbe Teglbjærg – Untitled, 
stoneware with grog and fibre, raku-fired, 
2012, Ø63cm (Photo: Morten Pedersen)




