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rother Thomas’ nearly 50 years of creating works 

in clay can be understood as his commitment of 

self to the doing of mitzvoth.  A mitzvah is more 

than doing a good deed or observing a specifi c command-

ment or dictum.  It is the investment of one’s entire being 

in doing acts of loving kindness.

 Doing a mitzvah is creating an energy that can serve 

to repair our broken universe.  Each such act helps to im-

prove the quality of our lives on this earth.

 Brother Thomas has always worked alone – in quiet, 

as an act of devotion and of prayer.  He has focused all 

of his best energies in the creation of each pot.  Each is a 

humble vessel of the spirit.  Each is his search to enact a 

“sacred deed.”

 As I write these words of tribute and thanksgiving, 

I am listening to Mozart’s magnifi cent Requiem.  Each 

note and melody is woven into the glorious whole.  It is a 

powerful tribute to the creative genius of Mozart and the 

remarkable capacity of the human spirit to soar toward the 

heavens.

 Brother Thomas’ works and words have inspired all 

who are open to them.  They inspire us to embrace the 

commitment to be a better person, and to act in ways 

that stretch our capacity to make this a better world for 

ourselves and our progeny.

 These most recent works are, in fact, the result of not 

two years work, but a life and lifetime devoted to mitzvoth.

 We are blessed to share these creations with each 

of you.  We thank Brother Thomas for the privilege of 

presenting his art, for allowing us to share in his search for 

the beautiful, and for the embrace of his spirit and his love.

— Bernard H. Pucker

 19 April 2007, from Boston to Erie, Pennsylvania

“A mitzvah is like a musical score; its performance is not a mechanical 

accomplishment but an artistic act.  The music in a score is open only 

to him who has music in his soul.  It is not enough to play the notes; 

one must be what he plays.  It is not enough to do the mitzvah; one 

must live what he does.  The goal is to fi nd access to the sacred deed.”

— A.J. Heschel

The Sacred Deed:
the Art of BROTHER THOMAS
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Vase

Tenmoku and Crystalline Rutile Glaze
13 1/2 x 10 3/4 x 10 3/4 ”
TH2145

Large Jar

Ice Crackle with Iron Yellow Glaze
10 x 13 1/4 x 13 1/4 ”
TH2031

All works are porcelain.  
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Large Jar

Tenmoku with Kaki Glaze
16 x 15 x 15 ”
TH2028

Large Jar

Tenmoku with Kaki Glaze
13 x 14 x 14 ”
TH2030

Large Vase with Lid

Iron Yellow Glaze
16 1/2 x 16 x 16 ”
TH2027

Large Jar

Tenmoku with Kaki Glaze 
14 1/2 x 14 x 14 ”
TH2029



Introduction
y life has been involved with Art as far back as 

I can remember. Perhaps “captured” by Art is 

closer to that primary experience. Total involve-

ment has been its consequence. This primary experience 

carried with it a vague awareness of an interior presence, 

“something” alive and woven into my very ordinary being.

“There’s no denying that Caruso came with a voice, there’s 

no denying that Beethoven came with music in his soul. 

Picasso was drawing like an angel in the crib. You’re born 

with it. I claim for myself I was born this way. From earliest, 

earliest childhood I knew I was going to be an artist. I felt 

like an artist. You feel it – just like you feel you’re a singer 

if you have a voice. So I have that blessing, and there was 

never a time that I questioned it or doubted it.” 1

It was only later in my life – and these realizations are not giv-

en to the young, you have to earn them – I became conscious 

that Art was not an occupation, at some point it became a 

state of being, i.e., it became something from which you can 

never retire, an interior burning bush that never burns out.

 After all these years of struggling with its meaning, I 

arrived at an ambiguous place where I do not know what 

Art is. Perhaps I have arrived at the wisest of all places: I 

know what Art is not.

  

Art is not skill.

Art is not a thing.

Art does not begin with thinking.

Art is not the medium.

Art is not Skill

The oldest of the mind-sets of Art in our Western culture is 

that which thinks of Art as skill and primarily as a manual 

skill, something learnable and teachable.

 Etymologically, that understanding of Art is buried in 

the Greek word techne, translated into Latin as ars, artis, 

from which we get the word Art. Both the Greek and the 

Latin words meant skill.

 Up until the 12th or 13th century, the word ars was 

used for just about every conceivable skill directed towards 

a product. The word was not then used on its own, with 

its own signifi cance as we do today. The Latins spoke of: 

ars coquorum, the art of cooking; ars pecuniaria, the art 

of making money, and ars pinctura, the art of painting. 

One “hired” a painter like any other skilled worker; they 

did not sign their work. In later centuries, much later, like 

the 19th and 20th centuries, this artist anonymity gave 

rise to connoisseurship i.e., a scholarly skill in the attribu-

tion and identifi cation of the artists of all those unsigned 

magnifi cent Renaissance paintings. (And out of that arose 

From the valley, the mountains look high; 

from the mountains the valley looks small…

Where the Mountain
Meets the Sea
by BROTHER THOMAS
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Small Rectangular Vase

Tenmoku with Crystalline Rutile Glaze
7 x 13 x 3 ”
TH2096 

Small Rectangular Vase

Kairagi Glaze
7 x 12 1/2 x 3 ”
TH2099
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Large Moon Form Vase

Ice Crackle with Iron Yellow Glaze
17 x 17 x 5 ”
TH2035

Tall Vase 

Tenmoku with Crystalline Rutile Glaze
17 3/4 x 11 x 11 ”
TH2037

Large Flask Form Vase

Honan Tenmoku Glaze
22 x 17 x 5 ”
TH2033

Vase

Blue Koke Glaze
14 x 12 x 12 ”
TH2036



a competition for the authentic Botticellies, Caravaggios, 

Rembrandts, etc. And out of all that arose today’s market-

able investments in Art.)

 It was also in the 12th and13th centuries that the writ-

ings and philosophy of Aristotle and Plato became known 

in the West. An insight of Aristotle’s which likely had an 

impact on the understanding of Art was the important 

dictum:

Art is not fi rst in the artistic work which is made by skill 

[techne] but in something different from it, namely, the artist. 

That is the earliest statement I know of where philoso-

phy recognized Art as an interior experience of the artist 

himself/herself, and an implication that art is something 

in itself.

“No one wants to believe the obvious truth: the ‘artist’ 

can inhabit any individual, for the individual is irrelevant to 

‘art.’” 2

Aristotle’s observation is explicit. It is this: that art is fi rst 

in the person as an inner experience and that skills are 

acquired to express it. And, that is my experience.

 All artists, then and now, know this and want it to be 

known, not to aggrandize themselves but to awaken the 

world to another level of consciousness – the world of 

inner meaning and reality.

 Over the centuries, artists have been stigmatized as 

sybarites, bohemians and supreme egoists, and maybe 

some were, but if they were it had nothing to do with 

their art. In reality, artists are wary about even calling 

themselves “artists,” especially great artists. Good artists 

know they are good, but great artists, like great men and 

women, do not know they are great.

 While skills are teachable, perhaps measurable in some 

degree, Art is neither teachable nor measurable. Schools 

of Art can only teach technique, skill, which etymologically 

is to say the same thing. No school can teach Art; no pupil 

can learn Art. It is in the person already, or it isn’t.

“This is why ars sculptori, the skill of the sculptor does 

not explain a once and never again Michelangelo, or ars   

pinctori, a Van Gogh nor ars coquorum, a Julia Child. The 

skill of sculpting goes on, teachable, learnable, but the Art 

of Michelangelo does not.”3

 

Why the idea of Art-as-skill persists can only be attributed 

to thinking and Art does not begin with thinking. Only by 

unlearning can one be freed to know the meaning of Art 

in our lives, why it has forever been a part of our inner 

process of humanization and spiritualization.

 All powers, as science is fi nding out, are reducible to 

an energy fi eld of probability and possibility which strikes 

me as synonymous with creativity. The fi rst extensions of 

freedom in the human spirit are: creativity and love. A far, 

far different experience of Art than skill.

Art is not a Thing

These many years of work and struggle and life experi-

ence have made me acutely aware of what Art is not, but 

the most startling paradigmatic shift was the realization 

that Art is not the work-of-art.

 That painting, that sculpture, that fi ne porcelain vase 

– those objects we rightly treasure and preserve, they are 

not Art. The work-of-art is a symbol. A symbol is some-

thing seen about something unseen.

 What is unseen, and sensorially unseeable, is the 

inner experience of something which is in the thing but 

is itself no-thing – the Beautiful. When we are conscious 

of that, we are no longer dealing with a commodity but a 

co-natural experience.

 It captures our spirit co-naturally, i.e., our spirit is at-

tuned to the Beautiful as the eye is made for light, the ear 

for sound. Our spirit is itself beautiful. We are an appetite 

for the Beautiful; we are repelled by the ugly. I capitalize 

the word Beautiful to signify that it is Beauty itself I am 

speaking of, not the beautiful thing which is its symbol.

 This may sound a lot like Plato, except that these ex-

periences are the root and reality of our quantum world, 

not shadows on a cave wall, projections from another 

more real world. (Neither is this a contradiction of Plato; 

the world would benefi t from a return to the spiritual 

wisdom of Aristotle and Plato.)

 Art is “no-thing” both in its source, the inner vision, 

and in its symbolization in a materialized object.

“There is a confl ict artists themselves undergo…there is a 

stage in which inner vision seems much richer and fi ner 

than any outer manifestation.” 4

Strange as it may sound, it is this continued confl ict be-

tween the awareness of that wraith-like inner vision and 

its inadequate outer representation or symbol that actu-

ally keeps the artist “hungry,” knowing full well that the 

confl ict will not, cannot be resolved. It cannot be done 

but neither can the trying be abandoned.

6
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Vase

Koke Glaze
12 1/4 x 12 x 12 ”
TH2045

Vase

Rhodonite Mineral Glaze
11 1/2 x 11 x 11 ”
TH2047

Vase with Lid

Honan Tenmoku Glaze
11 3/4 x 12 x 12 ”
TH2044

Jar

Rhodonite Mineral Glaze 
14 x 11 x 11 ”
TH2046



 There are times when it comes very, very close, times 

when the artists feel it is something that happened to them 

more than something they made. Perhaps those are the 

moments we greet as “masterpieces.” While there is no 

fulfi llment for the artist because of this inner/outer confl ict, 

there is, however, a completion for the work itself when 

it connects with its audience. For the artist, fulfi llment is 

reserved – to that which entered him in the fi rst place.

 

Art does not begin with Thinking

Art does not begin with thinking. Thinking is an intellectual 

power for abstracting sensory experiences, converting them 

into immaterial universals called concepts and mental con-

structs we call ideas.

 Art does not arise in this way. It begins as an interior ex-

perience; skills along with thinking and all else are acquired 

to materialize it.

“…something not us inhabits us. Something insists on 

speaking through us.” 5

Art and its source is a mysterious reversal of the process of 

intellection, i.e., it begins within and ends without. It ends 

in materialization of an object, an art object, while intellec-

tion begins with a material object and ends with an imma-

terial concept in our mind. Mind is by defi nition immaterial. 

Our world is really worlds and it is not only stranger than 

we suppose, it is stranger than we can suppose. There are 

certainly fi elds of reality where thinking cannot go.

 Ask any artist where his/her Art comes from. If they 

refl ect at all on their experience, the answer will be simply, 

“I don’t know.” But they will agree with Joyce Carol Oates 

that “…something not us inhabits us.”

 That source of Art cannot be known intellectually be-

cause the source is not material, but intellectual knowing is 

not the only and perhaps not the most important power of 

knowing within the human seed.

 There is also that power in us for touching the spiritual 

– for touching the world of “no-thing” which surrounds us. 

That other power of knowing is intuition. Its proper object is 

the immaterial world of possibility.

 Thinking is a trap for artists and for those who respond 

to Art. It cuts us off from intuitive experience. When direct-

ed towards Art, thinking and its step-child logic are ways of 

going wrong with false confi dence.

 Rather it is in developing confi dence in the power of 

intuition and intuitive knowing that alone can identify with 

what the artist experiences. Otherwise there is no point of 

meeting, no common ground to stand on. Thinking cannot 

take us there if it doesn’t take the artist there.

 Without a meeting point and a power to get there, Art 

would be a private mystical experience and not the com-

mon experience it is, i.e., the inner vision of what is Beauti-

ful, True and Good, of what Unites and does not divide. 

Intellectual seeing is one kind of knowing but intuitive vision 

is an altogether other kind of knowing. Seeing belongs to 

time but vision transcends it.

 Once an artist moves away from intuitive vision for ex-

ternal motives, e.g., success, fame, money, pleasing others, 

etc., he/she exchanges intuitive knowing for thinking. Art 

does not begin with thinking and it withers in its company.

Art is not the Medium

The medium has defi ned Art, not for as long as skill has 

defi ned Art, but it is certainly a mind-set of the modern era.

 When we think “art,” we think for the most part, and 

almost immediately, of painting. Conversely, when we think 

“artist” we think painter. Like the word “skill,” the word 

“painting” is so tightly associated with art that it fuzzes-up 

the brain to think otherwise.

 Art is not fi rst in the medium anymore than it is fi rst in 

the thing made by Art. No more than a Mozart sonata is in 

the piano. The mediums are only means to expressing what 

is fi rst in the artist. If it isn’t there to begin with, neither 

skill, the medium or piano lessons can give us a Mozart. 

They can only produce technicians.

 Yet, it is done, we do it, not only to the point of discrimi-

nation but, sadly, to the point of limiting the intuitive experi-

ence of Art which is proper to the human spirit – and that is 

the sadder dimension of defi ning Art by a medium.

 When asked what I did in the monastery, my mother 

responded, “…I don’t know, I think he makes crockery.” 

That response, while a bit Victorian, does illustrate that a 

potter working in the medium of fi re and clay could not be 

thought of as an artist. Similarly, to illustrate how broad that 

mind-set is, the Internal Revenue Service is more likely to 

accept a painter as an “artist” while a potter would likely be 

categorized as a manufacturer because of the functionality 

of pottery, i.e., crockery.

 One of the ironies among artists is that they shy away 

from calling themselves “artists.” More likely when asked 

what they do, they defi ne themselves by their medium: a 

painter, a sculptor, a potter, a musician, a dancer, etc., as 

though intuitively they know that they themselves are only 

8
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Globular Form Vase

Copper Red Glaze
11 x 11 x 11 ”
TH2049

Vase

Celadon and Rose Red Glaze 
10 1/2 x 10 x 10 ”
TH2171

Vase with ‘Ribbands’

Emerald Green Celadon Glaze
13 1/2 x 12 x 12 ”
TH2048

Large Jar

Emerald Green Celadon Glaze
12 1/2 x 11 x 11 ”
TH2158



a medium: a radio playing music from a source beyond 

themselves.

 It is that intuitive sense-of-source that remains the 

mystery of all that Art is and that Art is not – and which 

makes Art an experience to be lived and not a problem to 

be solved.

Where the Mountain Met the Sea

Where the mountain meets the sea is always worth the 

trip.

 Out of my early years, I have a memory of sitting on 

a beach where a mountain met the sea – the mountain 

so permanent, the sea so constantly churning, changing, 

coming and going with the tides. The experience, while 

I did not then know why, remained in me. Years later I 

realized why it remained because I have encountered the 

experience again in many other forms.

 It was a symbol of the central paradox of all life: 

permanence and change. Our life is like a mountain, solid 

and unchangeable, and at the same time it is like the sea, 

constantly changing and never the same.

 Our being is as much made up of immeasurable 

experiences as any of our measurable biological pieces 

and parts. We remain yet all our cells of yesterday have 

been replaced by new cells that still know a rose. Who or 

what still holds on to memory and continuity when all has 

changed. Who or what remains the maker of measurable 

cells, and at the same time the custodian of immeasurable 

experiences. Memory is more permanent than matter.

 My youthful koan had expanded with the years and 

with the experience of Art to include the experience 

where intellect and intuition meet: the fl ux of knowledge, 

the permanence of intuition. The more we know intel-

lectually the more there is to know – every answer to a 

question becomes a question for another answer. Causal-

ity is imbedded in intellectual knowing. And in the end we 

realize that this kind of knowing is limited. For all that we 

know, there is more we cannot know. As Kenneth Clark 

once wrote, “…the world is not only queerer than we sup-

pose, it is queerer than we can suppose.”

 Yet, the other kind of knowing power in us, intuition, 

does not engender causality at all; it encounters mystery 

where questions and answers end in awe.

 I began this essay by sharing a realization that over a 

lifetime in Art, I never came to know what Art is, but only 

what Art is not.

 In arriving there, I also realized that what I had been 

engaged in was solving Art as though it were a problem to 

be solved, i.e., by thinking. Art cannot be thought out – it 

is an experience to be lived into. Art has always been an 

integral part of the human unfolding. It is one of the great 

gateway gifts into a consciousness that we are not mate-

rial beings on a spiritual journey but spiritual beings on a 

material journey.

 Living one’s whole life on a sensory level is to think 

of oneself as a wave on an ocean rather than to know 

oneself as the ocean itself. There are fi elds of energy and 

worlds of experience below the surface of what we see, 

smell, hear, taste and touch. Science can and has taken 

us into a world where atoms and sub-atomic particles end 

in a view of a world where there is nothing left to mea-

sure – the “no-thing” quantum world of possibility. Art 

can do the same thing, bringing us into the pure experi-

ence of the same energy fi eld of possibility, a synonym for 

creativity. 

 For many years I have heard people look at my work, 

and the work of others, and say, “I don’t know anything 

about art.” I struggled to reach them intellectually until 

one day at an exhibition of my work, an unassuming 

woman came up to me and said, “Thank you. I enjoyed 

the experience. I didn’t feel I had to know anything.”

 If we want to know art intellectually, as I did for so 

many years, we will only fi nd experientially what it is not, 

but if you want to know Art intuitively and experience 

what it is, you simply tune out your brain and open up 

your heart.

“Works of art are of an infi nite solitude and no means of 

approach is so useless as criticism. Only love can touch 

and hold them and be fair to them.” 6

Afterword

I know how these things work, i.e., by emphasizing Art as 

a spiritual reality in its source, it may seem that I dis-

miss things like skill as wholly irrelevant to Art; quite the 

contrary, I live the reality that Art cannot be materialized 

without it.

…Art is fi rst in the person as an inner experience, and skills 

are required to express it.

Without the skills to express this inner experience, Art 

would be like a house without a door, while skill without 

Art is a door without a house. Skill is part of the whole-

ness of the experience.

 Great skill can be an astonishing experience in itself. 

10
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Large Rectangular Vase

Tenmoku with Crystalline Rutile Glaze
17 1/4 x 17 x 7 ”
TH2094 

Large Jar

Turquoise Kairagi Glaze
10 3/4 x 5 x 5”
TH2193

Large Rectangular Vase

Kairagi Glaze
17 1/2 x 16 1/2 x 7 1/2 ”
TH2097

Vase

Emerald Green Glaze
10  x 8 3/4 x 8 3/4 ”
TH2172



Looking back on some of my own work, I wonder how I 

ever did some pieces; the skill to carry them out seems like 

something beyond my ability. Yet here and there, now and 

then, it happens. The hand has its own intelligence.

 Similarly, Art is not the “object,” but the beautiful 

object is the objective of Art, not for the sake of stopping 

in the beauty of the object but that it be a transparency 

through which we see the beauty that is in us. Otherwise, 

we would not recognize it. And in recognizing it within 

ourselves we touch the holy commission to repair and cre-

ate the world we live in – the tikkun olam. 

 We have the power to create, everyday in big and small 

ways, that which is beautiful, true and good, what unites 

and does not divide. If we do not yet know this, we do not 

yet know the living God.

 It is the same with “thinking,” e.g., while Art does not 

begin with thinking and cannot be experienced by think-

ing, neither can thinking be bracketed in the process of 

making judgments that the unfolding of Art demands. 

Great artists of the past and the present have also had, 

and had to have, great intellects to judge the wholeness of 

their work.

 And fi nally, while the “medium” is not Art, it is part of 

its epiphany. It would be hard to imagine a Mozart piano 

sonata without a piano. In my early years as a painter, the 

smell of oil paints was not a pleasing odor in our house-

hold, but it was like catnip to me.

 Later, the feeling of clay in my hands was immediately 

seductive; it spoke to me. Artists, for the most part, are 

“captured” by one medium or another. There is some kind 

of current that runs between Art, artist, and a medium 

which is easier to acknowledge than explain.

 In the end, it seems that the wholeness of Art depends 

also on what Art is not. Living with paradoxes is one of the 

dances of life itself.

  — Brother Thomas Bezanson

 January 2007, Erie, Pennsylvania

 

Notes

1 Louis Nevelson, Dawns and Dusks, a tape conversation with Diana MacK-
own, Charles Scribner’s Sons, New York, 1976, p 1.

2 Joyce Carol Oates, The Faith of a Writer: Life, Craft, Art, Harper Collins  
 Publishers (Ecco Imprint), New York, 1979, p 65.
3 Brother Thomas Bezanson, “Ars, Artis” in Creation Out of Clay: The 
 Ceramic Art and Writings of Brother Thomas, Pucker Art Publications,  
 Boston, 1999, p 42.
4 John Dewey, quoted in The Grace and Severity of the Ideal, by Victor  
 Kestenbaum, University of Chicago Press, Chicago & London, 2000, 
 p 215.
5 Joyce Carol Oates, Ibid. p 84.
6 Rainer Maria Rilke, Letters to a Young Poet, Tr. Stephen Mitchell, Random  
 House, New York, 1984, p 23.
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Vase

Mirror Black Glaze 
19 1/2 x 11 x 11 ”
TH2043

Vase

Night Sky Blue Glaze 
12 x 8 1/2 x 8 1/2 ”
TH2143

Vase

Fumed Copper Red Glaze
12 x 8 1/2 x 8 1/2 ”
TH2144
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Vase

Opalescent Copper Red Glaze
12 1/2 x 9 1/2 x 9 1/2 ”
TH2081

Vase

Copper Red Glaze
14 x 11 1/2 x 11 1/2 ”
TH2146

Rectangular Vase

Tenmoku with Crystalline Rutile Glaze
13 x 12 x 4 3/4 ”
TH2095

Rectangular Vase

Kairagi Glaze
14 x 12 1/2 x 4 1/4 ”
TH2098

Globular Form Vase

Kairagi Glaze
12 1/2 x 11 x 11 ”
TH2156

Vase with Lid 

Tenmoku with Iron Blue Glaze 
10 x 8 x 8 ”
TH2164

Jar

Kairagi Glaze
8 3/4 x 9 1/2 x 9 1/2 ”
TH2167

Jar

Chrysanthemum Glaze 
9 x 9 1/4 x 9 1/4 ”
TH2168

Jar

Iron Yellow Glaze
8 1/4 x 6 1/4 x 9 ”
TH2166
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Jar with Lid

Choy Celadon Glaze
10 x 7 x 7 ”
TH2191

Vase

Copper Red Glaze
13 x 10 x 10 ”
TH2084

Large Vase with Two Lids

Honan Tenmoku Glaze
17 3/4 x 15 x 15 ”
TH2165

Jar with Lid 

Koke Glaze
10 x 6 1/2 x 6 1/2 ”
TH2192

Vase

Copper Red Glaze
14 x 9 1/2 x 9 1/2 ”
TH2083

Vase

Nickel Red Glaze 
13 x 8 x 8 ”
TH2163

Tall Vase with Long Neck

Variegated Iron Glaze
28 1/2 x 8 x 8 ”
TH2149
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Small Vase

Copper Red Glaze
9 3/4 x 6 1/2 x 6 1/2 ”
TH2186

Small Vase

Copper Red Glaze
9 1/2 x 7 x 7 ”
TH2187

Vase

Copper Red Glaze 
12 3/4 x 8 3/4 x 8 3/4 ”
TH2189

Vase with Lid

Iron Yellow Glaze
12 1/2 x 9 x 9 ”
TH2190

Vase

Kairagi Glaze
7 x 8 1/4 x 8 1/4 ”
TH2170

Vase

Kairagi Glaze
9 x 9 x 9 ”
TH2173

Vase with Long Neck

Copper Red Glaze
16 1/2 x 8 3/4 x 8 3/4 ”
TH2183

Vase with Long Neck

Kairagi Glaze  
17 x 9 x 9 ”
TH2184

Vase

Copper Red Glaze
16 x 9 x 9 ”
TH2185

Small Vase

Copper Red Glaze
11 1/4 x 6 1/2 x 6 1/2 ” 
TH2188
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Small Square Vase

Peach Bloom Glaze
9 1/4 x 8 x 3 ”
TH2137

Small Square Vase

Night Sky Blue Glaze
9 1/4 x 8 1/4 x 2 3/4 ”
TH2138

Flask Form Vase

Tenmoku and Kaki Glaze
11 3/4 x 13 x 1 1/2 ”
TH2141

Flask Form Vase

Koke Glaze 
11 1/2 x 13 x 1 1/2 ”
TH2142

Canteen Form Vase

Iron Yellow Glaze
11 x 9 x 2 1/2 ”
TH2150

Canteen Form Vase

Green and Kaki Glaze
11 x 9 x 2 1/2 ”
TH2151

Canteen Form Vase

Iron Yellow Glaze
10 x 9 x 2 ”
TH2147

Canteen Form Vase with Wooden Base

Koke Glaze                                         
9 x 8 1/2 x 3 ”       
TH2159

Vase

Rhodonite Mineral Glaze
10 1/2 x 9 x 9 ”
TH2169
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Ewer

Tenmoku with Crystalline Rutile Glaze
11 1/2 x 5 1/2 x 4 ”
TH2090

Tall Vase

Koke Glaze
14 x 5 x 5 ”
TH2086

Tall Vase

Oil Spot Glaze 
14 x 5 x 5 ”
TH2087

Tall Vase

Volcanic Ash Celadon Glaze
13 1/4 x 5 1/4 x 5 1/4 ”
TH2088

Ewer

Copper Red Glaze
11 3/4 x 6 x 4 ”
TH2089

Ewer

Kairagi Glaze
12 x 5 1/2 x 4 ”
TH2091

Ewer

Honan Tenmoku Glaze 
11 1/2 x 5 1/2 x 4 ”
TH2092

Ewer

Blue Celadon with Kaki Glaze
12 x 5 1/2 x 4 ”
TH2093

Small Vase

Rutile Kairagi Glaze
13 1/2 x 14 x 14 ”
TH2194

Chalice and 

Plate Set

Rhodonite Mineral 
Glaze
Chalice:
7 x 5 x 5 ”
Plate:
1 3/4 x 8 3/4 x 9 ”
TH2196
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Small Square Vase

Honan Tenmoku Glaze
9 3/4 x 8 1/2 x 3 ”
TH2100

Small Square Vase

Shino Glaze
9 1/4 x 8 1/4 x 2 3/4 ”
TH2102

Small Square Vase

Emerald Green Celadon with Iron 
Yellow Glaze
9 x 8 1/4 x 3 ”      TH2101

Small Square Vase

Iron Yellow Glaze
9 3/4 x 8 1/4 x 2 3/4 ”
TH2103

Small Square Vase

Kairagi Glaze
9 3/4 x 8 1/4 x 2 3/4 ”
TH2104

Small Vase

Eggshell Glaze
5 1/4 x 5 x 5 ”
TH2116

Small Vase

Blue Celadon Glaze
7 1/4 x 4 3/4 x 4 3/4 ”
TH2115

Small Vase

Eggshell Glaze
6 x 4 1/2 x 4 1/2 ”
TH2117

Small Vase

Blue Celadon Glaze
6 x 4 1/2 x 4 1/2 ”
TH2118

Small Drum Form Vase 

Tenmoku Glaze 
5 x 6 3/4 x 6 3/4 ”
TH2120

Small Vase

Celadon with Iron Yellow Glaze
6 x 5 x 5 ”
TH2119

Small Drum Form Vase 

Blue Celadon Glaze
4 1/2 x 7 x 7 ”
TH2121

Small Vase

Copper Red Glaze
5 x 8 x 8 ”
TH2122

Small Globular Form Vase

Opalescent Copper Blue Glaze
7 x 7 1/2 x 7 1/2 ”
TH2125

Small Vase

Kairagi Glaze
5 1/2 x 6 x 6 ”
TH2123

Small Globular Form Vase

Chrysanthemum Glaze 
7 1/4 x 7 1/4 x 7 1/4 ”
TH2126
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Small Vase

Kairagi with Rutile Glaze
9 1/2 x 6 1/2 x 6 1/2 ”
TH2124

Canteen Form Vase

Blue Celadon with Kaki Glaze 
10 1/2 x 8 3/4 x 2 1/4 ”
TH2105

Flask Form Vase

Opal Copper Red Glaze
13 1/2 x 9 1/2 x 2 1/4 ”
TH2109

Small Vase

Eggshell Glaze 
10 x 4 x 4 ”
TH2114

Canteen Form Vase

Claire de Lune Glaze  
10 1/4 x 9 x 3 ”
TH2106

Flask Form Vase

Iron Yellow Glaze 
13 1/2 x 9  x 2 ”
TH2110

Small Vase

Honan Tenmoku Glaze 
12 x 3 3/4 x 3 3/4 ” 
TH2113

Flask Form Vase

Honan Tenmoku Glaze
13 x 9 1/4 x 2 ”
TH2107

Small Vase

Night Sky Blue Glaze
12 x 3 1/2 x 3 1/2 ”
TH2112

Flask Form Vase

Opal Copper Blue Glaze
13 1/4 x 9 x 2 ”
TH2108

Large Jar with Square Top

Iron Yellow Glaze
7 x 13 x 13 ”
TH2032



ell me about Brother Thomas,” the visitor 

said.  “Is he an artist or a monk?”

     “He’s both,” I said.

    “But how can that be?” the visitor said, “He’s artist-in 

residence at your monastery, do you take men in your com-

munity, too?”

 “No,” I said, “We don’t take them.  But some of them, 

like Thomas, simply come—like moths to the fl ame of mo-

nasticism and never really leave it.”  And he did.

 There is, in fact, history enough to prove the point.  

Monasticism and art have been forever conjoined, always a 

marriage of equals.  Monasticism without high art has either 

lost its mission or has not yet become what it sets out to be.

 Art, without the underlying values upon which monasti-

cism rests, stands to die stillborn; not mature enough to be 

impacting, not perceptive enough to be called “art.”

 No wonder, then, that the bond between monasticism 

and art goes down so deep and back so far.  Medieval 

monasteries were centers of the arts and patrons of the 

arts.  Art, as a refl ection of beauty, itself an attribute of God, 

became to be understood, in fact, as simply another expres-

sion of incarnation.

 The presence of God in imaginal forms, Western theolo-

gians argue in response to the commonly recurring ques-

tion, was not heresy.  On the contrary, sacred images, they 

said, transcended nature.  They overcame the distractions of 

matter.  They superseded the merely human.

 Instead, art gave both linkage and expression to the 

presence of God in time.  Art as a result, became an arm 

of theology, and artist—the theologians who gave us new 

ways to see the unseeable.

 Soaring spires, awesome cloisters and grand chapter-

houses became the hallmarks of monastic life.

 Beauty, monastics reasoned, was of the essence of the 

life.  If anything, they have a responsibility to nurture it.  Not 

surprisingly, then, artistry emerged from the monastic com-

mitment to seek God and artists fl ocked to the monastery to 

make visible the infi nite dimensions of the invisible God.

 The artist and the monastic were seeking the same 

thing.  They were embarked on the same journey.  They 

were devoted to the same end.

 They both believed that spirit was greater than matter 

but that matter was its borning place.

 So artists lived in the monastery, worked there, and 

“T

Brother Thomas
by JOAN CHITTISTER, OSB
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Set of 12 Egg Form Vases    

From bottom left to top right : 1. Selenium Red Glaze, 6 1/2 x 4 1/2 x 4 1/2 ”  2. Honan Tenmoku Glaze, 6 1/2 x 4 1/2 x 4 1/2  ”  
3. Kairagi Glaze, 6 3/4 x 4 1/2 x 4 1/2 ”  4.  Koke Glaze, 6 1/2 x 4 3/4 x 4 3/4 ”  5. Choy Blue Celadon Glaze, 6 1/2 x 4 3/4 x 4 3/4 ”  
6. Elm Ash Glaze, 6 1/2 x 4 1/2 x 4 1/2 ”  7. Copper Blue Glaze, 6 1/2 x 4 1/2 x 4 1/2 ”  8. Copper Red Glaze, 6 1/4 x 4 1/2 x 4 1/2 ”  
9. Garnet Sand with Kaki Glaze, 6 1/4 x 4 3/4 x 4 3/4 ”  10. Ice Crackle with Iron Yellow Glaze, 6 1/4 x 4 3/4 x 4 3/4 ”  11. Rutile 
Glaze, 6 3/4 x 4 1/2 x 4 1/2 ”  12. Nickel Red Glaze, 6 1/2 x 4 1/2 x 4 1/2 ”     TH2174
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Egg Form Vase

Honan Tenmoku Glaze
6 x 4 x 4 ”
TH2175

Egg Form Vase

Egg Shell Glaze
6 1/2 x 4 1/2 x 4 1/2 ”
TH2176

Egg Form Vase

Rhodonite Mineral Glaze
6 1/2 x 4 1/2 x 4 1/2 ”
TH2177

Egg Form Vase

Tenmoku and Kaki Glaze
6 1/2 x 4 3/4 x 4 3/4 ”
TH2178 

Egg Form Vase

Chrysanthemum Glaze
6 3/4 x 4 1/2 x 4 1/2 ”
TH2179 

Egg Form Vase with ‘Ribbands’

Emerald Green Glaze
6 3/4 x 4 1/4 x 4 1/4  ”
TH2180

Large Egg Form Vase

Copper Red Glaze
15 x 9 x 9 ”
TH2041

Large Egg Form Vase

Honan Tenmoku Glaze 
14 x 9 1/2 x 9 1/2 ”
TH2040

Large Egg Form Vase

Blue Crystalline Rutile Glaze
15 1/4 x 9 x 9 ”
TH2042



produced there, all their lives.

 They did chapel murals and great statuary; they did mo-

nastic buildings and Olympian mosaics; they did oil paint-

ings and illuminations and brilliant ceramics and textiles.

 Monasteries and monastic churches drew artists like 

magnets attracted steel.

 Artists both “belonged” to the monastery and did not 

belong, at least in the institutional sense.  Some were 

vowed monastics whose lives were given to the illumina-

tion of manuscripts and the creation of sacred objects, the 

sculpting of liturgical ornaments, and the design of grand 

tapestries and holy vestments.

 Others were artists of lay monks who spent their lives 

drawing plans and doing the stonework and glass that 

became, over time, the great monasteries and monastic 

churches of Europe to which they had attached themselves.

 Whatever their canonical defi nitions, lay or ordained, 

professed monastics or lay oblates, they embodied the sym-

biotic relationship that existed between the two—between 

the essence of monasticism and the essence of art—and 

which the two took for granted but seldom bothered to 

articulate.

 At the same time, the culture knew that somehow 

monasteries spawned artists and that monastics themselves 

were the most pointed expression of the human dimension 

of sacred art.

 Brother Thomas is a living example of both realities.  

Brother Thomas Bezanson moved out of one monastery, he 

said, so he could dedicate his life to pottery and then moved 

into another one for the same reason.

 One way or another, Thomas has been in a monastery 

for over 50 years, most of his adult life, and all of his profes-

sional life.

 Strange, some would think now, in this day and age.  Af-

ter all, isn’t an artist an artist, a monastic a monastic?  What 

can possibly be the linkage between the two?

 But Thomas likes to say, that for a number of those 

years he was a monastic who was also a potter.  Then he 

discovered that he was a potter who was also a monastic.  

The distinction bears thinking about.  It tells us something 

about both monasticism and art.

 Monasticism exists in pursuit of the beauty of the invis-

ible God.  Art makes shining slivers of that beauty visible.

 To develop the soul, then, is to develop the essence of 

an artist.  Monasticism, in a special way, does not simply 

value the link between spirit and art, it creates it.

 “Beauty,” Michelangelo wrote, “is the purgation of 

superfl uities.”  Monasticism is the one path of life that de-

clares itself to be: the single-minded search for God in life, 

before which all other pursuits pale.

 It sets out to excise whatever exists to obscure the 

awareness of what the contemplative calls the “one thing 

necessary.”

 Monasticism is the most piercing expression of the 

search for truth, the conscious investigation of the marrow 

of what it means to be fully human.

 The monastic gives life over to the search for the spirit in 

life that makes matter holy, and the spiritual attainable.

 Monasticism is about more than living every day well.  

It is an exercise in living every day on a plane above itself, 

of seeing in the obvious more than the obvious, in fi nding, 

even in the mundane, the creative energy that drives cre-

ation to heights beyond itself.

 If, indeed, truth is beauty and beauty truth, then the 

monastic and the artist are one.

 Monasticism, in fact, cultivates the artistic spirit.  Basic 

to monasticism are the very qualities art demands of the 

artist: silence, contemplation, discernment of spirits, com-

munity and humility.

 Basic to art are the very qualities demanded of the mo-

nastic: single-mindedness, beauty, immersion, praise and 

creativity.  The merger of one with the other makes for great 

art; the meaning of one for the other makes for great soul.

 It is in silence that the artist hears the call to raise to the 

heights of human consciousness those qualities no defi ni-

tions can ever capture.  Ecstasy, pain, fl uid truth pass us by 

so quickly or surround us so constantly that the eyes fail to 

see and the heart ceases to respond.

 It is in the awful grip of ineffable form or radiant color 

that we see into a world that is infi nitely beyond our natural 

grasp, yet only just beyond our artist’s soul.  It is contem-

plation that leads an artist to preserve for us forever, the 

essence of a thing that takes us far beyond its accidents.

 Only by seeing the unseen within can the artist dredge 

it out of nothingness so that we can touch it, too.  It is a 

capacity for the discernment of spirits that enables an artist 

to recognize real beauty from plastic pretensions to it, from 

cheap copies of even cheaper attempts at it.

 The artist distills for the world to see the one idea, the 

fresh form, the stunning grandeur of moments which the 

world has begun to take for granted or has failed even to 

notice, or worse, has now reduced to the mundane.

 It is a love for human community that puts the eye of the 

artist in the service of truth.  Knowing the spiritual squalor 

to which the pursuit of less than beauty can lead us, the art-

ist lives to stretch our senses beyond the tendency to settle 
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Vase

Opalescent Copper Red Glaze
9 1/4 x 9 1/4 x 9 1/4 ”
TH2080

Vase

Flambé Copper Red Glaze
10 x 10 x 10 ”
TH2082

Vase with ‘Ribbands’

Emerald Green Celadon Glaze
10 x 9 1/2 x 9 1/2 ”
TH2052

Vase with ‘Ribbands’

Koke Glaze
10 1/2 x 9 1/2 x 9 1/2 ”
TH2053

Vase with ‘Ribbands’

Mirror Black Glaze
11 x 10 x 10 ”
TH2054

Vase

Rhodonite Mineral Glaze
8 3/4 x 9 x 9 ”
TH2055

Vase

Clair de Lune Glaze
10 x 10 x 10 ”
TH2056

Vase

White Matte with Molybdic Orange Glaze
8 3/4 x 9 x 9 ”
TH2057

Vase

Blue Kairagi Glaze
9 x 9 x 9 ”
TH2058



for lesser things: sleazy stores instead of great literature; 

superfi cial caricatures of bland characters rather than great 

portraits of great souls; fl owerpots instead of pottery.

 Finally, it is humility that enables an artist to risk rejec-

tion and failure, disdain and derogation to bring to the heart 

of the world what the world too easily, too randomly, too 

callously overlooks.

 Charles Peguy wrote, “We must always tell what we 

see above all, and this is more diffi cult, we must always see 

what we see.”

 Brother Thomas is a truth-teller in the great tradition of 

all those artists who spend their lives straining to see the 

truth and then trying to help the rest of us see it, as well.

 Brother Thomas is an artist formed in the monastic art 

of the pursuit of beauty.  He is single-minded, in awe of the 

beauty that makes life, life, immersed in the center of it, 

in praise of the power of it, in search of the creativity that 

captures it for us now, again, forever, always.

 Amen, alleluia for such a one as this.

 Thomas has been brother, standard-bearer of beauty, 

pursuer of the spiritual and holder of the heart of holiness of 

which monasticism speaks and which it pursues in time and 

out of time, in the sacred—and in the profane.

 Clearly, great art is a very spiritual thing.  More, a great 

spiritual life is itself a piece of great art, it is the ultimate 

creativity.

 To Thomas, God said, “Let there be art” and, behold, it 

came to be.

—Joan Chittister, OSB

    May 6, 2006

Sister Joan Chittister is a member of the Benedictine Sisters 

of Erie, Pennsylvania, a social psychologist with a doctor-

ate from Penn State University, a regular columnist for the 

National Catholic Reporter, and the author of over 30 books.  

She has received recognition from countless organizations 

for her work for justice, peace and equality, especially for 

women – in the Church and in society.  These words were 

written to honor the occasion of Brother Thomas’ retrospec-

tive exhibition at The Mount in Erie.
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Set of Six Yunomi

Rhodonite Mineral Glaze
3 x 3 3/4 x 3 3/4 ”each
TH2129

Set of Six Yunomi

Tenmoku with Crystalline Rutile Glaze
2 1/2 x 4 3/4 x 4 ”each
TH2127

Set of Six Yunomi

Blue Celadon Glaze
3 1/4 x 4 x 4 ”each
TH2130

Set of Six Yunomi

Shino Glaze
3 1/2 x 3 1/2 x 3 1/2 ”each
TH2128
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Tea Bowl

Emerald Green Celadon Glaze
3 1/2 x 4 3/4 x 4 3/4 ”
TH2070

Tea Bowl

Koke Glaze
3 x 5 1/4 x 5 1/4 ”
TH2067

Tea Bowl

Tenmoku with Crystalline Rutile Glaze
3 1/2 x 5 1/2 x 5 1/2 ” 
TH2064

Tea Bowl

Black Rhodonite Mineral Glaze
3 1/2 x 5 x 5 ”
TH2061

Tea Bowl

Kairagi with Rutile Glaze 
3 1/2 x 5 1/2 x 5 1/2 ”
TH2072

Tea Bowl

Shino Glaze
3 1/2 x 4 3/4 x 4 3/4 ”
TH2069

Tea Bowl

Koke Glaze
3 x 6 x 6 ”
TH2066

Tea Bowl

Blue Celadon Glaze
2 3/4 x 6 1/4 x 6 1/4 ”
TH2063

Tea Bowl

Emerald Green Celadon Glaze
3 1/2 x 5 x 5 ”
TH2071

Tea Bowl

Shino Glaze
3 3/4 x 4 3/4 x 4 3/4 ”
TH2068

Tea Bowl

Tenmoku with Crystalline Rutile Glaze
3 1/4 x 5 3/4 x 5 3/4 ”
TH2065

Tea Bowl

Blue Celadon Semi-Matte Glaze 
3 1/4 x 6 1/4 x 6 1/4 ”
TH2062



 1929 Born in Halifax, Nova Scotia.
 1950 Graduated from Nova Scotia College of Art and 

Design.
1951-58  Worked in business.  Advisor to the Nova Sco-

tia Handcraft Centre.
 1953 Began pottery, with the encouragement of 

friends Foster and Sandy Beveridge, potters, 
and Fritz Weber, ceramic engineer.

 1958-59 Traveled and studied in Europe.
 1959 Entered the Benedictine Monastery at Weston 

Priory, VT.
 1968 Graduated from University of Ottawa with a 

Master’s degree in Philosophy.  Awarded Uni-
versity Gold Medal.

 1976 Visiting lecturer at Alfred University School of 
Ceramics, Alfred, NY.

 1978 Traveled in Japan and met with fi ve “National 
Living Treasure” potters.

  Traveled to Taipei as a guest of Dr. Paul Chiang, 
Director of the National Palace Museum.

 1983 Awarded National Endowment for the Arts 
grant.

 1985 Became Artist-in-Residence at Mount Saint 
Benedict, Erie, PA.

Museum and Gallery Exhibitions
 1972 G. W. V. Smith Art Museum, Springfi eld, MA
 1974 St. Mary’s University Gallery, Halifax, Nova  

 Scotia, Canada
 1980 G. W. V. Smith Art Museum, Springfi eld, MA
 1982 Pucker Safrai Gallery, Boston, MA
 1983 Pucker Safrai Gallery, Boston, MA
 1984 Pucker Safrai Gallery, Boston, MA
 1986 Carlyn Gallery, New York, NY
  Galerie Kieff, Montreal, Quebec, Canada
 1987 Pucker Safrai Gallery, Boston, MA
  New Acquisitions Gallery, Syracuse, NY 
 1988 Pucker Safrai Gallery, Boston, MA
  Mount Saint Benedict, Erie, PA
  Olin Museum, Roanoke College, Salem, VA
  Thronja Gallery, Springfi eld, MA
 1989 Mead Art Museum, Amherst College, Amherst,  

 MA
  Seton Memorial Gallery, Saint Peter’s School,  

 New Brunswick, NJ
  Pucker Safrai Gallery, Boston, MA
  Bennington Museum, Bennington, VT
 1990 Dee Erlien Gallery, Milwaukee, WI
  Pucker Safrai Gallery, Boston, MA
  Erie Art Museum, Erie, PA

Brother
Thomas Bezanson
BIOGRAPHY
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Tea Bowl

Rhodonite Mineral Glaze 
3 1/4 x 5 x 5 ”
TH2060

Tea Bowl with ‘Ribbands’

Tenmoku Glaze
3 x 5 x 5 ”
TH2157

Jar

Ice Crackle Glaze 
12 x 8 1/2 x 8 1/2 ”
TH2059

Small Rectangular Vase

Rhodonite Mineral Glaze
7 x 13 x 3 3/4 ”
TH2111
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Tea Bowl

Celadon with Iron Yellow Glaze
3 1/2 x 5 1/2 x 5 1/2 ” 
TH2154

Tea Bowl

Honan Tenmoku Glaze
3 1/2 x 4 1/2 x 4 1/2 ” 
TH2079

Tea Bowl

Blue Celadon Glaze
3 x 6 x 6 ”
TH2076

Tea Bowl

Eggshell Glaze
3 1/2 x 5 1/2 x 5 1/2 ”
TH2073

Tea Bowl

Copper Red Glaze 
3 1/2 x 5 x 5 ”
TH2195

Tea Bowl

Kairagi with Rutile Glaze
3 1/4 x 5 1/4 x 5 1/4 ”
TH2153

Tea Bowl

Kairagi Glaze
3 1/2 x 6 x 6 ”
TH2078

Tea Bowl

Garnet Sand Glaze
3 x 5 3/4 x 5 3/4 ”
TH2075

Tea Bowl

Kairagi Glaze
3 x 6 x 6 ”
TH2155

Tea Bowl

Emerald Green Celadon Glaze
3 1/2 x 5 x 5 ” 
TH2152

Tea Bowl

Volcanic Ash Celadon Glaze
3 1/2 x 4 3/4 x 4 3/4 ” 
TH2077

Tea Bowl

Teadust Tenmoku with Kaki Glaze
3 1/4 x 6 1/4 x 6 1/4 ”
TH2074
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 1991 Pucker Safrai Gallery, Boston, MA, 
 “The Continuing Search for the Beautiful:  
 Recent Work”

  Art Gallery of Nova Scotia, Halifax, Nova Scotia,     
 “Brother Thomas: Vessels from 1980 to 1990”

  Museum of Fine Arts, Boston, MA, “Collecting  
 American Decorative Arts and Sculpture,  
 1971-1991”

 1992 Pucker Gallery, Boston, MA, “Recent Gifts”
  Nada/Mason Gallery, Northfi eld Mt. Hermon  

 School, Northfi eld, MA
 1993 Queensborough Community College Art 
   Gallery, Bayside, NY
  Art Complex Museum, Duxbury, MA, 
   “Vessel and Visions”
  Canton Art Institute, Canton, OH
  Benedicta Art Center, College of St. Benedicta,  

 St. Josephs, MN
  Dimock Gallery, George Washington 
   University, Washington, DC
 1994 Catharine G. Murphy Galleries, College of St.  

 Catherine, St. Paul, MN
  Pucker Gallery, Boston, MA, “Of Measures  

 Beyond the Perfect”
 1995 Pucker Gallery, Boston, MA, “Gifts from the  

 Fire II”
 1997 St. Vincent’s College, Latrobe, PA, “Gifts from  

 the Fire: The Ceramic Art of Brother Thomas”
  Pucker Gallery, Boston, MA, “Continuity and  

 Renewal”
  Brauer Museum of Art, Valparaiso University,  

 Valparaiso, IN, “Gifts from the Fire: The 
   Porcelains of Brother Thomas Bezanson”
 1998 Art Gallery of Nova Scotia, Halifax, 
   Nova Scotia, Canada
 1999 Pucker Gallery, Boston, MA, “A Time for 
   Celebration”
  Green Gallery, Akasaka, Tokyo, Japan
  Museum of Fine Arts, Springfi eld, MA, 
   “Refl ections from the Fire”
 2001 Pucker Gallery, Boston, MA, “The Beauty of  

 the Seen”
 2003 Southern Vermont Arts Center, Manchester, VT
  Sagendorph Art Gallery, Keene State College,  

 Keene, NH, “Visions in Cloth and Clay”
  Pucker Gallery, Boston, MA, “Creator of 
   Luminaries”
  Harrison Gallery, Williamstown, MA, 
   “40 Years of Ceramic Art”
 2004 Soufer Gallery, New York, NY, “From the Earth:  

 The Ceramic Art of Brother Thomas”
 2005 Pucker Gallery, Boston, MA, 
   “How Great is our Joy!”

 2006 Mount Saint Benedict Monastery, Erie, PA,  
 “The Journey and the Gift”

  Soufer Gallery, New York, NY, 
   “Porcelains by Brother Thomas”
 2007 Pucker Gallery, Boston, MA, “The Sacred  

 Deed: The Art of Brother Thomas”
  Beaverbrook Art Gallery, Fredericton, 
   New Brunswick, Canada

Public Collections
Aidekman Art Center, Tufts University, Medford, MA
Allen Memorial Art Museum, Oberlin College, Oberlin, OH
Allentown Art Museum, Allentown, PA
Art Complex Museum, Duxbury, MA
Art Gallery of Nova Scotia, Halifax, Nova Scotia, Canada
Art Institute of Chicago, Chicago, IL
Bellerive Museum, Zurich, Switzerland
Benedictine Sisters of Erie, Erie, PA
The Bennington Museum of Art, Bennington, VT
Brooks Museum of Art, Memphis, TN
Bunting Institute, Radcliffe College, Cambridge, MA
Canadian Museum of Civilization, Hull, Quebec, Canada
Canton Art Institute, Canton, OH
Carnegie Museum of Art, Pittsburgh, PA
Chrysler Museum of Art, Norfolk, VA
Cleveland Museum of Art, Cleveland, OH
Columbus Museum of Art, Columbus, OH
The Commonwealth School, Boston, MA
Cooper-Hewitt National Design Museum, Smithsonian 

Institution, New York, NY
Currier Gallery of Art, Manchester, NH
Davis Museum and Cultural Center, Wellesley College, 

Wellesley, MA
Dimock Gallery, George Washington University, 
 Washington, DC
Erie Art Museum, Erie, PA
Everson Museum, Syracuse University, Syracuse, NY
Fleming Museum, University of Vermont, Burlington, VT
Fogg Museum, Harvard University, Cambridge, MA
Framingham State College, Framingham, MA
Gardiner Museum of Ceramics, Toronto, Ontario, Canada
G.W.V. Smith Art Museum, Springfi eld, MA
Hokkaido University, Hokkaido, Japan
International Museum of Ceramics, Faenza, Italy
International Museum of Folk Art, Santa Fe, NM
Kennedy Museum of American Art, Ohio University, 
 Miami, FL 
Los Angeles County Museum of Art, Los Angeles, CA
The Metropolitan Museum of Art, New York, NY
Minneapolis Institute of Arts, Minneapolis, MN
The Museum of Ceramic Art at Alfred, Alfred, NY
Museum of Art, Rhode Island School of Design, 
 Providence, RI
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Heart Form Vase

Copper Red Glaze
11 x 14 x 14 ”
TH2140

Heart Form Vase

Copper Red Glaze 
9 1/2 x 11 x 11 ”
TH2085

Drum Form Vase

Celadon Glaze with Angel Decoration
5 x 8 3/4 x 8 3/4 ”
TH2038

Drum Form Vase

Emerald Green Celadon Glaze
5 x 8 1/2 x 8 1/2 ” 
TH2039

Large Decorative Plate

Oil Spot with Kaki Glaze 
3 x 20 x 20 ”
TH2131

Large Decorative Plate

Rhodonite Mineral Glaze
3 x 20 x 20 ”
TH2132

Large Decorative Plate

Rutile Glaze 
3 x 19 x 19 ”
TH2133
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Museum of International Folk Art, Santa Fe, NM
Museum of Fine Arts, Boston, MA
Museum of Fine Arts, Springfi eld, MA
Musée Bernard Palissy, France
Neuestadt Museum, Landsberg Am Lech, Germany
Newark Museum, Newark, NJ
Osaka Municipal Museum, Osaka, Japan
Peabody Essex Museum, Salem, MA
Philadelphia Museum of Art, Philadelphia, PA
Phoenix Art Museum, Phoenix, AZ
Portland Museum of Art, Portland, ME
Renwick Gallery, Smithsonian Institution, Washington, DC
Roberson Center for the Arts & Sciences, Binghamton, NY
Rose Museum, Brandeis University, Waltham, MA
Royal Ontario Museum, Toronto, Ontario, Canada
Sackler Museum, Harvard University, Cambridge, MA
Santa Barbara Museum of Art, Santa Barbara, CA
Snite Museum of Art, University of Notre Dame, 
 Notre Dame, IN
St. Edmunds College, Cambridge, England
St. Lawrence University, Canton, New York
Tel Aviv Museum, Tel Aviv, Israel
Tikotin Museum of Japanese Art, Haifa, Israel
University of Massachusetts, Amherst, MA
Vatican Collection, Rome, Italy
Victoria and Albert Museum, London, England
Williams College Museum of Art, Williamstown, MA
Windsor Castle, Windsor, England
Winnipeg Art Gallery, Winnipeg, Manitoba, Canada
Worcester Art Museum, Worcester, MA
Yale University Art Gallery, New Haven, CT

Articles/Books/Lectures/Films
 1960-67 Article, “Potter’s Notebook,” published by  

 Nova Scotia Department of Education,  
 Halifax, Canada.

 1984 Lecture, “Contemplative Values in My Work,”  
 Museum of Fine Arts, Boston, MA.

 1986 Lecture, “Color, Light and Harmony,” Studio  
 Potter’s Magazine.

 1987 Lecture, “The Artist’s Word,” Everson 
 Museum, Syracuse, NY.

  Article, “The Artist’s Word,” Everson Museum,  
 Syracuse, NY.

 1988 Lecture, “The Pathways to Simplicity,” Mount  
 Saint Benedict, Erie, PA.

  Lecture, “Art and Religious Experience,” 
   Roanoke College, Salem, VA.
  Book, The Path to the Beautiful, Pucker Art 
   Publications, Boston, MA.
 

 1989 Lecture, “Alchemy and the Potter’s Art,” 
   Bennington Museum, Bennington, VT.
 1990 Lecture, “Ars, Artis,” Erie Art Museum, 

  Erie, PA.
 1991 Film, “Gifts from the Fire,” Canadian 
   Broadcasting Corporation, Toronto, Ontario,  

 Canada.
 1993 Lecture: “Freedom: First Gift/Last Gift,” 
   Mount St. Benedict, Erie, PA.
  Book, Gifts from the Fire: The Porcelains of  

 Brother Thomas, Pucker Art Publications,  
 Boston, MA.

  Lecture, “BIG TIGER / little tiger,” Walsh 
   College, Canton, OH and Art Complex  

 Museum, Duxbury, MA.
 1994 Lecture, “A Refl ection on ‘Recognition’ in Art,”  

 Art Gallery of Nova Scotia, Halifax, Nova  
 Scotia, Canada.

 1995 Lecture, “Viewpoints” Forum, Asia Society, 
   New York, NY.
  Article, “Outer Space/Inner Space,” Studio 

 Potter Magazine.
 1997 Article, “The Millennial Eggs: Beauty and  

 Hope,” Pucker Gallery Exhibition Catalogue,  
 Boston, MA.

 1999 Book, Creation out of Clay: The Art and 
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Large Decorative Plate

Pewter Engobe Glaze
3 x 19 x 19 ”
TH2134

Large Decorative Plate

Copper Red Glaze
3 x 19 1/2 x 19 1/2 ”
TH2135

Large Decorative Plate

Textured Blue and White Glaze
3 x 20 x 20 ”
TH2136

Large Decorative Plate

Night Sky Blue and White Glaze
3 x 19 x 19 ”
TH2148 

Large Bowl

Blue and White Glaze
3 1/4 x 17 1/2 x 17 1/2 ”
TH2160

Large Bowl

Tenmoku Glaze 
3 1/2 x 17 x 17 ”
TH2161

Large Square Plate

Tenmoku and Kaki Glaze
3 x 18 x 18 ”
TH2162

Large Decorative Plate

Blue and White Glaze
2 3/4 x 20 x 20 ”
TH2181

Large Decorative Plate

Ash with Kaki Glaze
2 3/4 x 19 x 19 ”
TH2182



Vase with ‘Ribbands’

Iron Yellow Glaze
11 x 10 x 10 ”
TH2050

Vase with ‘Ribbands’

Kairagi Glaze
9 x 10 x 10 ”
TH2051

Vase with ‘Ribbands’

Copper Red Glaze
11 x 10 x 10 ”
TH2139

13 October 2007 to 26 November 2007

Opening Reception: 13 October 2007, 3:00 to 6:00 PM

The public is invited to att end.  The artist will be present.

COVER: Large Moon Form 

Vase with Cut Rim 

Honan Tenmoku Glaze
17 x 17 x 5 ”
TH2034

The Sacred Deed:
 the Art of BROTHER THOMAS

Pucker Gallery celebrating 40 years!
171 Newbury Street

Boston, MA  02116

Phone:  617.267.9473

Fax:  617.424.9759

E-mail:  contactus@puckergallery.com

Gallery Hours:
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This catalogue and other Gallery publications can 

be viewed on-line at www.puckergallery.com

Member of the Boston Art Dealers Association.

One hour free validated parking is 

available in the lot on the corner of 

Newbury and Dartmouth Streets.

Address Services Requested.

Credits: Editor: Destiny McDonald Barlett a

 Photography: Keith McWilliams

 © 2007, Pucker Art Publications

 Printed in China by Cross Blue Overseas Printing Company

Prsrt. Standard
U.S. Postage Paid

Boston, MA  02116
Permit #1906


