CATCHING SHADOWS BY CLAY: A CRITICAL SELF-READING IN CERAMIC ART

A. Feyza CAKIR OZGUNDOGDU

Artik arama o agaclari
Altinda hi¢ kimse yok artik
Yalniz beyaz érttide gélge ve i1sik
Bir yanip bir séndyoruz.

(M.C. Anday, 1973)

Tarkcede “Su duvarlarin dili olsa da bir anlatsa...” seklinde bir deyim vardir. Bu
sOz ile kimi zaman, 6zlemle anilan gegmis guzel glnlerin tanid1 duvarlardan beklenen
‘sahitlik, yad etme arayis!’ ifade edilir. Kimi zaman ise, GzUntllerin, acilarin yasandigi
mekanlarin birincil sahidi olan, her seyi gérmus, artik kimse bilmese de o zamani, o
gbruntlleri ve sesleri icine emmis duvarlarin dirlstligine duyulan given dile getirilir.
Duvarlar, ayakta kalandir, dayanandir. Sonra onlar da gbéger...’Ayakta kalanlar

yasadigim cografyadan birisi icin ¢ok farkli zamanlardan seslenir.

Bu topraklarda herhangi bir gsehirlerarasi yolculuk boyunca aracinizin
penceresinden baktiginizda, gegmis medeniyetlerin yapilarini uzaklarda siklikla gérebilir
ya da bu yapilardan geriye kalan duvarlari isitebilirsiniz. Anadolu ya da Latince adiyla
Asia Minér, Asya ve Avrupa'nin birlesim noktasindaki stratejik konumu nedeniyle, tarih
6ncesi caglardan beri bircok farklhh medeniyetin besigi olmustur. Bu medeniyetler
zamanla toprak katmanlar icine gémulerek sessizlige burinmuis ve kazilarla yeniden
katman katman dile gelmektedirler. Toprag! sabirla kazarken bir ¢émlek parcasini, bir
heykelcigi yeniden gin 1s1diyla bulusturan arastirmacinin yasadigi bulusma sevinci ¢ok
uzun zamandir beklenen bir haberi nihayet almisgasina bir garip cogku ve ayni
zamanda hiiz(in verir. ister istemez kendinize sorarsiniz: O ¢dmlegi kim yapmis, kimler
kullanmig, ona en son kim dokunmus ve topraga nasil dismis? Bu hareketli
cografyanin insanlarinin hissettigi en derin duygu, hizli degisikler ve geciciliktir. Bu

yUzden duvarlarda ve ¢comleklerde pek ¢ok izler vardir.



Toprak sadik bir dosttur Anadolu’da. Yasamin kendisidir, anadir. iginde tirli
formda kodlari barindirir. Yalnizca biyolojik bir bereket semboliinden ibaret olmayip,
ayni zamanda sabri ve giingdérmuUsligi simgeler. Bazi anonim Anadolu turkllerinde su
dizeye rastlanz: “..Tags olsam catlardim, toprak oldum dayandim...”. Kendisini toprakla
6zdeslestiren Anadolu insaninin sahip oldugu direng ve sabir bu kadar 6z dile
getirilebilir herhalde. insani yaratan sabirli ve giicli toprak ana, her seyi barindirandir.
Yunan mitolojisine gbre her seyin baslangicinda, yaratici tanrica olarak kabul edilen
toprak ana Gaia vardir. Ortadogu mitolojilerinde de insanlarin tim yasam faaliyetlerinin,
topragin kendini gerceklestirmesi ve yenilemesine dayandirildigina rastlariz. Su ve
havanin déngislt topragin bereketini saglayan dinamiklerdir, bir anlamda dolasim

sistemleridir.

Topragin bu sekilde kusatici ve batlUnleyici bir anlayis olarak kdltGrlerde yer
almasinin etkisi ¢ogu inanis sistemlerinin bi¢imini de belirlemigtir. Yaratilan ya da
kendisini yaratan insan ‘batinlGgin’ bir parcas! ve yansimasi olarak yorumlanir. Doga
sisteminin karmasik zincirinde yer alan her canli, batlinligin kendini gerceklestirmesi
icin yasar ve 6lUr, belirir ve silinir, “...bir yanip, bir séner.” Bu bltincll anlayista yansi,
yani gélge imgesi varligin gercekliginin bir kaniti olmasi nedeniyle degersiz bir kopya
olarak yorumlanamaz, aksine gercekligin de kendisidir ayni zamanda.

Golge imgesi Uzak Dogu ve Ortadogu’nun gorsel hafizasinda, disiince ve inang
sistemlerinde katmanli bir anlam yapisina sahiptir. Gélge oyunu da bu gérsel hafizanin
dnemli bir 6gesidir. Geleneksel bir gbsteri sanati olarak gélge oyunu, 1sik kaynagindan
yararlanip belli bicimleri bir perdeye yansitarak hareketli bir dykilemenin
gerceklestirildigi cok eski bir tekniktir.

Cesitli dogu inanclarinda, somut gercekligin yansidigi perdede gérinen figtrler
ve nesneler gibi, yasamin da -aynen goélge oyununda oldugu gibi- aslinda bir yansi
oldugu kabul edilir. Holistik bir anlayista her sey aslinda tek bir 1s1§in varligina referans
olan gélgelerdir. Bir baska bakis agisi da salt 1s1din ya da karanhdin bizim gérsel
dinyamiz icin yokluk olmasi anlamina geldigine isaret eder ve aciklamalarini bu anlayis
Uzerine temellendirir. Buna gbére goérdigumuizi tanimlamamizi, uzami algilamamizi

saglayan golgelerin varligidir.

Golge somut degildir, ancak somut nesne ile iligkilidir. Bu yansi, 1sik kaynagina
ya da perdeye bagh olarak hareketli de olabilir. Bu hareketli durum, iginde



bulundugumuz zaman boyutunu tekrar distndUrerek gegicilik kavramini gbzden
gecirmemizi saglar. Golge, icerdigi bu anlam tabakalari ile birlikte sanatsal anlatimda
farkh bir gerceklik boyutu sunar ve giinimuiz sanatinda c¢esitli kullanimlar ile karsimiza
ctkar. Kumi Yamashita’nin gélgeleri sessizce duvarda beliren ve onu bigimlendiren
somut nesnenin gercekliginin de 6nlne gecgen figurlerdir. Duvara monte edilmis
aliminyum plaka sablon ve sk kaynagr duvarlardan seslenirler. Yamashita
calismalariyla farkl perspektiflerin ve yargilarin varligina dair sunu séyltyor:

Goélge, cagdas sahne ifadelerinde 6znenin kendisi olarak somut referanslardan
farkl bir boyuttan bize seslenir. Yonetmen Larry Reed’in sahne gdésterileri bu alanda
verilebilecek basarili sanatsal 6rneklerdendir. Octavio Solis’in yazdigi ve yénetmenligini
Larry Reed’in yaptigi 2009 tarihli Ghosts of the River adli oyun, ézel tasarlanmis gdlge
kuklalari, aktor-aktris performanslari ve muizik ile tasarlanmis multidisipliner bir
gOsteridir. Bu g0steri, kurgu bakimindan isaret edilecek pek ¢ok detayinin olmasinin
yani sira gorsel 6ge olarak gdlgenin kendisi, barindirdigi 6zel gerceklik anlayisi
bakimindan bu performansta gézden kagiriimamasi gereken bir bakis acgisidir.

Bu yansi dili dijital sanat uygulamalar ile glncel sanat projelerinin cogunda
sikhkla kargimiza ¢ikmaktadir. Joon Y. Moon’un “Augmented Shadow” calismasi bu
calismalara verilebilecek érneklerden biridir.

Dijital gblge projelerine vermek istedigim son 6rnek, distnUs tarzi ile seramik
uygulamalarim ile arasinda benzerlik buldugum Cynthia Pachikara’nin2005 tarihli
“Taking Place” calismasidir.

Isigin Uzerine distigl ylzeye farkli bir anlam gercekligi katmasi, heykel ve
seramik gibi G¢ boyutlu sanat yapitlarinda basli basina bir estetik degerdir. Seramigin
ylzeyine disen 1s1gin miktari, ana yapinin algilanmasinda dramatik degisimler yaratir.
Bu niteligin ayri bir plastik 6ge olarak izleyiciyi etkiledigi pek c¢ok érnek biliyoruz.
Ozellikle beyaz rengin kullanildigi, ya da porselenin beyaz birakilarak yalnizca ana
kOtlenin vurgulu hacim etkisinin tercih edildigi ¢alismalar: Kendi adima her zaman ilk
aklima gelen sanatc¢i Ruth Duckworth olmustur. Sanatcinin calismalari yalin ve vurucu
siirler gibidir.

Isikgegirgen porselenler ile ¢alisan sanatgilar icin 1s1g1 kontrolli olarak kullanip

gblgeler yaratmak bir seriivendir. Margaret O’Rorke, bu serliveni yasayan sanatcilardan



biridir. Yalnizca “ Margaret’in porselenleri” demek kendi adima ¢alismalarindaki 6nemli
bir bagka 6geyi gérmemezlikten gelmem anlamina geliyor. O, sk gb&sterilerini

porselenler caligmalar yardimiyla gérinar hale getiriyor.

Seramik yapitin 1sik ile iligkisi; yapisindaki iligkileri, dokuyu ve rengi gézimuiz igin
anlasilir ve vurgulu bicimde ortaya koyabilmesi anlamina gelir. Sanat¢inin hacim
kurgusunu olustururken ve izleyicinin eseri izlerken kullandigi eleman dogru
hesaplanmig 1sik miktarn ve agisidir, yani gélgenin kalitesidir. Yarigeffaf porselenlerin
kendi blnyesinde olusturdugu opaklik ise gélgenin bir baska kullanimina isaret eder.
Isigin dis ylzeye yansiyarak ya da kesit icine emilerek yarattigi gélge boyutunun gecici
degerler olusturmasini yar seffaf porselenlerde gériyoruz.

Yasadigim cografyadan bahsederken insanlarinin hissettigi en derin duygu, hizli
degisikler ve gecicilik oldugunu disindigimu ifade etmistim. Bu yUzden 6zellikle
duvarlarda ve c¢coémleklerde pek cok izler olmasi gerektigine dair Kigisel bir sezgi ve
farkindalik edindim. Bu 6znel duyarlilik beni algida segicilige ve nihayetinde sanatsal bir
bakis acgisina surikledi. Golgeleri yakalama sertivenime baktigimda, kent yasami icinde
yapllar ile girdigim goérsel aligveriglerde her an degisik kompozisyonlar sunabilen, bina
ylzeyinden yUridigim sokaga, bir bahceye ve bir diger binaya uzanan gélgelerin,
yarattigim seramik binalarda anlam buldugunu gériyorum. Cynthia Pachikara’nin
anlayisina benzer olarak ben ise atdlyemin penceresinden calismalarima yansiyan
gllgeleri seramik ylzeylerde sabitlemeye calisiyorum. Nihayetinde, uzun zamandir
fotograflarla ya da eskizlerle tutku ile tuttugum gbélge guncelerim, son yillarda insa
ettigim porselen yapilarda yerini buluyor. Odiing aldigim gélgeleri seramik yiizeylerde

yakaliyor ve bir gbélge oyunu oynaticisi gibi kendi perdemde yasatmaya basliyorum.

Kil ile yakalamaya calistigim goélgeler igin bana esin kaynag olan 6gelerden
birinin Orta Anadolu’nun kerpi¢ yapilari oldugunu gértyorum. Kilden insa edilmis bu
yapilarin tarihi kdklerinin ne kadar eski oldugunu 6grenmek, arkeolojik izlerini gérmek
tasarladigim formlarin mimari bir yapi olarak belirmesine neden oluyor. Kerpig
konstriksiyonlarin  hissedilebildigi earthenware heykellerimin yani sira, casted
stoneware galigmalarimda bu konstriksiyonlar yalin prizmatik striktirlere dontsuyor.

Cast stoneware ve porselen ylzeyler golgeler ile yaratmak istedigim yanilsama
ve kompozisyonlar igin uygun teknigi kullanmami saglhyor. Sahip oldugum pirlizsiz

ylzey ve yalin doku uygun isik miktari ve acisiyla istedigim dramatik konrasthgi bana



verebiliyor. Calismalarimin herhangi bir zaman, ortam ve isikta izleyiciyle iletisim
kurmalarindansa, bu formlarin kendisi igin 6zel bir sahne ve isikla daha 6zenli bir
hazirlik  yapmalarini  istiyorum. Bu nedenle seramik yapilarimin  duvarlar
sergilenmedikleri zaman dilsiz oluyor ve susuyorlar. Sessiz bir gblge oyunu perdesi
gibi...Onlara yUkledigim golgeleri ele vermiyorlar. Goélgeler igin uygun 1sIK
yakalandiginda ise perdede hikayeler beliriyor.

Yapilarimdaki her kompozisyonu, bir zaman bir yerlerde not aldigim gdérsel gélge
glncelerimden yararlanarak olusturuyorum. Bu notlari unfired haldeyken ylzeye ciziyor

ve sonra shellac resist teknigiyle belirmelerini saghyorum.

Kecskemet'teyken ya da Pekin’deyken calistigim atdlyenin pencere &énlnde,
Avanos’ta avlunun zemininde, geceleri sokak lambasinin 1gi1giyla evimin tavaninda
gbrdigum hikayeler ayni calismada bulusabiliyor. Duvarlardan bedendigim anilari aliyor
sonra kendi duvarlarima tekrar gémuiyorum. izleyicinin de o sesleri duymasini, bir

arkeologun yaptigi gibi o hikayeleri bulmasini bekliyorum.

Ozgiindogdu’nun performansina baktigimizda doktora egitimi sonrasi deneysel
ve sanatsal arayiglarini mimari yansimalar ve golge imgesine dayandirdigini goriyoruz.
Sanatcl, teknolojik arastirmalarinin ve uygulamalarinin ulastirdigi nesnel verilerin, siirsel
yorumlara hizmet etmesi kaygisiyla eserlerinde anlam katmanlari inga ediyor.



CATCHING SHADOWS BY CLAY: A CRITICAL SELF-READING IN CERAMIC ART

A. Feyza CAKIR OZGUNDOGDU

Stop seeking those trees
For there is nobody under them anymore
Only shadow and light on a white cover
We, blinking on and off.

(M.C. Anday, 1973)

In Turkish language, there is a saying “If only those walls could speak...” These
words sometimes express a certain demand from the walls for “testimony, taking a stroll
down memory lane" and sometimes those words stand for the trust towards the sincerity
of walls which have been the primary witnesses of the spaces filled with agony, the
walls which have seen everything and although no one knows now, those walls have
already sucked these images and sounds. Walls are the ones left standing, enduring
but eventually even they collapse... “Those standing” call out from such distinct times for
someone who is from my own geography.

In any intercity journey on these lands, you have a chance to see the structures
of ancient civilizations or hear the walls left from these societies once you look through
the car window. Thanks to its strategic position at the intersection of Asia and Europe,
Anatolia -Asia Minor in Latin- has been a cradle of many civilizations since prehistoric
ages. As time went by, these civilizations have been silenced under ground but
revitalized through excavations layer by layer. Whilst digging the ground with patience,
the thrill a researcher who reunites a piece of earthenware or a figurine with sunshine is
a combination of not only a weird excitement that you feel after hearing a long-waited
news but also some kind of grief. Inevitably, you ask yourself: Who made that
earthenware pots, who used it, who touched it last, how did it end up under ground?
The deepest feeling of this dynamic geography’s people feels is rapid changes and
temporariness. That accounts for the reason why there are many traces on walls and

ceramic pots.



View at Hattusha, archeological findings and the part of reconstructed city wall, Turkey

Soil is a loyal friend in Anatolia; it is life itself, the Mother Earth. It embodies all
forms of codes. It is more than a simple biological symbol of fertility; it further
symbolizes patience and worldly wisdom. In certain anonymous Anatolian folksongs, we
hear the lines: “...I would crack down if | were a stone, | am soil that is how | am still one
part...” Perhaps except those lines above, nothing could better express the endurance
and patience of Anatolian people identifying themselves with soil. The creator of man,
patient and strong mother earth, is the one embodying all. In ancient Greek mythology
there is mother earth; creator goddess Gaia at the very early start of anything. In Middle
Eastern myths as well we can see that all life activities of people are based on self-
achievement and rejuvenation of soil. The cycles of water and air are the dynamics
guaranteeing soil's fertility; they are in a sense circulation systems.

Such embracing and completing view of soil in many cultures has determined the
form of a good number of belief systems as well. The created or self-created human
being sees himself as a part and reflection of the ‘unity’. For the self-actualization of this
unity, each living being within the complex chain of nature system lives and dies,
appears and disappears “...blinks on and off.” In this holistic approach, reflection or in
other words image of shadow cannot possibly be interpreted as a cheap piece of copy.
On the contrary it manifests the reality of existence; it is actually the reality itself.



Shadow puppet show from Turkey: "Karagdz and Hacivat”

Image of shadow has a layered structure of meaning in the visual memory, idea
and belief systems of Far East and Middle East. Shadow play is a major element of this
visual memory. As a traditional performance art, shadow play employs an ancient
technique which makes use of light source to reflect certain forms on a curtain to
narrate a motion story. “We can imagine Stone Age people, living in caves during the
last Ice Age, sitting around open campfires fires that make fascinating shadows dance
on the wall. Soon they would have discovered out how to use their bodies, hands or
simple figures made from sticks, feather and animal skins, to help tell the old stories of
their family and clan. The earliest forms of shadow puppet theatre are thought to have
originated in Asia. Both India and China have extremely ancient shadow puppet
tradition that still flourishes today...From out of India and China, the form spread across
the globe, following trade routes to Turkey and Northern Africa, and even later to

Europe and America” (1).

In some eastern beliefs, just like the figures and objects seen on the curtain
reflecting physical reality, life is indeed no more than a mere reflection as a replica of
shadow play. In holistic approach everything is actually composed of shadows that are
references to the existence of one single light. According to a different point of view,
pure light or darkness indicates nonexistence for our visual world hence they structure
their interpretations on top of this approach. Accordingly, the existence of shadows
enables us to define what we see and perceive the space. “We orientate ourselves by
means of shadows and their nuances of black and white. As vestiges of the contact
between light and objects they give us information about the characteristics of objects
by betraying spatial dimensions and structures through their very existence. The
superficiality of any material comes into being first of all by means of the smallest



shadow. This is as valid for objects in our immediate environment - which are
dependent on our immediate recognition of them as shadows — as for planets and stars.
There are shadows in every dimension... Shadows are witnesses of the encounter
between the material world and a world in which material things play only a minor role.
They are the sole visible but yet immaterial substances, a passageway, a door between
two worlds” (2).

Kumi Yamashita's shadow’s works

Shadow itself is not physical but it is associated with physical object. This
reflection could be dynamic too depending on the source of light or curtain. This
dynamic condition allows us to reconsider the concept of temporariness by rethinking
about the time dimension we are in. Together with all those meaning layers it
possesses, the shadow presents a different dimension of reality in artistic expression
and appears before us in a variety of uses in modern art. Kumi Yamashita's shadows
are figures which emerge silently on walls and which go beyond the reality of physical
object that shapes it. Aluminum plate mold mounted on wall and source of light all call
out through walls. Regarding the existence of distinct perspectives and judgments in his
works, Yamashita comments that: "Through my work | wish to remind ourselves of how
we preconceive what is around and inside us. It is easy to passively turn to prepared
information. Knowledge, ideas, and values are too often accepted without questioning”

(3).



Passage of “Ghosts of the River” (ShadowLight Productions)

In expressions of modern performance, as the subject itself the shadow calls us
out from a dimension dissimilar to physical references. Performance shows of Director
Larry Reed are brilliant artistic samples on this field. Theatre artist, filmmaker and
shadow master, Larry Reed founded ShadowLight Productions in 1972 by to nurture
indigenous shadow theater traditions and to explore and expand the possibilities of the
shadow theatre medium by creating innovative interdisciplinary, multicultural works.

Passage of “Ghosts of the River” (ShadowLight Productions)

2009 dated play “Ghosts of the River" written by Octavio Solis and directed by
Larry Reed is a multidisciplinary show composed of specially designed shadow
puppets, actor-actress performances and music. Ghosts of the River features
ShadowLight's hallmark shadow casting method, which combines the Balinese
Traditional shadow theatre technique, the scale of film, and the immediacy of live
performance. Performed behind and in front of a large (30' x 15') screen, Ghosts of the
River tells the tales of extraordinary journeys utilizing silhouettes of puppets, masked-
actors, and cutout sets, as well as projections and live music. This show, in addition to a
great number of its fiction details, the shadow itself as a visual element, the attitude of
exclusive reality it embodies, is a perspective that should not be overlooked in this

performance (4).



Passage of the video, “Augmented Shadow” (Joon Y. Moon)

Such language of reflection stands before us commonly in a great number of
modern art projects with digital artistic practices. Joon Y. Moon’s work “Augmented
Shadow” can be given as a sample. “Augmented Shadow” is a design experiment
producing an artificial shadow effect through the use of tangible objects, blocks, on a
displayable tabletop interface. lts goal is to offer a new type of user-experience. The
project plays on the fact that shadows present distorted silhouettes depending on the
light. Augmented Shadows take the distortion effect into the realm of fantasy. Shadows
display below the objects according to the physics of the real world. However, the
shadows themselves transform the objects into houses, occupied by shadow creatures.
By moving the blocks around the table the user sets off series of reactions within this
new fantasy ecosystem (5).

“In this world creatures are linked to eachother, mainly affected by light...”
Passage of the video, “Augmented Shadow™ (Joon Y. Moon)



The final example | would like to render on digital shadow projects is Cynthia
Pachikara's 2005 dated “Taking Place” which | deem to be parallel to my ceramic works
on account of its way of thinking. This piece is part of a larger project entitled, “Shadow
Catching.” The process employs a screen mounted to a 16 foot moving truck to isolate
and record shadows from the urban environment. Like the impressions of the landscape
framed through a windshield, images glide by at cruising speed to tell an abstract story
of a city. At her installation titled “Shadow catching” (2006) two distant landscapes slide
by each other on a bent screen. Shadows taken in the early morning light in Ann Arbor
comingle with silhouettes of coconut groves in Kerala, India, registering the 14-hour

time difference between the two places (6).

Passages of the video of Catching Shadows, Cynthia Pachikara, 2006

The fact that light adds a different reality of meaning on the surface it falls on is
an aesthetical value on its own in three-dimensional pieces of art like sculpture and
ceramics. The amount of light fallen over ceramics creates dramatic changes in the
perception of main structure. We are aware of a number of samples in which this quality
affects the audience as a separate plastic element. The works where color white in
particular is preferred or the porcelain is white to prefer the accentuated size effect of
the main mass particularly are: The first name that comes to my mind is always Ruth
Duckworth. The works of this artist are like plain and yet striking poems.



Works of Ruth Duckworth and Margaret O'Rorke

For those artists who work on light transparent porcelain, it is a real adventure to
create shadows by controllably using the light. Margaret O’'Rorke is among those artists
having experienced this adventure. According to me, just to say “Margaret’s porcelains”
is simply ignoring another noteworthy element in her works. She is making her light
shows by the help of her porcelains.

The connection of ceramic work with light requires that it exhibits the
relationships in its composition, the texture and color in a comprehensible and
accentuated way for our sight. The element that artist employs while composing size
pattern and audience makes use of whilst watching the work is the accurately calculated
amount and angle of light, the quality of shadow itself. Opacity formed by semi
transparent porcelains within their own structure points to a different use of shadow. In
semi transparent porcelains, the see the formation of temporary values created by
shadow dimension which emerge as the light is reflected on outer surface or absorbed
inside the cut-off-wall.

“Holy family” by Maarit Makela, 1999
Silkscreen on raindeerbone porcelain (Photo.Rauno Traskelin)



| have already mentioned earlier as | was mentioning the geography | live in that
the deepest feeling people of this land possess is rapid changes and temporariness.
That is why | acquired a personal intuition and awareness that there should be many
traces on walls and earthenware in particular. This subjective sensitivity drove me to
perceptual selectivity and eventually to an artistic point of view. As | glance over my
shadow-catch adventure, | can see that those shadows that can present a different
composition in urban life and fly from the surfaces of buildings to the streets | walk in, to
a garden or another building find a meaning in the ceramic buildings | create. Parallel to
Cynthia Pachikara's approach, | too try to fix the shadows reflected from the window of
my studio to my works on ceramic surfaces. In the end, my shadow diaries that | have
been long keeping with passion on photographs or sketches are finally settling in my
recent porcelain structures. | catch the shadows | have borrowed on ceramic surfaces
and start to vitalize them on my own curtain just like a shadow play director.

Shadows of the studio window, Kecskemet, 2006

| realize that one of my inspirations for the shadows | try to catch via clay is the
adobe structures of Central Anatolia. Finding out that historical roots of those clay
structures are far too distant and witnessing their archeological traces allow me to
visualize the forms | design as an architectural structure. In addition to my earthenware
sculptures which reflect clay constructions, in my casted stoneware works too these
constructions turn into pure prismatic structures.



Example pieces of the Architectural Collages Serie by Ozgiindogdu
Earthenware clay, handbuilt, 2010.

Cast stoneware and porcelain surfaces enable me to employ the right technique
for the illusion | want to create with shadows and compositions. Smooth surface and
simple texture | possess with the right amount of light and light angle can offer me the
dramatic contrast | need. | would rather prefer these forms make a finer preparation with
a scene and light exclusive for them than establish a communication between my works
and audience in any given time, setting or light. That is exactly why the walls of my
ceramic structures fall silent when not exhibited. Just like the curtain of a silent shadow
play...They do not expose the shadows | attribute to them. When the right light for
shadows is caught however, the stories appear on curtain.

Stoneware cast works by Ozgiindogdu, 2010

| create each composition in my structures by consulting to my visual shadow
diaries | took notes in sometime somewhere. | draw these notes on the surface while
they are unfired then via shellac resist technique | help them to become visible.



Creating shadows by shellac resist technique

The stories | saw through the window of my studio in Kecskemet or Beijing or on
the patio in Avanos or the ceiling in my house that shone at night with street lamps can
all unite in the very same work. | pick the memories | like from the walls then bury them
again in my own walls. | expect the audience as well to hear those voices and find those
stories just like an archeologist.

Limoges porcelain cast works by Ozgiindoddu, 2010
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