painting, an important development occurred;

the traditional way of placing reality on to can-
vas surfaces with paints, as an illusion of reality
through the artist’s
interpretation, with
virtual perspective,
had changed. A
new way of painting came into existence (where
the canvas was thought to be a two dimensional
paint surface without any depth, without any kind
of presentation but only colours) that led the art-
ists in to a new free era of abstract art.

With this freedom, artists have experimented
with many styles of creation. One of these was
Abstract Expressionism: a movement in experimen-
tal, nonrepresentational painting originating in the
US in the 1940s. Abstract Expressionism is known
to most people including those not in the field of
art. The most important thing about this style (in
our article concept) is the relative expansion of the
canvas frame to the ‘gallery wall’ and the interpre-
tation of this wall as an element of art work.

Art works, for a long time, have been thought
of as unique pieces, independent from their sur-
roundings. They have, therefore, always been
exhibited on a wall (as a picture) or on a stand (as
sculpture) in galleries, but with the movement of
Abstract Expressionism this situation had changed
dramatically; most of the artists traditionally paint
the picture on to canvas with the limitation of the
frame but some of them experimented to paint
also the frame to achieve the goal of ‘smoothing
the corners of the picture’ so the eye of the viewer
can easily pass from the wall on to the painting.
But this experiment ended up with something
never thought of before; the surrounding space
(the wall holding the painting) became a part of

IN THE PERIOD OF LATE 20TH CENTURY, ESPECIALLY IN
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the art work. The discussions of ‘how to exhibit the
paintings’ had begun. These discussions were mostly
about the colour of the wall or the distance between
the paintings, which signified the effect of the sur-
rounding space (the
wall) on art work.
This  surrounding
space is not only the
walls of the gallery or the gallery space but also with
a wider view, everything near the art work can be
mentioned as ‘surrounding space’.

Within this concept, late 20th century art works
produced had begun to acquire a new character
including ‘installation art’. Many of the artists
began to construct their art work with numerous
objects or shapes in order to build up the content.
These shapes or objects may be created by the art-
ists or just be collected ones or found objects, which
come together in a special way, to build up the
artistic concept in a specific space and is ‘installa-
tion art’.

According to the dictionary, installation art is: “Art
that is created, constructed, or installed on the site
where it is exhibited, often incorporating materials
or physical features on the site.”!

Today, installation art works are created by many
the artists, including ceramics artists, who are not
independent from the rest of the art world. Within
this article we will observe this but as can be seen, it
is a large subject to discuss. So our limitation about
this subject is: the artworks of some selected ceram-
ics artists who live and work in Turkey.

In Turkey, as in other parts of the world, when
ceramics as an art form was exhibited in art gal-
leries, the work was a unique piece exhibited on
a stand or on a wall. Those artworks were, for the
most part, created by the artists who are the founders
of ceramic art in Turkey. Their ceramics are mostly



based on ‘form’ and an artistic glaze covering it that
emphasises the beauty of the shape. According to
Atilla Galatali (one of the founders of ceramic art in
Turkey): “Ceramics is the poetic shaping of ceramic
mud which is in between the outer space and inner
space”, defining ceramic as a ‘form’ art. With their
students, (which are our teachers now), this ten-
dency was continued for a long time. But in the early
2000s, this began to change, due to the changes of art
in the world. Ceramic installations had begun to be
seen in art galleries in Turkey. Therefore, now it is
impossible to define ceramics as only ‘form” art.

There are several reasons of this change; the first
reason is the situation of modern art today and the
effects of it on ceramics artists and the second rea-
son and most important of all, is the tendency to cre-
ate new expression methods in which installations
have perfect opportunities. Opportunities such as
using everyday objects that had never been used in
ceramics and using the surrounding space as a part
of artwork.

Perihan San, a young ceramics artist, uses these
opportunities in her art work. She is working on
ceramic installations and tries to change the semiotic
meaning of everyday objects by changing their origi-
nal material into ceramic material and the surround-
ing space in which the art work is exhibited.

San, in her art work used everyday objects such as
cardboard tea holders, glass bottles, metal trays and
slipcast them in order to change their original materi-
als. This excludes the normal function of the objects in
order to transform them into an art work. She exhib-
ited these objects on the wall rather than tables or
stands, in order to use the surrounding space as a part
of her work. This method of creating is not a common
way in ceramic arts in Turkey. This is a new way of

Facing page: Perihan San. Untitled.

Top: Burcak Bingol. Sun Flowers.

Above left: Perihan $an. Connection 2.

Above centre: Burcak Bingol. Unpredictable Transformation.
Above: Bahar Dellenbach. The Memory of Istanbul.

creating art work for a ceramics artist in which it is
possible to use everyday objects to build up the artis-
tic concept. She uses both semi-logical alternation and
surreal wall space as a part of her work.

In Connection 2, the artist has used the same crea-
tion method but, this time, not only the material of
the object changed but also the size is increased. As
was previously mentioned ‘surrounding space’ is not
only a wall or simply the gallery itself. It may also
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be another object near the form and, moreover, the

other objects may totally change the concept. In other

words, The Plug on The Wall. But the plug is not a plug
. nor is the wall now a wall.

Another young artist who
uses a similar method from
Turkey is Burcak Bingol, who
lives and works in Istanbul.
Her last exhibition, which
took place in CDA Projects Art
Gallery-Istanbul, had several
good examples of installation
in ceramics that were discussed
above.

One of her works is a wall
mounted installation of ceramic
slipcast security cameras (with
metal brackets) with sunflower
pictures on them. Within the
concept of her exhibition
Cabinet of Curiosities, a camera
watching the environment, as
a sun flower following sun, has
an interesting irony about our
modern daily life. What Bingol
did looks similar to San’s way
of using ceramic. She chooses
an ordinary life object, changes
its material into ceramics and
gives new meaning to the
object in order to express the
irony. Moreover, she hangs
these cameras on walls, (which
is another kind of ‘surrounding
space’), changing these walls
from a standard wall to a wall
of high security facility. In this
manner these works are good
examples of art work and envi-
ronment interaction; how the
work changes its surroundings
and how surroundings affect
the art work.

In Unpredictable Transformation
the same method of creation
can be observed with a few
slight differences. The slipcast
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drum in her hand has a direct relationship with the
dress and with the background wall due to the same
fabric pattern covering everything but her hands.
The viewer is directed into a visual confusion of pat-
terns which, in this surreal environment, blurs the
contours of everything.

Another young artist from Turkey is Bahar
Dellenbach, is a ceramics artist who works on instal-
lation in her own way. Dellenbach, uses not only
ceramics but also many non-ceramic materials within
her art work.The Memory of Istanbul, constructed by
Dellenbach, is an Istanbul skyline silhouette on the
top (cut from cardboard), a sea image on the bottom
and many slipcast ceramic tin cans, plastic bottles
and all kinds of rubbish in the middle back. In this
installation it is obvious that Dellenbach is also using
daily life objects as do Bingol and San.

These three artists from Turkey are examples of
ceramic installation using daily life objects in their
works. They all change the material of these objects
or the spaces in which the objects stand. But there are
other ceramics artists in Turkey who create their art
work with installation in other unique ways. One of
them is Funda Susamoglu who is less concentrated on
the beauty of the shape and more on expression and
innovation. She uses varied materials to construct her
expression in her own way. The work Untitled is an
experimental work. Clay is stick on a flat surface and
then split out but the shadow of the clay is left behind.
Afterwards, the clay and flat surface are installed on
a wall together. Another work can be observed from
the same artist is Do, Look, Undo.



Both of Susamoglu’s works show a difference from
San and Bingol. Her works are installations but the
dependence of these installations on the surround-
ing space is less than the others. San’s and Bingol’s
installation works need a ‘wall’ or a gallery space (as
a surrounding space). But Susamoglu’s work needs
only a vertical surface since her works are charac-
terising this surface. In other words, Bingol's and
San’s ceramics use the benefits of the gallery wall but
Susamoglu’s work does not. Only a background sur-
face is enough.

With Mind Strainers, Mutlu Baskaya, has also used
ceramic in her own style. She uses strainers as filters
of mind and visualises the concept by pushing clay
from inside to outside on the layer of strainers. But
the important fact is that she also uses an edge of a
wall, in order to include the shape of the wall with
the art work. In another example, Baskaya also uses
the column of the wall as a part of her work. Like
Susamoglu, Baskaya’s works needs surface but this
surface can be any surface.

Another artist, Ece Akbayramlar, with the work
Rain, uses slipcast umbrellas. These umbrellas con-
tain stylised drawn figures. They are not exhibited in
a traditional way, not on a wall or a stand, but they
hang from the ceiling, which gives the surrounding
space a sense of surrealism. Moreover, this work of
art is not made from a single piece but is the organi-
sation of many pieces.

Oya Asan, is another young ceramics artist from
Turkey. With Thoughts and People, she uses human
figures inside a light bulb form that is made from
both glass and clay.

There are many good examples of ceramic instal-
lation and artists in Turkey, but the main point is that

Facing page, top left: Funda Susamoglu. Untitled.
Top right: Funda Susamoglu. Do, Look, Undo.
Below right: Mutlu Baskaya. Mind Strainers.
Below left: Mutlu Baskaya.

This page, above left: Ece Akbayramlar. Rain.
Above right: Oya Asan. Thoughts and People.

ceramic art can not be defined as a ‘form art’ any
longer as it was approximately 15 to 25 years ago.
Today it is more than that. Installations are emerging
in the field of ceramics because there are new oppor-
tunities for expression and artists (primarily the
young artists) have a tendency to use these oppor-
tunities. These new opportunities can be described
as follows: 1) Using the surrounding space as a part
of the art work; 2) Building the art work with many
pieces that come together around a concept; and 3)
Focusing not only on the beauty of the shape but a
philosophical-aesthetical concept.

Including these opportunities, it can easily be
observed that this trend is encouraging the Turkish
ceramics artists to move closer to today’s interdis-
ciplinary contemporary art and helping them to be
more innovative.

FoornoTE

1. (http:/ /dictionary.reference.com /browse /
installation+art). (http:/ / dictionary.refer
ence.com/browse/abstract+expressionism).
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intuitivas reakcijas uz virzienu, kuru raksts parmem, ka
arl no raksta elementu nevienmériguma.

Ouena Kvinlena (Owen Quinian) mérkis ir radit

objektus, uz masu
ar materidliem, bet nesniedzot skaidras noriides uz to
agrako pielietojumu vai funkciju.

Pets Konors (Pat Connor) bija viens no pirmajiem

izgatavosanas un pievérsas virpotam formam, kuras
izmantoja ka pamatu savam figuralajam skulptoram.

Pitera Falopa (Peter Fulop) nesend prakse rida
akcentu mainu no funkciondliem priekSmetiem uz

cilvéka kermena simbolu. Falops censas pieskarties Sai
simbolisma idejai un atmodina fundamentalo izpratni
par trauka formu.

Saras Flinnas (Sara Flynn) darba galvenais akcents ir
likts uz virpotam formam, kuras p&c tam tiek mainitas

daZados 208anas procesos. Rezultita top skulpturdii
dekoralivi trauki. Vinas liela milestiba ir virposana un
nebeidzama porcelana un trauka t&mas valdzinajuma
izpgte.

formas uztveres maina. Misdienu maksia tiek aplokota
arf formala pieeja. Tomér janordda, ka pedeja perioda
darbos $T pieeja ir pavérusi celu komepluﬂum lemam

%0 alﬂsn‘bu un parman)as pédejo 20 gadu laika, ir
un globali
notikumi ou i ir spriedze,

un iebukhnas. m ir vérojams visas makslas jomas.

Keramika vairs nav tikai rotajumi un saimnieciba
noderfgi priekmeti, bet arf izteiksmes fidzekli. Tapéc
var apgalvot, ka keramika ir sasniegts 10zuma punkts.

Keramika Insela Inala (Insel Inal) darbs
“SamierinaSanas II' ir viens no vina levéribas
cienigakajiem darbiem, kurd makslinieks péta
Kkonceptualas idejas keramika. |. Inala darbs parsteidz
ar 13 pausto politisku véstijumu, kas ir letverts
keramika ka maleridla, Darba ir akcentéli intensivi
‘emocionali stavok)i un izteiksmes. Vins izpauZas tema
“No jauna pastavoss fidz izzidoSs — alsauces uz
Jauniem indikatoriem citas formas lidz saldst gabalos™.
Makslinieks savd darb3 izmanto materidla ietvertus

tiro attieksmi un mat&jumu, nepakjavigu materidiu un
gandriz eksplod&josas bumbas 18lu, atklaj skafajiem
savas baZas, it ka jautajot: “Vai ta pazudis, ja uzsprags?
Vai ar mani kaut kas notiks?"?

Maksliniece Buketa AdZartirka (Buket Acartirk) rada
darbus, kuros kritizé mainigumu masu pasreizéja
sabiedribas struktOra un kultdras degeneraciju.

B. AdZartirkas darbd “Elpa” maskas ir atbilde uz

fr

Ptnr Fucp
with many references 1o our relationship with materials,
but without clear identity regarding past use or function

Pat Connor was one of the first potters in Ireland to
move away from making functional pottery and to begin
using altered thrown forms as a basis for his figurative
sculpture.

Peter Fulop's recent practice sees a shift in emphasis
from the production of functional objects 1o & reflection
on the vessel, as ceremonial container and primal
symbol of the human body. Fulop aspires 10 reconnect

with this symbolism and aken a fundamental

consclousness of the vessel form.

Sara Flynn's work concentrates on the challenges of
thrown forms, which are then altered at varying stages
of the drying process, resulting in sculptural decorative
vessels. The major concems of her work are a love of
throwing and an ongoing relationship with port
and a fascination with the theme of the v

in

sel

ceramic art has accelerated, especially after the 2000's.
This process has concurrently triggered the spatial
change in the perception of time, place, and form. The
formalist approach is also addressed in contemporary
art. However, in recent period works it is important
10 note that the formalist approach has given way to
conceptual themes in ceramic art. The most important
factor that has caused this development and change in

the last 20 years is the interdisciplinary interaction and
existence of global socio-political events. The pr
violence and interference occurring in all art disciplines
have been driving causes of change

Ceramics ceasing to be decorations and objects
of use and becoming a means of expression can be
considered as a breaking point in ceramic art

Insel Inal's work “Reconsiiiation II" is one of his

ure,

aitical works where conceptual ideas are questioned
in ceramic ant. A striking feature in his work is that
it contains a political message through the use of
ceramics as @ material. There are intense emotional

states and expressions in the work. He expresses
himself through a reading themed "Re-existing while
disappearing, referring to new indicators in other forms
again while breaking into pieces.” Inal dispiays his work
through a material based means of expression

Inal, who combines his fragile and stainless clear
attitude with the matte, tough material and the image
of a bomb ready o go off, shares the risk he Is feeling
with his viewers, as if he is asking them “If it breaks,
explodes, will it disappear? Will anything happen to
me?"?

Buket Acartiirk, creates works of criticism directed at
the changing events in our current societal structure
and cultural degeneration.

In her work “Breath’ the masks are a response to
the abstraction and exclusion of people from society.
There is a connection between the masks and people.
These bear witness to the status of society in the
face of events. Her work “Breath” is shaped based on
the metaphorical construct of breathing as a societal
request. For this reason, the blossoming flowers are
displayed on deadwood.*

The work Is a seminal piece that displays the
difference between past and present Turkish ceramic
art. This is because there is a conceptual focus in the
work that overflows transformation and the traditional

2 macinal bogspet com -
3 Buket Acarts At Sasemant. 20 May 2910
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MUSDIENU SKA R%UMi

Kopsavilkums

atlistiba ir jabat
formu
tiktu Zmantotas visas matenala sniegtas iesp&jas. Lai
arf masdienu maksia katra nozare ir atékiriga, skatljums
uz notikumiem un maksla paustais véstijums var bt
fidzigi. Tas ir redzams Turcijas mascienu keramiku
darbos. Jo Tpasi kop$ 2000. gadiem attieksme pret

irin Kogak Ozeskici

CONTEMPORARY APPROACHES
IN TURKISH CERAMIC ART

Abstract

In the post-modem process, it is essential for artists
to have an approach in which aside from the classical
understanding of form, they use all opportunities that
materials provide. In modem art even though each
discipline is different from each other, the pers;
they have for certain events and the message they give
similar. This is noticeable in the works of Turkish

ective

can be

makslas viedokla ir kjuvusi par redzamako $is makslas
jomas aftistibas aspektu. Konceptudlas pieejas ir
redzamas daudzu makslinieku darbos. Tajos ietverts
socidlais, ekonomiskais, psihologiskais un politiskais
saturs,

Konceptudlds pieejas balstds uz individudlo un
izriet no probimam, ar ko saskaras sabiedriba.
Tiek akcentétas pilsétvides, sabiedrisko notikumu,
identitdtes un individa, karu, vardarbibas, draudu,
iejauk3anas, noziedzibas un traumas témas.
Keramikas k& matendla un izpausmes [idzekla
interpretdcija ir postmodernais véstliums, nevis tikai
miaksla. Turku keramiku darbi ir ekspresiva aitemativa
tradicionalajiem keramikas darbiem. &7 pieeja atSkiras
no manieres un formas tradicionalajam attiecibam,
kas keramikai bija iigl. Més

y ceramic arisis. Especially since the
2000s, the approach to ceramics as a material and its
divergence from what is figurative is the most apparent
aspect of the process. These conceptual approaches
can be seen in the works of many artists.

Conceptual approaches are based on the individual
stem from the problems society faces. The ones
that stand out are conurbation, societal events, the fact
of identity and the individual, wars, violence, threats,

an

interventions, crime, and trauma.
The interpretation of ceramics as a material and
means of expression, rather than perceiving it as
an art is a post-modemist statement. The works of
Turkish ceramic artists form an altemative stance
1o traditional ceramic production with an expressive
attitude. This approach is different from the traditional

tiekam konfrontéti ar darba procesiem, kuros tiek
aplikoti amatniecibas un makslas jédzieni, kur pastav
cina starp redlo un reproducéto un kur vEImi izvairities
no keramikas materiala nomacosas tradiciondlas
izmanto3anas apslapé tieksme eksperimentét.

Tapéc Sajd péfjuma ir méindts iepazistinat ar
da2adam atSkirigdm attiecibadm starp tradiciondlo un
misdienu turku keramiku, analizéjot to makshinieku
darbos, kuri izmanto keramiku ka laikmetigas mékslas
materialu.

Atslégvardi: turku keramikas maksla, konceptuala
maksla, form@a pieeja.

levads

No pagatnes Ildz masdienam Keramikas maksias

of manner and form that ceramics has had
for centuries. We are confronted with such production
processes where the concepts of craft and art are
questioned, where there is a struggle 1o reveal the
relationship between real and replica, and where the
desire to escape from tormenting traditional application
of ceramic material is overridden by the pursuit of

resolving it with an experimental attitude.

As a consequence, this study attempis fo present
a variety of differences in the retationship betweer
traditional and contemporary Turkish ceramics by
carrying out a work analysis on the works of artists who
use ceramic as a material in contemporary ant

Key Words: Turkish Ceramic Art, Conceptual Ad,
Formalist Approach
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form. In this work, the use of ceramic clay as a material

Starp cilvekiem un maskam ir saistiba. Tas apliecina has led (0 the work being viewed in an interdisciplinary

sabiedribas stavokli uz notikumu fona. Vinas darbs
“Elpa” ir veidots, baistoties uz metaforisku ideju par w
Ka elposana ir prasiba. To

uz nokaltusa koka,"

Sis darbs ir novatorisks un parada atskiribu starp
pagatni un tagadni Turcijas keramikas maksla, Darba
konceptudlais akcents piepilda transformaciju un
tradiciondlo formu. Mala ka materiala izmantojuma dé|
Sis darbs tiek aplakots starpdisciplinari. Taja tiek izcelti
dazadi materiali. Lai gan sausais koks un no mala
veidotas cilvéku galvas maskas ir pretstati, tie veido
konceptuaiu veselumu. Tapéc B. AdZartirka darbu
var uzskatit par iedveSanu. Daudzas galvas simbolizé
art socidlu iznfcibu un navi. Savukan ziedi rund pretl
atainotajai naves témai un reprezenté novitati.

Makslinieces Elifas Aidodu-Agatekinas (Eif Aydogdu
Agatekin) darbi pievérdas dazadiem diskursiem un
idejam. Darba “Nepareizd parkizacia" maksliniece

manner. In the work, different materials stand out.
Although deadwood and masked human heads made
out of ceramics are contrary to each other, they form a
conceptual whole. Therefore, Acartirk's work can be
considered as an instillation. Many of the heads also
symbolise societal destruction and death, The flowers,
on the other hand, contradict the theme of death that is
portrayed and represent novelty.

Elif Aydoddu Adatekin's works draw attention 10 a
different discourse and concept. The artist Agatekin,
in her work “lregular Parkisa uses ireguiar
urbanisation as 3 means 1o express a fading emotional
state and longing for the past in life. As it is seen in
the work, there are images of children swinging in
the park among the mass structures, The Integrity of
the construct is created by using different materials
Metal, broken tile pieces, glazed and unglazed ceramic
clay are the ready-made materials. Consequently, an

pauz nestandarta skaffjumu uz tam ir means of interpreting traditional ceramics
raksturgs emociju gaisigums un ligas péc pagatnes. and production stands out The
Darba redzams, k3 parka stai of imegular parkisation that is emp

S0pojas bemi. Darbs ir vemls. izmantojot dazadus
materilus, Metals, salauzti fiiZu gabali, glazéta
un neglazéta keramika ir gatavi mmnlh Tie Izcel

so refers to the increase in D’J()nhldm and
industries that cause iregular urbanisation. It can be
thought that these are the leading reasons she uses

ead; de materials in her works.
The statement the artist made about her work is

radisanas un i
fidzekjus.
fenomens norada arf uz un
kas arf :psupmc
ideju. away from the g

darbos izmanto gatavus materialus.

TOetan Adtarias miksineo a8 WaTime, 2000 0340 28 map

y: N ppable increase of
in course of time, has forced people to migrate far
aves of their ancestors 1o live on.

Most people in Turkey neither were bom in the same
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Jagem vérd ari makslinieces komentdrs par savu
darbu: skaita

laika gaita ir piespiedis cilvekus izdzivosanas noldka
doties talu prom no savu sentu kapavietam. Lielaka
dala cilveku Turciid nav dzimusi taja pasa maja, kur
vinu tévi; nav arf absolvéjusi tis paSas skolas vai
rotalajusies tajas pasas lelas. Kad tie, kas bija spiesti
doties uz pils&tam, kur nav vigu pagatnes, saka blvet
majas uz pilsétas jeskautdm zemém un dzivot kopd
ar turienes cilvekiem, sistéma tika sabojta, telpa tika
saspiesta, majas sablivétas un galu gala pilsétas kjuva

MM Dzananas  Dadelenas  (Canan
Dagdelen) darbi ideju un interpretaciju zina atSkiras no
vinas laikabiedru darbiem. Vina apvieno arhitektdras

house as their father, nor graduated from the same
schools or played in the same streets. Once those who
were forced to migrate to the cities where they had no
past started to construct houses on the land that they
surrounded in those cities and began to live together
with people there, the system was corrupted, spaces
were tightened, the houses overlapped and eventually
the cities got ugly.™

Canan Dagdelen'sworks are unlike her contemporaries
in terms of concept and interpretation. She combines
architectural elements with concepts such as weight,

. and to put forth

ideas.
Dagdelen is “turning upside down concepts that
form the essence of her inspiration such as time,

ar tadiem ka svars,
un caurspidigums, lai ar to palidzibu naktu klaja ar
konceptualam idejam.

Dz Dadelena “apgrieZ k3jam gaisd idejas, kas
vinu iedvesmo, pieméram, faiku, telpu, arhitektary,
atminu, identitati un ~ it Tpasi ~ gravitaciju. Instalacija
“DZEJNIEKS punkts DARZS punkts”, kas veidota no
modulardm lodém, kuras vina dévé par “punktiem",
darbs it ka peld telpa. Tada veida maksliniece apliko
visus i Darbs,
kas sastdv no metdla, porcelana un stieplém, gan
konfrontd, gan rada harmoniju starp smagumu un
vieglumu, pilnTbu un tukSumu, iek3&jo un argjo"*

Darbs "DZEJNIEKS punkts DARZS punkts” ir veidots
mala un, uz svary,

ignoré& gravitaciju. Tas ir liisks un dinamisks - gluZi k&
dzejolis. levelkot skalitaju dinamiskaja struktira, las
aicina uz kontaktu. Tapat ka darbs, arf arhitektdras
elementi/dajas, kas saskaras ar zemi, rada sajitu,
ka darbs kardjas gaisd. Apldkojot darbu, skatiens
nomaldas i
parejot no pasreizibas punkta uz nakotni. Skatiajs tiek
konfrontéts ar jédzieniem “$aja bridi” un “nakotn&”.

(Hasan Balent

sava rakstd $adi raksturo DZ. Dadelenas darbus:
Dadelena rada divas lietas. No vienas puses, vina
parada, kas ir neiespgjams, bet no otras puses — vina
nosprauz arhitektiras uztveres robezas. Var teikt, ka

. jAplebiist, ka, lal gan Dadelena darbojas no

Protams,
arhitektiras ontologijas aspekta, vipa defing sevi ar
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space, , memory, identity, and in particular
gravity. Her installation, “POET dot GARDEN dot" ,
constructed with modular spheres she names as “dots”,
wiork is floating in space and thus challenging all the
traditional elements in architecture. The work consisting
of metal and porcelain on thin ropes, paves the way for
both the confrontation and the harmony of weight and
lightness, of fullness and emptiness and of the interior
and the exterior."*

“POET dot GARDEN dot", is made from porcelain clay
and is a work that defies gravity, despite the weight of
the porcelain, Therefore, just like a poem, it is lyrical
and dynamic. By drawing the viewer into the dynamic
structure, it pushes the viewer to make contact. Just
like the work, the architectural elements/units that are
in contact with the ground evoke a feeling of being
suspended in mid-air for the viewer. As the person
receiving the work examines it further, they get lost
in the entirety of the architectural structure by journey
from their point of being to the future. This situation
causes concepts of “that moment™ and “the future” to
emerge from the receiver

In his article where he evaluates Dafdelen’s works,
Hasan Bulent Kahraman states * ... Dajdelen implies
two things. On the one hand she shows what is
impossible. On the other, she defines the boundaries
of architectural perception. It is possible 10 say she
slowly implies the entirety and the virtuality of the work.
Of course what can be added to the conclusion is
that even though Dagdelen acts from an architectural
ontology, she defines herself with a fictional construct

T e ey com

ingratiate yourself, and has no aspect that will help
women develop.™

In conclusion, the work reaches an evaluation based
on women and their social identity, As the objects
subject fo the work signal a separate room for the
woman in the privacy of the house. The objects in the
kitchen transform inlo a metaphor presenting the image
of the woman in the work

Kemal Tizgol is known with his works that reject the
traditional attitude, classic and common means of
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jums nav plana, kas palidzétu sievietém attistities.™
Jasecina, ka darbs vértd sievietes un vigu socidlo
identitdti. K& objektiem, uz kuru pleciem guist
pienakumi, tas iezimé atsevisku telpu sievietei majas
Pprivatuma. Virtuves priekSmeti transforméjas metaford,
kas rada sievietes 1&lu darba.

Kemals Tizgels (Kemal Tizgol) ir pazistams ar saviem
darbiem, kas noliedz tradicionalo attieksmi, klasiskos

nostumj mald zindmos pastas veidus, ka arf mdsdienas

pleejai makslinieks uzidko malu ka materialu. Turkiat
‘savos darbos vins izmanto krasas, kuras parasti netiek
izmantotas keramika. Malam ki mikstam materialam
vin$ pieskir jaunas interpretacijas, izmantojot dazadus
industridlus objektus.
BurdZu Eztirka Karabeja (Burcu Oztirk Karabey) par
K. Tizgelu raksta: “Makslinieks, kur$ spgj pieskarties
&seldm, izejot drpus un
jégas robezam; vin$ izvélas grifibas un konfrontd mas
ar $adiem mégingjumiem.™

realitdtes témas,

in C y Turkish Ceramic Art. He
uses clay’s organic colour and pushes aside the known
slip types, and the usual colours used in ceramics until
today. Contrary fo the classic ceramic approach, he
approaches clay as a material. Besides this, in his works
he includes types of dye that are not used in ceramics.
Using clay as a soft material, through mounding he
reinterprets different industrial objects.

Burcu Oztirk Karabey, considers Kemal Tizgol as; “an
artist who can touch the souls of objects, ranscending
objectivity and the meaning behind objects, someone
who chooses hardship and confronts us with such
endeavour.™

He studies the themes of games and reality in his
work “Wash Me Up II" formed by combining functional
objects and ready found itlems, He questions the writing
“Wash Me” written on dirty car windows by children and
even adults. When looking at the work, it is seen that the
writing is done with ready-made materials. Therefore,
the materials that are used have tumed into a metaphor
of the “Wash Me" statement. The concepts of games
and reality have undergone change in the perception
of traditional ceramics. Thus ceramics contain a link
beyond traditional form and shape. Concepts such as
link, transformation, inquiry and identity form the work’s

Darba “Nomazga mani II” K. Tizgels pta spales un
objektus

un atrastus gatavus priekSmetus. Viné péta uzrakstu
“Nomazga mani®, kuru b&mi vai pat pieaugusie médz
atstat uz automasinu netirajiem logiem. Aplakojot S0
darbu, redzams, ka rakstianai tiek izmantoti gatavi
mateniaii, t3péc tie partop par véstijuma “Nomazgd
mani" metaforu. Spéles un realitites jédzieni ir
mainfjusies tradicionaias keramikas izpratng, tadéjadi
keramika ir saistita ar formu un veidu, kas ir arpus
tradicionala. Tadi j&dzieni ka saikne, transformacija,

aspect. The “Wash Me” statement has
gained a new identity and interpretation. This means of
expression is the conscious act that society carries out
on an object and their intervention towards it. Society’s
intervention is a way in which they want to intervene but
think they want someone else to carry out the action.
These are generally statements and symbols they write
on dusty car windows with their fingers, A trilateral
communication is formed between two subjects who
do not know each other and an object. The viewer is
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Kop:
darbs, un tas ir tas, ko més redzam.™

Turpreti Bari$s AdZars (Bang Acar) raksta “Kiatbtnes
telpa” par DZ. Dadelenas darbiem saka $adi: “Lai
kadu materidlu vina izmantotu, DZananas Dadelenas
darbiem vienmér piemit adas transivitate (transivity —
Morisa Merlo-Ponti termins), kas rodas starp telpu un

0292 Gundayicghs Dems
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In sum, It is not a structure but a work of art and that is
what is before us"*

Bang Acar however, evaluates Dajdelen’s works in his
article * Space of Presence” as so: * Whatever material
she uses, the works of Canan Dagdelen always have
the transivity of skin ( in Merieau-Ponty's terms ) as
they emerge between space and mind. Whether it is

rakstits teksts, pirma rodas ideja, kas ierosina jaunu
nodomu. Ar arhitektru saistitie D2ananas Dadelenas
darbi Skiet stabili. Bet So stabilitati pirma nojauc
negravitacija un péc tam to apauba dimensiju maina.

i darbu més i telpu,

kas leskauj mas.”

Ezgi Demira (Ozg0 Demir)
savu darbu “Nederigais II" definé ka ilustracijas ar
altemativu materidlu. E. Gindesliolu-Demira, kas
péta ideju, kas ir esibas

an a photo, or a writing,
they mark the first step of the emergence of the mind
within a space, making a new proposition, The first
impression about those of Canan Dagdelen’s Works,
which directly relate to architecture, is that they appear
stable. But this stability is the first cancelled out by non
gravity and then questioned by a switch of dimension.
This is the mystery of the artist's works: the space that
surround us is also surrounded by us.”"

0Ozgii Gindegliogiu Demir, defines her work “Useless
Ilas with materials. Demir, who

pamata, ir sakartojusi funkcionalus objektus, kas ir
saisfiti ar masdienu sievietes identitati, interpretgjot

examines the concept of functionality that is the base of
ceramics' existence, has arranged objects of use that

to dzelzs un stikia tadéjadi
mis ar uzdevumiem, ar kuriem més saskaramies
ikdiena. Izmantojot tradicionalo formu, skatitajs arf gast
konceptualas idejas par “sievietém’.

Savukdrt E. Aidodu-Agatekina E. Gindesliolu-
Demiras darbus raksturo citadi. Par darbu “Nederigais
11" vina saka: ST darba mérkis ir konfrontét sievietes ar
bezvértigu pienakumu funkciju, jautajot, ka virtuvé to
nevar izmantot; sievietes veido saikni ar alternativiem
materidliem, kas majsaimnieciba ir pieejami ikvienam,
plem@ram, ar keramiku, stikiu un metdlu. Ar tad,
ja katru dienu jOs Sos darbus veicat, tos tapat nav
iespéjams pabeigt, un jis nevaral atsidbinaties, un

link to the y female identity by interpreting
it through iron and glass materials, thus confronting us
with errands we face every day. Through the use of
traditional forms, it also leads the viewer to inquire the
conceptual ideas towards “‘women”

Elif Aatekin on the other hand, makes a different
remark on Demir's works. AQatekin makes the
following remark about "Useless 11". “This work aims to
confront women with the valueless function of errands
by questioning how in a kitchen that cannot be used,
women form a bond with alternative materials that
everyone can do their housework with such as ceramic,
glass, and metal; how even if every day you carry out

these tasks you cannot finish them, how you cannot
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izpdte un identitate veido darba ideologisko pamatu.

Aicindjums “Nomazga mani” ir ieguvis jaunu identitati

mlmerpmwju slslmu\snusnﬂzekislrapmlls
akts pret objektu.

ir veids, kada ta vélas iejaukties, bet doma, ka vélas, lai

kads cits rikotos. Tie ir visparéji pazinojumi un simboli,

kurus cilveki ar pirkstiem raksta uz puteklainiem

logiem. veidojas
starp diviem subjektiem, kuri viens otru nepazist, un
objektu. Skatitajs ir $Ts komunikécijas liecinieks.
Izmantojot  Austrumu un  Rietumu tradicionalos
t&lus un mofivus, Burlaka Bingele (Burgak Bingol)
darba “Neparedz&ta transformacija I izvélas citu ceju
masdienu maksla. Austrumu kultiras ziedu mofivi
ieved skataju orientala vids. Sadi mofivi bieZi ir
sastopami tapetés vai galdautos, kas fiek izmantoti
majok|a izskaistina$anai un dekoréSanai. Darbs sastav
no kermena, objekta un fona. Maksliniece, integréjot
savu kermeni visparéjd darba atmosférd, apliko
attiecibas starp subjektu un objektu. Maksliniece ari
interpretd tradicionalas formas laikmefigaja maksla no
daZadam kultdrdm un veic salfdzindjumu starp pagatni
un tagadni.
B. Bingeles darbi atspogulo vigas bagafigo kultdras
manlojumu un aizrausanos ar rakstiem. ROpiga
un procesa
vina analitiski pieiet omamentu témai. B. Bingeles

roverce gl

witness to this communication.

Using traditional figures and motifs from the East and
West, Burgak Bingol's work "Unforeseen Transformation
I follows a different path In contemporary art. The
flowery motifs in the Eastern culture lead the viewer
to an orientalist approach. Quite often these are
encountered as wallpaper or tablecioths used in
adoming and decorating houses. The whole work is
the composition of the body, object and background.
The artist, integrating her own body in the general
atmosphere of the work questions the relationship
between subject and object. The artist also interprets
traditional forms in contemporary art from various
cultures and makes a comparison between the past
and the present

“Burgak Bingdl's works reflect her dense cultural
heritage and her continued fascination with patterns.
Through her labor-intensive process of tracing,
copying and reconstructing, she adopts an analytical
approach to omamentation. Bingdl's drawings convey
an unusual sense of order, although they are largely
made up of non-symmetrical lines and pattems.
The works are psychological landscapes that hover
between abstraction and representation, seduction
and repulsion, mysficism and consumption that both
embrace and disregard Eastem and Westem traditions.
Bingdl is also known for her ambitious work in ceramics,
which both questions and expands the Western canon
inviting the viewer to a re-consideration of the divide
between art vs craft and high vs low.™

The ceramic artist Funda Susamofiu's evaluation
directed at Bingtl's works are of significance. Funda
Susamoglu reviews Bingol's works, making the
following statement “In today's world where the
dominance of image is indisputable, @ person who
builds, who constructs is indeed a point of resistance.
For the craftsman in Bingdl's works, the importance
of and speed works
instead of the speed, a proposal of slowing down is
visible in the period itself. The
pleces carefully create a space just for one person.
This space is where the person installs himself/herself
in the crowd.™""

Another Turkish artist who has works in which daily
objects are copied and transfigured is Perihan $an
Aslan. She focuses on the states in which objects can
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ZimBjumi sniedz neparastu kartibas sajtu, lai gan
to veido nesimetriskas finjas un raksti. Darbi ir
psihologiskas ainavas, kas plist starp abstrakciju
un atainojumu, vilindjumu un atgriSanu, mistiku un
patérinu, kas gan aptver, gan ignoré Austrumu un
Rietumu tradicijas. B. Bingele ir pazistama ari ar savu
vérienigo darbu keramik3, kas gan apSauba, gan izvérs
rietumnieku likumus, aicinot skafitdju parskafit plaisu
starp makslu un amatniecibu, starp augsto un zemo.™
Keramike Funda (Funda

be encountered in daily life and their compositions.
She addresses the connection between these objects
and people. She also unravels the long and winded
assodciation that humans have with possibly the
cheapest and most mundane consumer products,
s0 often encountered in daily life. Even though these
associations have wilnessed tens of situations,
conversations, and emotions, they have either been
abandoned at the scene of the incident or have been
discarded. This is because they have expired. The artist
Aslan’s view on her work “Familiar™ is as follows: “What
is desired instead of the possible tearing, staining,
fraying and wrinkling that might occur in a used object,
is to stay away from these effects and instead of the
feeling of these experiences being apparent, protecting
the distance between the object and one's self, and the
played down tentative feeling of connection being feit
on one's own accord...””

There is a criticism o the consumerist sociely. It is
a common trait seen in consumerist societies where a
product that is ‘new’ reaches its expiry date in a short
period of time. Therefore, attention is drawn to the
relationship between “object and human™ which are
two essential components of popular culture. As it is
in Pop Ar, the criticism towards ready-made objects
in the consumerist market is global. However, these
products do not have brands or advertisements. The

alzinigi vérté B. Bingeles darbus: “Misdienu pasaulé,
kur attéla dominance ir nenoliedzama, persona, kas

Bingelei darbu izgatavodanas un aprites atruma
nozime darbojas algami; radiSanas procesd nozime ir
nevis Atrumam, bet véimei stradat iénak. Uzliktas dajas
uzmanigi rada telpu tikai vienai personai. ST telpa ir
vieta, kur persona ieliek sevi pOiT.*"

market that is indexed towards the society
is desired to be removed. Thus, in a criticism towards
industrial products, it has become an artistic expression
with the use of ceramic materials.

In this series by Ufuk Tolga Savas the coordinate
calculations between the surface and the texture stand
out. Just as it is with his contemporaries, Savag has
also transformed ceramics into a means of expression.
He has used both the traditional bow! form and has

mmmmmmvhnm&m&

ceramics outside the traditional means of
perception and expression. As it can be seen in the
, there are different surface textures and

on them.

Aslana (Perihan $an Aslan). vers:

kados ar Siem var ikdienas
dzive, un to kompozicijam, uan-mm«m
starp Siem un cilvékiem. arl

Sketina iigstoSi pastavoSas un samudZindtas cilvéku
saiknes ar, iesp&jams, 1&takajam un ikdieniskakajam

Savag's statements regarding his works are: “This
aims to portray the space in a different manner, maybe
taking the photograph of the space in a different way, or
immortalising a piece of the space at that moment. Itis

patéripa precém. Lai gan &is saiknes i
daudzas situdcijas, sarunds un izj0tas, tas val nu ir
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ar “ievainojamibas” tému. Doma, kas tiek aplikota
tematiskajas altiecibas, ir atkarota pastavédana
formas un virsmas dilemma, ST eksistence partop
konceptuala stastd. Isak sakot, stasts ir $ads: “Sirds
$adzivo ar dzivo batni, kurd ta mil. T4 sitas un sapllist
ar 8o dzivo bitni, Bet dzivas bitnes kustibas, prieki,
bédas, ripes un laime maina sirds ritmu. Visvairak sirdi
noméac negafivisms, kurs tai kaité. Tapéc sirds kjast
jatigaka un mazak aizsargata.”

$. Kotakas-Ezeskiéi darbu ‘Projekts. Stastjuma
lausana I savd promocijas darbd raksturo $adi:
“Manu darbu “Projekts: Stastijuma lausana” ietekméja
situacijas, kuras es piedzivoju, veidojot mala stilistiska
stastijuma valodu. Tadéjadi konceptudlais process
‘manos darbos sakas ar to bridi, kad mals ienéma savu
formu. Télainas valodas alfistiba sakas vienlaikus ar
1&mas attistibu.

Tematisko vienotibu manos darbos veido cilvéku
vil§anas, skumjas, izmisums, reakcijas un raizes. Sie
cgloni ietekm sirds formas stilistisko parveidi. Formas.
daudzveidiba, meinbaltie plankumi uz tds virsmas un
pieskirtd tekstdra atveido situaciju, kuru es cendos
paradit. Vienlaikus $i situdcija tiek nodota skafitajam.
Reizém es fotograféju savus darbus daZadas telpas
un reizém izmantoju daZadas struktiras. Tada veida
es varu piedkint telpisku vai personisku aspektu katrai
formai, tadéjadi parveidojot darbu. Si radidana bitu
jaskata problematisko situdiciju kontekstd, ar kurm
esmu tiedd veidd saskarusies. Pieméram, sirds ir oti
svarigs organs, kas tur cilvéka organismu pie dzivibas.
Sabiedriba, kurd més dzivojam, més - cilveki - reizém
aizmirstam (!) par sirds pamatfunkciju. Tas funkcija ir
ne tikai nodrodinat dzivibu, bet ari paust jltas, firds
‘emocijas, bet tieSi to més aizmirstam vai atmetam.
Procesd, kurd formas sak eksistét, notiek tiesa
iejauk3anas “sirdi”, un laiku pa laikam tadi gadijumi
notiek. Tie izskaidro tematisko attiecibu manifestaciju
manos darbos. Nemot vérd vai nu to formu, vai
strukturdlo uzbvi, darbi ir intensivi. PieSkirta jéga ir
trausla. Masas izmaigas, kas paradas

this a kind of mod y -
Slnn Kogak Ozeskici, produced the forms which she
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is a vital organ that binds the human body to life. In
the society we live in, we humans sometimes forget (1)
the heart's fundamental functions. Here, rather than
the case being just the heart's vital function, it is the
reflection of feelings, pure emotions that have been
forgotten or discarded

In the process of forms coming into existence, there
are direct interventions to the “heart” and from time to
time there are incidences that emerge. That explain the
manifestation of the thematic relationship in my works
C their form or their
the works are intense. The meaning that s attributed to
it is that is fragile. The mass movements that emerge
in the foundational surface (such as cotton or fibre)
are combined with light and soft matenals in terms of
structure and form. The emotional depth of the forms
are increased and a volatile effect is obtained."

c

(piem@ram, kokvilnas vai Skiedras), ir

viegliem un mikstiem materialiem struktdra un brml
Formu emocionalais dzilums klast lielaks un iegast
gaistodu efektu.**

Secinajumi

Nemot vérd masdienu Turcijas keramikas makslas
4 o Koga.

[ the rapid in Ct
Turkish Ceramic Art, from 2000 to the present Gay
many ceramic artists have made contributions in this
period of time. As part of this continuum, apart from the
ones mentioned in this article, there are many artists
that produce unique caramic works and contribute to
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jaatmet, vai jaiznicina, lo 1as vairs nav izmantojamas.
Par savu darbu “Pazistamais’ P. Sana-Aslana saka:
“Lai izvaifitos no iespdjamas sapléSanas, krasoSanas,
sadriska3anas vai saburzidanas, labk $7s lietas
neizmantot, sargdt distanci starp sevi un Imdgo
pnek!mmu muzmﬂ uesom Siem priekmetiem...

lekuﬂls uwl'bl dominé& kopiga iezime
- “jauns” produkts driz vien kldst nederigs. Tadé|
iece  pievers starp

populdraja kultdrd. Ka jau populdraja maksla, gatavo
priekémetu kritika patérétajkultiras tirgd ir globala.
Tatu Sie nav zimolu vai reklaméti produkti. Patérétaju
tirgus, kas atsaucas uz sabiedribas pieprasfjumu,
bitu jalikvidé. Tadéjadi ripniecisku raZojumu kritika
ir kjuvusi par maksliniecisku izpausmi, kas realiz8jas
keramikas materidlos.
Ufuks Tolga Savass (Ufuk Tolga Savag) darbu sérja
“Telpas definicijas” redzami saskanoti aprékini starp
virsmu un tekstiru. Tapat ki vipa laikabiedn, ari
U. T. Savass izmanto keramiku ka izteiksmes fidzekli.
vmvwwaguomunmnmm gan
jis keramiku Arpus i uztveres
un veidiem. Ka pastav
dazadas virsmas tekstdras un saskanots aprékins uz
tam.
U. T. Savass par saviem darbiem saka: “Mérkis ir

fotografiju vai lemazinot telpas fragmentu taja bridi. To
var nosaukt par sava veida misdienu arheologiju.”*
Sirina Kotaka-Ezeskiti veidojusi figiras sirds forma,
letverdama tajas pardomas par mdsu ikdienas dzivi.
Tas ir noteiktu apstakju izpausmes, ko cilveki izjat
visas dienas garuma, pieméram, skumjas, vilsanas,

Bar0om
based on the heart shape as a reflection of our daily
lives. They are an expression of certain circumstances
people feel throughout the day such as somow,

3 and y emotions.

They are required to be evaluated under a
“vulnerability” theme. The thought that is questioned in
the thematic relationship is re-existing in the dilemma
of form and surface. This existence transforms into a
conceptual story. In short, the story is as folows: “The
heart finds fe with the living being it hosts within itseif
With rhythmic periods it becomes one with the living
being. But, the living being's possible movements,
excitements, sormows, worries and happiness's change
the rhythm of the heart. Negativity is what wears it down
and damages it the most. Thus, the heart's sensitivity
increases and vuinerability commences.

$irin Kogak expresses her work “Project: Narrating
Breaking I" in her PhD thesis as follows:

In my work “Project: Narrating Breaking® the situations
| experienced in developing clay's stylistic narrative
language were influential, Thus, the conceptual
process in my works started with the clay taking form.
The figurative language develops concurrently with the
theme

The thematic coherence in my works is shaped
by the disappointments people have, their somows,
desperation, reactions, and worries. These causes are
influential in the styfistic reformation of the heart shape.
The variety in the form, the black-white spots on the
surface and the lexture it gives are wilness 1o the case
1 am trying to make. In the meantime, they present this
situation to the viewer. | sometimes photograph my
works in different spaces and sometimes using ditferent
bodies. Thus, | am able to attach a spatial o personal
aspect to each form to recreate the work. This creation
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straujo attistibu no 2000. gada fidz masdienam, daudzi
keramiki ir devusi savu ieguldijumu $7 perioda maksla.
Bez tiem maksfiniekiem, kas ir mingti $aja raksta, ir vel
daudzi citi, kas ir radijusi unikalus keramikas darbus
un Turcijas makslas
attistibu, Lerzana Ezere (Lerzan Ozer), Mutlu Baskaja

should be in the context of the problematic
situations | have directly faced, For example; the heart

Contemporary Turkish Ceramic Art with these works.
Lerzan Ozer, Mutlu Baskaya, Funda Susamoglu, Bahar
An Dellenbach, Hasan Sahbaz, Kemal Uluda, Feyza
Ozgiindogdu, Emre Feyzogiu and many other Turkish
artists have produced important works of art

As people, society, environment, traditions, cultural

Bahlll N:D;Il;mahl (Bahar Ari Dellenbach), Hasans
Sahbazs (Hasan $ahbaz), Kemals Uluda (Kemal
Uludag), Feiza Ezgindodu (Feyza Ozgindojdu), Emre

, pressure, and socio-political
events aned all fields of art, it can be seen that it also
influences Turkish ceramic artists who choose ceramics
as a material 100, It can be said that putting aside the

Feizolu (Emre Feyzod

ir radijusi nozimigus makslas darbus.

To, ka cilveki, sabiedriba, vide, tradicijas, Wﬂs
elementi, ija, spiediens un i

notikumi ietekmé& visas makslas jomas, ir redzams
ari Turcijas makslinieku, kuri k& darba materidlu ir
izvélgjusies keramiku, darbos. Var teikt, ka, atmezdami
tradicionalo izpratni par formam un téliem, vipi mekié

g of traditional form and shape, they are
searching for new means of expression. In addition
1o this, the chaotic century that we are in has pushed
artists to change concepls, content and context. For this
reason, Turkish Ceramic Art has been subject to radical
changes in the past 20 years, as is the case in other
disciplines 100, These changes manifest themselve
in the form of material use, conceptual themes, and

kura més dzivojam, liek maksliniekiem mainit idejas,

saturu un kontekstu. 7 iemesla dé| turku keramikas

maksla ir radikali mainfjusies péd&jo 20 gadu laika,

lidzigi ka citas makslas jomas. §is izmainas ir notikuas

materidlu izmantoanas veida, konceptudio tému

izvélé un darbu ekspondSand. Aplikotie maksiinieki
darbus ir veidojusi ar

pieeju.

$aja laika, kad sabiedriba norisinas da2adi notikumi
un parmainas, mainas ari lidzekli, ko makslinieki
izmanto. Skiet, ka keramika bis ne tkai makslas joma,
bet arf lidzeklis aktusiu notkumu atspogulosanai un
KritizéSanai.

As a result, the artists subject to the research have
shaped ceramics with a interdisciplinary approach

In this period where societal events and changes are
occurring, the medium of expression artists use varies
100. It appears as if ceramics will not only be a discipiine
of art, but also a channel with which they can express
and criticise current events.

Trings. . * Memal Tiget Cavamic Exhincon

e, Reputic of Tukey. 2016
SAVAS. Ui Tolpn, Avin Stamrant, Mey 30, 2016
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Seramik sanatini gtincel yorumlariyla
bulusturan sanatgl Perihan $an Aslan, | ~

Perihan $an’in

Ankara’daki yeni sergisini izleyicilere sunuyor. “Masal” isimli

erihan $an Aslan, Tirkiye'de seramik sanatin-

da giincel isler yapan az sayidaki sanatgilardan.

1978 yilinda Ankara’da dogan sanatgi, 2000

yilinda Hacettepe Universitesi Giizel Sanatlar

Fakdiltesi Seramik Bolimi’‘nde lisans egitimini
tamamladi. Ayni béliimde 2004 yilinda ytiksek lisansini bitirdi,
2010 senesinde ise sanatta yeterlik derecesini aldi. Calismala-
riyla gok sayida uluslararasi ve ulusal sergiye katildi. Yurt icin-
de ve yurt diginda cesitli sempozyum ve galistaylarda egitmen
olarak yer aldi. Yurt iginde bes kisisel sergi acti ve ii¢ 6diil ka-
zand. Aslan’in Gin, Romanya, Ispanya, Malezya ve Tiirkiye'de
cesitli resmi ve 6zel koleksiyonlarda eserleri bulunuyor. Sanat-
¢ ayrica, Sanat Egitimcileri Dernedi (SEDER), Ttrk Seramik
Dernegi' (TSD), Seramik Sanati Egitimi ve Degisimi Dernegi
(SSEDD) iiyesi. 2001 yilindan beri akademisyen olarak calisan
sanatci halen Dr. Ogretim Uyesi olarak Abant |zzet Baysal Uni-
versitesi Giizel Sanatlar Fakiiltesi Seramik Bolimii‘'nde calisi-
yor ve Bolu'da yasiyor.

ANI, BELLEK, KIMLIK

Perihan San, aslinda Tirkiye'den ziyade yurt diginda gorintr-
lige sahip sanatgilanmizdan biri... Sanatg, ani, bellek ve kim-
lik gibi konular ile ilgileniyor. Sanatgi; bireyde kimligi olusturan
dénemin gocukluk yillari oldugunu distindlgi iin gocuk ve
oyun temalarina yoneliyor. Perihan $an, eserlerin her bir de-
tayini seramik malzeme ile olusturuyor. Seramik isleri hayata
gegcirirken bazen kaliplama, bazen el ile sekillendirme bazen
de dokiim gibi teknikler kullaniyor. Duvara asilan klasik cerce-
veleri ile eski aile albtimleri izlenimi veren isler aslinda her bir
detay! ile seramik. Uretimlere yaklastik¢a cercevelerin seramik

e iclerinde ver alan rafvari adrintiilerin va da portr
e ige e yer alc a tule ya da po

[te]

[

seramik calismasi.

Sanatginin “Zamansiz” serisi, eski bir fotograf albimand amimsatiyor.



rin ise seramik Uzerine baski teknigi ile yapilmig oldugu fark
ediliyor. Portreler olusturulurken monobaski ve litografi vb.
teknikler, renklendirmede ise sir alti boyalar, astarlar, sir alti
ve iistii dekor teknikleri kullaniyor. Bu eserlerin son hélini ala-
bilmesi icin en az iki ii¢ ayn pisirime girmesi gerekir. Cerce-
velerse kaliplama teknigi ile yapilir ancak bazilarinda yer yer
elle sekillendirme mevcut. Sanatginin soyledigine gore eger
parcalar ayr ayn sekillendirildiyse pisirim sonrasinda bir araya
getiriliyor. Bazi islerde ise buluntu hazir porselen parcalar kul-
laniliyor ve pisirim sonrasi ¢alismaya dahil ediliyor. Ankara Art
Siirem Sanat Merkezi'nde bu ayin ilk haftasina kadar devam
eden sergisinde hem malzeme hem de uygulama bigimi baki-
mindan gelenekle olan gatismasini ve uyumunu esprili buldu-
gum isler, hazir buluntularin da dahil oldugu islerdi. Bunlarin
disinda, {i¢ boyutlu oyuncak ayicik heykellerin-
den olugan seri de oldukga ilging. Gergek
oyuncak ayilarin porselen ¢amuruna dald-
rilip 1000 derecede pisirilmesi ve devamin-
da sirlanarak 1300 derecede pisiriimesiyle
sekillendirilen bu isler, kaliptan nasil gikarsa o
sekilde birakiliyor. Bu durum biraz cesurca :
geldi bana. Cinki isler kinlmig, dokilmis 3
izlenimi veriyor ve sanatsever ¢ogun-
lukla esere zarar geldigini dustini-
yor. Aslinda sanatgi “Ani, bellek ko-
nularini distintirken seramik gibi

bir malzeme ile yasanmishgi nasil
yaratabilirim?” sorusuna yanit
ariyor. Tipki, solmus fotograf
albGmlerini konu ettigi eser-

>
San, cocukluk fotograflaninda yer

ala caklardan itham alivor.

Sanatgl, ¢alismalarinda kartpostallardaki
kimligi bilinmeyen insanlarin gocukluk
fotograflarindan yararlaniyor.

lerinde yarattigi eskimislik duygusu gibi... “Kayip Bavullar’
adini alan bir diger serinin 2014 yilinda yapilmis ilk iglerinden
“Lost Case 4" isimli is bugin Gin'de yer alan Taishan Ceramics
Factory Miizesi'nde kalici koleksiyona kazandrild.

KIZ COCUGU VE OYUNCAK

Sanatgl kendi isleri icin “Son dénemde genellikle kiz gocu-
gu ve oyuncak gibi imgelerden faydalanmaktayim,” diyerek
sozlerini su sekilde detaylandinyor: “Form ve ylizeylerde kuk-
landigim imgeler uygulamaya koyacagim ise gore degisiyor
Portreler genellikle eski kartpostal vb. kaynaklardan kiml&
bilinmeyen ve belki su an yasamayan insanlarin cocukluk fo-
tograflan arasindan segiliyor. Segilen fotograflarda gocukiar
genellikle en giizel hélleriyle cogu zaman da oyuncaklariyla
birlikte belgelenmisler. Portreler genellikle paste
bir renkle cercevelenmisler ve rengin de etkisiyle
dikkat yuizdeki ifadeye yogunlagiyor. Kimi zaman
ellerinde tuttuklan cicekler ve aksesuarlarnindak
altin yaldizlar gibi detaylar dikkat gekiyor. Cocuk
imgeleri gegmis ve guiniimiiz ¢ocuklarinin benzer-
likleri veya farkliliklar hakkinda fikirler veriyor.”
Sanatgl, 11 Mayis'ta Ankara Art Strem’de ac-
g sergi ile son iglerini izleyicisiyle paylast.
Sergi yogun ilgi nedeniyle haziran orta:
sina kadar uzatildi. Ankara‘da sergiyi
goérme firsati yakaladigim igin mut:
luyum. ms

Ankara Art Sirem /
(0312) 446 02 78
Bitis tarihi: 10 Haziran
2018



Prof. Dr. Tugrul Emre Feyzoglu

Prof. Dr. T. Emre Feyzoglu: Sanat anlayisinizdan
bahseder misiniz? Sizce seramik sanatinin diger
sanatlar arasindaki yeri neresidir?

Do¢. Perihan $an Aslan: Sanatimda ele aldigim
konular gecmisten giinimiize degismis olsa da son
zamanlarda ¢ocukluk temasi caligmalanmda onemli
bir yer tutuyor. Cocukluk doénemi, insanin en saf
oldugu ve duygularin en yodun yasandigi zaman
dilimlerindendir. Bu doénemin verdigi ilhamla,
gecmisin izlerini, anilan ve duygusal derinlikleri
kesfetmeye calisiyorum. Gegici olmak, hatirlamak-
unutmak, hatirlanmak ve unutulmak kavramlar
lizerinden bir sorgulama yapiyorum. Bu temay
somutlastinrken genellikle kullandigim dekor ve
baski teknikleri ise 6nemli araclardandir. Dekor ve
baskl teknikleri ile, her bir iz ve ylizeyin 6zgiin
olmasini ve her calismamin kendine ait bir hikaye
anlatmasini hedefliyorum.

Bana gore seramik sanat, diger sanat dallan
arasinda kendine 6zgii bir konumdadir. Hem tarihsel
hem de kdiltiirel acidan kokli bir gecmise dayanir.
Antik caglardan giliniimiize seramik hem islevsel hem
de sanatsal olarak kullanlagelmistir. Estetik ve
fonksiyonel yonleriyle sanat ve tasarmin cesitli
alanlarina entegre olabilen bir ifade bicimi sunar.
Seramik, sadece form ve teknikle degil ayni
zamanda icerdigi kavramla da anlam kazanir. Bu
baglamda, seramik sanat, diger gorsel sanatlarla
yakin bir iliski icindedir. Ancak, seramik kullanilan
malzemenin dogasindan gelen teknik ve teknolojik
6zellikleri ile diger sanat dallarindan aynlir. Ozellikle
son yillarda, seramik kavramsal, deneysel yoni ile
de 6n plana cikmakta, geleneksel sinirlarinin disina
cikarak cagdas sanatla bitlinlesmektedir.

Sonug olarak seramik malzeme ile olan gicli iliski,
birbirinden farkli 6zgiin tekniklerle ulastigi cesitlilik,
sundugu zengin anlam ve kavramla izleyici ile derin
bir bag kurar.

ANKALE

art magazine

Doc¢. Perihan S$San Aslan

ile RSportaj

Roéportaj: Prof. Dr. T. Emre Feyzoglu

Prof. Dr. T.
Universitelerde  calismalar
akademik bir gecmisiniz var. Akademisyen sanatci
olmanin avantaj ve dezavantajlan var mi?

farkli
gelisen

Emre Feyzoglu: Sizin

yaparak

Dog. Perihan San Aslan: 1978 Ankara dogumluyum.
Seramik sanatinda kariyerim 1996 yilinda Hacettepe
Universitesi Giizel Sanatlar Fakiiltesi Seramik
Bolimi’nde 6grenci olmamla basladi. 2000 yilinda
mezun olduktan sonra ayni bolimde yiksek lisans
egitimine basladim. 2001 yiinda arastirma gorevlisi
olarak akademisyenlik kariyerime baslangic yaptim.
2004 yllinda bitirdigim yilksek lisans egitiminin
ardindan yine ayni boliimde sanatta yeterlik egitimine
devam ettim. Bu sirec 2001-2010 yillan arasinda
siirdii ve bu siire zarfinda Hacettepe Universitesi
Gilizel Sanatlar Fakiltesi Seramik Bolimi'nde 35.
madde kapsaminda arastirma gorevlisi olarak
calistim. 2010 yilindan itibaren 4 sene Mersin
Universitesi Giizel Sanatlar Fakiiltesi Seramik
Bolimi’nde arastirma gorevlisi ve ardindan Dr.
Ogretim Uyesi olarak calistm. 2004 senesinden
bugiine ise Bolu Abant Izzet Baysal Universitesi
Glzel Sanatlar Fakiltesi Seramik Bolimi’'nde
calismalanmi sirdirmekteyim. Su an calismalarima
ayni Universitede docent olarak devam etmekteyim.



Bu anlamda 3 ayn Universitede ¢alismam sayesinde
(iniversitelerin sahip oldugu kurumsal gelenekler
arasindaki farklan deneyimleme sansi edindim.
Ozellikle 6grencilik yillarimi gegirdigim ve 2001-2010
yllar arasinda arastirma goérevlisi olarak calistigim
Hacettepe Universitesi tecriibesi benim icin ayn bir
onem tasir. Burada Hamiye Colakoglu'nun da dahil
oldugu bircok énemli akademisyen sanatgidan ders
alma, onlarla birlikte calisma firsatim oldu ki bu
sanata bakis acimin koklenmesi ve gelismesi
acisindan oldukc¢a uygun bir ortamdi. Cesitli dersleri
asiste ettigim bu donemde sanatsal (retimim
acisindan da 6zgir hissettigim ve beslendigim bir
ortamdaydim. Elbette bu kokli bolimiin icerisinde
yer aldgm yillarda degisimine de tanklk ettim.
Hacettepe'den yolu gecen bircok akademisyen ve
sanatci ile bu slrecte tanistim. Bu sire zarfinda derin
tecriibeler edindim.

2010 yilinda sanatta yeterlik egitimini bitirdigimde
kadromun  bulundugu Mersin  Universitesi'nde
akademik kariyerim devam etti. Bu fakiltede de
kiymetli sanatci akademisyenler tanidim. Kendi sanat
ortamina sahip olan, nispeten bilyilk bir sehirde
olsam da seramik adina pek bir zenginlik yoktu. Farkli
illerden pek cok kisi Mersin Universite'sinde bir
Seramik Bolimi’niin var oldugunu bile bilmiyordu. O
dénemde merkezden uzak olmak, kendimi camiada
daha gorinir kilmam icin sanatsal Uretimlerime
durmaksizin devam etmem gerektigini hissettirdi.
Boyle de oldu, hep calistim. Yeni teknikler denedim.
Bu donemde urettigim calismalar pek cok
uluslararasi bienal ve trienalde sergilendi. Bu ise
sanatsal acidan motivasyonumu diri tuttu. Bunun
disinda derslerine girdigim ogrencilerle cok iyi isler
yaptik, birlikte basarili 6grenci sergilerine imza attik.
O donemde derslerine girdigim 6grencilerin cogunun
seramik kariyerine devam ettiklerini gérmek mutluluk
veriyor. Bircogu ile ise dostlugum striyor.

ANKALE
v
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Bolimde akademisyen ihtiyaci olmasi sebebi ile
2014 yilinda Bolu Abant Izzet Baysal Universitesi'ne
gectim. Seramik Bolimii’nde 5 kisilik iyi bir kadromuz
var. 2014 ylindan itibaren birlikte pek cok ulusal,
uluslararasi etkinlige imza attik. Yerli ve yabanci pek
cok sanatci ve akademisyen agirladik. Sergiler actik.
Seramik alanina bu anlamda oOnemli katkilar
sagladigimiz: diisliniyorum.

Bana gore akademisyen sanatci olmanin genclerle
bir arada olmaniz ve onlarnn Uretim sireclerini de
yonlendirmeniz nedeniyle sizi hep diri tutan,
gelistiren bir tarafi var. Onlarla hep yeni seyler
deniyor, ogreniyor, kendinizi tazeliyorsunuz. Elbette
bu Gretmek ve yaratmakla ilgili kaygisi olan genclerle
calisirken gecerli. Bu kaygiya sahip olmayan
ogrencilerle calisirken onlarn motive etmeye, belli bir
kalitede iretim yapmalarini saglamaya ve Uretmenin
zevkini anlatmaya, asilamaya calismak yorucu
olabiliyor. Kendi enerjinizden fazlasiyla eksildigini
hissettiriyor bazen. Bunun disinda akademik gorevler
zaman alan, zahmetli isler.. Bitin bunlar bir araya
geldiginde tam zamanli sanat Uretememe sorunu
ortaya cikiyor. Ki aslinda bu akademisyen sanatci
olmanin temel sorunlarindan. Bu problemi elden
geldigince asmaya ve lretmeye gayret ediyorum. Bir
avantaj olarak ise sanat Uretiminizde para kazanma
kaygisinin geri planda kalmasi ve bu durumun size
daha 6zgir bir alan tanimasini da ekleyebilirim.

Prof. Dr. T. Emre Feyzoglu: Son yillarda sik¢a katiim
sagladiginizi izledigimiz uluslararas: etkinliklerin
sizin sanat hayatiniza ne gibi katkilar oldu?

Doc. Perihan San Aslan: Bu uluslararasi etkinlikleri
kabaca sempozyumlar ve bienal, trienal vb. gibi
sergiler olarak siniflandirabiliim.  Uluslararasi
etkinliklere Hacettepe Universite’sinde calistdim
yillardan asinaydim. Orada arastirma gorevlisi iken
bazi uluslararasi sempozyumlara sanatci olarak da
dahil edildim.



Ancak ilk yurtdigi seramik sempozyumu tecriibem
2013 yiinda Letonya Zvartava’da gerceklesen sir
istli porselen boyama konusunda idi. Bunun disinda
Cin, Sirbistan, Tirkiye, yine Letonya, Romanya gibi
Ulkelerde uluslararasi seramik sempozyumlarina
davetli sanatci olarak katilim sagladim. Kuzey Kibris
Turk Cumhuriyeti, Romanya, Slovenya, Letonya,
Turkiye'de uluslararasi ve ulusal calistaylara davet
edildim. Ozellikle iizerinde uzmanlastigim bir konu
olan seramik yilizeylerde baski ve dekor konularinda
cok sayida calistay gerceklestirdim.

Uygulamali seramik sempozyumlarn genellikle 2
hafta silirer. Bu nedenle katildigim sempozyumlarla
kisa stirede yaratma ve lretim yapma pratigi
edindim. Bu seyahatler farkli (ilkelerden sanatcilari
tanima ve onlarnn Uretim sireclerine sahit olma,
gidilen tlkenin kaltir ve tarihini 6grenme acisindan
bulunmaz bir firsattir. Belki bir turist olarak
gittiginizde goéremeyecegiz ortamlari gérme sansi
verir ki bu sans bu tir etkinliklerin en sevdigim
yanlarindandir.

Bunun disinda calismalanmla Litvanya, Arjantin,
Kuzey Kibris Tirk Cumbhuriyeti, Italya, Romanya,
Sirbistan, Giiney Kore, Ukrayna, Letonya, Ispanya,
Cin, Slovenya, Dominik Cumbhuriyeti, Hirvatistan,
Malezya ve Tirkiye'de pek cok jirili ya da davetli
ulusal ve uluslararasi sergide yer aldim. Ozellikle
uluslararasi bienal ya da trienallere secilen
calismalanmla dlinyadaki bircok meslektasimla boy
Olcisebilecek calismalar yaphdmi  hissettim.
Motivasyonum artti. Ulusal ve uluslararasi taninirigim
bu sayede artmis oldu.

ANKALE

Prof. Dr. T. Emre Feyzoglu: Tiirk seramik sanatinin
diini ve bugiinii arasinda nasil bir kiyaslama
yapilabilir? Son yillardaki teknik ve teknolojik
gelismelerin seramik sanatimiza yansimasi oldu
mu?

Do¢. Perihan San Aslan: Tirkiye'de seramik
sanatinin gelismekte olduguna inaniyorum. Son
yllarda Tirkiye'de bircok ulusal ve uluslararasi
etkinlik yapilmaktadir. Bunun yani sira Tirk sanatcilar
yurtdisindaki uluslararasi etkinliklerde daha sk
gorilmekte, basarilar elde etmektedir. Ayni zamanda
Tirkiye'de seramik egitimi veren bolimler niteliklidir
ve sonu¢ olarak bu alana ilgi artmaktadir. Seramik bir
malzeme olarak cagdas sanat alaninda da ilgi
gormektedir. Gelenek ve teknolojik gelismelerin bu
denli yan yana durabildigi bir sanat dali postmodern
bir yaklasimla yeniden deneyimlenmektedir.

Teknik ve teknolojik gelismeler elbette ki sanatima
olumlu yansiyor. Ormegin farki malzemelere,
hammaddelere ulasmak ve onlan denemek daha
kolaylasti. Internet ortaminda ise her tirli bilgi
paylasima acik bu da bilgiye ulasmay ve farkl
sanatcilanin deneyimlerini izleme firsati sunuyor.
Bitin bunlar daha fazla gérmemi, bilgi edinmemi,
yeni teknikleri denememi sagliyor.

Prof. Dr. T. Emre Feyzoglu: Gelecege yodnelik
projeleriniz ve sanat adina beklentileriniz nelerdir?

Doc. Perihan San Aslan: Tirkiye'de gelecege
yonelik plan yapmak biraz zor. Ancak beklentilerim
daha cok Uretmek, zamanimi daha verimli kullanmak,
bazi sanat platformlarinda daha goriinir olmak icin
calismak, alanla ilgili yurtdisi seyahatlerimin artmasi,
edindigim teknik tecriibeleri iceren bir kitap yazmak
olabilir.




