OZET

Sanat olgusu ortaya ¢iktigi donemden giintimiize degin yapilan pek ¢ok sanat eseriyle
farkli nitelik ve yorumlar kazanarak gelismistir. Bu gelismeler ve doniistimler sonucunda
20.ytizyihn ikinci yarisindan itibaren igerisinde bulundugumuz donem postmodern
olarak adlandirilmakta ve sanatin sonu seklinde degerlendirilmektedir.

Sanatta yasanan bu biiyiik doniistimler pek ¢ok disiplini oldugu gibi seramik sanatini
da etkilemistir. Seramik sanati 19.yiizyil ve sonrast sanayi devriminden sonra gelisen
teknoloji ve farklilasan kiiltiirel yapilarla, 20.yiizyilda sanatsal bir disiplin olarak kabul
gormiistiir. Bu siirecte ¢agdas seramik sanat¢ilarmmin yorumlariyla, kavrama yonelik
eserler ortaya konmustur.

Kavramsal Sanat ise temelinde diisiincenin yapita iistiinliigii fikrini barindiran
Postmodern donem icerisinde biiyiik bir kirilma yaratmas olan bir egilimdir. Kavramsal
sanat, seramik sanatimin evrensel nitelik kazanmasina, geleneksel ve modernist usliiba
karsi duran kavramsal seramik eserler iiretilmesine olanak saglamast bakimindan seramik
sanat tarihinde onemli bir yere sahiptir. Postmodernizmin eklektik yapisiyla birlesen
kavramsal seramik eserler ¢agin gercekliklerinin kavranmasim kolaylastirirken, gegmisle
bag kurarak belgesel bir nitelik tasimaktadr.

Bu ¢alismada, ¢agdas seramik sanatinda, sanat anlayisinda bir doniim noktast olan
kavramsal sanatin 6nemi ve seramik sanatina katkilar: felsefe profesorii ve yazar Peter
Osbornenin kavramsal sanat agilimi dogrultusunda incelenmektedir.

Anahtar Kelimeler: Sanat, Seramik, Postmodernizm, Kavramsal

*Anadolu Universitesi Giizel Sanatlar Fakiiltesi, Eskisehir/TURKIYE
**Anadolu Universitesi Giizel Sanatlar Enstitiisii, Eskisehir/TURKIYE
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GIRIS

Sanat olgusu ortaya ¢iktig1 donemden gliniimiize degin yapilan pek ¢cok sanat eseriyle farkls
nitelik ve yorumlar kazanarak gelismistir. 1900’lerde ¢agdas sanat anlayisi ile ortaya ¢ikan kav-
ram ve diigiinceler tiriinlerini 1960’11 yillarda vermeye baslamistir. Sanatta “postmodern egilim”

olarak adlandirilan 1960 ve sonrasi sanat egilimleri, II.Diinya savasi sonrasinda yasanan endiist-

riyel etkilesimlerle, sanat tarihi acisindan biiyiik kirilmalarin yagandig: bir donem olmustur.

“Postmodern siiregte sanatin ¢ok yonlii, cok dilli yapisi; deneyimi 6ne alan ve seri iiretim nes-
neleri tizerinden Post-Duchampyen bir ‘yapmama kiiltiirii'nii benimseyen uygulamalarin, dahas:
nesneyle sonuclanmak zorunda olmayan, dilsel, performatif ve kavramsal onermelerin, tekolojik
yeniliklerle uzam ve zaman algisinda koklii degisimler sunan sofistike diizeneklerin tiimiinii bir-
den igeren parcali, karmagsik ve eklemli bir yapilasmay: goriiniir kiliyor” (Sahiner, 2008:35)

Makinelesme sayesinde, seri tiretimin artmasi, teknolojik gelismelerle kitle iletisiminin ko-
laylagmasi, toplum diizeninde de bir degisime yol agarken, bir ifade arac1 olan sanatta dsnemin
aynast olmustur. II.Dlinya Savasi sonrast Emperyalizmin basarisi ve ekonominin giiglenmesi
ile sanat giinlitk hayatin bir pargasi haline gelmistir. Bu donemde, Kapitalizmin i¢inden dogan,
postmodern sanat akimlari kisa bir siire sonra hem sistemin hem de klasiklesen sanat anlayisi-

nin en sert elestirmenleri olmuslardir.

“Postmodern, modernin icerisinde sunulamayani, sunumlamanin kendisinde ileri gotiiren ola-
caktir; giizel bicimlerin tesellesini ve elde edilemez olanin kollektif nostaljisini paylasmay: miim-
kiin kilan bir zevk uzlasimini inkar edecektir; bunlardan hoglanmak igin degil, sunulamayanin
giicle bir anlamini veren yeni sunumlamalar: arastiracaktir” (Lyotard, 1997: 25)

Postmodern sanat egilimlerden biri olan ve yeni sunumlamalari ile kargimiza ¢ikan Kavram-

sal Sanat “yaratida diisiinceyi 6n plana getiren tavr1” ile sanat diinyasini sarsmuigtir.

1. KAVRAMSAL SANAT

Kavramsal sanat, iki diinya savag1 arasinda Avrupada ortaya ¢ikmig (DADA, Siirrealizm,
Futurizm Konstruktivizm vb.) olan bazi temel egilimlerin 1960’1 yillarda sosyal ve sanatsal
alanlarda yeniden kesfedilmesidir. Egilimin kaynagi Amerika olup daha sonralar1 basta Fransa,

Almanya olmak {izere diinyanin pek ¢ok iilkesine yayilmistir.

Kavramsal sanat diigiincesi; gorsel ya da daha kapsamli mekansal deneyim ve eglence nesnesi
olarak dogrudan sanat tanimini zorlayarak, ‘sanat’in teorik giiciiniin evrensel tespiti i¢in geriye
doniik (retrospektif) arastirmayi ¢ogaltmaktadir. Bu nedenle kiiltiirel deneyimlerin farkli form-
larmni bir araya getiren kavramsal anlayis, sanatla olan iligkisinin 6nemli etkileri ile bir doniim

noktasini temsil etmektedir.

Kavramsal sanatin temelinde diigiincenin yapita iistiinligii fikri vardir. Bagka bir degisle kav-
ram bi¢im tizerinde 6ncelik hakkina sahiptir. Aslinda bu Marcel Duchamp’in hazir nesnesi (re-

ady made) ile eserin bigiminden ziyade ne sdyledigine 6nem vererek yer degistirmesi 6nceden



var olan bir goriistiir. Ancak Kavramsal Sanat goriintiiden daha gok
kavrama verilen 6nem ile sanati anlam ve amag agisindan daha ¢ok

sorgulamigtir.

Titketim toplumuna karsit bir tavir olarak kavramsalcilar, sanat
yapitinin alinip satilmasina, yapitlarinin ticaret metasi haline doniis-

tirtilmesine karst olmuslardir.

“Yapitlariyla kavramlar ve analizler oneren bu sanatgilar, seyirciyi
bunlari anlamaya, ¢Ozmeye, kendi diisiincesiyle tamamlamaya ¢agi-

Resiml: Cesme
rirlar (Germaner, 1997: 48) . Marcel Duchamp, 1917

2. CAGDAS SERAMIK SANATPNIN GELiSIMi

Seramik sanatinin tarihsel gelisimine baktigimizda kavramsal seramik eser drnekleri daha
geg tarihlerde goriilmektedir. Cagdas Seramik Sanatinin Kavramsal Sanat ile olan iligkisini dog-
ru analiz edebilmek i¢in 1950’li yillardan itibaren Seramik Sanatrnin gelisiminden bahsetmek

gerekmektedir.

Milattan 6nceki yillardan giintimiize, hayatimizda var olan seramigin sanatsal bir disiplin
olarak kabulii 20.yiizyila rast gelmektedir. Islevselligi nedeniyle her dsnemde var olan seramik
objeler, endiistri devriminin yasanmasi sonucunda malzeme cesitliligi ve fabrikalarin kurulma-
siyla geri plana atilmistir. Bu gerileme dénemi 6nce Arts And Crafts Hareketi ardindan da Bau-
haus okuluyla son bulmustur. “Bauhaus Tasarim Okulunun igindeki seramik atolyesi, kendine
has bir bigimde geliserek diger malzeme atolyeleri iginde en sanatsal isler tireten departman
olmustur (Inal,2006:107)” Ancak seramik sanatinda 6zgiin arayislar uzun siire Japonyada ka-
lan Bernard Leach’in kurmus oldugu okulla baglamistir. Leach bu okulda Japonyada 6grenmis
oldugu kaliteli seramik iiretme tekniklerini 6gretmistir. Bu okulun 6grencileri olan Hans Co-

oper, Lucie Rie ve Ruth Duckworth soyut ve disavurumcu ¢aligmalariyla ‘seramik sanatr'nin

a |

Resim2: Bernard LEACH Resim3: Ruth DUCKWORTH Resim4: Hans COPER

temellerini atmiglardir.
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Peter Volkous 1950’li yillarda ¢agdas seramik sanatinda biiyiik rol oynayan bir diger isimdir.
Volkous yapmis oldugu biiyiik heykellerle seramigin teknik anlamda sinirlarini zorlamis ve ge-

lenekselligi sorgulayarak seramik sanatini farkli boyutlara tagimistir.

Resim5: Peter VOULKOS Resim6: Lucie RIE
Amerika

Daha sonralar1 Miro, Picasso, Leger gibi modern resim sanatinin ressamlari tarafindan da

kullanilan seramik, artik herkes tarafindan kabul géren bir ifade araci olmustur.

Resim7: Seramik Tabak, Miro, 1956 Resim8: Seramik Fincan ve Tabak, Kandinsky, 1923 Resim9: Picasso

1969 yili sonrasinda Funk Sanatt ile glincel ve sanatsal bir dil yakalayan seramik sanati, post-
modern siirece dahil olmustur. “Tarih sahnesinde en eski dénemlerden beri rol oynayan sera-
mik sanatinin modern sanattan post moderne gegerken eklektik bir yapiya sahip olmasindan
dolay1, malzeme kullanimi, bi¢cim, renk ve deger olarak olduk¢a yogun ve 6zgiin bir {islup ka-
zanmigstir” (Saydan, 2009:34).

Postmodern seramiklerde bi¢im, renk anlayis1 klasik ve modern donemden oldukga farklidir.

“Klasik donemlerden beri siiregelen uyum kavrami ve modernist arilasma, postmodernizim
ile yerini uyumsuz uyum ya da ters uyuma birakmistir. Bazi sanatgilarin yapitlarinda, hi¢ bir
seyin ¢ikarilamayacag ya da eklenemeyecegi yetkin biitiin yerine “zor biitiin” ya da “parcalan-
mug biitiin” olarak adlandirdiklar ozelliklerle karsilasiyoruz. Yine postmodernistlerin yapilarinda
goriilen giriftlik, kargasa ve zenginlik gibi ozelliklerin temelinde de yeni bir toplumsal gerceklik
yatmaktadir” (Saydan, 2009 s:36).

Farklilik gosteren bir diger 6ge ise renktir ve, genis bir skalada sanat¢i tarafindan biitiin cos-

kusu ve siddeti ile gogu zaman bir simge olarak kullanilmistir.



Postmodern siirecin igerisinde énemli egilimlerden biri olan
kavramsal sanat, seramik sanatini etkilemesi agisindan yukarida
bahsettigimiz renk ve bi¢im anlayiginin farklilik gostermesine sebep
olmustur. 1960’l1 yillardan itibaren Seramik sanatgilarinin seramige
kattiklar1 kavramsal yorumlarla birlikle seramik sanat anlayis1 gele-
neksel ya da islevsel ¢omlek anlayisindan farkli bir boyut kazanmus,
sanat tarihsel siire¢ icerisinde kuralsal ve standart yorumlar: terk

ederek gliniimiiz sanat anlayisinda 6zgiin yorumlarla yerini almistir.

3. CAGDAS SERAMIK SANATINDA KAVRAMSAL ESERLER

Bu ¢alismada ¢agdas seramik sanatinda kavramsal sanatin et-
kileri arastirilirken Peter Osborne’nin kavramsal sanat siniflandir-
mast Uzerinden bir degerlendirme yapilacaktir. Osborne Marcel
Duchamp’in hazir nesne ( Cesme, 1917) ¢alismasi ile sanatta biiytik

bir devrim yasandigini diisinmektedir. Bu devrim sanat eserinin

bicimsel ozelliklerinin yerine igeriginin 6n plana ¢ikmasini sagla-  Resimi1: Philip MABERRY
mugtir. Diger bir degisle bu degisim eserde goriiniimden daha ¢ok kavramin 6nemini arttirmak-

tadir. Sanatta yasanan bu 6nem degisikligi ise kavramsal sanatin baslangici olmaktadir.

Felsefe profesorii ve yazar Peter Osborne Kavramsal sanat eserlerini alt1 baglik altinda top-
lamustir. Yapilan inceleme de bu bagliklar ¢agdas seramik sanati stirecinde verilmis kavramsal

seramik eserlerle 6rneklendirilecek ve eser ¢oziimlemelerine yer verilecektir

1) Bilgi verme, Performans, Dokiimantasyon

Performans smiflandirmasinda seramik sanatindaki eserlere
baktigimizda kilin fiziksel 6zelliklerinin (plastik olma, dayniklik
vs.) 6n planda oldugu goriilmektedir.

Nina Hole ve Tom Barnett'n ¢aligmalarinda; eser 6nce yas ¢a-
murla inga edilir, daha sonra kurutularak refrakter kumagtan ya-

pilmis bir battaniye ile kaplanir ve seyirciler 6niinde gece boyunca

pisirilir. Pisirim performansi sonrasinda eserler pisirildikleri yerde

sabit kalarak sergilenmektedir.

Resim13 Resim14 Resiml5 Resim16

Resim12-13-14-15-16: Nina Holeun “fire sculpture” olarak adlandiridigi ¢alismalarindan 2007 yilinda Meksikada Xalapa sehrinde yapmis
oldugu yapit.
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Akademisyen ve seramik sanatgis1 Louis Katz ise performans
caligmalarinda izleyiciyi de igerisine alan interaktif bir yap1 goriil-
mektedir. “Teaser” isimli caligmasinda sanat¢i ¢ay kaselerinden
kulakliklar yapmis ve daha 6nceden hazirlamis oldugu performans
videosunu yansitarak bu kulakliklar sayesinde izleyicinin videoda-
ki sesleri duymasini saglamistir. Bu performansta biiyiik tugla bir
enstriiman gibi, ay kaseleri ise kulaklik olarak kullanilarak genel

islevlerinden uzaklastirilmistir.

Bir diger calisma ise Jim Melchert, Amsterdamda 1972 yilinda
yapmis oldugu “Changes: A Performance With Drying Slip” adli
performansidir. Katilimcilar kafalarii sivi camuru igerisine batirip,
kuruyana kadar beklemislerdir. Melcherte gére bu performans be-

denin bir kaba dontismesini anlatmaktadir.

Resiml18: Changes: A Performance
With Drying Slip, Jim Melchert

2) Siireg, Sistem, Seri

Sanat¢1 Mineo Mizunonun “COEXISTENCE” (dirlik) adli yapitinda seramigin duragan bir
obje olmaktan ¢ikarak, yasayan ve bir ‘siire¢’ barindiran bir objeye dontistiigiinti gormekteyiz.
Sanat¢1 yorumlamis oldugu cakil tas: formlarinin izerinde yer alan deliklere yosun tohumu
dikmigtir. Sergileme mekéanina yerlestirilen sulama ve nem sistemi ile yetisen yosunlar sonu-

cunda seramik formun yiizeyi organik bir sir ile kaplanmistir. Yaganan bu degisim sergi alanin-

da gerceklesirken izleyici de yapit da ayni siirece dahil olmaktadirlar.

Resim19-20-21: “COEXISTENCE”, Mineo Mizuno

3) Kelime ve Isaret

Bu alanda seramik eserlerde semiyotik ya da dilbilimsel temelli
kavramsal icerik tarafindan, gérsel formun i¢sel 6neminin yadsindi-
g1 gorillmektedir. Karen Ryan'n ¢aligmalarina baktigimizda, sanat-
¢inin kullanim amagh olan seramik formlarin tizerine kelimelerle
yapmus oldugu yliklemeler, objenin bir tabak oldugunu unutturarak,
izleyiciyi tizerinde yer alan kelimenin anlamini ve tasarimini diisiin-

meye yonlendirmektedir.

Resim23
Resim22-23: Karen Ryana ait
seramik ¢alismalar



2009 yilinda Ingiltere Bienalinde Neil Brownsword, Ale-
xandra Engelfriet, Torbjern Kvasbe, ve Pekka Paikkari yap-
mis olduklar1 “Marl Hole” adli projede ise sanatcilar kilin
geleneksel sekillendirilme yontemlerini reddetmisler ve ¢ok
ilkel yontemleri kullanarak yeni bir yaklasim ortaya koy-
muslardir. Dort farkli sanat¢inin kendine sectigi alanlarda
yapmis olduklar1 peyzaj ¢aligmasinda Pekka Paikkari, “clay
words” olarak adlandirdig: diizenlemesinde seramik siire¢ine
ait kelimeleri “Bagwall, Bisque Fire, Body, Bone Dry” yarim
bir sekilde sivi ¢camurla yiizeye yazarak seramigin aligilmis

fiziksel yapisini sorgulamuistir.

4) Temelliik, Miidahale, Giindelik

Sanat¢1 Ai Weiwei’ nin ¢alismalarinda gordiigiimiiz gibi
Kavramsal Sanatin bu alt bashginda, kiiltiirel formlarin bas-
kalastirilmasi yerine, onlara yapilan miidehalelerle giinliik
yasamin icerisindeki yapilar1 sanat eserine doniistiiriilmiis-

tir.

Ai Weiweinin “Field” adli ¢aligmasinda geleneksel ¢in
porseleni ve motifleri kullanilmistir. Diger calismasi olan
“Sunflower Seeds” ise Cinde ger¢ek boyutlarinda ve elde se-
killendirilmis 100 milyon ay ¢ekirdegi parcasindan olusmak-
tadir. Sanatg1 her iki ¢alismasinda da izleyiciyi ‘Made in Chi-
na fenomeni ile yiiz yiize birakarak giintimiiziin ekonomik

ve kiiltiirel degisimlerini izleyiciye sorgulatmaktadr.

5) Politika ve Ideoloji

Bu alt baghik altindaki caligmalari, 6zellikle alternatif veya
ast ideolojik konum bilincini arttirmak i¢in agik¢a politik-
ideolojik ¢atismalar odakli isler olarak aciklayabiliriz. Ric-
hard Notkin ¢aligmalarinda sisteme ve bireyin bu diinya dii-
zeni igerisindeki yerine yapilan elestirileri gérmekteyiz. “All
Nations Have Their Moment of Foolishness” adl1 ¢alismasin-
da, her seramik karo iizerinde bombalanmis yasam alanla-
rinin, dikenli tel ve bombalarin, “Guernica” tablosunda yer
alan ¢iglik atan atin rolyefleri yer almaktadir. Rolyefli kiigiik
seramik karolar biitiiniinde Amerika Birlesik Devletlerinin
41. baskan1 George W. Bush portresini olusturmaktadir. Sa-
nat¢1 seramik yiizeyde 6liim ve yikim kavramlarimi ikonik

anlatimla izleyiciye anlatmaktadir.

Resim24

i

Resim26: Field, Ai Weiwei
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Resim27: Sunflower Seeds, AiWeiwei
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Resim28: All Nations Have Their Moment of Foolishness ~ Resim29: Detay
Richard Notkin, 2006

6) Kurumsal Elestiri

Kurumsal elestiri alt basligindaki 6rneklere baktigimizda ise kapitalist ve sanat kurumlarin-

daki oyunlara ve gii¢ iliskilerine dikkat ¢eken ¢alismalarin yapildig gériilmektedir.

Xue Leinin “5” adli caligmasinda emperyalist bir tilkenin icecek firmasinin, teneke formlari
seramik malzeme ile sekillendirilmis ve {izerine sémiiriilen bagka bir tilkenin geleneksel mo-
tifleri gizilmistir. Kullanilan bu zitlikla sanat¢i tarafindan kurumun elestirisi izleyiciye aktaril-

maktadir.

Jessica Jackson Hutchins in ¢alismalarina baktigimizda ise seramik sanatindaki geleneksel
estetik anlayisinin sert bir elestirisinin yapildigini gérmekteyiz. Sanat¢inin yapmis oldugu sera-
mik formlar genel estetik anlayisindan uzak simetrik olmayan ve diizgiin sirlanmayan formlar
olarak karsimiza ¢tkmaktadir. Yapmis oldugu formlarin galerilerde yani elestirdigi kurumlarda

sergilenmesi ise islerindeki ironiyi agik¢a ortaya koymaktadir.t

Resim30: “5”, Xue Lei, 2007 Resim31-32: Loveseat and Bowls, Jessica Jackson Hutchins,156.2 x 105 x 133.4 cm, 2008



SONUC

Postmodernizm ile sanatin kuralsal yapisindan kurtulmasi, sanatgilar i¢in 6zgiir alanlar ag-
mustir. Giiniimiizde ¢agdas seramik sanatcilar: eserlerini geleneksel ve tarihi unsurlar1 6zgiin
yorumlariyla harmanlayarak, standart ve gelenekgi veya estetik kaygilar giitmeden sunmakta-
dirlar. Bu caligmalarda seramigin farkli malzemelerle biitlinleserek (mix-media), sanat izleyici-
sine sunulmasi seramik sanatini heykelsi bir boyuta tasimistir. Boylelikle seramik sanati etkisi
altinda kaldig1 geleneksel stillerden kurtulmustur. Postmodern seramik sanatgilar1 biitiin bu
yeniliklerle giincel ve sanatsal bir dil yakalamis ve seramik sanatini evrensel boyuta tagimis-
lardir. Kavramsal Sanat'in sunmus oldugu gerek diigiinsel gerekse bicimsel 6nerilerle, giindelik
yasantimizda kullandigimiz nesneleri fetiglestirip sembolik bir dil haline getiren seramik sanat-

cilary, eserleriyle yeni bir boyut acarak seramik sanatinda kavramsal sanatin 6niinii agmislardir.
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ABSTRACT

Ever since it emerged to present, the art fact has developed by getting different qualities
and comments with many art works. As a result of these developments and transformations,
the period which we are in since the second half of the 20th century is called Postmodernism
and considered to be end of the art

These efficient transformations as influenced the ceramic art as many disciplines. In the
20th century, ceramic art has been accepted as an artistic discipline with the 19th century
and later by industrial revolution, the developing of technology and differing cultural
structures. In this process, conceptual art works were created by contemporary ceramic
artists’ interpretations.

Conceptual art is a trend which created a big break in the postmodern period, which is
based on the idea that is thought, has superiority to the art work. In the ceramic art history,
conceptual art history has an important place because of enabling of the creating ceramic
art works which stands against the traditional and the modernist style. Conceptual ceramic
art works, which combine with eclectic nature of postmodernism, has a documentary
feature by establishing a link with the past while make it easy to grasp realities of era.

In this study, the importance of conception art, which is a milestone in the art conception
and its contributions to ceramic art, are examined according to philosophy professor and
author Peter Osborne’s conceptual art initiative.
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INTRODUCTION

From its first appearance till today, the concept of art has developed acquiring different
qualities and interpretations by means of many works of art that have been created so far. With
the understanding of contemporary art, the concepts and thoughts that appeared in 1900s started
to produce its works of art in 1960s. Appeared in1960 and after it, the art movements called
“postmodern movements” had been an era where significant breaking points were experienced
in the industrial interactions after World War II and these breaking points were significant in the

history of art.

“In postmodern process, the multidimensional and multilingual structure of art makes it possib-
le to see a complicated structuring that has many pieces and includes all the sophisticated mecha-
nisms that provide radical reforms in the perception of time and extend by means of technological
innovations; applications that prioritize experience and that adopt a Post-Duchampyen ‘culture
of not doing” based on mass-produced objects; linguistic, performative and conceptual statements
that do not necessarily have to result in a finished object” (Sahiner, 2008, p:35).

With mechanization, while increase in mass production and that mass communication has
become easier with the technological developments has caused a transformation in societial order,
art that is a tool for expression has become a mirror of the era. With the success of emperialisim
after World War II and economy’s becoming stronger, art has become a part of daily life. In this
era, portmodern art movements that appeared in the era of capitalism have become the harshest

critiques of both the system and the undertsandting of art that became classic.

“The postmodern would be that which, in the modern, puts forward the unpresentable in pre-
sentation itself; that which denies itself the solace of good froms, the consensus of a taste which
would make it possible to share collectivelly the nostalgia for the unattainable; that which searches
for new presentattions, not in order to enjoy them but in order to impart a stronger sense of the
unpresentable” (Lyotard, 1997, p: 25)

As being one of the postmodern art movements, conceptual art that appears with its new

representations has shaken the world with its disposition that prioritizes creative thinking.

1. CONCEPTUAL ART

Conceptual art is the rediscovery of some main movements in
different social areas and art in 1960s. These art movements (DADA,
surrealism, futurism, constructivism, productivism) appeared in
Europe in the period between the two world wars. The origin of the
movement is America and then, it expanded to many parts of the

world, mainly in France and Germany.

Thought of conceptual art increases retrospective search to

universally determine the theoretical power of ‘art’ by forcing the

Figurel: FOUNTAIN
Marcel Duchamp,1917

definition of art as visual or more far-reaching spatial experience
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and being the direct object of fun. For this reason, conceptual understanding that combines
different forms of cultural experiences represents a turning point with the important effects of its

relationship with art.

In the core of conceptual art, there is the idea of superiority of thought over work. In other
words, concept has priority over form. Indeed, replacing Marchel Duchamp’s ready-made object
with work of art by giving importance to what it tells rather than its shape existed as an idea earlier.
However, conceptual art questioned art in terms of meaning and aim by giving importance to

concept more than appearance.

“As an opposite attitude towards consumer society, conceptualists have opposed to trading the
work of art and transformation of their work into a trade commodity. These artists, who propose
concepts and analysis in their works, calls the audience to understand, work out and complete these

concepts and analysis with their own thinking (Germaner, 1997: 48) ”.

2. DEVELOPMENT OF CONTEMPORARY CERAMIC ART

When the historical development of ceramic art is examined, examples of conceptual cera-
mic works of art were seen in later dates. In order to analyze the relation between contemporary
ceramic art and conceptual art correctly, there is a need for mentioning the development of

ceramic art starting form 1950s.

From the years BC till today, acceptance of ceramics, that has been our lives, as an artistic
discipline happened in the 20th century. Ceramics objects, which exist in every period of time
owing to their functionality, became less popular with the establishment of new factories and
the variety in materials as a result of industrial revolution. This stagnation period ended with
first the Arts And Crafts Movement and afterwards with the Bauhaus school. “By developing
individually, the ceramic workshop in the Bauhaus School of Design became a department pro-
ducing the most artistic works among the other material workshops (inal,2006:107).” On the ot-
her hand, seeking for authenticity in ceramic art started with the school established by Bernard
Leach who had stayed in Japan many years. In this school, to produce quality ceramic, Leach
taught the techniques that he learned in Japan. Among the learners in this school, Hans Cooper,

Lucie Rie and Ruth Duckworth established the foundations of ‘ceramic art’ with their abstract

and expressivist works.

Figure2: Bernard LEACH Figure3: Ruth DUCKWORTH Figure4: Hans COPER



Peter Volkous is another name who played an important role in contemporary ceramic art
in 1950s. With the huge statues that he did, Volkous forced the limits of ceramic in terms of

technique and moved ceramic art to different dimensions by questioning traditionalism.

Figure5: Peter VOULKOS Resim6: Lucie RIE

Ceramic, used by many modern artists such as Miro, Picasso and Leger, then became a tool for

expression accepted by many people.

Figure7: Ceramic Plate, Miro, 1956 Figure 8:Ceramic Cup and Plate ,1923,Kandinsky Figure9: Picasso

After 1969, ceramic art, which reached a contemporary and artistic language, was included in
post-modernism. “Because ceramic art, which played an important role in history from ancient
times, has an eclectic structure while moving from modern to postmodern, it acquired an aut-

hentic and solid expression in terms of form, color and value” (Saydan,2009:34).

Postmodern ceramics are quite different from modern period in terms of the understanding

of form and color.

“The concept of harmony and modernist purification, started in classical period and continued
its existence, was replaced by opposite harmony or inharmonious harmony. In some of the artists’
works, we see features that they named as “impossible whole” or “separated whole” instead of whole
that nothing can be added or extracted. There lies a new societal reality under the features such as
intricacy, chaos and richness that are seen in post modernist works” (Saydan, 2009 p:36).

Another feature that differed, color has been mostly used as a symbol in a large spectrum by

the artists with all their passion and rigor.

SANAT & TASARIM DERGISI

45



As mentioned above, as being one of the most important move-
ments within the postmodern period, conceptual art caused cera-
mic art to differ in terms of a new understanding of color and form.
Starting from 1960s, ceramic art acquired a new dimension different
from traditional art and an understanding of functional pottery by
means of the conceptual understanding that ceramic artists brought

and gained its place with authentic works in today’s art by leaving

the formal and standard interpretations.

CONCEPTUAL ART WORKS IN CONTEMPORARY
CERAMIC ART
In this study, by researching the effects of conceptual at on

the contemporary ceramic art, will be an evaluation with Peter

Osborne’s conceptual art classification. Osborne believes that Mar-

cel Duchamp’s read-made art work (Fountain, 1917) caused a great
revolution in art. This revolution has led that morphological featu- FigurelL: Philip MABERRY

res are important than functional features. in other words, this change increased the importance
of concept rather than form of art work. This important change became the beginning of con-

ceptual art.

Philosophy professor and writer Peter Osborne collected conceptual art works under six he-
adings. In this article, under those headings there will be examples of conceptual ceramic art

and their analysis.

1)Instruction, Performance, Documentation

When works of art in ceramic art that are under the heading of performance are examined,
the physical characteristics of clay (e.g. being plastic, durability etc.) are seen to stand in the

forefront.

In the works of Nina Hole and Tom Barnett, work of art is first

Figure:13 Figure:14 Figure:15 Figure:16
Figurel2-13-14-15-16: Nina Holes Fire Sculptures
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In the works of art of professor and ceramic artist Lois Katz, in-
teractive features that include the audience can be seen. In his work
called “Teaser”, the artist made earpieces by using tea cups. Reflec-

ting the performance video that he prepared earlier, he made it pos-

sible the audience to hear the sound in the video by means of these

Figurel7: Teaser, Louis Katz

earpieces. In this performance, using tea cups as earpieces and a big
brick as an instrument, these objects are diverted from their basic

functions.

Another work is Jim Melchert’s performance in 1972, named
“Changes: A Performance With Drying Slip”. The participants sank
their heads into wet clay and they stayed like that until it dries. For

Melchert, it depicts the transformation of body into container.

. Figurel8: Changes: A Performance
2) PI‘OCCSS, SYStem’ Series With Drying Slip, Jim Melchert

In Mineo Mizunos work of art named “Coexistence’, ceramic, transforms form a stationary
object to an object that lives and includes a ‘process’ The artist planted moss seeds into the holes
on the pebble forms that he interpreted. The by means of the moisture and watering system
installed in the exhibition area, the surface of the ceramic form was covered with organic glaze.

While his transition occurs in the exhibition area, both the audience and the work of art is inc-

luded in the process.

Figurel9 Figure20 Figure2l
Figurel9-20-21: “COEXISTENCE”, Mineo Mizuno

3) Word and Sign

In the ceramic works of art in this area, by means of semiotic

or linguistic-based conceptual content, the internal importance of

visual form is negated. When Karen Ryan’s works are examined,
by means of words, meanings that the artist loaded on the ceramic
forms, which are designed for usage, make the audience forget that
the object is actually a plate and lead them to think about the mea-

ning of the word on the plate and its design.

Figure23

Figure22-23: Karen Ryan’s work
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In 2009, in England, Bienalinde Neil Brownsword, Ale-
xandra Engelfriet, Torbjern Kvasbe, and Pekka Paikkari, in
their project called “Marl Hole”, refused traditional clay sha-
ping methods and presented a new approach by using very
primitive techniques. In the landscaping work that four dif-
ferent artists made in the area that they chose for themselves,
in his arrangement that he called “clay words”, Pekka Paikka-
ri questioned the ordinary physical structure of ceramic by
writing half of the words of ceramic process with wet clay,

“Bagwall, Bisque Fire, Body, Bone Dry”.

4) Appropriation, Intervention, Everyday

As seen in the works of Ai Weiwei, in this the subheading

Figure24-25: Clay Words ,Pekka pekkari

of conceptual art, instead of metamorphosing cultural forms,
structures used in daily life are transformed into a work of art
by treating them.

Ai Weiwei’s work, named “Field”, traditional chinawa-
re porcelain and motifs were used. His other work named
“Sunflower Seeds” is comprised of 100 million sunflower se-
eds in their original sizes and hand-shaped in China. In his
both of works, the artist makes the audience question today’s
financial and cultural changes by making the audience face

the ‘Made in China phenomenon.

5) Politics and Ideology

The works under this subheading can be defined as the

-
s

works focused on political-ideological conflicts in order to '
Figure26: Field, Ai Weiwei

increase the consciousness of alternative or sub-ideological
status. In Richard Notkin’s works, criticisms towards system
and individual’ place in the ordinary world can be seen. In
his work named “All Nations Have Their Moment of Foo-
lishness” there are bombed places, barbed wire and bombs

and the relief work of the screaming horse in the painting,

“Guernica” in each ceramic tile. The small ceramic tiles with
relief work comprise the portrait of the 41st president of the
United States George W. Bush. The artist iconically expresses
the concepts of death and destruction on ceramic surface.

e ¥ = - .I--
A P WY

Figure27: Sunflower Seeds, AiWeiwei
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Figure28: All Nations Have Their Moment of Foolishness ~ Figure29: Detail
Richard Notkin, 2006

6) Institutional Critique

When the examples under the subheading of institutional critique are examined, it is seen

that works that draw the attention to power relations and plays in capitalist and art institutions.

In Xue Lei’s work named “5”, tin forms of a drink company of one of the imperialist country
were shaped by ceramic material and traditional motifs of an exploited country were drawn on
these forms. By using this contrast, critique of an institution is transmitted to the audience by

the artist.

When Jessica Jackson Hutchins’s works are examined, there is a harsh critique of traditional
understanding of esthetics in ceramic art. The ceramic forms that the artist created appear as
asymmetrical forms that are difficult to put orderly and far from the understanding of esthetic.
That the forms made by the artist exhibited in the galleries, in the institutions where the works

of art are criticized, points out the irony.

Figure30: “5”, Xue Lei, 2007 Figure31-32: Loveseat and Bowls, Jessica Jackson Hutchins,156.2 x 105 x 133.4 cm, 2008
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CONCLUSION

With postmodernism, arts’ releasing from its fundamentalist structure provided free spa-
ces for artists. Today, contemporary ceramic artists exhibit their works by blending traditional
and historical elements with their authentic interpretations, without thinking about standard,
traditional or aesthetic concerns. In such works, exhibiting ceramic by mixing it different mate-
rials (mix-media) has carried ceramic art to statue-like dimension. By doing so, ceramic art are
released from traditional styles. Postmodern ceramic artists have reached a contemporary and
artistic language with all these innovations and have carried ceramic art to a universal dimen-
sion. With both intellectual and formal suggestions that conceptual art presented, the ceramic
artists, who turned the objects that we used in our lives into a symbolic language by making
them fetishist objects, leaded the conceptual art bay opening up a new dimension in ceramic

art with their works.
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