OZET

20. yiizyil bagslarinda, temsile dayali klasik sanat anlayisindan uzaklagilarak,
Fransiz Post Empresyonist ressam Paul Cezannein form yoniinden yaptigr ¢calismalarla
temellendirildigi diisiiniilen yeni bir sanat akimi Kiibizm adiyla hayatimiza girmistir.
Sanatin her alaninda uygulama alani bulan bu akim, seramik alaninda da pek ¢ok sanatg
tarafindan ilgiyle karsilanmustir. Irlanda’h ¢agdas seramik sanatcist Christy Keeney
ozgiin form ve kompozisyon ¢alismalar: ile akimin onemli temsilcilerinden biri olarak
kabul edilmektedir. Keeneynin Irlandada baslayan ve Londra'da sekillenen profesyonel
sanat hayatinda kubist anlayista iirettigi seramik eserlerinin etkisi biiyiiktiir. Figiiratif
seramik eserleriyle kubist etkiler yansitan ender sanatcilardan biri olarak Keeneynin

eserlerinin yenilik ve 0zgiinliik arayisimda olan sanatgilar igin yeni bir dil olusturacag
diisiiniilmektedir.

Anahtar Kelimeler: Christy Keeney, kubizm, figiiratif seramik.

* Gazi Universitesi Giizel Sanatlar Fakiiltesi,Ankara/TURKIYE
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GIRIS

20. Yiizyl baglarinda, temsile dayali klasik sanat anlayisindan uzaklagilarak, Fransiz Post
Empresyonist ressam Paul Cezanne’in form yoniinden yaptig1 ¢aligmalarla temellendirildigi
disiiniilen yeni bir sanat akim1 hayatimiza girmistir. Bu akim Kiibizm adin1 alir. Kiibistler en
yalin ifadeyle, yapitlarinda 6ziin, degismeyen resmini bulmaya ¢alismiglardir. Onlar, konunun
yalniz goriinen yoniinii degil, asil gériinmeyen yonlerini gosterebilmek igin esyanin ii¢ boyu-
tunu da ¢izme ugras: vermisler, bunun i¢in de geleneksel tek bakis noktasini kirmaya ¢aligmig-
lardir “Ana Britanica (1994)”. Geleneksel dogaci goriisii reddeden ve eszamanli bir anlatimi
benimseyen bu hareket; nesnenin izleyicinin géziinde biitiinii olusturan diizlemler meydana
getirmekte ve bu tiir yapitlar ortaya koymaktadir. Kiibistler nesnelerin geometrik yapilarina
ve goriintiilerine 6nem vermislerdir. Bu a¢idan kiibizm i¢in, doganin yepyeni bir bakis acisiyla

yorumlanmasidir denilebilir “Elgiin (1999)”.

Kiibist akim, basta resim sanati olmak tizere zamanla heykelden, mimariye, edebiyattan,
modaya, iiriin tasarimindan dekorasyona kadar sanat ve tasarim alanlarini etkisi altina alir ve
biiyiik bir devrim niteligi tagir. Bir anlamda ‘akim’ realitesine aykir1 diisen ve her seyi geomet-
rik gekil iginde gérmeye ¢alisan Kiibizm, edebiyat alaninda gramerin yikimy, ilging noktalama
isaretlerinin kullanimi ile 6zellikle sairler tarafindan denenir. Mimaride kiibizmin etkileri ya-
pilarin formlarinda ve bogluklarin kullaniminda dikkat ¢eker. Cek kubist mimari 6rneklerinde
de akimin ilgin¢ uygulamalar1 karsimiza ¢tkmaktadir. Sahne sanatlarinda kiibist izlere sahne
ve dekor tasarimlarinda rastlanilmakta, endiistriyel {iriin tasarimlarinda kiibizm etkili {iriin-
ler tasarlanilmaktadir. Tekstil ve modadan, dekorasyona, Kavramsal sanat uygulamalarindan
grafik tasariminda kullanilan tipografik elemanlara kadar kiibizm sanat ve tasarim alanlarinda

kendine genis bir yer bulmustur (Resim 1,2,3,4).

Resim 1 “Ug Miizisyenler” (http://www.artquotes.net/masters/picasso/pablo_musicians1921.htm)

Resim 2 Kiibist Koltuk. Prag Ulusal Galeri. Cek Cumhuriyeti. (Kisisel fotograf arsivi)

Resim 3 “Opiiciik” Constantin Brancusi (http://www.actingoutpolitics.com/konstantin-brancusi-sculptural-series/)

Resim 4 Kiibist mimariden bir 6rnek. Neklanova, Prag, Cek Cumhuriyeti. (http://www.essential-architecture.com/IMAGES2/stylel.jpg)
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Sanatin her alaninda uygulama alani bulan Kiibizm akimi, seramik alaninda da kimi sanat-
¢ilar tarafindan ilgiyle karsilanmistir. Gorinenin, algilananin, ¢ok boyutlulugun ve malzeme-
nin smirlarmi zorlamak bazi seramik sanat¢ilarina yepyeni bir pencere agmistir. Bu anlayista
eserler iireterek, kendilerini ifade etme yollar1 aramiglardir. Bu isimler arasinda giiniimiiz ¢ag-
das seramik sanatgilarindan Irlandali seramik sanatgist Christy Keeney 6zgiin form ve kompo-

zisyon ¢aligmalari ile 6nemli bir yere sahiptir.

CHRISTY KEENEY VE SANATI

1949 Donegal dogumlu olan Christy Keeney’nin sanatla tanigmasi anavatani irlanda’da ol-
mustur. Miizik, resim, fotograf ve ozellikle de seramik, sanat¢inin hayatinda énemli bir yere
sahiptir. Keeney, 12 yagindayken miizige ilgi duymaya baglar, o zamanlar Irlanda’da, Bati
Donegal’da, Kelt dilinin konusuldugu bir bolgede ii¢ hafta gegirir. Orada Irlanda’nin yerel, ge-
leneksel miizigi ile tanisir ve buna hayran kalir. Keman ¢almaya baglamas: bu doneme denk gel-
mektedir. Sanatg¢i resimle tanigmasini su sozlerle anlatmaktadir; “Kendimi bildim bileli resimle
i¢ ige oldum. 14 yaslarindayken annem beni bir sanat kursuna gonderdi. Orada 6grendigim
ilk sey perspektifin 6nemidir. Sanirim bugiin perspektifin hala en énemli elemanlardan biri
oldugunu soyleyebilirim.” Resim, gerek ileride yapacagi figuratif seramik galigmalarinda olsun,
gerekse son donemlerde agirlik verdigi soyut ¢calismalarinda olsun Keeney’nin sanat hayatinda

her zaman 6nemli bir yer tutmustur.

Irlanda’da gegen ilk genglik yillarinda Keeney, okuldaki hocasinin da tegvigi ile sanata, 6zel-
likle de seramige yonelir. Sanatci, kille tanigmasini su sozlerle anlatmaktadir; “Seramikle ilk
tanismam oldukea yetenekli bir seramikgi olan okuldaki hocam Tom Agnew ile basladi. O bana
kilin bitiin 6zelliklerini ve dahas: kilin dilinden anlamay 6gretti. Kili nasil sekillendirecegi-
mi, onu zorlamadan kilin dilinden nasil anlayabilecegimi anlatti. Kile, onun istemedigi bir seyi
zorla yaptiramayacagimi ondan 6grendim.” 1980’lerin baginda Limerick’e taginir ve egitimine
Limerick Sanat Koleji'nde devam eder. Keeney, burada 6zellikle torna ile sekillendirme tizerine
caligmakta, ayn1 zamanda desen ve resim ile ugrasmakta ve es zamanli olarak keman ¢almak-
tadir. Keeney, ¢evresindeki insanlar1 gézlemlemeye her zaman ilgi duymustur. Bununla ilgili
fikirlerini soyle dile getirmektedir; “Cocuklugumda kiigiik bir ¢evrede Katolik olarak yetistiril-
digim i¢in higbir zaman diinyay1 gergekten anlayabildigimi hissetmedim. Sanirim insan korku
ve suglulukla yetistirilince kendini taniyabilmek i¢in bagkalarini incelemeye bashyor. Belki de
bagkalarmnin diisiincelerine girerek boylelikle kendimi daha iyi anlayabilecegimi diisiiniiyor-
dum. Bu da beni insanlar1 gézlemlemeye itti.” Bu donemde Keeney fotografla da ilgilenmeye
baslar. Fotografi, seramik galismalari i¢in kullanacag1 sayisiz gorsel materyalleri biriktirmesine
yarayan bir ara¢ olarak kullanir. Yasadig: yerdeki yerel halkin glinlitk yasamindan, giinliik ug-
raslarindan, publardaki, marketlerdeki, sokaklardaki insanlarin dogal yiiz ve viicut hareketle-
rinden esinlenerek anlik goriintiilerini fotograflar ve bityiik bir koleksiyon olusturur. Cektigi
¢ogu fotograf, Limerick’de yasayan yerel halktan olugsmaktadir. Her haftasonu pazar yerine gi-

der ve ilging yiizleri ve karakterleri fotograflayarak arsivine ekler. Sanatgi, insanlarin kameraya
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poz vermesini istememekte, dogal hallerini kaybet-

meden viicut ve yiiz hareketlerini yakalamaya ¢a-
ligmaktadir. Keeney, daha sonra arsivinden segtigi
yiizleri kil ile hayata gecirmeye baglar.

Dogal insan mimiklerini ve viicut hareketlerini
seramige aktarir. Keeney’nin mezuniyet sergisinde
biiyiik begeni toplayan ¢alismalar1 kendi gozlem,
deneyim ve giinliik hayattan sectigi anlik insan go-
riintiileri ile olusturdugu birikiminden dogmustur.
“Limerik’ten Tki Cocuk” isimli ¢alismas1 bunun gii-
zel 6rneklerindendir (GOriinti: 5).

Sanat¢inin bu tiir ¢aligmalarinda figiirlerin ytiz
ifadeleri 6n plandadir. Ince detaylar, gergekgilik

ve ti¢ boyutluluk hakimdir. Daha ileri donemlerde

7
Resim 5 “Limerickden Iki Cocuk” H=38cm, 1984. (Gregory, lan: “Real People” Ceramic Review 178, p:17, UK., 1999)
Resim 6,7,8: Christy Keeneye ait figiiratif seramik ¢alismalardan rnekler. (Sanatginin kisisel fotograf arsivi)

benzer anlayista yaptig: figiiratif calismalarin da 6zellikle yash insan figiirlerin yiiz ifadeleri ve
figlirlerin giysilerinin kumas, kemer, diigme gibi detaylar1 dikkat ¢eker. (Resim: 6,7,8)
Mezuniyet sonrasi kisa bir siire ‘Connemara Pottery’ isimli turistlik {iretim yapan bir atdl-
yede torna ile gémlek sekillendiren Keeney'nin seri-iiretim fikri pek ilgisini ¢ekmez sanat ya-
pitinin tek, 6zel ve essiz olmasi gerektigini diisliniir. Bu déonemde bir yandan kendi 6zgiin se-
ramik ¢aligmalari i¢in zaman yaratmaya ¢alismaktadir. Ayni dénemde keman ¢alismalarini da
stirdirmekte ve yerel bir pub da haftanin belli giinleri miizik yapmaktadir. Bu karigik dénem

1985°de Keeney’in Royal College of Art’'ta Master egitimine kabul edilmesine kadar devam eder.

Irlanda’dan Londra’ya gelmek ve burada en ¢énemli sanat okullarindan birine kabul edil-
mek onun i¢in yepyeni bir donemin baglangic1 olmustur. Londra’daki yeni hayati kimi zaman

yildiric1 ve zorlayicl, kimi zaman da cesaretlendirici olmustur “Gregory( 1999)”. Irlanda’nin
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glivenli ve izole ufak bir kasabasindan Londra’nin kalabalik, kosusturmali ortamina gelmek ilk
zamanlarda Keeney i¢in kolay olmamuigtir. Sanat¢1 hayatinin bu gegis doneminden su sozlerle
bahseder; “Londra’nin kesmekesine gelince ilk zamanlar bityiik bir kiiltiir soku yasadim. Royal
Kolej'deki ilk senemde kendimi nereye koyacagimi bilemedim. Yepyeni bir diinyanin ortasin-
daydim. Insanlar arkadas canlist degillerdi, niye olsunlar ki? On iki milyon kisiden biriydim
sadece. Boyle bir ortamda arkadaslar edinmeyi ve giivenmeyi 6grendim. Bir siire sonra yeni
insanlar girdi hayatima. Hala hayatimda olan bu 6nemli insanlar zamanla en yakin dostlarim
oldular. Royal Kolej’den sonra eserlerim daha ¢ok gelisti. Bunun nedeni okul ortaminda kendi-
mi ifade ederken biraz daha gergin olmamdi. O donemde kolejde pek ¢ok i¢ degisimler yasani-
yordu. Yeni bir yonetim vardi ve egitim sisteminde varolan bazi seylerden vazgegiliyor ve yeni
yapilanmalar oluguyordu. Biitiin bunlar ortami olduk¢a korkutucu ve gergin bir hale getiriyor-
du. Eserlerimde kendimi istedigim kadar rahat ifade edemiyordum. Bu nedenlerle yapmak is-
tedigim tek sey, Master derecemi almak i¢in kendimi toparlayip, konsantre olup buna odaklan-
makt1. Master bittikten sonra biitiin bunlar1 ortaya ¢ikarabilmek i¢in artik 6zgiirdiim.” 80’lerin
sonlarinda doneme hakim olmaya baslayan ve her alanda karsimiza ¢ikan ‘popiiler kiiltiir ¢il-
ginligr’ Londra’da ve Royal College of Art’da da kendini gostermistir. Keeney igin bu akim ve
okuldaki koklii degisimler huzursuz edici olmustur. Keeney, Londra’yr ve bu sehrin sanatina
etkilerini su sozlerle dile getirmektedir; “Londra 6yle bir yer ki, dini zorlamalarin ve dayatma-
larin olmadig aksine size kendinizi daha ¢ok diisiinmek i¢in cesaretlendiren bir yer. Kendinizi
diigiinmek ve tanimak pek kolay degildir, ben hala bunun iizerinde ¢alisiyorum. Ingiltere’de
yasamak diinyay1 daha net gérmemi sagladi.” Keeney’nin gelisimine Royal Kolej’de Master d6-
neminde tanistig1 hocasi Eduardo Paolozzi’nin biiyiik katkilari olmustur. Ayni1 dénemde pek
¢ok yetenekli seramikgiyle beraber ayni ortami solumak da ona zengin tecriibeler kazandirir.
Keeney’nin eserlerinin gelisiminde Anthony Caro, Francis Bacon, Alberto Giacometti, Henry
Moore, David Smith gibi isimler aydinlatici izlenimler yaratmugtir.

Keeney, Master egitimi sonrasinda Londra’da kalmaya ve seramik hayatini burada siirdiir-
meye karar verir. Royal Kolej’de edindigi tecriibelerinin, birikimlerinin ve etkilenimlerinin 11-

ginda kendini daha rahat ifade edebilecegi eserler iiretme siirecine girer. Bu, sanatcinin kendini

Resim 9,10,11: Christy Keeneye ait seramik biist calismalari, h=53cm,1995, h=40cm 1999, h=37cm 1999. (Gregory, Ian: “Real People”
Ceramic Review 178, p:16-17, UK., 1999)
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daha iyi taniyip ne istedigine karar verdigi, kendini gelistirdigi, sanat cevrelerince taninmaya
basladig1 profesyonel sanat hayatini temellendiren 6nemli bir donemdir. 1980’lerin sonlar1 Ke-
eney i¢in yeni arayislarin bagladigi bir déonem olur. O zamana dek fotograflardan biriktirdigi
imajlardan calisan sanatc1 artik zihninden gegenleri yapmaya karar verir. Bu bir anlamda detay-
larin yerini gamurun kendi imkanlarinin aldig1 bir donemi de baglatir. Keeney’nin ¢alismalari-
nin ii¢ boyutluluktan, ince detaylardan, kontrolliiliikten ve fotografik gerceklikten siyrilmaya
basladig1 ve daha yiizeysel, iki boyutlu hale geldigi, kilin imkanlarindan daha fazla yararlan-
dig1, dokusal zenginliklerin ortaya ¢iktig1 dikkat ¢cekmektedir. Bu donemde sanat¢inin yeni
yollar aradigi, modellemede daha 6zgiir yaklagimlar gelistirdigi gozlenmektedir. Keeney nin
biist formlar1 yar1 resimsel, yar1 heykelsi bir hal almaya baglar. Biistiin ifadesi, duygusu, kilin
ylzeyinde olusan dokusal zenginliklerle, renklerle biitiinlesmeye baslar. Detaylar azalir, yerini
anlik duygulanimlardan ¢ikan cizgisel izlere birakir. Gergek insan dl¢iilerinin digina ¢ikip, bi-
¢im bozmalar ile kendi yaratim seriivenini ortaya koyar ve kubizm etkilerinin sinyallerini verir.
Biist ve portre caligmalarini yaparken al¢1 kaliplardan faydalanir. Kalin katmanlar halinde sii-
riilen astarlar, zengin dokular, ince resimsel ¢izgiler dikkat ¢ekicidir “Gregory (1999)”. (Resim:
9,10,11).

Artik Keeney’'nin ¢aligmalarini bilen ve 6zellikle de portre heykellerini ve figiiratif eserlerini
takip eden bir sanat eseri alicisi kitle olusmaktadir. Bu donemde gesitli galerilerde sergilere ka-
tilir, kendi kisisel sergilerini agar, kimi 6nemli sanat derneklerine ve etkinliklerine kabul edilir.
1986 senesinde sanatcinin figiiratif biist calismalarindan 5 tanesi Sir Eduardo Paolozzi, 1988’de
bir calismasi HRH Galler Prensi, 1993’de biist formlarindan bir digeri Rt. Hon John Butcher
MP tarafindan ve 1997 senesinde sanat¢inin 12 adet figiir caligmasi irlanda Gazetesi tarafin-
dan &zel kolleksiyonlara dahil edilir “http://christykeeney.co.uk/christy-keeney-exhibitions/
(2011)”. Sanatginin erken dénem caligmalar: ince ve detayli gozlemlerin sonuglarini yansit-
maktadir. Tlk calismalarinda portre ve bedenlerde ten ile kumagin renksel ve dokusal farklilik-
lar1 son derece ayrintili ve gercekgi bir tislupla verilmektedir. Kumagin cinsi, kemerin derisi,
gomlegin kivrimlar: biiytik bir kontrol ve disiplini yansitir niteliktedir. Daha sonraki ¢alisma-
larinda ise sanat¢inin daha sinirsiz, daha serbest olusu dikkat ¢eker. Mat yiizeyler, ayrintilarin
kaybolup ifadenin 6n plana ¢cikmasi, gercek beden ol¢iilerinin disina ¢ikilmasi sanat¢inin daha
da 6zgiirlestigi bir donem yasadigini hissettirir.

2000’lere gelindiginde Keeney’nin biitiin gézlemlerinin, yasantilarinin, birikimlerinin ve
onceki ¢alismalarinin kiibist etkili formlarda ve kompozisyonlarda birlestigi goriilmektedir.
Kiibizmin, Keeney’nin eserlerine yansimalar: aslinda bir tesadiif degildir. Sanat¢i konuyla ilgili
sunlar1 soyler; “14 yaslarindayken Dublin’de Belediye Galerisi'nde bir sergi vardi. Hayatimda
ilk defa bir sanat galerisine gitmistim. Fransiz asilli Amerikali sanat¢t Arman’a ait dilimlere
ayrilmis bir keman vardi. Ondan ¢ok etkilenmis ve “iste heykel budur” diye distinmiistiim.”
Keeney i¢in kiibizm; heykel ve resimi bir araya getiren bir yaklasimdir. Objelerin 360 derece bo-
yutlandiriliyor ve algilaniyor olmasi bu yaklasimi heyecan verici kilar. Sanat¢1 bu dénemde yap-
tig1 kiibist calismalarini su sozlerle anlatir; “Yeni ¢aligmalarim, o zamana kadar gelistirdigim

temalar, insanlar ve ¢evremdeki esyalarin bir araya gelmesi seklinde olustu. Ve Miizisyenler

SANAT & TASARIM DERGISI ) 29



Resim 12,13,14,15: Christy Keeneye ait figiiratif seramik ¢alismalardan 6rnekler. (Sanatgimn kisisel fotograf arsivi)

serisi ortaya ¢ikt1. Her bir karakter ve ona ait keman, gitar gibi miizik aletleri sekillendi. Objeler,
hayvanlar ya da insanlar siirekli iletisim halinde oldugumuz ve aslinda bizim kim oldugumuzu
belirleyen anlamlar tasiyordu. At, binicisinin karakterinin devami olarak, keman da miizisye-

nin ayrilmaz bir parcasi olarak sekillendi.” (Resim: 12,13,14,15).

Keeney, kiibist seramik figiirleri hakkinda sunlar1 soyler; “1980’lerin baglarinda, hentiz 6g-
renciyken Tate Galeri’de Picasso’nun bir retrospektif sergisini izlemistim ve etkilenimlerimin
cogu o sergide gordiigiim eserlerden geliyor. Ozellikle de kiigiik karton parcalardan kesme
yapistirma kolajlar ve yiizeylerden olusan figuratif heykeller beni ¢ok etkilemisti. Bu basit iki
boyutlu pargalar bana biiyiik olanaklarin oldugu yepyeni bir diinyanin kapilarini agti. Bu ¢alig-
malarda gérdigiim iki boyutlulugun ve ii¢ boyutlulugun beraber kullanilmasi fikri ¢ok ilgimi
cekti “Gosset (2010)”. Keeney’nin diger bir etkilenimi de, Eduardo Paolozzi’nin heykellerini
nasil insa ettigi ile ilgilidir. Paolozzi kolajlar bi¢iminde ¢aligir. Bitmis heykelini farkli parca-
lara ayirir ve parcalar: tekrar bir araya getirir. Boylelikle yeni ve bambasgka bir yapi olusturur.
Keeney kendi yapitlarinda da benzer bir goriisle calismaya ve yapilari olusturmaya baglar. Kil
ile 6nce ylizeyler olusturur. Bunlar: tist iste farkli bicimlerde yerlestirerek ana yapiy1 ve sonra
da figiirleri ve yan elemanlar: olusturur. Ortaya ¢ikan kompozisyonlarda giinliik insan goriin-
tillerine, glindelik obje ve esyalara, bazen boga, at gibi hayvanlara, bitkilere, miizisyenlere yer

verir. Kullandig1 boga ve at figiirleri erkeklik giiciinii temsil eder. Siklikla karsilasilan keman

Resim 16,17: Christy Keeneye ait seramik portreler. (http://www.lavitgallery.com/page67.htm)
Resim 18,19: Eduardo Paolozzi’ye ait ‘Michelangelonun David’i’ ve ‘Tnvention’ isimli eserleri.(http://www.johncoulthart.com/feuilleton/
sculptural-collage-eduardo-paolozzi)
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ise ¢ocuklugundan beri hayatinda varolan kemanin ve miizigin bir yansimasidir. Kullandig
mat renklerin arasinda canli renkler parlar. Sir kullanmaz, mat ve dogal astarlar kullanarak
eserlerini renklendirir. Figiirlerin ifadeleri donuktur. Resimsel ¢izgiler, ylizeylerden olusan
katmanlara boyut kazandirir “Gosset(2007)”. Keeney, ¢atlamalara kars1 oldukea direngli olan
ince samotlu karisim bir kil kullandigindan soz eder. Yiizey iizerine beyaz pisme renkli diisiik
derecede olgunlasan bir astar uygular. Renkli astarlar ve renklendirici oksit ve boyalarla eser-
lerini renklendirir. Eserlerini farkli pisirim derecelerinde firinlar. Sanat¢inin 80’lerde yaptig
kontrollii ve ayrintici figiirleri, 90’larda yaptig1 biistlerindeki serbestlik ve 6zgiirliikle harmanla-
narak konuca daha zengin, 6zgiir ve daha renkli kiibist seramik formlar olarak karsimiza ¢ikar.
Bu dénemde sanat¢inin portre ve biist caligmalarinda da onceki tavrindan farkl olarak kubist
etkilenimler dikkat gekmektedir. Yiiz ve gogiiste geometrik bolintiiler biiyiik usta Eduardo
Paolozzi’nin ‘Michelangelo’nun David’i ve ‘Bulus (invention)’ isimli eserlerine birer génderme
gibidir (Resim:16,17,18,19). Sanatgiya nereden veya kimlerden ilham aldig1 soruldugunda séyle
cevap verir; “Benim ilhamim simdiye kadar gordiigiim ya da deneyimledigim insanlardan kay-
naklaniyor. Genellikle pek de 6nemli olmayan kimi gozlemlerim kafamda bir kivileim ¢aktira-
biliyor. Arabami tamir ederken motorun bir pargasina bakiyorum ve bu gériintii bir sonraki
eserim i¢in bana bir fikir verebiliyor. Sevebilecegim bir form ariyor gozlerim ve sonra bunu

» «

figlirlerimle birlestirip yeni eserlere doniistiiriiyorum” “Gosset (2010)”.

SONUC

Giiniimiize gelindiginde Keeney, Ingiltere ve Londra’daki sanat ortamlarinda kendine hatir1
sayilir bir yer edindikten sonra ani bir kararla dogdugu yer olan Irlanda’ya donmeye, sanatini
ve aile hayatini orada devam ettirmeye karar verir. Ingiltere’de ok sayida galeriyle baglantis
bulunan ve sanat ¢evrelerince aranan sanatgi, yenilikleri takip edebilecek ve kendi degisimleri-
ni duyurabilecek kadar sanatin merkezine yakin ama dogal giizelliklerle, giiven ve huzur orta-
minda kendi i¢ine doniip sanatina odaklanabilecek kadar da metropol hayatindan uzak bir yol
gizer. Irlanda’daki yeni yasam alaninda sahile yakin bir ev ve atdlyeye sahip olan Keeney, se-
ramik, resim ve miizik ile igice calismalarini siirdiirmektedir. Keeney'nin Irlanda’da baglayan
ve Londra’da bigimlenerek siiren profesyonel sanat hayatinda kubist anlayista tirettigi seramik
eserlerinin yeri ve etkisi buiytiktiir. Kiibist anlayista tirettigi figliratif seramik eserleriyle Kee-
ney, yeni bir anlatim dili olusturmustur. Sanat¢inin eserlerinin, yenilik ve 6zgiinliik arayisinda

olan ¢agdas sanat ortamina farkls bir soluk getirdigi diistintilmektedir.
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ABSTRACT

The early days of the 20th century has witnessed the introduction of a brand new art
concept that is incited by the work of post-impressionist French painter Paul Cezanne.
This approach will subsequently be called cubism. Cubism has also been accepted by some
ceramic artists. One of the prominent artists in this era is contemporary ceramic artist
Christy Keeney. As one of the rare cubist artists in ceramics, Keeney’s work is genuinely
appealing. Keeney’s artistic career follows a continuum, starting in Ireland, continuing in
London and currently back in Ireland. Cubic ceramic works make up a significant part
of his portfolio. As one of the rare cubist artists in ceramics, Keeney’s work is genuienly
appealing. We believe that studying his works may reveal new horizons to all artists who

are in search of originality and innovation.

Keywords: Christy Keeney, cubism, figurative ceramics.

* Gazi University Fine Arts Faculty, Ankara/TURKEY
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INTRODUCTION

The early days of the 20th century witnessed the introduction of a brand new art concept
that was incited by the work of post-impressionist French painter Paul Cezanne. This approach
would subsequently be called cubism. Cubists have focused on not only the visible aspect of
objects, but the invisible parts as well. They have tried to picture their subjects in three dimen-
sional forms. This revolutionary approach has had a huge impact on not only painting, but
on every art form “Ana Britanica, (1994)”. This movement denied the traditional naturalistic
view and employed a parallel description of objects through multiple planes which merged in
the eye of the viewer. Cubists emphasized the geometric structure and appearance of objects.
Therefore, cubism can be considered an entirely novel and unique interpretation of nature
“Elgiin,(1999)”.

Cubist movement affects not only painting, but many other art forms like sculpture, arc-
hitecture, literature, fashion and industrial design. Cubism is actually in contrast with the re-
ality of “movement” and sees everything in geometrical forms. In literature, Cubism becomes
a favorite of poets who ignore grammer and use unusual punctuation marks. Cubist buildings
make use of geometrical patterns both in forms and spaces. Through cubism, Czech architects
have yielded many interesting buildings. As for performance arts, Cubist influences can be seen
in stage and décor designs. Notable examples of Cubist industrial designs, decorative objects,
and textiles are available. Even typographic elements that are used in graphic design have been

made. Cubism has made its way into a wide spectrum of art and design forms, from fashion to

conceptual art installations. (Figures 1,2,3,4)

Figure 1 “Three Musicians” by Pablo Picasso(http://www.artquotes.net/masters/picasso/pablo_musicians1921.htm)

Figure 2 An example of cubist chair. Prague National Gallery. (Author’s personal photo archive)

Figure3 “Kiss” by Constantin Brancusi(http://www.actingoutpolitics.com/konstantin-brancusi-sculptural-series/)

Figure4 An example of cubist architecture. Neklanova, Prague,Czech Rebuplic. (http://www.essential-architecture.com/IMAGES2/stylel.jpg)
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Cubism has also been accepted by some ceramic artists. Already a 3-dimensional art form,
ceramics has been a new frontier in moving beyond the boundaries of the visible, perceived,
multi-dimensionality and material. One of the prominent artists in this era is contemporary

ceramic artist Christy Keeney.

CHRISTY KEENEY AND HIS ART

Christy Keeney is born in 1949 in Donegal, Ireland. Music, painting, photography and par-
ticularly, ceramics have a special place in the artist’s life. He became interested in playing music
at the age of 12, after he spent 3 weeks in the Irish (Gaelic speaking) area in West Donegal, not
far from where he was born. He experienced Irish traditional music there and fell in love with

the music. After that experience he started to play the violin.

As for painting, “I have always painted as far back as I can remember and when I was about
14 my mother would send me to art classes in the town and I think the only thing I learned
was the meaning of “perspective”. I think today “perspective” is still a very important element
in my work.” the artist explains. Painting has always been an essential part of the artist’s life, as

reflected in his figurative ceramic works as well as his recent focus in abstract paintings.

He picked up on photography during his education at Limerick Art College. He used pho-
tography as a tool to collect images which he would use as reference material in his ceramic
work. Most of the images were of local people around Limerick city. He would visit the far-

mers market each weekend and find interesting characters to photograph.

With the encouragement of his teacher at school, Keeney gets involved in art and particu-
larly ceramics. He describes his first acquaintance with clay as follows: “My first taste of cera-
mics simply began at college where I met a very highly skilled potter called Tom Agnew. Tom
taught me to understand the clay and all its properties. How to go with the clay and not force it
to do what it didn’t want to do.”

He moves to Limerick in the early Eighties, and continues his education at the Limerick Art
College. He masters throwing while at the same time being drawn more towards sculpture. In
the meantime, he never gave up design, painting and playing the violin. The artist has always
been a keen observer: “I think my experience being brought up as a Catholic had a lot to do
with the way my mind worked as a child. I never really felt I understood the world around me
and I think this was because of all the distorted information I was taught as a Catholic. I think
that when you are brought up in a state of fear and guilt you try and make sense of your envi-
ronment and I think this is why I got so interested in observing “people”. Maybe I was trying to

get inside other people's heads so I could understand my own.”

In these formative years he began to study the local people, both in pubs and market pla-
ces, becoming fascinated by their faces and body language. Carrying a camera everywhere he

went, he gathered a large collection of images as a resource to feed his growing ideas and the
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need to express them in clay. Always sensitive to

his subjects, Keeney tried to protect them from
the embarrassment of posing for the camera by
employing a simple technique of asking them
all to wear a pair of round metal-framed glasses.
This helped to put them at ease and they began
to enjoy the situation, laughing, pulling faces and
becoming involved in the game, preventing the
usual self-conscious and stilted poses. Working
directly from the photographs, he developed new
forms. The culmination of his B.A. show was ba-
sed on this street research and his relationship

and experiences with ‘real people’. “Two Boys

Figure 5 “Two Boys From Limerick” H=38cm, 1984. (Gregory, lan: “Real People” Ceramic Review 178, p:17, UK., 1999)
Figure 6,7,8: Examples of Christy Keeney’s figurative ceramic works (The artist’s personal photograph archive)

from Limerick” is a fine example of his works at the time “Gregory, (1999)”. (Figure 5)

These works emphasize the subjects’ facial expressions. Fine details, realism and three di-
mensionality are prominent. His later figurative works, especially those portraying older people
are notable for the sublety of facial expressions as well as the details in clothing like belts, but-

tons, and fabrics. (Figures 6,7,8)

After college Keeney worked as a thrower in a workshop called “Connemara Pottery”, pro-
ducing touristic artefacts. He was not interested in mass production, thinking that an art work
should be unique and specials. In the meantime, he was trying to find some time for his original
ceramic works. He continued to play the violin, playing music at the local pub several days a
week. This busy time lasts until his acceptance as a Master student to the Royal College of Art
in 1985. Moving from Ireland to London and starting to work in one of the most prominent

art schools marked the beginning of a new era for the artist. His new life in London was usually
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»

exhaustive and intimidating while sometimes it was inspiring “Gregory, (1999)

Leaving the isolated and safe Irish town for the crowded and hasteful streets of London was
not easy for Keeney. The artist describes this transition as follows: “I move from here into the
hustle and bustle of London which was a huge culture shock. My first year at the Royal College
was a strange experience in so much that I didn’t know where I fitted in. I was in the middle of a
world that was very new to me. People weren’t as friendly and why would they be, after all I was
in a city of 12,000,000, people. I learned that making friends in such a place demanded more of
me, I had to give more and eventually when I did make friends, they became the closest people

I had ever known. They are still my friends today.”

Popular culture frenzy dominated the picture in London during the last years of the 80’s
and Royal College of Art was no exception. This movement and the prominent changes in the
College were disturbing for the artist. Getting his M.A. degree from the Royal College of Art
meant overcoming major obstacles in his career: “My work developed more after leaving the
Royal College. I think the reason for this was that I was a bit nervous to express myself at the
college. At that time the college was going through a lot of internal changes. There was a new
governing body at the college and a lot of the structures for teaching were being replaced or got
rid of, which made the environment a very intimidating place to work in, so all I wanted to do
was keep my head down and get through with an M.A. degree at the end. A lot of my experien-
ces (working along side Paolozzi, and other very talented students) and influences were bottled

up inside me, and when I left I was free to let it all out.”

Keeney describes London and the impact of this city on his work as “I think that living in
England makes you see the world much clearer. It is a country that doesn’t force religion down
your throat and encourages you to think for yourself. It's not easy thinking for yourself, I'm

still working on it.”

During the years at the Royal College, his teacher Eduardo Paolozzi has contributed immen-
sely to Keeney’s artistic maturation. Working in the same environment with many talented
ceramic artists has been an unvaluable experience for the artist. Anthony Caro, Francis Ba-
con, Alberto Giacometti, Henry Moor, David Smith have all contributed to the development

of Keeney’s works.

Keeney decided to stay in London after leaving the College. His collection of experiences and
influences enables him to produce works through which he can freely express himself. This way
he gets to know himself better and to decide what he wants. This is the period which he lays the

foundations of his professional art career.

Keeney’s early pieces displayed astute observation. The first busts and torsos showed a virtu-
oso use of texture to describe flesh and clothing in a super-realist manner. These forms dressed
in jumpers, jackets and leather belts are sensitively modelled with a fine tuned attention to

detail then metamorphosed into groups.

As the recession of the late Eighties took over, commissions for portraits dried up. Keeney
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started to explore new frontiers, looking for new ways of working and developing a free appro-
ach to modelling. He left the method of using photographic images, and starts to use his imagi-
nation as the starting point. Three-dimensionality, strict control on fine details and photograp-
hic reality fade, two-dimensional, less detailed figures dominate. The artist makes more use of
textures and improvisional lines. In a way, the possibilities of clay replace the details. His heads
became flattened, losing their three-dimensional form, becoming half-drawing, half-sculpture.
Features were integrated into the piece, and a mix of emotions was developed through surface,
clay, line and colour. Calling on past images and experiences, Keeney produced vibrant port-
raits of Everyman. Building them from press moulds, and then slurrying over the surface with
soft clay, he created rich textural surfaces reminiscent of encrusted earth, redefined again and

»

again by drawing directly through the slips “Gregory, (1999)

Keeney starts to play with human proportions and through distortions, he starts to give
signals of a cubist approach. He uses plaster moulds for bust and portrait works. Thick layers of

underglazes, rich textures as well as fine picturesque lines are notable. (Figures 9,10,11)

Figure 9,10,11: Christy Keeney’s ceramic busts h=53cm, 1995, h=40cm 1999, h=37cm 1999.
(Gregory, Ian: “Real People” Ceramic Review 178, p:16-17, UK., 1999)

In time, Keeney’s works become well-known to a group of art buyers, who are particularly
interested in his figurative works and portrait sculptures. He participates in exhibitions in va-
rious galleries, opens personal exhibitions, and is accepted in prominent art associations and
events. Five of the artist’s figurative busts make their way into Sir Eduardo Paolozzi’s personal
collection in 1986. HRH Prince of Wales acquires one of his works in 1988 and Rt. Hon John
Butcher bought a bust form in 1993. Twelve figures are included in the collection of the Journal

of Ireland in 1997 (http://christykeeney.co.uk/christy-keeney-exhibitions/).

The new millenium sees the merging of Keeney’s observations, experiences and previous
works in cubist forms and compositions. Cubism in Keeney’s work is no coincidence. “I think
my first inspiration came when I was about 14 when I visited the Municipal Art gallery in
Dublin. I think it was the first time I had stepped inside an art gallery. One of the pieces I saw

and the only one I remember to this day, was a sculpture of a sliced up cello by the French-
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born American artist, Armand. His work was very influenced by “Dada”. I think to me this was

sculpture.” the artist explains.

For Keeney, cubism is an approach that integrates sculpture and painting. The 360-degree
perception of objects makes the approach extremely appealing for the artist. He describes his
cubist works at the time as follows: “The themes which have developed since then are to do with
people and the tools of our trade. With the musician series, the instrument, i.e. violin, guitar etc.
becomes an extension of the individual’s character. In “Horse and Rider”, the horse becomes an

extension of the rider character. The objects, animals, or people which we interact with, in turn,

make us who we are.” (Figures 12,13,14,15)

Figure 12,13,14,15: Examples of Christy Keeney’ figurative works during the 20005. (The artist’s personal photograph archive)(http://
www.lavitgallery.com/page67.htm)

Keeney precisely recalls the beginning of his interest in cubism: “I visited a retrospective
exhibition of Picasso, at the Tate gallery, in the early 80’s when I was at college, and many of my
influences came from seeing that work. Especially a collection of small card-board cut out and
folded, figurative sculptures. These simple two dimensional pieces opened a world of possibili-
ties on how I would approach. The idea of using 2-dimension material in a 3-dimensiona way

was really appealing.” (http://christykeeney.co.uk/christy-keeney-biography)

One of Keeney major influences is the way Eduardo Paolozzi builds his sculptures. Paolozzi
works in collages. He breaks his finished work into pieces and unites them again. This way, an
entirely new and different form is created. Keeney employs this method in his own works. The
compositions embody his wisdom and command of the clay. Releasing the spirit of the subject
into his material, the dialogue begins. Working with crank clay, he first rolls it flat before buil-
ding the sculpture up piece by piece; to hold the structure erect sections are often dried before
adding additional features. Surface texture is minimal while some areas are embellished with
imprinted lace and other found objects. Colouring is flat, achieved with ceramic underglaze
colour over white earthenware slip. A primary application of oxides gives overall depth, en-
hancing both vivid and faded colouring, especially engraved lettering and other indentations.
Overall matt tones and drawn facial features express the humility of the portrayed character.

He shows his versatile use of clay, from the more intricate compositions built from many cut

SANAT & TASARIM DERGISi ) 39



shapes to the head studies made from one simple piece. Colour applied with a brush is either
free and random, blocked or monotone; all add their own interest to complement the finished
work. His work has progressed from the battered attention to surface detail of his earlier work
to the more refined appearance of their now even finish, reflecting, perhaps, a calmer state of
mind “Gosset, (2007)”

The resulting compositions comprise of everyday human figures, objects and utensils of
daily life, musicians, and sometimes plants or animals like bulls or horses. Bulls and horses
symbolize masculinity and testosterone. The commonly encountered violin is a reflection of
music and his violin, which have accompanied him through his life. Vivid colours explode
among the matt colours he uses. He doesn’t use glazes, matt and natural underglazes colour his
works. The figures have neutral expressions. Drawn lines give volume to the layers of planes.
Geometric traces in the face and chest are seem like references to “Michelange’s David” and

“Invention” by the great master Eduardo Paolozzi. (Figures 16,17,18,19)

I T Y

Figurel6,17: Christy Keeney’s ceramic portraits. (http://www.lavitgallery.com/page67.htm)
Figure 18,19: “Michelange’s David” and “Invention” by Eduardo Paolozzi (http://www.johncoulthart.com/feuilleton/sculptural-collage-
eduardo-paolozzi)

Keeney mentions using a blended, fine grog clay that is quite resistant to cracking. He appli-
es a white underglaze that matures at alow temperature. He finishes with coloured underglazes,

oxides and paints. He doesn’t use glazes. He fires his works at different temperatures.

When you ask the artist about his inspirations, he explains: “My inspiration comes from
people I see or experiences I've had. Usually insignificant observations spark something in my
head. When I'm working on my car I'll look at my distributor cap and it will give me ideas for
my next figure. I try to find a form that I like and then incorporate the figure into it “Gosset,
(2010)”.

CONCLUSION

After having a respectable place in London’s and England’s artistic milieu, Keeney has re-
cently decided to return to his hometown, Ireland, to continue his artistic and family life there.
Though he maintains contact with many of the galleries in England and remains a sought-after

artist, he has chosen to live in a calm and safe environment, away from the metropolitan life.
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Lodged in a house close to the sea shore, Keeney continues to work and practice ceramic, pain-
ting and music. Keeney’s artistic careerfollows a continuum, starting in Ireland, continuing in
London and currentlyback in Ireland. Cubic ceramic works make up a significant part of his-
portfolio. The artist has created a novel form of expression through hiscubic figurative pieces.

His works represent a unique approach to cubism andceramics in the contemporary art milieu.
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