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As the ongoing process of contemporary Turkish ceramics till present day is examined it can be suggested that the modern formation of Anatolian art of ceramics distinct from conventional memory and field of practice first coincided with the decade between 1930-1940. The pillars of this formation were settled prior to the establishment of Turkish Republic in 1923: Yıldız Porcelain Plant of Ottoman Empire built at the ends of 19th century stands out as a vital meeting point of integration with European art of ceramics. As a natural consequence, décor masters having received in this Ottoman academy a training reflecting the integration were indirectly influenced by European approach.


“It was witnessed during the 1930-40s, 1950s and 1960s that ceramic artists received education in European states…In Europe contemporary ceramic education first initiated almost thirty years earlier than Turkey; however it was only after the 1960s that ceramics curriculum both in Europe and Turkey could be settled into a fixed program. Those Turkish ceramic artists returning homeland shared their European knowledge and experiences with their students and laid the foundations of contemporary  ceramic education …Contemporary Turkish ceramic artists have at all generations  favored academic career more. Hence they have become both instructors and performers of ceramic art”(Gül Erbay Aslıtürk). As Turkish art of ceramics is explored starting from its origination till present day, it is possible to categorize  young ceramic artists till 2000s-which also constitutes the center of this paper- under three generations. Till 1950s, the generation that could be named as the founding fathers were the ones having first met with ceramics in Academy of Fine Arts and State Applied  Fine Arts School; however due to paucity of substructure they had to receive education in Europe; the second generation comprises of artists trained in fine arts faculties of universities opened outside Istanbul during the 1960 and 70s and post 1980s; the third generation corresponds to the 90s’ generation raised by the former generation.


During 2000s, global sharing of information was accelerated more than ever. Young artists trained in fully-equipped ceramics departments at universities and managed to form a collective memory via Turkish art of ceramics possess the kind of dynamism and self-confidence enabling them to prove themselves in-person. This emerging self-confidence owes greatly to one resource of information: the Internet. This medium shapes Turkish generation equal to its effect over the entire globe. An ‘informed’ and ‘sharing generation of youngsters’ now structure their own views through distilling from a  panoramic perspective and attempt to express themselves in the best manner. It is now quite convenient for artists to access exhibitions, contests and symposiums to express themselves. Ceramic associations, journals, other publications and museums can now be traced livingly. One other opportunity granted to young artists of today is international mobility: Turkish students can now receive professional training, undergraduate and postgraduate education in European universities much easily thanks to mutual educational agreements signed within the scope of EU membership process; in addition Turkish students can now find it much easier to receive education in non-European countries as well through various scholarships, undergraduate and postgraduate education programs and Artist-in-Residence organizations. Other developments that should be underlined are the support provided by Turkish universities and Turkish Ceramic Association via organizing international exhibitions, symposiums, conferences, workshops, artists and academicians visits.  When combined all together these factors introduce a new profile of ceramic artist possessing different perspectives and creating new focuses. There are now novel artists that are nourished by a variety of resources to create unique works; hence eager to speak out their own words while expressing their message via their original pieces of work. 

Pınar BAKLAN ÖNAL

Having completed her bachelor’s degree in Hacettepe University, Department of Ceramics in 2007, the artists received her Graduate Degree in 2011. Commencing her PhD studies in the same university, Önal spent time in Poland in year 2013 to conduct ceramics researches and practices under the scholarship of Poland Government. 

In her works the artist foregrounds visual illusion concept which is the characteristics of experimental art movement known as Op Art. In her MA Thesis titled “Visual Illusions in Contemporary Ceramics Form and Surfaces”, the artist devoted an elaborate research on Op Art Movement-also recognized as visual illusion- that first originated in Europe in the 1960s and soon after spread to the globe and she explored the development process and practices of the movement from the past till present age and construed this approach by emphasizing three-dimensional form and hand workmanship with applicable ceramics techniques. This concept constituting the report of her master’s degree has also been the main feature of ceramics works. This movement having originated as a reaction against expressionist and sentimental approaches of the age subsequent to wars and crises thus aiming to mesmerize the viewer only through visual illusions, the overall objective is to leave an effect on any viewer regardless of age, gender, race, culture and educational level. The focus that the artist aims to capture via ceramics works is creating illusions on visual illusory, three-dimensional elements and surfaces that are quite limited and scarce in the works reflecting art of ceramics and also witness these effects on any groups of viewers. Illusion which is considered to be the key objective in this experimental movement could occasionally keep artistic elements and composition in the background for the sake of being attractive only; however in the works of this particular artist, they have been valued and employed equal to the composition. While the most evident feature of the movement was creating visual and sight illusions through the assistance of striking and contrasting colors, contrasts and deep visual elements, Pınar attempts to observe if it is possible to create illusions under the circumstances in which she gives place to not only via contrasts but also via harmonious natural colors and forms. She aims to create visual illusion via forms produced through inspiration from earth color tones, traditional materials, soft edges and organic structures. We can see that the artist uses illusion which is mostly formed intentionally to provide an effect of third dimension on two dimensional surface of painting and digital arts on the surfaces of three dimensional forms by manipulating line, tissue and toning to strengthen this effect and carry it to further dimensions. Instead of mesmerizing via purely geometrical patterns and clean-cut structures, she desires to present softer visual games in the works being inspired by natural forms.

“What is my objective in ceramic art works is to mesmerize the viewer via strong visual effects and illusions. In the works I design to create non existing forms and actions in real life, I select to choose unique patterns and materials. I would like to see that by sticking to the idea of illusion through different arrangements, colors, tissues and decorations it is possible to create a unique approach. I would like to prove through my personal stance that Op Art and visual illusion are not merely chessboard patterns and that they can be performed on three dimensional works as well not only on art of painting or graphics alone. 

It would be further explanatory to mention this artist’s recent works presented in her latest exhibition: Önal comments on her work titled Optic Form 1: “Possessing a natural form, in this particular work bottom part hollow in décor has circular shape, while decorated upper section has a less dimensional structure almost like a plate block. Such contrasting forms have been manipulated to create an effect of illusion. Upper part seeming like a thin plate block has been decorated with zigzag shaped pattern and it was aimed to create a three- dimensional effect. Circular bottom section with round lines has been left blank without any decoration. Nonetheless the area between decorated and undecorated upper and bottom sections has not been painted mordantly but softly and transitively, thus the harmony between both sections could be secured (Photo1). The artist declared that in Optic Form 3 she aims to create a perception on the viewers that on a pictorial flat surface there is action, vibration and non-existing forms in real life. As for formative aspect there are no completely flat surfaces but curved spaces. In that way she aimed to demonstrate that illusionary dimension effect which is harder to create in curved areas when compared to flat surfaces can be created as well. On the surface of this form a relief not existing in real life and created by telescopic bands has been designed (Photo 2).
Aside from the subject matter focused on the artist’s 2011 dated thesis work she has been reflecting on her pieces of art the topics related to the environment, natural life and organisms, transformation and activism. In her recent works she has been more inclined to express her awareness on nature by making use of visual illusion method. She aims to reflect her conviction that as ecologic problems are treated in one pot with other agendas, it is becoming something even harder to view within illusion.

Şirin KOÇAK
Having completed her bachelor’s degree in year 2005 in Dokuz Eylül University, Department of Ceramics the artist finished her “Making porcelain in Jingdezhen and Chinese porcelain glazes” titled MA thesis in 2009 thence commenced her PhD studies. In the aftermath of her thesis the artist utilized illusion in her works such as Light Series, Hypnosis, White, Brown and Black Series. Subsequent to her research on Chinese porcelains she turned towards a more simplistic and experimental method and created works via naked Raku and pit firing techniques.

In the delicate ceramic works of Turkish artist, Sirin Kocak, you can see similarly hand worked forms reproduced in a myriad of ways; each capturing a different emphasis as though filmed under different conditions and in varied light. Depth, personal impression and illusion are companions to this sensitively emotive work. 

Sirin uses a variety of alternative firing techniques, naked Raku, Saggar and pit firing; she uses a variety of clays to achieve her delicately constructed forms. For her inspiration comes from ancient archaeological finds, architectural construction, tactile sensation and the power of interaction. With some echo of the delicacy and transience of paper wasps nests, the evidence of time and habitation is ever present. Clearly marked, her finger prints are forever frozen in the material, proof of her interaction, immortalising the maker far beyond the grave.

In her arrangement recognized with the title “Hearts Are Won By The Heart Believing In Itself” we can see hearts beating inside different individuals. Each of the heart with all its veins and colors represents the vitality of the spirit hidden inside us. The elements in this arrangement representing self-confident and faith of people by picturing their hearts appear to be extremely vivid (Photo3,4,5).
Touch Series is composed of elements produced via pit firing technique. Each element possesses quite influential colors and bears on themselves traces of original stains. “Touch” is a title that matches perfectly with these random stains: Each intervention on ceramics has created striking signs. In that aspect I believe any sentimental experience is an exclusive touch on human soul. We can clearly observe calm or active, warm, pessimistic or optimistic moods  on the surfaces of elements (Photo 6,7,8).
“White Black Brown Series” is a work that invites you for an inner-journey in different spaces. It looks as if the journey you select shall pull you towards a new adventure.  Feeling of depth in her works is rather impressive. Hidden light and shadow in the elements clearly manifest secret contrast in each of the components, whether black or white. We can observe white in the dark and dark in the white and they all look like promising an inner journey. It appears as if each traveler can experience alone the enlightenment or gloom offered by the road to take (Photo 9,10,11).
In Light, we can read even more clearly the emphasis on “White Black Brown Series ”. On the path going deeper spirally, there is a route extending from present moment to the past, maybe as past as the birth date. While moving deeper everything around becomes much more vivid, realistic and illuminated. In the same manner “Hypnosis” also invites you to an illusion. Irrespective of the road you take it looks as if travelling to the center is inevitable; a fast journey to the start of a tale. As we analyze outer surfaces, each character flawless and identical preserves not only its own journey but also takes the viewer alongside this travel (Photo 12).
Deniz ONUR ERMAN

Until receiving her PhD degree in ceramics which she started as an undergraduate student in 1997 in Hacettepe University, Deniz Onur Erman personally states that ceramics, clay, mud, fire, glaze, workshop productions and 3-dimensional forms creation have been a major source of joy, satisfaction and passion for her. Having continued her graduate studies between years 2003-2005 in England, University of Wales Institute Cardiff (UWIC)- Art and Design- Ceramics Department, the artist mainly focused during her studies on porcelain and high-temperature firing technologies. That is the place she started to shape the actual material lured her in the art of ceramics and formed her artistic approach and style; the porcelain. The educational and social journey she took up in England assisted her greatly in self-recognition,  self-understanding and discovery and decide on what she aimed to do for the rest of her life. 

Having returned to Turkey upon completing her graduate studies in England, the artist took up a teaching position in Gazi University, Faculty of Fine Arts. Currently we are granted with a chance to observe her artistic productions on several exhibitions and symposiums. 

The artist claims that ceramics is the best way that she can express herself, visualize her thoughts and concretize her perspective towards life. “My ceramic works are just like me; contain in themselves contrasts, oppositions, fine details and patience. Personally I am always in an attempt to establish harmony in one single unity between harshness and softness, soundness and frailness, singularity and plurality, control and randomization, maturity and immaturity. Occasionally I add some humor on it. There is one thing I am perfectly aware of; you cannot touch the mud with anger, fury or force; you just cannot shape ceramics under those feelings. You have to touch with affection, love, passion; fire with patience; try to enjoy every moment and every stage of its creation”.

As we know, Master’s Thesis of Deniz is on figurative expressions in ceramics. The artist points out that particularly in three-dimensional works figurative elements have always been scope of interest for her sight. The emergence of female body, stylized, bird-faced, tall and slim porcelain forms she has been creating since year 2004 coincides with her times in England. “If I have to cut a long story short, I draw a parallelism between my life in England and life of an immigrant bird thus I can freely confess that the real model behind these forms is me; they are in a way my own abstractions. My visits to Turkey during summer vacations, returning back to England during winters, my adventure to stand upright all alone, the freedom I hold in my bare hands all motivated me create such forms  and I started to make a series of bird-women holding their freedom in their own hands. I started to treat the same subject matter under bird forms holding their own cages which they tear down and hide behind themselves. In my current works I am still depicting the same approach.” 

“Tales” series of the artist comprises of ceramics forms depicting wild bird heads, abstracted tall and slim female bodies. In these forms details and limbs such as hands, arms, shoulder and legs are omitted; instead, position of the body, direction of look, facial expressions and similar characteristics have been accentuated. In the bodies of such figures it has been attempted to reflect tone and tissue characteristics of rocky heights that host wild birds (Photo 13,14).
In “Discussion” the artist elaborates the effect of time she spent in England on her own personality. “England is a multi-cultural state offering its citizens a modern, civilized,  systematic, regular European setting. Spending some time in this country for educational purposes, experiencing artistic environments, engaging in a variety of sharing through cultural exchanges have been pretty instructive and delightful for me. It is not so easy for everyone to live in an immigrant-receiving, cosmopolitan state possessing in itself a wide range of languages, religions, races and cultures. In this work a group of people possessing different cultures and speaking different languages thus misunderstanding one another  has been represented via bird-woman, bird-man figures inspired from wild birds”. In “Discussion” we as the viewers witness 6 figures that are all dynamic in action, speaking all together trying to explain their problems but unable to communicate thus falling into a discussion (Photo 15).
Unlike “Tales” series, in “Untitled” we see a bird-woman which is more realistically depicted with her body characteristics (Photo 16).The figure carries a cage in its hand. We get the impression that the wild bird carries its own cage. “While living a life not fit to conventional system and leading a life on one’s own feet offer great sense of freedom I associate the longing for home, family, hometown, familiar system and intimate friends with the form of cage”. Likewise we can see that “cage” symbol has also been used in “Untitled” and “Captive” series (Photo 17,18).
The last samples that I can mention hereby different from bird-women series belong to “Owl Series”. In this series the artist stylized via language of mud owl eyes, sights, claws, and position (Photo 19,20).
These bird characters Deniz started to treat in her PhD studies and created her unique language in her artistic manifestation have, in the course of time, embraced further refined, striking and attractive characters .

Kemal TİZGÖL
Having graduated from Dokuz Eylül University, Faculty of Fine Arts, Department of Ceramics in 1998 Kemal has completed his MA degree and  PhD studies in 2008 in the same department. Currently an academician in Akdeniz University, the artist has partaken in several international symposiums, biennials, workshops and exhibitions where he was awarded with  many prizes. 

Kemal states that the reason he selects to use ceramic material is because he views art as a form of expression continuously renewing itself and he values it as a form of self- expression. In addition to ceramic material he believes that his frequent supplies such as  metal plate, wire, plastic are also some of the elements that enrich and unify this language. “My artistic approach is sources from totally formalist idea as a contrary traditional and ornamental soul of the ceramics. My works usually exist from basic, geometrical and undecorated forms. Hard edges, smooth surfaces, massive and monumental structures are typical visual elements of my works. Repetition of some formal elements in my works helps to create general character and allow developing main idea. Essentially my works are basic, pure art forms, beyond the telling some stories or pretending an artificial conceptual struggle”. 

Since the works of this artist possess rather hard and smooth lines they appear like non-ceramic material at first sight. Simple forms and minimal aesthetics he employs create an impression far from ceramics on the viewer at the very first sight. In order to intentionally create this impression he forces the material technically. “I’m working with the clay accepting it as an art material such as other mediums contrary the idea put the ceramics in a special artistic field or category. My approach is sources from totally formalist idea. In contrast traditional and ornamental soul of the ceramics, my works usually exist from basic, geometrical, undecorated forms. Hard edges, smooth surfaces, massive and monumental structures are typical visual elements of my works. Repetition of some formal elements in my works helps to create general character and allow developing main idea. Essentially my works are basic, pure art forms, beyond the telling some stories or pretending an artificial conceptual struggle”.

In the last exhibition of the artist in 2012 we had an opportunity to witness his contemporary works. Burcu Öztürk Karabey in the press bulletin of this exhibition titled “Spirit of Things…” describes the artist as “…someone able to touch the objectivism and meanings hidden behind the objects or in other terms to the spirit of objects, someone selecting the harder choice and appearing before us in such an attempt”. I would like to share with you the exhibition outline written personally by Karabey: “An artist able to touch the Spirit of Things , though looks like selecting the harder choice, it is not impossible to grasp the fact when looked closely to his works that  there is actually no alternative for him. In the forms of artist shaped with sensibility and care, use of color also serves to the purpose of simplicity and purity. As seen, his works are treated from a unifying perspective far from conflicts. The forms he selects and creates, the way he plays and arranges the forms, the way he recreates and presents in a calm manner through multiplication is supportive of this deduction”. 

The artist claims that his current works are established upon two phenomenon:  “Redaction-Reproduction”. For the artist the last series accentuates an idea of re-reading, re-examination, re-interpretation and re-production. Karabey describes his works such: “In this exhibition we can see that the artist has focused on different variations of the forms he has been using for long; besides by making use of daily objects such as plastic  flush pipes, bends, t, blind cap, industrial supplies from scrap yard, moulds of systematic, tissue packing papers he “reproduces”  from ceramics material. The artist has sometimes used these forms on their own and sometimes by integrating with their original forms. In his works where he co-employs the original and copy forms, he aims to gain our awareness through a formalist approach of the intertwining real and virtual world of present age”.

Dialog 1 is a quartet wall composition; we see four different tales narrated by four characters on the same setting (Photo 21). It looks as if they attempt to reach harmony by uttering different words in the same setting. When viewed from a distance however,  they appear to be in a unifying harmony and match in the same setting. The artist explains that this work represents for him separations, autonomies and disintegrations. Likewise Dialog 2 bears the traces of the approach in Dialog one. Similarities and differences, problem of establishing or failure to establish relationships: “Different colored electric cables on 2 identical elements also stand for connection and separation …” (Photo 22).

We are aware of the fact that the artist has for long selected to manipulate industrial objects. Likewise in this work we see that Kemal has favored to use forms of industrial pipes. The title of his work gives us hints on the theme. Prelude; it indicates small piece of introduction played at the beginning of a symphonic classical music, feeling of continuity and eternity created by spiral structure. Spiral circle, in the words of artists: “represents the start of certain things; the most sensory and poetic thing” (Photo 23). 


“Recycling Bin” and “Retro” have been produced with the intention of reusing scrap objects. In “Recycling Bin” the artist has used the waste bin from a scrap yard, filled its cap with clay and used it as model mould. “…Actually it preserves an allegoric tale. A waste bin is saved from being wasted, resurrected with ceramics, but then lost its function. As a plastic material it was recyclable but in ceramic form it turns into a non-recyclable material  …The things we wish to delete but we simply cannot  delete…” (Photo 24,25).
Aygün DİNÇER KIRCA 

The artist commenced her ceramics education in year 2000 in Mimar Sinan University. Having completed her PhD in Ceramics Design in 2012 Aygün presently is employed as an academician in the same university. Having spent six months in Denmark during 2010 for professional researches and analyses the artist has participated in a long list of National and International exhibitions and workshops. Hereinbelow I shall explore in detail three characteristics I found to be unique to her works. 

In “Signs” we see a composition containing plates decorated with three golden gilts  and broken cups placed in the center of plates. The reasons separating these three ordinary coffee cups from their hundreds of replicas are that despite being broken they were painted with golden gilt to appear prestigious. “Psychological findings evidence that our relationship with things(objects) is actually reflection of our relationship with the ‘other’. The work titled as ‘signs’ aims to pull attention towards the direction of this relationship. It symbolizes the efforts of usual object in daily life to create awareness. On one hand it is broken, on the other hand it creates a feeling of valuation with its golden gilt decoration” (Photo 26).
 In her work ‘Imperfect Perfect’ we can see two pieces stuck on a surface that most probably represents a bottle cap and glaze that represents bottom of a bottle. The piece separated from its setting left behind a visual expression that is much more effective than its presence reflected with the glaze in the back. With this formation the artist makes us think that the object can exist as imperfect, defective or incomplete. “And yet it is this imperfection that makes it beautiful; just like incomplete pieces found in archeological excavations. In place of missing piece an industrial piece of broken porcelain work has been integrated with the work as an industry fragment” (Photo 27).
 In “Look at me once more” we see amorph balls fired in Racu and reflecting soot traces and cracked glaze tissues. These pieces possess a natural composition that reminds one rock pieces excavated almost randomly. On top of these racu pieces a cup is left in a neat position by putting downwards on its porcelain plate, in another one there are broken pieces of cup on its plate, a cup handle stuck on a different ball, and on the others there are sporadic porcelain pieces that create a contrast on the viewer’s perspective. Though the work is compiled of ceramics pieces thoroughly, there are references to two separate languages: Ceramics is both a work of art and industry. The very same natural material -soil- goes through different processes and reunites in this work. “In this work by depicting the effect of human factor on the transformation in nature through utilizing an industrial product it has been aimed to enable the viewer to empathize with the changes in nature”(Photo 28).
Yeşim ZÜMRÜT

Having completed her bachelor’s degree in 2002 and MA in 2007 Yeşim received her PhD in Ceramics Design in 2012 with her thesis titled “Evaluation of Ecologic Art originated in post 1960 Period within the Scope of Concepts and Objectives ”. 

Her first personal exhibition “Road work ahead!” in 2011 in İstanbul gives hints regarding the current works of the artist. The artist has presented in a variety of works her comments on city and nature parallel to the ecologic art approach she cultivated interest during her PhD studies. “In the installation titled ‘Any day in Istanbul one day in Karaköy’ which is presented as chaotic by Zümrüt’ to the viewers, from the perspective of one of the most dynamic towns Karaköy, the artist points out the antennas that cause visual pollution. Nature-reflecting visual overlaps that were narrated through serigraphy method during the stage of shaping on the surface bear in themselves the concern for hiding / transition to nature of antenna forms. This might also be perceived as an attempt to adapting the “dish antennas” / shaping / integrating to the environment. Ironically creating a perception of current structuring as minimal size clusters Zümrüt in a sense exchanging scales of building/ /antenna via dimension  distortion. The collectiveness of uniform antennas that she repeatedly selects also makes reference to the impositions put on our habitats for the sake of “attraction center” that we now are forced to get used to ”(Lerzan Özer).
In her PhD thesis Yeşim underlines that ecologic art is a form of global artist movement that goes beyond the traditional artistic productions and institutionalization and focuses on living ecosystem and attempts to solve ecological problems creatively. Ecological artists (eco artists) view themselves distinct from other artists demonstrating environmental sensitivity since they hold a scientific objective and conduct result-oriented works. Eco artists create projects through mutual cooperation with architects, city planners, social scientists, biologists, scientists, botanists and communities. Let it be initiated by artists, environmentalist groups, museums or communities the focal point of Ecologic Art Works is restoration, recycling, renewal of damaged and wrecked areas through regional-locational projects.

The artist participated in “Our Golden Values” titled ceramics exhibition in 2008 organized as a reaction against gold digging works planned to be executed in Kaz Mountains, Turkey. 16 ceramics artists opposed to the program that would damage forestry lands and water resources -all more valuable than gold itself -  and in the end the collapse of entire ecosystem. The exhibition opened by these artists in Troya Site has been visited by 15.000 people according to official data and through penetrating into societal perception in many ways, it could finally make itself heard.

For her work titled “Breath” Yeşim selected the most common tree in the region -oak tree- and by manipulating the frailty of ceramic material she integrated nature’s processes. 3-4mm thick plates opened with porcelain mud were shaped by covering with balloons that left its upper part open and these forms were fired under 1100 Centigrade degrees . Subsequent to the firing, balloons have been placed inside ceramic forms and by using fishing lines these balloons have been hung on trees. Thus ceramic forms have been carried with balloons. As the air inside the balloons carrying ceramic forms decreased in time, at the end of two-week exhibition all forms have fallen down and got broken. “The warning ‘Your works are being broken’ of site workers  and for the viewers sitting and watching to witness the moment of fall  and break, the process acted as a complementary part of the entire piece of art”. Ceramic forms contained family pictures of 4 generations on their bottom thanks to transfer technique. These pieces with the pictures they exhibit place emphasis on real-life processes, breath that we take with the nature thanks to trees and the fact that we shall all disintegrate one by one once we lose the trees (Photo 29,30,31).
In another exhibition work of the artist titled as “Urban Tissue” historic columns in the site have been employed as surface. Present work is an arrangement composed of small and big size rectangular prisms reflecting urban tissue and serigraphy technique on surface contrasting to the columns placed horizontally to the surface and shaped via glass and ceramics. These towers are profit towers built on top of a historic asset. On top of the next column too, there are three indigenous Kaz Mountain trees fired between three 15x15cm glass plates (Photo 32,33)

In her PhD study the artist posits this question on Ecologic Art approach: “As was in the past even today many people demonstrate a prejudiced, skeptic and sometimes demeaning attitude to a new ecologic art application or project. Though the common sense advocates that message should be prioritized there are some criticisms underlining that viewed work reflects a jumpy approach and that some meanings are forced to integrate within this process or product. What should be the expectation? Should there be an aesthetical worry?... Within this context the answer provided to the question “is the effort satisfactory or not for these objectives or targets?” matters vitally. The demand of a good number of ecologic artists from the artistic world is to reinterpret  historic criteria to analyze such works again”.

Leman KALAY

Born in 1981 Leman is one of the young artists of whose works we have frequently seen in various international events lately. Graduated with first degree from Dokuz Eylül University Faculty of Fine Arts, Department of Turkish Traditional Tiles and Ceramics in 2006. Received her MFA at the same faculty Department of Ceramic and Glass with thesis titled “Printing Techniques which Used on Ceramic Surfaces” in 2009. On her works she generally uses photos with some printing techniques. She has lots of works which made with laser printing process. She tries to take attention of some topics on her works such as; war, global warming, gravity, pessimism, etc. Studied as a post graduate Erasmus student at Vilnius Academy of Arts in Lithuania in 2008. She studied on her PhD at Hacettepe University, Faculty of Fine Arts, Department of Ceramic in Ankara. Received her PhD with thesis titled “Minimalist Instillations in Ceramic Art” in 2013 February. She was a lecturer between 2010-2013 at Ordu University. She works as a Visiting Professor at Kyung Hee University, College of Art&Design, Department of Ceramic, in Korea. 

Till her PhD study reporting minimalist arrangement applications in 2013, during the recent national and international exhibitions she set herself a place with the productions manufactured via printing techniques. I would like to share hereby some of the unique samples employing laser, serigraphy, relief printing, monoprint and lithography printing techniques. 2009 dated works of the artist titled as “Pessimistic” “Pessimistic IV” and “I Want to Believe in Angels despite Everything II” are works produced via laser printing technique. Leman’s lithographic printing application is a frequent technique recurring in characteristics works of the artist. Leman’s works “Pessimist” “Childhood” and “Captivity” are the works where this technique has been employed successfully and the expression is strong (Photo 34,35,36,37,38)
Leman’s PhD report is based upon analyzing her personal artistic works within the context of ‘Minimalism’ and ‘Installation’ concepts. Minimalism and Installation which are quite common in ceramic art has been attempted to analyze in a general framework, nonetheless as opposed to old minimalists, ‘Concept’ phenomenon that is quite common in many of the modern artists has presented itself in all works. “In addition to minimalists who deny concept, many of the modern works created in line with this approach actually conserve in themselves a concept and render messages to their viewers. Though in my personal works I employed geometrical forms and recurrent elements that lay the base of minimalism, integration of concept with the work is exemplifying of the degeneration of Minimalism today”. Leman underscores that recurrent elements that lay the basis of minimalism and arrangement style in her original works is an approach emphasizing the close connection with art of installation. According to her, object arrangement selected as the language of expression analyzes a phenomenon on intellectual, aesthetical and conceptual platforms by using the space and objects as tools. “In my productions I employed hard edge geometry of minimalism and through the arrangements solidified via recurrent elements, I tried to accentuate the concepts I selected. The emerging works not only embraced attractive or important subject matters of the present day with the viewers but they also lay the base for the prospective works of art”.
In her work “Circle” the artist has dwelt on the times we feel as if the specific moment has been experienced by us in the past. “…Dejavu…We all surely had moments like that. Feeling of turning around a circle and gradual shrinking of that circle. Life just passes by and as we get older, as we move forward, our time in this life moves backward. Each loop in the circle represents life itself; the journey that becomes more tightened from the beginning till the end”(Photo 39, 40). “Children of Hunger” is a work reflecting the artist’s feelings upon reading a news heading. “…“300 children per hour, around 2 million children per year die because of hunger.” I was terrified to read  this heading on CNN Turk and resolved to make an artistic work on this problem. It is so heartrending not to be able to say stop in the face of hunger which is the most brutal fact claiming hundreds of lives in this globalizing world.” On the top surface of this arrangement created via pyramidal geometric forms,  we encounter with the faces of starving, sick and skinny kids. While these elements, with their shadows reflected on the surface, appear to be lone, silenced and  defenseless a closer investigation of the elements reveal the cries of help in the eyes of poor kids (Photo 41,42,43). In “Vicious Circle I” and “Vicious Circle II” we come across with the recurrent stance of unsolved problems. In ‘Vicious Circle I’ repetitions on the surface and multiplication of one element through segmentation have been designed in an attempt to describe the situations when some of the problems stand before us again and again in different shapes and quantities. Irrespective of the content and dimension of problems we can feel within the vicious circle we are entrapped in that this feeling has been present at least one time in anyone’s life and caused great burden. “Vicious Circle II” is also an arrangement designed within the scope of same concept. As opposed to holistic perception in the previous work this arrangement is comprised of cubic structures scattered around the surface. Each direction of the cubes with their corridors extending from the center  to the outside or pulling the viewer into the center through a different perspective  invite us to feeling as if entrapped in a vicious circle (Photo 44,45,46,47).
In the recent works of the artist reflecting the combination of minimalism and installation we also see that there is refined hand workmanship. In the installations where minimalist approach is dominant in color and form, Leman skillfully puts forth her unique expression within the framework of concepts she treats. 
Outcomes
The development witnessed parallel to the global changes in modern Turkish art following the 2000s has been quite effective in the emergence of new generation mentioned above. Ceramics artists-mostly younger generation- receiving education in Turkey and grasping the chance to self-express themselves via international exhibitions, contests and relevant activities contribute positively to the Turkish art that is now attracting global recognition. 

It is feasible to mention a good number of Turkish artists belonging to post-2000 generation; however the samples have been limited to provide a particular framework for this presentation. I would like to sincerely thank to seven artists contributing to the subject matter of this paper. In addition to the original works of these artists particular emphasis has been paid to reflect their self critics or evaluations concerning their own productions. In the formation of contents, interviews and correspondences with the artists provided substantial contribution.
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