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20. Ylzyil sanatlari icerisinde seramik sanatinin
yerini sorgularken hep su ayrimla karsilasiliyoruz;
“Seramik malzemesi ile yapilan sanat” ve
“Seramik sanati”. Aslinda bu iki farksizmis gibi
gozliken tanimlama, bir¢cok durumu kendi icinde
sakliyor. Acaba seramik sanati malzemesi ve
teknolojisi bir ayricalikmis gibi ylceltilmeden,
sadece durusuyla, 20. Yuzyilin anlatim dilleriyle ne
kadar paralellik gostermistir? Ozellikle 1940 son-
rasi gelisen timu reddedislerin tzerine kurulu
“Yapinin Yikimi ve Tekrar Insaasi”, “Arkaizm”,
“Cinsellik”, “Savas”, “Alt Ust Etme”, “Melankoli”,
“Coskunun Yeniden Dogusu” gibi farkli basliklarda
ne kadar kendine yer bulabilmistir? Yoksa seramik
sanat¢ilari malzeme olanaklariyla birlikte ¢ogalan,
cogaldikca derinlesen, derinlestikce de glincel
sanattan ayrilan ve yalnizlasan bir disiplinde
dretenler haline mi gelmislerdir?

When querying the place of ceramic art among
20th Century arts, we keep on facing the follow-
ing distinction; “Art carried out with ceramic
materials” and “Ceramic art”. In fact, these two
definitions, which look like they are the same,

incorporate many circumstances in themselves.

We wonder to what extent have ceramic art
materials and technology displayed a paral-
lelism with the languages of expression of 20th
Century, without being exalted like a privilege,
just by their stance? To what extent have they
found a place for themselves in various head-
ings like “Demolishing and Rebuilding of
Structure”, “Archaism”, “Sexuality”, “War,",
“Toppling”, “Melancholy” or “Rebirth of
Enthusiasm”, based on all protests developing
post 1940s? Or have ceramic artists become
producers in a discipline growing together with
material availabilities, gaining depth as it grew
and diverging from current art and becoming
lonely as it deepened?

1900’lerin sonlarina kadar,
girdigi saraylarda prestijleriyle
boy gosteren porselenlerin ve
islevleriyle en yoksul evlere
giren seramik objelerin tretimi,
sanayi devrimiyle degisen
toplumsal sinif hareketliligiyle
aksamalarla karsilasmistir.
Tarlada calisan koylilerin
sehirlerdeki dairelere tasinip
fabrikalarda calismasi, kiiclk
atolyelerde elde Uretilen
seramik testi ve kap kacak kul-

lanimini azaltmisti. Kicik Ureti-

ciler yavas yavas yerlerini bant-
lari olan fabrikalara, kiclik

esnaf ve saticilar ise marketlere

birakiyordu.

Bir donem seramigin tek tek
uretilerek islevsel olarak girdigi
evlerden biraz uzak kalmasi,
belki de seramigin islev
gostergeli anlamindan uzak-
lasmasi adina yarar sagladi.
Bauhauscularin girisimi ile
tekrar canlanan isleve ve kul-
lanima doniik elsanatlari Greti-
mi, diger malzemelerde oldugu
gibi her seramigin de kendi dil
ve olanaklariyla tekrar tasar-
lanmasi ve 6zglin sonuclara
varilmasini saglad.

Bauhaus Tasarim Okulu'nun
icindeki seramik atolyesi,
kendine has bir bicimde
geliserek diger malzeme atol-
yeleri icinde en sanatsal isler
Ureten departman olmustur.
Walter Gropius ve Gerhard
Marcks'in Weimar yakinlarinda
kurdugu seramik atelyesi, vazo
islevli sayisiz form ve heykelin
uretildigi bir yerdi. Form
konusunda tasarim ve uygula-
malariyla Walter Gropius ile
geleneksel ¢omlek ustasi ve
teknik uzman Max Krehan,
kurduklar diyologla, seramik
sanatinin incelikleriyle tretilmis
hassas ve kirilgan formlar
trettiler. Her ne kadar bu form-
lar vazo olarak kullanim islevini
amacliyor gibi gozikseler de,
artistik islevleri oncelikliydi.

Peter Voulkos, Tabak,1957.

The production of porcelains
displayed with their prestige in
the palaces they entered and
ceramic objects which entered
the poorest of homes due to
their functions until late
1900s, have faced interrup-
tions due to the social class
activities which changed with
the industrial revolution.
Moving to flats in cities and
working in factories of peas-
ants working in the field had
decreased the use of ceramic
pottery hand made in small
workshops. Small producers
were gradually being replaced
by factories with conveyor
belts and small businessmen
and vendors were being
replaced by supermarkets.
That ceramic stayed a little
away from homes it entered
functionally, having been pro-
duced one by one, perhaps
helped ceramic to be dis-
tanced from its meaning with
functional indicator for a time
period. The handicraft produc-
tion which was rejuvenated
with the endeavors of
Bauhaus people, oriented to
function and usage, allowed

ceramic like in other materi-
als to be designed by its own
language and capabilities and
original outcomes to be
reached.

The ceramic workshop in
Bauhaus Design School has
developed in a manner spe-
cific to itself, becoming the
department producing the
most artistic works among
other material workshops.
The ceramic workshop estab-
lished by Walter Gropius and
Gerhard Marcks near
Weimar was a place where
countless forms with vase
function and sculptures were
produced. Walter Gropius,
with his form designs and
applications, and traditional
pottery master craftsman and
technical expert Max Krehan
created sensitive and fragile
forms produced with the
intricacies of ceramic art with
the dialogue they established.
Although these forms seem
to target the function of being
used as a vase, their artistic
functions had priority.
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Esas seramik merkezli 6zgin
arayislar ise Bernard Leach’in
okulu ile olusmustur. Uzun sire
Japonya'da kalan Leach, burada
ogrendigi tekniklerle
ingiltere'ye geri déndiigiinde,
fabrikalarda Uretilen kalitesiz
seramiklerin pahaliligi ile
karsilasti. Kurdugu Leach
Okulu ile birlikte yiiksek
dereceli camurlarla tasarimlari
birlestirdi. Seramik ve porselen
icin 6zgiin formlar gelistirdi.
Bunlari uygulamak izere firin
yapimindan, camurun topraktan
elde edilmesine kadar her
asamayi ogretti. Seramik tekrar
ele alinmis, bastan asagi
bilinenlere bilinmeyenler
eklenmisti.

Her ne kadar Leach Okulu
geleneksel temelli 6zgiin
formlar Uretmeyi dgretse de,
ogrencileri Hans Cooper, Lucie
Rie ve Ruth Duckworth gibi
sanatcilar daha sonrasinda
soyut ve disavurumcu
tavirlariyla dikkat cekeceklerdir.
Aslinda Leach, kap kacak
sanatini 6gretiyordu. Fakat o
zamanlarda cok da
farkedilmeyen bir seyin temel-
lerini atiyordu; “Seramik
Sanati”"nin. Islevsel ¢cikisli fakat
estetik esasli bu Uzakdogu
kiltlrtyle beslenen formlar,
batinin tiketim esasli devaml
yorulan kitlesine ¢ok iyi gelmis,
kullanim islevinden cok estetik
islevleriyle bahsedilir
olmuslardi. Uzakdogu'nun
seramigindeki o yalinlik,
dinginlik, mikemmeliyetcilik
gibi ifadelerin yeni bir dil olarak
kullanilabileceginin isaretlerini
verdi.

Elbette endistriyel seramigin
tekrar kullanim alanlarina
girmesinde Bauhaus ve
tasarimlarinin da cok katkisi
olmustur. Amaci, glizel sanat-
lardaki disiplinlerle, uygulamali
sanatlari birlestirerek giindelik
yasamda kullanilabilir objeler
yaratmak olan bu enstitd,

1919" dan 1933’e kadar faaliyet
gostermis ve bugiin oldugu gibi
tim sanatcilari tasarimci
kimligi altinda toplamayi hedef-
lemistir. Bauhaus, endustriyel
Uretimi de icine alacak sekilde
egitim programlarini
olusturmus, sanatcilarin fabrika
bantlarinda da uretilecek olan

Robert Arneson

The real ceramic focused orig-
inal searches were created by
Bernard Leach’s school.
Having stayed in Japan for a
long time, upon his return to
England with the techniques
he learned there, faced the
high cost of low quality ceram-
ics produced in factories. With
the Leach School he estab-
lished, he merged high degree
clays with designs. He devel-
oped original forms for
ceramic and porcelain. He
thought every phase from con-
struction of kilns to derivation
of clay from earth for the
application of such forms.
Ceramic was dealt with again,
and unknowns were added to
the known from scratch.

Although Leach School
thought how to produce tradi-
tional based original forms, his
students Hans Cooper and
Lucie Rie and artists like Ruth
Duckworth would come to
attention later with their
abstract and expressionist
attitudes.

In fact, Leach was teaching
the art of pottery. However, he
was laying the foundations of
something that people were
not really aware of those days;
“Ceramic Art”. These forms

with functional point of origin
but with aesthetic base, nur-
tured by Far Eastern culture,
had served well to the con-
sumer oriented, continuously
tired masses and were started
to be referred to by their aes-
thetic functions rather than
application functions. They gave
the signal that expressions like
plainness, serenity and perfec-
tionism in the ceramics of the
Far East could be used as a new
language.

Indeed, Bauhaus and its designs
had major contributions in
industrial ceramics reentering
the fields of application. This
institute, whose objective was to
create objects which could be
used in daily life, merging the
fine arts disciplines with applied
arts, was active from 1919 until
1933 and has sought to bring all
artists together under the iden-
tity of designers, as it is the case
today. Bauhaus has created
educational programs to incor-
porate industrial production and
has shown that artists could
make designs for products to be
manufactured in plant conveyor
belts, too.

In time, ceramic started to
become the material for forms

drdnler icin tasarim yapabile-
ceklerini gostermistir.

Artik yavas yavas seramik, artis-
tik islevi on plana cikan form-
larin malzemesi haline gelmeye
baslamisti. Hatta bu o kadar
onlne gecilmez bir durumdu ki,
Bauhaus mantiginin disina
cikmasiyla ufak bir sikinti bile
yaratmisti. Uretilen modellerin
fabrika bantlarinda, firinlarda ve
kalipla Uretim gibi seri tretim-
lerde sikinti yaratacagini
ongoren Gropius, Marcks’a
yazdigi mektubunda, “Diin
yapmis oldugunuz yeni vazolara
baktim. Hepsi benzersiz ve
essiz. Ama ayni zamanda daha
cok insan tarafindan kabul
edilebilir, daha iyi bir yol bulmak
icin yeni cabalar gereklidir. Biz
bu parcalardan (eserlerden)
bazilarinin makineler tarafindan
tekrar Uretilmesi igin yeni yollar
bulmaliyiz” demis, kibarca
uyarida bulunmustu. (Klaus
Weber, Experiment Bauhaus, sy
58)

whose artistic functions came
forward. In fact, this was such
an unpreventable situation that
it had created a small difficulty
by going out of the Bauhaus
logic. Gropius, foreseeing that
produced models would lead to
problems in plant conveyor
belts, kilns and mass produc-
tions like mold production, in a
letter he wrote to Marcks, had
said; “Yesterday | looked at the
new vases you made. They are
all matchless and unique.
However, new efforts are need-
ed to find a better way which
can be accepted by more peo-
ple, at the same time. We have
to find new methods so that
some of these pieces (works)
are reproduced by machines”,
warning courteously (Klaus
Weber, Experiment Bauhaus, p.
58)

Tableware like coffee mugs and
cups were also produced at
Bauhaus. However, these types
of production, although they
have sought ceramic’s use as
an artistic material, later artists
like Marguerite Friendlander,

Bauhaus’da kahve kupalari ve
fincanlari gibi sofra esyalari da
Uretilmistir. Ama bu tip tretim-
ler, dncelikle seramigin bir
sanatsal malzeme olarak kul-
lanimini amacglamis olsalar da,
sonrasinda seramikten mezun
olan Marguerite Friendlander,
Johannes Driesch, Otto Linding
ve Thedor Bogler gibi sanatcilar
Urettikleriyle ve actigi sergilerle
cevrelerini etkilemislerdir.
Seramik ve porselen artik
cagdas sanat malzemesi olma
yoluna girmisti.

1920'li yillarda artik
endustrilesmeyle birlikte
degisen sanatcilar ve
tasarimcilar, yeni kompozisyon
bicimleri, renk yansimalari,
algilama formdilleri ve
icsellestirilen konulariyla
kilturlerini ifade edeceklerdi.

Artik modernlesen toplumlarda
1. Dunya Savasi sonrasi ortaya
¢ikan Dada, modernlesmeyle
birlikte gelisen baskaldirmanin

Johannes Driesch, Otto Linding
and Thedor Bogler, graduates of
ceramics, have influenced their
surroundings with what they
produced and the exhibitions
they held. Ceramic and porce-
lain were on the way to becom-
ing contemporary art materials.

In 1920s, artists and designers,
who changed alongside of
industrialization, expressed
their cultures by their new com-
position styles, color reflections,
perception formulae and their
internalized themes.

Dada, who appeared after World
War | in societies starting to
become modernized, had
shown that protest, which
developed together with mod-
ernization, could also form the
language of art. It was started to
be acknowledged that art was
not only for aristocrats, that it
was a tool for the voices raised
with marginality, suppression
and those who were repressed.

With the advances in technolo-
gy, art disciplines had started to

da sanat dilini
olusturabilecegini gostermisti.
Sanatin sadece aristokratlarla
ilintili olmadigl, kenarda
kalmisligin, itilmisligin ve
ezilmislerle birlikte ylkselen
seslerin bir araci oldugu kabul
edilmeye baslanmisti.

Teknolojide yapilan gelismeler-
le sanat disiplinleri birbirine
karismaya baslamisti.
Ressamlar ozellikle Fransa’'da
ki gelismelerden etkilenip
seramik malzemeleriyle ifade
olanaklarini zorlamislardir. 20.
Yuzyiin 6nemli seramikgi-
lerinden Artigas’'dan etkilenen
Miro, 1944 yilinda U¢ boyutlu
anlatimi seramikle denemis,
bunda da cok basarili olmustur.
1950 yiinda seramik
malzemesinin sanatla ne kadar
iliskilendirilmesi gerektigini
belirten Miro, “Biz yine
seramikle ilgilenmeliyiz. Herkes
ilgilenmis, ama kimse kesfet-
memis, kesfedememis. En fazla
sekilleri biraz deforme etmeye

Robert Arneson

be mixed with each other.
Having been influenced espe-
cially by developments in
France, painters have chal-
lenged their expressive capabili-
ties, using ceramic materials.
Miro, influenced by Artigas, one
of the major ceramic artists of
20th Century, tried threedimen-
sional expression by ceramic in
1994 and was very successful at
it. To what extent ceramic
material should be connected to
art was expressed in 1950 by
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cesaret etmisler. Yeni formlar
yaratmamuslar. Yeni baslangic
yapmanin, yeni adim atmanin
tam zamani” demistir.

Ayni sekilde seramigi bir sanat-
sal malzeme olarak kitlelere
duyuran ve sunan diger kisi de
Miro gibi seramik¢i olmayip
ressam olan Picasso’dur. 3500
eser Ureten Picasso sayesinde
seramik sanati ciddi anlamda
yeni yollara kavusmustur.

Yine seramigi sanatsal bir ifade
bicimi olarak kullanan diger bir
sanatci ise Leger’dir. Leger
seramik rolyefleriyle her ne
kadar Picasso kadar 6nemli bir
yer edinemese de, seramik
sanatinin diger disiplinlerle
algilanmasi adina ciddi katkilar
saglamistir.

Artik seramigin bir icerik
sorunu vardir. Sadece bicimle
ilgili cagrisimlari olan, islevsel-
likle sinirlanmis formun ¢ok
disinda ifade bicimleri
barindiran bir tiir sanatsal
iletisim araci haline gelmistir.
Miro, Picasso, Leger ve son-
radan eklenen Matisse ile bir-
likte, seramik, yeni anlatim ve
ifade olanaklari barindiran
yapisiyla, geleneksel ve islevsel

Miro, as follows: “We have to be

involved with ceramic again.
Everybody got involved but
nobody did or could discover it.

What they did most was to dare

to deform the forms a little.

They did not create new forms.

It is just the time to start from
the beginning, to take a new
step”.

Another individual, who took
and offered the ceramic to
masses as an artistic material
in the same way, is Picasso,
who, like Miro, was a painter,
not a ceramic artist. Ceramic
art has found serious new
methods due to Picasso, who
created 3500 works.

Yet, another artist who used
ceramic as a way of artistic
expression is Leger. Although
he cannot find a place for him-
self as significant as Picasso,

seramigi reddetmeden, 6tesine
gecerek bir yer edinmeye
baslamisti. Malzemenin dili,
sanatcinin hayal diinyasiyla
birleserek ortaya 6zgiin formlar
¢ikiyordu. Her 6zgiin form, alt
yapisinda geleneksel ve islevsel
seramik form yapisini
barindiriyordu. Cekilmis
tornalar, daha camur
kivamindayken deforme
ediliyor, ortaya ¢ikan formun
animsattiklari heyecan veriyor-
du. Tabaklarin icine sir Usti
veya alti tekniklerle ekspresif
tarzda resimler yapiliyor ve
sergileniyordu. Picasso’nun
kirmizi camurdan yapilmis
tabaklarin icine, siyah astarlarla
calistigi boga glresi siluetli
eserleri glinimiize kadar

Robert Arneson

with his ceramic reliefs, he has
made significant contributions
in terms of the art of ceramic
being perceived with other disci-
plines.

So ceramic has gained a prob-
lem of content. It has become a
type of artistic communication
tool, incorporating styles of
expression way beyond the form
with only shaperelated associa-
tions, limited by functionality.

Ceramic had started to find a
place for itself together with
Miro, Picasso, Leger and
Matisse, who joined later, with
its structure incorporating new
expression capabilities without
rejecting and going beyond the
traditional and functional
ceramic. Original forms were
appearing through the merger
of the language of the material
and the world of imagination of
the artist. Each original form

gelmis, hatta istanbul islam
Eserleri Mizesi'nde ac¢ilan bir
sergide sergilenmisti.

Avrupa’da 6nce Leach
Okulu'ndan, sonra Bauhaus
Ekolu’'nden etkilenen sanatcilar,
ozgun uretimlerini geleneksel
formlar zerine sekil-
lendirirken, Amerika'da
Californiya’li Peter Voulkos,
¢agdas seramik sanatinin
onlnd agmistir. Leach’in
ogretilerinden ve dolayisiyla
uzakdogu felsefesiyle sekil-
lenen seramik formlarindan
tamamen arinmayi tercih eden
Voulkos, geleneksel form
anlayisiyla seramigin
baglantilarini kaldirmis, yaptigi
¢alismalarda icinden geldigi
gibi, anlik, enerjinin camura
yansitildigi eserler Gretmistir.
Aslinda Amerikan sanatinin
etkilenebilecegi dyle cok

gecmise donik bir seramik
gelenegi de yoktur. Etkisinde
kalip, algi reflekslerinin
olustugu, devam ettirilebilecek
geleneksel bir estetik tavirdan
da soz edilemez. Belki de
Amerikali sanatcilar icin onemli
olan, oncelikle bir estetik dil
olusturma derdine
dismeleridir. Bunun bir avantaj

accommodated the traditional
and functional form composition
in its infrastructure. The turned
lathes were being deformed
when still in clay consistency;
what the created form remind-
ed people of was exciting.
Expressive style paintings were
applied in plates by over glaze
or under glaze techniques and
these were displayed. Picasso’s
works with bullfight silhouettes,
applied using black undercoats
in bowls made of red clay have
reached today and were even
exhibited in a show held in
Istanbul Islamic Works
Museum.

While artists, being influenced
first by Leach School and later
by Bauhaus School in Europe,
shaped their original production
on traditional forms, in America,
Peter Voulkos of California, has
cleared the way for contempo-

Robert Arneson Sarcophagusbig

oldugu dustindlebilir. Clinki
endustriyel yasamdaki mimari
ve borsa gibi giindelik yasami
etkileyen unsurlar, hig bir
kurama ve kaliba girmeden,
seramik camuruna karismis ve
pisen eserler firindan en
samimi haliyle ¢cikmistir.

1951 yilinda seramik calismaya
baslayan Peter Voulkos i¢in
¢amur bir ifade aracidir. Yaptig
cok biylk,deneysel heykellerle,
sadece dildeki etkileyiciligi

rary ceramic art. Voulkos,
who opted for staying away
from Leach’s doctrine and
therefore, ceramic forms
styled by Far Eastern philoso-
phy, has eliminated the ties of
ceramic to the traditional
form concept, creating works
that were intuitive, instanta-
neous, in which energy was
reflected on clay.

In fact, there isn't much of a
past ceramic tradition the
American art could be influ-
enced by. There is no tradi-
tional aesthetic attitude that
could be maintained with per-
ception reflexes being created
under its influence. Perhaps,
what's important for
American artists is the con-
cern for creating an aesthetic
language first. This may be
considered to be an advan-
tage. Because elements
affecting daily life like archi-
tecture and the stock market
in industrial life were incorpo-
rated in ceramic clay without
going under any theory or
mold and fired works have

ylceltmek i¢in seramigin teknik
anlamda sinirlarini zorlamistir.

1954'te Los Angeles Otis Sanat
Enstitiisi'niin kurucusu olan
sanatcl, her zaman geleneksel-
ligi merak etmis, sorgulamis,
fakat ogrencileri i¢in farkl
ogretim teknikleri gelistirerek
deneysel Uretimlerinde
gelenekselligin sinirlarinda
gezinmeleri gerektigini hep
anlatmistir.

Rudy Autio, Jerry Rothman,
Ruth Duckworth, Kenneth Price
ve John Mason’la olusturduklar
dil birlikteligiyle ortaya cikan
Funk (Dehset) Sanati ile
seramik ilk defa bir gorsel
anlatim malzemesi degil de, bir
tavir olarak gelismistir.

Aslinda Dadacilik ve Soyut
Expresyonislerle paralel

vurma egilimleri ile 1966'da on
plana cikmislardir.

Funk kelimesi o donem ¢ok
popliler olan ‘Funky’ den
uretilmistir. Dadaizm ve
Sirrealizm’in yani sira Pop
Art'tan da etkilenmislerdir.

Arneson’un sanatsal tarihi de
Dadacr'larla blylk paralellikler
gosteriyordu. 1917°de New York
Bagimsiz Sanatcilar Dernegi'ne
Marcel Duchamp’in gonderdigi
‘The Fountain’ (Cesme) isimli R.
Mutt imzali pisuar da tipki
Arneson’un gonderdigi ‘Funk
John’" isimli eserde oldugu gibi
yakisiksiz bulunmus ve reflize
edilmisti.

Bu karsi durma eylemi seramik
sanatinda yeni bir ekol

olusturmustur. Yeni bir yol, yeni
bir durus ve karsi ¢ikisin kendi-
ni gosterdigi bu durumu Harold

zamanlarda bahsedilmeye
baslamistir. ‘Funk Sanati

Sergisi” yle Voulkos'u takip eden

David Gilhooly ve Robert
Arneson, karsi durus ve disa

come out of the kiln in their
most sincere forms.

For Peter Voulkos, who started
to work on ceramics in 1951,
clay is a tool of expression. With
the very large experimental
sculptures he made, he has
forced the limits of ceramic
technically just to exalt the
impressiveness in language.

The artists, who founded Los
Angeles Otis Art Institute in
1954, has always wondered
about and inquired traditionality
but by developing different edu-
cational techniques for his stu-
dents, has always said that they
had to travel on the boundaries
of traditionalism in their experi-
mental productions.

By the Funk (Terror] Art which
emerged through the union of
language formed by Rudy Autio,
Jerry Rothman, Ruth
Duckworth, Kenneth Price and
John Mason; for the first time,
ceramic has developed not as a
visual expression material but
as an attitude.

Paris, ‘Parmagini bogazina
sokup ne c¢iktigina bakmak
olarak” tanimlamistir.
Arneson’un etkiledigi David
Gilhooly, Peter Vanden Berge,

In fact, it started to be talked
about in parallel times with
Dadaism and Abstract
Expressionism. David Gilhooly
and Robert Arneson, following
Voulkos with the ‘Funk Art
Show' have come to the fore-
front in 1996 with their protest
and expression trends. The
word Funk was generated from
‘Funky” which was very popular
in that period. They have been
influenced by Pop Art, alongside
of Dadaism and Surrealism.

Arneson’s artistic past had
major parallelism with Dadaists.
The urinal signed R. Mutt titled
‘The Fountain® sent by Marcel
Duchamp to New York
Independent Artists Association
in 1917 was found to be inap-
propriate and refused, just like
the work titled ‘Funk John" sent
by Arneson.

This protest act has formed a
new school in ceramic art. This
situation, in which a new path, a
new stance and protest mani-
fested themselves, was
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Clayton Bailey'in de dahil
olmasiyla San Francisco'da
‘Ortak Sanat Birikimleri adi
altinda bir sergi agilmisti. Bu
serginin en temel ortakligi ise
kisilerin disladigi ve hayatinda

estetik olmayanlarin eserlere

yansimasiydi.

Sonrasinda Howard Kottler ve
Fred Bauer liderliginde
Seattle’'da ikinci bir Funk
seramigi ekold olusmustur. Bu
ekoldeki sanatcilar daha sik ve
itinalr isler Gretmislerdir.
1966’daki ‘Funk Sanati” adli
sergi, tim Amerika'nin ve hatta

Avrupa'nin Funk'tan haberdar

olmasini saglamistir.

Sonrasinda 1969 yilinda
Ingiltere’ye sigrayan bu akim

yeni bir yorumla kendini

gostermistir.

Glnldmizde hala tartisilan
“Seramik sanatcilari glincel
sanatsal dili yakalayabilir mi?”

described by Harold Paris as
‘Putting a finger in one’s throat
and looking at what came out'".
An exhibition was held under
the title of ‘Shared art
Accumulations in San
Francisco’ with the participation
of David Gilhooly, Peter Vanden
Berge, Clayton Bailey influenced
by Arneson. The most basic ele-
ment of this show was the
reflection of the disgusting and
nonaesthetic excluded by the
individuals not wanting to see
them in his/her life onto the
works.

Later, a second Funk ceramic
school emerged in Seattle
under the leadership of Howard
Kottler and Fred Bauer. The
artists of this school have gen-
erated more elegant and dili-
gent works. The show titled The
Funk Art” in 1966, has allowed
all America and even Europe to
become aware of the Funk.

This trend, jumping to England
in 1969, has manifested itself
later under a new interpreta-
tion.

Funk artists have answered the

slphelerine Funk sanatcilari
urettikleriyle cevap vermisler,
‘kitch” masa Ust biblolarin
malzemelerini, teknolojik uygu-
lamalarindan ve geleneksel
gecmisinden ¢ok, giindelik
dertlerin ve sorunlarin disa
vurumuna alet etmislerdir.

Sanatcinin toplumdan kopuk,
sadece burjuva tarafindan
alinip, anlasilip, tiiketilmesine
ve sadece burjuvanin tekelinde
olusuna karsi, basit malzemeli,
distk dereceli, her amatorin
uygulayabilecegi diizeyde isler
dretmisler, sanat tretiminin
¢ok da hayatin disinda
olmadigini gostermek
istemislerdir. Hayatin kotd, pis,
kokan, dislanmis ve diskilanmis
olanlarini bicim ve konu edin-
misler, her zamanki gelenegine
bagli yiiksek dereceli, kirilasi
malzemeli form anlayislarini
hice sayarak kendi mesruiyet-
lerini kurmuslardir. Seramik
malzemesinin ifade ettikleriyle

concerns of “Can ceramic
artists capture the current
artistic language?” which is still
a subject of controversy, with
what they have produced, using
the materials of ‘kitsch” desktop
trinkets for the expression of
daily worries and problems
rather than their technological
applications and their traditional
past.

They have generated works with
simple materials that are low
temperature, at a level that may
be applied by any amateur with
a stance against the artist’s
being detached from society and
art being only purchased,
understood and consumed by
the bourgeoisie and its being
under the monopoly of the
bourgeoisie, trying to show that
art production was not actually
outside life. They have used in
their formms and themes the bad,
dirty, stinking, marginalized and
soiled elements of life and have
established their own legitima-
cies, totally disregarding the
high temperature, brittle mate-
rialled form concepts of the tra-
ditional. Instead of establishing

islerinin alt yapilarini kurmak
yerine, ifade etmediklerini
aramislar, glindelik objeleri
fetislestirerek pop sanata, ic
enerjilerini forma
yansitmalariyla soyut disavu-
rumculuga ve hatta giincel ve
kisisel yasamla kurduklari
distnsel iliskiyle kavramsal
sanata referanslar vermislerdir.
Funk sanati seramigin donemin
giincel sanatiyla kurdugu
iliskiler acisindan onemlidir.

Seramik ile yakalanan ifade
bicimlerinin, malzemesinin
kurdugu iktidarindan
kurtulmasi, disiplinlerarasi bir
arenada kendini gostermesi
cok onemlidir. Doneminde,
kendi icinde gosterdigi
tutarlilikla, gelenegine boyun
egen bir disiplinken, sadece
malzemenin imkan tanidig
dile olanak tanimis, ifade
yollari ararken gelenegiyle
yarismanin anlamsizligina
cevresini ikna etmis, anlatim

the infrastructure of their works
with what the ceramic material
expressed, they have searched
for what it did not express and
have made references to pop
art by fetishizing daily objects to
abstract expressionism by
reflecting their internal energies
onto form and to the conceptual
art with the idea relationship
they founded with daily and
personal life.

The Funk art is important in
terms of the relationships
established by the ceramic with
the current art of the period. It
is very important that the styles
of expression captured with
ceramic are saved from the
control of their materials,
manifesting themselves in a
multidisciplinary arena. While it
is a discipline submitting to its
tradition with the consistency it
displayed internally in its time, it
has allowed a language only
made available by the material
has convinced its surroundings
on the meaninglessness,
competition with tradition when
searching ways of expression
and has managed to become a

slrecinde bir amag degil bir
arac olabilmistir. Sadece
seramikle ugrasanlari etkile-
mek yerine tim giincel
sanatcilarin etkilenmesini
saglamis ve yine ayni sekilde
onlari etkileyenlere kapilarini
acmistir.
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Robert Arneson model squint

tool, not an objective in the
process of expression. Instead
of influencing only those dealing
with ceramic, it has allowed all
current artists to be influenced

and at the same time, has
opened its doors to those
influencing them.

Kaynakga / Bibliography;

Kiskirtici, dahiyane, alayc,
kabalik kiltirinG icsellestiren
Funk Sanati, tim kitlenin
ilgisiyle karsilasmis, elit olmak
yerine, yerinde duramayan,
enerjisiyle seyircisini ylcelten
bir model vaat etmistir.

Sonug olarak bu acidan

B. Leach

The Funk Art, which has
adopted the provocative,
geniuslike, sarcastic and rude
culture, has derived the interest
of the whole population; prom-
ising a model that is restless,
exalting its viewers with its
energy instead of becoming
elite.

bakildiginda, ise yaramayi
duslemeyen, sadece bilgi ve
duygu aktarmayi saglayarak
evrensel olabilen bu akimin,
seramik sanati ve cagdas
sanat tarihindeki yeri her
zaman vurgulanmali ve
onemsenmelidir.
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Model for “Pablo Ruiz wit Iltch”.

In conclusion, when viewed
from this perspective, the place
of this trend, which has not
dreamed of becoming useful,
achieving to become universal
only through transmission of
knowledge and feelings in the
ceramic art and contemporary
history of art must always be
underscored and emphasized.
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