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KERAMIKAS CIETOKSNIS

TATJANA ZINENKO, MAKSLAS ZINATNIECE, UKRAINA

Jauna mekl&jumi maksla vienmér saistas ar eksperimentu. Un labaka vieta tam ir rado$a laboratorija. Ta sniedz briniSkigu iespéju pilnigi brivai, neierobezotai
dailradei. Vienigais makslinieku pienemtais diktats ir mala, uguns, Gdens un gaisa diktats. Tas ir obligatas komponentes, bez kuram keramika nav iesp&jama.

Tacu eksperiments vienmér ir risks. Un tikai |oti drosmigi, parliecinati, talantigi un ar savu darbu parnemti cilvéki ir spéjigi uznemties So publisko risku — paradit
skatitdjam savu dailrades mekl&jumu Tpatné&jo "virtuvi”. Tiesi tadus cilvékus apvienoja Il Starptautiskais keramikas makslas simpozijs Ceramic Laboratory, kur$ notika no
2015. gada 17. Iidz 30. augustam Latvija, Daugavpils cietoksni un Daugavpils Marka Rotko makslas centra.

Jateic, ka makslas vésturnieka nostaja atSkiras no zurnalista uzskata pirmam kartam ar to, ka ta prasa noteiktu laika distanci, retrospekciju, kas vakardienas
notikumus makslas joma parvéers vésturiski notikusaja fakta. Tiesi tads — nostalgiski retrospektivs — skatijums tiek piedavats jasu uzmanibai.

Vel pagadjusa gadsimta 70. gadu sakuma Latvija kluva par centru visam laikmetigajam, kas radits keramikas makslas joma. Svaigas idejas un to drosmigais
iemiesojums mala, neiedomajamu formu, faktdru un krasu satrieco$a varié$ana neatstaja skatitajam Saubu par to, ka vina prieksa ir ista maksla, kam absolati nav vajadzibas
péc papildu iestarpinajumiem — “lieti§ka”, “dekorativa” vai vél kada cita. Talaika padomju maksliniekiem makslas keramikas simpozijs Dzintaros kluva par savdabigu “logu
uz Eiropu”, par laukumu, kur varéja iepazities ar pasaules tendencém un sazinaties ar arvalstu kolégiem. Latvijas makslas skola demonstréja revolucionaro attieksmi
pret keramiku k& makslu, [Tdzigu starp lidzigam; ta radija celu dailrades atbrivo$anai “no parmérigas ideologiskas apriipes un centigiem cenziras censoniem»; generéja
un attistija jaunas idejas keramikas maksla. Seit, Latvija, koncentréjas vado$o makslinieku grupa, kas bija atzita pasaulé un kam bija milziga autoritate profesionalajas
aprindas. Tpasa vieta $aja konteksta pieder pasaules keramikas méakslas legendai P&terim Martinsonam un Kipsalas grupas maksliniekiem, kuru $aja simpozija parstavéja
keramike Izabella Krolle.

Jaunais vijums simpoziju kustibas attistiba Latvija iesakas 2013. gada, kad notika pirmais starptautiskais keramikas makslas simpozijs Daugavpili. Ta dalibnieki
bija no Australijas, Latvijas, Lietuvas, Vacijas, Niderlandes, Spanijas, Trijas, Turcijas, Ukrainas, Krievijas, Rumanijas, ASV. Divu nedé|u laika vini kopigi radija méakslas
darbus, publiski prezentéja savu dailradi darbnicas un meistarklasés, lasija lekcijas, atklaja izstades un dedzinaja uguns skulptlru. Skatitaji, kas kluva par simpozija
LANDescape (12.—25.08.2013.) lieciniekiem un Iidzdalibniekiem, iegrima laikmetigds makslas apburo$aja mistiskaja atmosféra. Vélak, 2014. gada augusta, norisinajas
otrais simpozijs, kas arT bija piesatinats ar interesantam sarunam, svarigam jaunam zina$anam un atklatas darbnicas un lekcijas gatajam iemanam. ST projekta ietvaros
notika arT | Starptautiskais eksperimentalo keramikas apdedzinasanas tehnologiju festivals, kura vienkopus tika demonstréti vairaki dedzinajumi.

2015. gada Daugavpilt notika treSais simpozijs. Eksperimenti ne tikai turpinajas. Tie kluva arvien globalaki. Par $is tézes tieSu ilustraciju kluva Ukrainas
makslinieka Andreja Sobjanina skulptira “Varti”. “Jaunas skulptiras pirmas skices tika raditas vairak neka pirms gada,” stasta autors. “Tolaik tas bija l1dzigs it ka kara
priekSnojautam. Es grib&ju radit skulptlru “Varti”. Jau tolaik mani |oti intereséja eksperimenti ar keramikas un metala savienoSanu lielas formas. Veidot So skulptdru
Daugavpill Starptautiska keramikas makslas simpozija Ceramic Laboratory ietvaros bija liela avantira: man nebija daudz laika izméginajumiem, toties man bija materiali
un ideja. Es grib&ju radit skulpttru par karu, tacu bez politikas un ideologijas. Mana izpratné kar$ ir dziva bitne, kura ka virpulis var rasties jebkura vieta. Es jau ilgi jutu
§Ts bitibas klatbGtni mana dzivé un gribéju to realizét mala. Es izveidoju daudzstavu majas metala karkasu, kura izlauzts caurums, un tas parvérta maju vartos. Sis majas
iekSiené logos piekartas cilvéku figiras veido mazos stastus... Marka Rotko makslas centrs, kura tagad atrodas skulptdra, vartu formai pieskir vél vienu nozimi: makslas
centrs izvietots cietoksnt, pasam cietoksnim ir Cetri varti, un ta bija ideja radit piektos vartus. Skulptdra izmantots metals, keramika un stikls. Skulptiras dedzinajums
bija eksperimentals, jo més pat nevaréjam iedomaties, ka uzvedisies metals un keramika, kas dedzinati un atkailinati augsta temperattira. Protams, skulptdras forma ir
mainijusies, bet man $kiet, ka tas skulptdru nesabojaja, viss sanaca manis iztélotas estétikas ietvaros. Lidz ar to misu eksperiments ir izdevies!”

Spanu makslinieka Alberto Bustysa dailrade pati par sevi ir eksperimentala. Vin$ rada keramikas darbus, kuros apvienota vélme biologiskajam formam pieskirt
geometrisku ITniju stingrumu un precizitati. Sis apvienojums ir tik negaidits un organisks, ka dikté jaunu uztveres estétisku.

llona Sausa ir dzila un drosmiga maksliniece. Piemé&ram, vinai bez liekdm ceremonijam padodas sené&giptieSu formu interpretacijas, pieskirot tam absolti
jaunu, arpuslaika un arpustelpas skan&jumu. Vienlaikus maksliniece pievérSas keramiskajam portretam, sizetu gleznam, dabas formam. Un visa dominé autors, kur§ mak
un zina, ko dartt, ka skatitajam paradit paSu svarigako un ka apslépt pasu slepenako.

Makslas keramikas turku skola, kas uzaugusi uz dzilam tradicijam, nebeidz parsteigt ar savu novitati un laikmetigumu. Vienlaikus no tehnologijas viedokla ta
ir pilniga. Turku keramiku izce| pedantiska uzmaniba pret detalam, katras linijas preciza ritmika un katra krasu laukuma pamatotiba. Skatitaju valdzina un liek atgriezties
pie oparta Ismeta Juksela rado$ais rokraksts ar neiedomajamam izpausmém keramikas trisdimensionali geometriska dekoré$ana. Turpretim Pinaras Baklanas darbi krasu
zina ir stingraki, formas maigaki un apaligaki, tacu tradicionalas geometriskas iezimes atrod Tpatnéju attélosanu arf Seit...

Katrs simpozija dalibnieks sava veida ir unikals. Par $o daudzveidibu, unikalitati un spéju radit jauno liecina simpozija sakuma un beigas sarikotas izstades.
Pirmajas dienas tika atklata makslinieku Iidzi atvesto darbu izstade, bet pédéja diena — simpozija atmosféra radito darbu izstade. Japiezimé, ka Sie darbi tika eksponéti
Marka Rotko makslas centra zalés, kas izvietotas viena otrai iepretim. Tas deva iespé&ju izsekot, cik makslinieks ir sp&jigs mainities jaunos apstaklos, kas ir atkirigi no
ierastas vides, ka vin$ uztver jaunas vietas atmosféru un, visbeidzot, demonstré savu brivibu eksperimentét. Bet, Skiet, tieSi tads ir simpozija galvenais uzdevums!

Simpoziji tacu ir dzivas bitnes un nerodas pasi par sevi. Tie dzimst no to organizacija iesaistito cilvéku lielas milestibas. Masdienu kultira simpoziji ir svariga,
interesanta, neparasta un spéciga kustiba.

Pieredze, kas glta simpoziju laika, bagatina misdienu keramikas makslu ar stilistisko Tpasibu spektra paplasindjumu un radoSo darbu makslinieciskas
télaintbas pilnibu. TieSi simpoziju kustibas vide veicina eksperimentéSanu formu veido$ana, dekoré$ana, dedzina$ana un noved pie negaiditiem rezultatiem, no kuriem
daudzi vélak k|ast par galveno maksla. Keramikas simpoziju vidé atrodami monumentalas keramikas uguns skulptiras sakumi. Tie$i simpoziji kluva par eksperimentalo
laukumu kulttru dialogam: dazadu pasaules tautu tehnika un terminologija, pieméram, raku, obvara, macsabal, pateicoties tieSi simpozijiem, kluva pazistama un iegaja
makslinieku keramiku profesionalaja valoda visa pasaulé. Tapat ka jebkura projekta, makslas keramikas simpozija ir svarigs rezultats. Un Ceramic Laboratory $is rezultats
ir raditie makslas darbi un sarikotas izstades, jo maksla ir publiska paradiba. Simpozijs demonstréja keramikas materiala neizsmelamas iespéjas. Pateicoties simpozijam,
pasauli ieraudzija makslinieciskas kompozicijas, kuras koncentréti masdienu kultlras jédzieni, padarot simpoziju par spilgtu un pamanamu paradibu miasdienu maksla.

CERAMIC FORTRESS

TATIANA ZINENKO, ART SCIENTIST, UKRAINE

The art of finding novelty is always related to experimentation and the best place for it is creative lab. It provides perfect opportunity for absolutely free, limitless
creation. The only rule accepted by ceramic artists is the one dictated by clay, fire, water and air. Without these compulsory components the production of ceramics would
not be possible.

However, an experiment always involves risk-taking. Only those very brave, confident, talented and overtaken by their work are capable of this publicly visible
risk — to allow the audience getting into the specifics of their search for creativity. Such people were brought together by 3 International Ceramic Art Symposium — Ceramic
Laboratory, which took place in Daugavpils fortress and Mark Rothko Art Center in Latvia, August 17 — 30, 2015.

It is worth noting that the opinion of art historian differs from the journalist point of view, firstly because it demands a certain distance in time, a retrospection that
converts yesterday’s events into historical facts. Similarly to the above-mentioned, we present to your attention a slightly nostalgic retrospection.

Already in the beginning of the 1970-ies, Latvia became the center in the field of contemporary ceramic art. Fresh ideas and their fearless depiction into clay,
inconceivable forms, textures and stunning variety of colours left the visitors in no doubt that what they see is a real piece of art, not requiring any additional comments
such as applied, decorative or any other. In those days symposium of the Soviet artists in Dzintari had become a kind of ,window on Europe”, a platform where to learn of
recent trends in the world and get in touch with colleagues from abroad. The Latvian school of arts demonstrated its revolutionary attitude towards ceramics as an art media
similar to others; it broke the ice and released creativity from ,excessive ideological care” and the “official censorship”; it generated and developed new ideas in ceramic
art. A group of leading artists known worldwide and having authority among professionals emerged in Latvia. Péteris Martinsons, a legend in the world of ceramic art, as
well as ceramists of Kipsala group, which in this symposium was represented by renowned Latvian artist I1zabella Krolle, occupies a special place in historical context.

A new branch in the development of symposium movement in Latvia established in 2013 with the organization of the first international symposium of ceramic
art in Daugavpils. It welcomed participants from Australia, Latvia, Lithuania, Germany, Netherlands, Spain, Ireland, Turkey, Ukraine, Russia, Romania and USA. In two
weeks they were creating art works together, exhibiting them and giving masterclasses, lectures and open-studios, as well as made a fire sculpture. The visitors witnessed
and became part of LANDescape symposium (August 12-25, 2013) and were immersed in the mysterious atmosphere of contemporary art. Later in August 2014, the 2
symposium was held, that was also filled with unique meetings, significant knowledge and skills gained during open workshops and lectures. Within the framework of this
project the 1%t International Festival of Experimental Firing Techniques of ceramics took place and featured a simultaneous presentation of several firing methods.

In 2015, the 3 symposium was organized in Daugavpils. The experimentation continued and took more global perspective. As an illustrative example of this
thesis was sculpture Gates by Ukrainian artist Andrew Sobyanin. ,First sketch of the sculpture was created more than a year ago,” tells the author. ,At that time the feeling
was close to premonition of war. | wanted to create a sculpture of the gates. Already back then | was very interested in experimenting with bonding ceramic and metal
in large forms. Building of this sculpture in frames of Daugavpils International Ceramic Art Symposium Ceramic Laboratory took a gamble: | did not have much time for
experimentation, but | had the material and the idea. | wanted to create a sculpture about the war leaving out the political and ideological context. In my opinion, war is a
living being, which, as a hurricane, can occur anywhere. | felt the presence of this being and wanted to depict it in clay. | created metal frames of multi-storey house with
a big hole in it, making the house look like gates. The figures of people, mounted in the windows, tell stories... In the context of Mark Rothko Art Centre where now the
sculpture is located, the shape of gates bears one more meaning: the Center is located in the fortress that has four gates and the idea was to create the fifth gate. Materials
used for the sculpture were metal, ceramics and glass. Firing technique for this sculpture was experimental because we could not foresee the reaction of metal and clay
in high temperatures. Of course, the intended form of the sculpture changed but | think it was not ruined and everything remained in frames of my imagined aesthetics.
Wherewith, our experiment was a success!”

Creations of Spanish artist Alberto Bustos are experimental by definition. His ceramic works combine his wish to shape biological forms into strictly geometric
and accurate lines. This combination is so unexpected and organic that dictates new aesthetic perception.

llona Sau$a is a deep and brave artist. For example, without any unnecessary ceremonies she surrenders to ancient Egyptian rule of interpretation, shaping her
works in an innovative way not limiting her to boundaries of time and space. Simultaneously, the artist focuses on ceramic portraits, scene paintings and natural forms. And
the whole artwork is dominated by the author who knows how to show the most important to spectator and how to conceal what has to be hidden.

Turkish ceramic art school with its deep traditional roots does not cease to amaze with novelty and the contemporary touch. At the same time, from the
technological point of view, it is complete. Turkish ceramics highlights the meticulous attention to detail, precise rhythm of every line and well-reasoned existence of every
touch of colour. The viewer’s eye is caught by the creative handwriting of artist Ismet Yiksel with unimaginable forms of three-dimensional geometric ceramic decoration.
While on contrast, the works of Pinar Baklan Onal are more stringent with softer and more rounded forms, but the traditional geometric features find peculiar display here...

All participants of the symposium are unique in their own ways. The diversity, uniqueness and ability of the creating novelty were testified by the exhibitions, held
at the beginning and in the end of the symposium. On the opening days the works brought from artists’ studios were exhibited, but the final days featured works made within
symposium’s co-creative atmosphere. It should be noted that these works were exhibited in the halls of Mark Rothko Art Centre that were located opposite each other. This
made it possible to track how the artists were able to change under new conditions different from the usual environment, as they capture the atmosphere of new place and,
eventually, demonstrate the freedom to experiment. And this exactly seems to be the main objective of the symposium!

Symposiums are living beings and do not happen by themselves. They are born with loving care of the people involved in the organisation. Symposiums are
important, interesting, unusual and powerful movement of contemporary culture.

Experience gained during these symposiums enriches contemporary art of ceramics with stylistic characteristics of the spectrum extension and perfection
of artistic imagery of creative works. It is the environment of the symposiums movement that contributes to experimentation with forms, decorations, firing and leads
to unexpected results most of which later dominate in art. The environment of ceramic symposium helped to find roots of firing of monumental ceramic sculptures.
Symposiums became an experimental field of dialogue for the cultures: techniques and terminology from different countries, e.g. raku, obvara, macsabal, became part of
professional slang used by potters from all over the world. As in any project, also in ceramic symposiums the results are of great importance. And the result of Ceramic
Laboratory lies in the artworks created and the exhibitions held because art is a public phenomenon. The symposium demonstrated the endless possibilities of ceramic
materials. The symposium allowed the world to see the artistic compositions containing concentrated modern cultural concepts, making a symposium bright and visible
phenomenon of contemporary art.



ISMET YUKSEL

TURCIJA/ TURKEY

Ismets Juksels ir dzimis 1981. gada EskiSehira Turcija. 2004. gada pabeidza Anadolu Universitates
Télotajmakslas fakultates Keramikas nodalu. Magistra gradu ieguva Dokuz Eyliil universitates
Télotajmakslas fakultates Keramikas nodala un 2014. gada aizstavéja doktora disertaciju. No
2006. I1dz 2014. gadam stradajis par asistentu Télotdjmakslas fakultates Keramikas nodala.
Kop$ 2014. gada ir Dumlupinaras Universitates LietiSkas Makslas fakultates Keramikas nodalas
asistents. Ismets Juksels ir piedalijies daudzas izstadés, simpozijos un plenéros. Vina darbi ir
vairakkart godalgoti dazados vietéja un starptautiska méroga dizaina konkursos.

Ismet Yiiksel was born in 1981 in Eskisehir, Turkey. In 2004 graduated from Anadolu University,
Fine Arts Faculty, Ceramic department. Obtained M.A. degree at Dokuz Eylil University, Fine Arts
Institute, Ceramic Department in 2011, which was followed by PhD in 2014. From 2006 to 2014
worked as an Assistant in Fine Arts Faculty, Ceramic department of Dokuz Eyliil University. Since
2014 has been working as an Assistant at Dumlupinar University, Fine Arts Faculty, Ceramic
department. Ismet Yiksel has participated in numerous exhibitions, symposiums and artist
residencies. He has won several prizes in local and international competitions.

MAXIM DELIA

RUMANIJA / ROMANIA

Maksima Delia ir dzimusi 1981. gada. No 2000. Iidz 2004. gadam studé&jusi Kluzas-Napokas
Makslas un dizaina universitaté Rumanija. Sobrid dzivo Vacija. Makslinieciskajas izpausmés
keramika un gleznieciba jausams vinas modus operandi jeb Tpasais darbibas veids.

Maksliniece saka: "Savos eksperimentos es spéléjos ar malu, krdsam, rdsu, sapniem un
emocijam un pilnigu pasapzinasanos. Es dzirdu, es redzu, es jitu, es zZimé&ju... Nedrikst domat;
domasana traucé saredzét. Es necensos ierobezot sevi ar vienu izteiksmes veidu. Man patik
izméginat dazadas savas iek$&jas pasaules vizualas izteiksmes formas.”

Maxim Delia was born in 1981. From 2000 to 2004 studied art at the Ceramics Department of
Cluj-Napoca University of Art and Design in Romania. Currently lives and works in Germany. Her
artwork and illusions represent her ,MO” (modus operandi - Latin), which means a method of
operation in ceramics and paintings.

The artist says: "In my experimental work | play with everything: clay, colours, rust, dreams,
emotions and absolute self-awareness. | hear, | see, | feel, | draw... No thinking; thinking prevents
from seeing. | try not to restrict myself to one medium. | love to explore new visual possibilities
of my world.”

SIMCHA EVEN-CHEN

IZRAELA / ISRAEL

Dzimusi 1958. gada. 1990. gada Simha Evena-Sena Telavivas universitaté ieguva doktora gradu
biologija. Lidz 1993. gadam stradajusi par projektu vaditaju biotehnologiju uznémuma. Laika
posma no 1994. I1dz 1996. gadam paraléli darbam Ebreju Universitates Medicinas institita
Biokimijas nodala Jeruzalemé vakaros apmekléjusi Kultiras fonda Rehovot piedavatos keramikas
kursus. 1996. gada Simha izveidoja pati savu darbnicu, kura strada art $obrid. Lidz 2013. gadam
stradajusi par vecako pétnieci Medicinas institita. 2011. gada tika uznemta Starptautiskaja
Keramikas akadémija (IAC). Kop$ 2000. gada Evenas-Senas darbi ir tikugi eksponéti Spanija,
Austrija, Sveicg, Slovénija, Koreja, Kina, Rumanija, Italija, Horvatija, ASV, Dienvidafrikas
Republika, Australija un Izraéla. leglti nozimigi apbalvojumi Australija, Spanija, Koreja, Slovénija
un Kina. Vinas darbi atrodami lielakajos muzejos un privatajas kolekcijas dazadas pasaules valsts.
Savas makslinieciskajas izpausmés Simha péta, ka savstarpéji saprotas “briva” trisdimensiju vide
ar taja nostiprinatam atvértam un izlocitam divdimensiju geometriskam virsmam, kas spéj paust
vizuali izteiktu domu, nekadi neierobezojot to kustibu.

Maksliniece atrodas lTdzsvara mekléjumos starp kustibu un stabilitati, censas rast sakaribas starp
masu, apjomu un [idzsvaru nelields un vienkar$as, arhitektdrai raksturigas formas. Visos vinas
darbos jauSama spriedze, kas rodas, kad plana paradas negaiditas izmainas vai ieceréto izjauc
kas nejauss. Grafikas papiram raksturigais ratainais raksts, kas redzams vinas darbos, atgadina
preciza zinatniska darba rezultatu. Lai gan objekti faktiski karajas gaisa un to formam trikst
jebkada pildijuma, melna krasa, kas radusies apdedzinaSanas procesa, izmantojot raku tehniku,
rada sajitu, ka tie tomér paklauti gravitacijas likumiem.

Born in 1958. Simcha Even-Chen obtained her PhD degree in 1990 in the field of Biology at Tel
Aviv University. She held a Project Manager position in a biotechnology company until 1993.
During the period of 1994-1996, parallel to postdoctoral position at the Biochemistry Department
of the Hebrew University Medical School in Jerusalem, she was taking night courses in ceramic
art at Rehovot Culture Foundation. In 1996 Even-Chen established her own studio where she
works up to now. Later she gained a position of Senior Scientist in a medical school which she
held till 2013. In 2011 she was elected as a member of the International Ceramic Academy (IAC).
Since 2000 works by Even-Chen have been exhibited in Spain, Austria, Switzerland, Slovenia,
Korea, China, Romania, ltaly, Croatia, USA, The republic of South Africa, Australia and Israel.
She has received significant awards in Australia, Spain, Korea, Slovenia and China and her
works are exhibited in major museums and private collections in different countries. In her works
Even-Chen is exploring the relationship between “free” three-dimensional space and the open
and twisted two-dimensional geometric surfaces planted in/on it, giving a visual meaning without
restricting the movements.

The artist is focusing on balance between motion and stability, searching for relationships between
mass, volume and balance, while concentrating on simple and harmonious architectural shapes.
All her works address the tension between which is planned and that which is not, between the
expected and unexpected. Borrowed from graphic paper, the grid-like pattern that covers her
works offers a precise, scientific result. Although the works appear to be floating in mid-air, lacking
any center of mass, the black colour formed during the firing process using the Naked Raku
technique bestows the illusion of gravitational grasp.

PINAR BAKLAN ONAL

TURCIJA/ TURKEY

Pinara Baklane-Onala ir dzimusi 1986. gada. Pirmo augstako izglitibu ieguva HadZetepes
Universitates Keramikas nodala un 2011. gada absolvéja magistrantiru Socialo zinatnu
institita Keramikas nodala. 2012. gada uzsaka studijas doktorantira Hadzetepes Universitates
Telotajmakslas institdta. Vinas pirma personalizstadde notika 2013. gada februart Kaiseri pilséta
Turcija, savukart otra personalizstade tika atklata 2015. gada pavasari Ankara. Pinaras darbi
aplikojami daudzas valsts méroga un starptautiskas grupu izstadés un simpozijos. Maksliniece
ieguvusi astonas godalgas, tostarp Polijas valdibas 2013. gada aprilT pieskirto tris ménesu macibu
stipendiju. Pinara stradajusi interjera studija, veidojot sienu dizainu privatiem uznémumiem un
valsts iestadém. Guva arT pedagogiska darba pieredzi, stradajot par keramikas un zimésanas
skolotaju pirmsskolas izglitibas iestadé. Kops 2009. gada Pinara lasa lekcijas un rada makslas
darbus ErdzZies Universitates Télotajmakslas fakultates Keramikas nodala.

Makslinieces mérkis ir atstat paliekoSu iespaidu, izmantojot vizualas un optiskas ildzijas, — radit
tadas keramikas priekSmetu formas, kas atgadina daba sastopamas, bet realitaté nepastav. Lai
to panaktu, vina veido patie$am neatkartojamas formas un izmanto tadus vizualus elementus
ka krasa, tekstdra, [Tnijas punkti, gaisma u. c. Pédéjas kolekcijas darbos atspogulojas Pinaras
jatigums un tikai ar optisko iltziju palidzibu tiek panakta dabas tuvuma sajata, apkartéjas vides
un taja notiekoSo procesu apzinaSanas. Pati maksliniece saka, ka neprot veidot darbus, tajos
neietverot kadu optiska dizaina elementu.

Pinar Baklan Onal was born in 1986. She obtained her first degree from Ceramic Department, Fine
Arts Faculty of Hacettepe University followed by Master’s degree at the University of Hacettepe,
Social Sciences Institute, Ceramic Department in 2011. In 2012 she began her PhD at Hacettepe
University, Fine Arts Institute. Her first solo exhibition took place in Kayseri, Turkey in February of
2013. Her second solo exhibition was opened in Ankara, Turkey in January of 2015. Her works
have been displayed in numerous national and international group exhibitions and symposiums.
The artist has received eight awards and one of them was a three-month researching scholarship
by Polish Government in April of 2013. Pinar has worked in art studio creating wall applications
for many individual and public institutions. Has experience working as a teacher of ceramics and
painting in pre-school educational institution. Since 2009 she has been working as a lecturer and
creating her art works at Erciyes University, Faculty of Fine Arts, Ceramic Department.

Her aim as an artist is to impress with visual and optical illusions in works - to create and design
ceramic objects resembling natural forms but non-existent in nature. To achieve this, she makes
unique forms and uses visual elements like colour, texture, lines, dots, light etc. Her works from
the last collection reflect her sensitivity and create the awareness about nature, environment and
activism with the help of optical illusions. She claims that she simply cannot resist using optical
designs in all that she creates.



DICLE ONEY

TURCIJA/ TURKEY

DidZle ir dzimusi 1981. gada. 2004. gada pabeidza Dokuz Eyliil universitates LietiSkas makslas
fakultates Keramikas un stikla dizaina nodalu. Magistra gradu ieguva 2009. gada, par pétijuma
tému izvéloties tenmoku glazdru. 2009. gada DidZle uzsaka studijas doktorantdra. Piedalijusies
vairakas izstadés Turcija, Argentina un Dienvidkoreja. Vinas darbi guvusi atzinibu un godalgas
starptautiskos konkursos: 12. un 13. starptautiskaja keramikas konkursa Izmira, 3. starptautiskaja
Gizem Frit keramikas konkursa un starptautiskaja Mungyeong Chasabal tradicionalo téjas trauku
festivala Dienvidkoreja. Maksliniece stradajusi daudzas keramikas darbnicas gan pie dizaina
izstrades, gan raZo$anas procesa. Sobrid DidZle lasa lekcijas par keramikas industrialo dizainu
Dokuz Eyliil universitate.

Makslinieces darbiem raksturigas vienkar$as geometriskas formas — visbiezak konusi.
Konusveida forma zinama méra atspogulo dzives dilemmu. Viena eometriskaja figira apvienojas
smails, ass lenkis un apla maigums. ArT §im konusveida formam piemit spéja kustéties. Vinas
darbiem raksturigas vienkarsas formas, dabiski toni un Skietama kustiba, kas parasti tiek panakta,
izmantojot centrbédzes spéku.

Dicle Oney was born in 1981. Graduated from Dokuz Eyliil University, Faculty of Fine Arts,
Department of Ceramics and Glass Design in 2004. She held her Master of Arts degree at Dokuz
Eylil University in 2009 and the subject of the thesis was “Temmoku Glazes”. Dicle continued her
education with earning her Ph.D. at Dokuz Eyliil University in 2009. Dicle Oney has participated
in several exhibitions in Turkey, Argentina and South Korea. Her works have been awarded with
Special Award of the I1zmir Rotary 13th Golden Pot International Ceramic Competition, Mention
Award of the 3 International Gizem Frit Ceramic Competition, Invitation Award at International
Mungyeong Chasabal Traditional Tea Bowl Festival in South Korea and Mention Award of the Izmir
Rotary 12th Golden Pot International Ceramic Competition. She has worked in many ceramic
studios as modeller in the production area. Currently Oney gives lectures on industrial ceramic
design at Dokuz Eylil University, Faculty of Fine Arts, Department of Ceramics and Glass Design.
In her artwork she uses simple geometrical shapes especially the conical forms. The conic
form holds a dilemma of life. It expresses sharp angle and the softness of the circle from two
different angles of the same form. These conical forms also give the feeling of the movement.
She likes combine the simplicity of form and natural colours with the feeling of movement which is
represented sometimes by the central centrifugal force.

MARUTA RAUDE

LATVIJA/ LATVIA

Maruta Raude ir dzimusi 1965. gada Latvija. Pirmos solus makslas pasaulé spéra 1980. gada,
pabeidzot Rézeknes Lietiskas makslas vidusskolu. 1992. gada Latvijas Makslas akadémija ieguva
bakalaura gradu, bet 2000. gada — magistra diplomu. Maruta Raude regulari piedalas simpozijos
un meistarklasés Latvija un arzemés. Ar porcelanu darbojas jau vairak neka 20 gadu un kop$
1992. gada ir Latvijas Makslinieku savienibas biedre. Paraléli darbam ar porcelanu Maruta glezno,
zimé grafikas, ilustré gramatas, rada vides objektus un instalacijas, eksperimentéjot ar dazadiem
materialiem, tehnikdm un metodém. Maksliniece strada gan ar porcelana formu, gan ar virsmas
dekoréSanu. Vinas darbi izstadtti vairak neka 20 personalizstadés un 15 starptautiskas grupu
izstadés Lietuva, Igaunija, Vacija, Lielbritanija, Australija un Turcija. Marutas darbi reproducéti art
dazados nozimigos makslas izdevumos, ka arT eksponéti Powerhouse makslas muzeja Sidneja
Australija, Mersinas Jaunas makslas muzeja Turcija un arf citviet.

Maruta Raude was born in Latvia in 1965. She got a head start in arts when attending and
finishing Rezekne Secondary School of Arts in 1980. She obtained her B.A. in 1992 and M.A.
in 2000 at the Art Academy of Latvia. Maruta Raude is an active participant in symposiums and
master classes in Latvia and abroad. She started working with porcelain more than 20 years
ago and has been part of the Artists’ Union of Latvia since 1992. Besides being a porcelain
artist, Maruta also does painting, graphic art, illustrations, objects, installations and tends to
experiment with various materials, techniques and methods. She works with porcelain both in
form creation and surface decoration. She has had more than 20 solo exhibitions and selected
for 15 international group exhibitions in Lithuania, Estonia, Germany, UK, Australia, and Turkey.
Her works are regularly included in the printed catalogues worldwide and have been selected for
collections of Art Museum Powerhouse in Sidney, Australia and Mersin Modern Art museum in
Turkey and elsewhere.

WERONIKA LUCINSKA

POLIJA/ POLAND

Veronika Lucinska ir dzimusi 1989. gada. Magistranttru pabeidza Eugeniu$a Geperta Makslas un
dizaina akadémija Vroclava. 2013. gada uzsaka studijas doktorantara. Laika no 2013. Iidz 2014.
gadam vinas darbi ir tikusi izstaditi grupu izstadés, simpozijos un makslas festivalos Austrija,
Italija, Francija un Polija.

2013. gada Veronika ieguva Polijas Kultdras un nacionald mantojuma ministrijas stipendiju par
izcilam sekmém studijas. 2013. gada maksliniece piedalijas starptautiskaja keramikas simpozija
Gmundenes pilséta Austrija. Vinas darbi ieguvusi apbalvojumus Austrija un Polija.

Tpasa vieta Veronikas makslinieciskajas izpausmés ieradita dabas elementiem, Tpasi Gdenim.
Skulptdra ddens ir makslinieces galvenais iedvesmas avots, taCu arT makslas instalacijas
vina to izmanto k& materialu vai paliglidzekli. Lidzko priekS§mets nonak uz podnieka ripas, tas
iegust tadu deformaciju, kas iespéjama, tikai izmantojot So tehniku. Veronikas makslinieciskie
meklgjumi balstas v&Imé keramisku priekSmetu apstadinat kustiba, pieskirot ta geometriskajai
un centrétajai pareizibai vieglu nobtdi. Dizaina veido$anas procesa Tpasu uzmanibu maksliniece
velta telpas il0zijai un analizé priekSmetu deformaciju, tos iegremdg&jot Gdent. Skulptlras ieglst
teju neiedomajamas formas, jo tiek radita ilGzija par keramikas gaisigumu. Materiala paklavigums
ikvienam no priekSmetiem pieskir neatkartojamu izskatu, ko talak var paspilgtinat, izmantojot
dazadas metodes, pieméram, savienojot ar stiklu vai citiem materialiem.

Weronika Lucinska was born in 1989. She obtained her M.A. at Eugenisz Geppert Academy of Art
and Design in Wroctaw. Since 2013 she is doing her PhD.

In 2013-2014 her works have been selected for group exhibitions, symposiums and art festivals
in Austria, Italy, France and Poland.

In 2012 she obtained a scholarship awarded by the Polish Minister of Culture and National
Heritage for excelling students. In 2013 the artist participated in the international ceramic
symposium in Gmunden, Austria. Her works have received awards in Austria and Poland.

A special place in her artwork is devoted to the elements of nature, especially water. Water is
her main inspiration in sculpture but also appears in art installations as a material/medium. After
throwing on a potter’s wheel, objects are deformed in a way that is only possible in this technique.
Her artistic researches are based on the desire to spell in motion a ceramic material, a smooth
change of the centric, geometric shape of the object. In the design process and experience she
pays special attention to the illusion of space and analyzes the distortion of sculptural objects
immersed in water. Sculpture then becomes unreal, gives the impression of apparent lightness
of ceramic material. The softness of material makes objects each time having an individual
expression which is further emphasized with a variety of methods, for example, combining it with
glass or other materials.

MAGED ZAKY HASSAN

EGIPTE / EGYPT

Mageds Zakijs Hasans ir dzimis 1983. gada. 2005. gada absolvéja Helvanas Universitates
Télotajmakslas fakultates Keramikas nodalu. 2011. gada ieguva magistra gradu keramikas joma.
No 2006. I1dz 2013. gadam stradajis par lektora asistentu Helvanas Universitates Keramikas
nodala. Sobrid studé makslas magistranttra Dokuz Eyliil universitates Keramikas un stikla dizaina
nodala. Hasans piedalijies 10 simpozijos un darbnicas, kas saistitas ar keramikas makslu vai
citiem vizualas makslas veidiem. Vina darbi izstadrti vairak neka 20 grupu izstadés un konkursos.
Hasana makslinieciskas izpausmes novértéjis Egiptes Laikmetigas makslas muzejs un privatie
kolekcionari no Vacijas, Dienvidkorejas, Turcijas un Egiptes. Makslinieka darbi godalgoti ¢etras
reizes — divreiz Egipté un divreiz Turcija.

Hasana veidotas makslas koncepcija balstas paSa personibas izpété un vina novérojumos
par Iidzcilvékiem un sabiedribu kopuma. Vin$ giist iedvesmu socialaja psihologija. ST interese
radusies, lasot gramatas, skatoties filmas un vérojot notikumus apkart.

Makslinieks saka: “Es lielakoties pétu pats savu personibu un to, kada veida ta ietekmé citus un
citi — mani. Maksla ir ka izpratnes veicinatajs. Lai gan vairums manu darbu ir veidoti no keramikas,
es intereséjos arT par citam makslas formam — animaciju, filmu veido$anu, teatri un maziku — un
eksperimentéju ar tam.”

Maged Zaky Hassan was born in 1983 and graduated from Helwan University, Faculty of Applied
Arts, Ceramics Department in 2005. He earned his Masters of Applied Arts in Ceramics from
Helwan University in 2011. From 2006 to 2013 worked as an Assistant Lecturer in Ceramics
department in Helwan University. Now he is doing his Master's degree in Fine Arts in Ceramic and
Glass Design Department in Dokuz Eyliil University. Hassan has participated in 10 symposiums
and workshops related to ceramics and other forms of visual arts. His works have been exhibited
in more than twenty group exhibitions and competitions. His creations are displayed in the
Egyptian Museum of Modern Arts and have become part of private collections in Germany, South
Korea, Turkey and Egypt. He has won four prizes for his ceramic works two of them in Egypt and
two in Turkey.

The concept of Hassan’s artwork is based on exploring his own personality, people around and
society in general. He finds inspiration in social psychology, deriving from passion of reading
novels, watching movies and observing the environment around.

The artist says: “I mainly study my personality and how it affects others and how they affect it.
Art is a way of understanding. Although the majority of my works are made of ceramics, | am
interested in and also practicing other forms of arts such as animation, filmmaking, drama and
music.”



LILIJA ZEILA

LATVIJA/ LATVIA

Lilija Zeila ir dzimusi 1958. gada Daugavpill. Interese par keramiku L. Zeilai paradijas jau
skolas gados. No 1975. Ilidz 1979. gadam macijusies Rézeknes LietiS§kas makslas vidusskola.
Atgriezusies péc macibam Rézeknes LietiSkas makslas vidusskola, 80. gadu sakuma L. Zeila
aktivi iesaistijas Daugavpils keramiku kolektiva rado$aja dzivé. Kop$ 1981. gada L. Zeila piedalas
izstadés, tostarp sarikojusi arT vairakas personalizstades Latvija un arpus tas.

Vairakus gadus stradajot “melnds keramikas” laucina, L. Zeila izkopusi savdabigus tas
makslinieciskas apdares panémienus. Par pamatu nemot visvienkar$akas, pat dazkart
vienkarsotas trauku formas, makslinieciska dominante keramikes darbos tiek ielikta krasaino
angobu un glazdru gleznojuma.

“Keramika — darbo$anas ar un ap malu — ir dzivesveids, jo tai paklauts ir ik mirklis,” stasta Lilija.

Lilija Zeila was born in 1958, in Daugavpils. She has been interested in ceramics since school-
days. After studies in the Rézekne Secondary School of Applied Arts (1975-1979) she returned to
her hometown and in the early 1980’s became an active element of the creative ceramists’ society
in Daugavpils. L. Zeila has contributed to exhibitions and presented several personal shows in
Latvia and abroad since 1981.

She has been working with black ceramics for years mastering peculiar artistic design. The most
common and sometimes even simplified shapes of pottery are personalised by a unique painting,
using colours in angoba and glaze.

“Ceramics for me is shaping and feeling clay. It is a lifestyle taking over every aspect of my life,”
says Lilija.

NELLIJADZALBA

LATVIJA/LATVIA

Dzimusi 1987. gada. Absolvéja Daugavpils Universitates Makslu katedru. Kop$ 2009. gada
maksliniece piedalas izstadés Latvija un arpus tas, ka arl iesaistds dazados keramikas
pasakumos — simpozijos, plenéros utt. Jaunas keramikes darbos var sajust Tstu milestibu pret
malu un patiesu vélmi padarit pasauli skaistaku. “Doma, ka no mala varu radtt to, ko pati vélos,
mani motivé stradat no agra rita lidz vélam vakaram. Savukart pabeigts darbs, kas izdailo pasauli,
sniedz vél vairak iedvesmas, lai raditu atkal ko jaunu — vél labaku un skaistaku!” par savu rado$o
procesu stasta Nellija.

She was born in 1987 and joined the workshop after graduating from the Faculty of Music and
Arts at the Daugavpils University. She has contributed to exhibitions and various art projects —
symposiums, workshops etc. in Latvia and abroad since 2009. Her work radiates true love for
clay and endeavour to make the beauty rule the world. “The idea of making a piece of clay into
anything | desire keeps me brisk from dusk till dawn. My inspiration stems from the vision of the
outcome enhancing the beauty in the world,” says Nellija when asked about her creative work
process.

ILONA SAUSA

LATVIJA/LATVIA

llona Sausa ir dzimusi 1965. gada lliksté. Vina ir “multimaksliniece”, tadu pirmam kartam
keramike. Makslu |. Sau$a apguva Rézeknes Lietiskas makslas vidusskola (1983-1986). Papildu
praksi keramikd ieguva Malaga (Spanija). Maksliniece stradajusi par pedagogi Daugavpils
Makslas skola (1986-1988). Kop$ 1985. gada |. Sausa piedalas izstadés Latvija un arvalstis.
Maksliniece sarikojusi vairakas personalizstades.

I. Sausas pamatnodarbo$anas ir tradicionala podnieciba un laikmetiga keramika. Darbu pamata
ir poétika, prieks un rotaligums. Kop$ 2007. gada |. Sau$a neatlaidigi strada pie rudzu ierauga
ruditdas keramikas izzina$anas, atjauno$anas un regiona zimola “Baltic raku” veido$anas,
tapéc nozimiga vinas jaunrades sastavdala ir rudzu ierauga raditd keramika, kas skatitajus
iepazistinas ar 600 gadus senu Baltija pielietotu podniecibas tehniku, kuras atjaunos$ana ir viens
no makslinieces virsuzdevumiem.

llona Sauga was born in 1965, in llikste. She masters several methods of expression of art, but
her heart goes to ceramics. She attended the Rézekne Secondary School of Applied Arts between
1983 and 1986 and further improved her mastery in Malaga, Spain. Teaching experience was
gained at the Daugavpils Art School (1986-1988). |. Saua has contributed to exhibitions and
presented several personal shows in Latvia and abroad since 1985.

Her basic domain is traditional pottery and contemporary ceramics. Her work overall can be
characterised by three words: poetry, elation and playfulness. Since 2007 she has been mastering
and reviving the glazing technique using rye-flour yeast and devoting all her efforts to boost the
regional brand Baltic raku. She is bringing back to life 600 years old ceramics technique once
used by potters in the Baltics.

VALENTINS PETJKO

LATVIJA/LATVIA

Dzimis 1985. gada Daugavpill. Sakotnéji keramikas prasmes makslinieks apguvis L. Zeilas
vadiba. V. Petjko studgjis kultiras vésturi Daugavpils Universitates Humanitaraja fakultaté
(2005-2008), keramiku Dokuz Eyliil universitaté lzmira (Turcija, 2009-2010) un 2012. gada
ieguva magistra gradu makslas Latvijas Makslas akadémija. Izstadés un citos ar makslu saistitos
projektos piedalas kop$ 2003. gada. Kop$ 2011. gada ir Latvijas Makslinieku savienibas biedrs
un kop$ 2015. gada — Latvijas Keramikas asociacijas valdes loceklis. Valentins saka: “Manas
“keramiskas” intereses saistitas galvenokart ar eksperimentéSanu. Spéléjoties ar materialu un ta
apstrades tehnikam, ka arT to visdazadakajam kombinacijam, keramika nereti sp&j sagadat izcilus
parsteigumus. Keramika ir unikala maksla, turklat, pateicoties apdedzinasSanas procesam, ta klust
par alkimisku un filozofisku fenomenu.”

Born in 1985, in Daugavpils. He is a former student of L. Zeila and studied History of Culture at the
Faculty of Humanities in the Daugavpils University (2005-2008) and ceramics at the Dokuz Eylul
University in Izmir, Turkey (2009-2010). In 2012 he was awarded the Master of Arts at the Art
Academy of Latvia. Valentins has contributed to exhibitions and various art projects since 2003.
Since 2011 he has been a member of the Artists’ Union of Latvia and since 2015 — member of the
board of the Ceramics’ Association of Latvia.

“The most exciting part of ceramics is experiment. Playing with clay and its treatment techniques
and combining the seemingly impossible, ceramics reveals a great deal of surprises. Ceramics
is a unique expression of art and in contact with fire it turns clay into magic with the glimpse of
alchemy and philosophy,” tells Valentins.



UNA GURA

LATVIJA/LATVIA

Dzimusi 1972. gada Daugavpill. Keramikei Unai Gurai pirma interese par keramiku radas jau
bérniba, 20. gs. 80. gadu vida apmekl&jot keramikas nodarbibas. Tur arT tika piepemts Iémums k|t
par keramiki. 1992. gada U. Gura absolvéja Rézeknes LietiSkas makslas vidusskolas Keramikas
nodalu, kam sekoja studijas Latvijas Makslas akadémijas Latgales filiale (1994—-1998). 2008.
gada Daugavpils Universitaté tika iegiits magistra grads makslas, tacu tolaik makslinieci vairak
saistija gleznieciba. No jauna vina pievérsas keramikai 2010. gada. Kop$ 1998. gada maksliniece
piedalas plenéros, izstadés un citos ar makslu saistitos pasakumos Latvija un arvalstis. “Rodu
iedvesmu apkartné, pétot dabas veidotu formu un faktdru attiecibas. Mani joprojam saista
gleznieciba, tapéc esmu cela uz savu mérki — radit glezniecisku keramiku,” atklaj maksliniece.

Born in 1972, in Daugavpils. The friendship between Una Gura and ceramics dates back to
Una’s childhood and the very first lessons of the art of ceramics. It shaped her as a ceramist and
graduation of the Rézekne Secondary School of Applied Arts in 1992 and the Art Academy of
Latvia (Latgale branch) in 1998 was self-evident. In 2008, she was awarded the Master of Arts at
the Daugavpils University and carried away by painting, yet ceramics lured her back shortly. Una
has participated in workshops and contributed to exhibitions and various art projects in Latvia and
abroad since 1998. “Nature is my inspiration with its endless manifestations, shapes and textures.
| am still struggling between painting and ceramics and my ultimate goal is to combine both in
some form of pictorial ceramics,” reveals Una.

GUNARS KROLLIS

LATVIJA/ LATVIA

Dzimis 1932. gada. G. Krollis ir Latvijas grafikas makslas vecmeistars. Grafikis, profesors
Emeritus, Oforta gildes viceprezidents, bijis Latvijas Makslas akadémijas profesors un Grafikas
katedras Oforta darbnicas pasniedzéjs, ka ari vaditajs (1974-2006). Beidzis Latvijas Makslas
akadémijas Grafikas nodalu (1954-1960), Jana Rozentdla Rigas makslas vidusskolu (1948—
1953). G. Krolla estampi ir 20. gs. otras puses klasika — skarbais linogriezums, asociativais
oforts, gramatu ilustracijas un arkartigi augsti profesionalas meistaribas kritériji. Kops 1956.
gada izveidojis vairak neka 40 personalizstades Latvija un arzemés, piedalijies vairak neka 450
izstadés. Kops 1958. gada strada ilustraciju joma un veidojis gramatu dizainu un ilustracijas vairak
neka 200 gramatam. Daudzu profesionalu apbalvojumu laureats. 2015. gada G. Krollis ievéléts
par Latvijas Zinatnu akadémijas goda locekli.

He is an esteemed master in arts, born in 1932. He is known as a graphic artist, prof. Emeritus,
Vice-chairman of the society Oforta gilde, former professor at the Art Academy of Latvia and
lecturer at the Etching Workshop (Department of Graphic Art) and supervisor (1974-2006). He
graduated from the Department of Graphic Art at the Art Academy of Latvia (1954-1960) and Janis
Rozentals Riga Art High-school (1948-1953). Engravings by Gunars Krollis are a monumental
classical value of the second half of the 20th century — stern linocut, associate etching, book
illustrations and superior professional standards. Since 1956 he has presented more than 40
personal shows in Latvia and abroad, contributed to more than 450 exhibitions and since 1958
he has designed and illustrated more than 200 books. Gunars Krollis has been awarded by many
professional distinctions and in 2015 was elected as Honorary Member the honorary member of
the Latvian Academy of Sciences.

ELEONORA PASTARE

LATVIJA/LATVIA

Maksliniece Eleonora Pastare ir 1954. gada Daugavpill dzimusT livaniete. 1974. gada vina
absolvéja Rézeknes Lietiskas makslas vidusskolas Keramikas nodalu un 2007. gada Daugavpils
universitaté ieguva magistra gradu makslas. Kop$ 1977. gada maksliniece piedalas izstadés un
citos makslas projektos Latvija un arvalstls. Sava dailradé E. Pastare labprat eksperimenté. Vina
rada funkcionalus, dekorativus traukus un dekorus, k& arT smalkus porcelana darbus. Lai gan
porcelanam E. Pastare pievérsas salidzinosi nesen, pirms tam aizrautigi stradajot ar malu, Samotu
un citiem keramikas materialiem, tie$i makslinieces radttie porcelana darbi parada sieviskiguma
un spéka manifestaciju keramikas maksla. “Dabas mainigums un pastavigums ir nebeidzams
iedvesmas avots, tas ir pamatu pamats rado$ajam darbam jeb brivajam sapnu lidojumam. Un, ja
kadu no Siem sapniem izdodas materializét, rodas vélme daltties taja ar citiem,” stasta Eleonora.

Eleonora Pastare was born in 1954, in Daugavpils. Currenty lives and works in Livani. She
graduated from the Rézekne Secondary School of Applied Arts, specialising in ceramics,
in 1974 and was awarded the Master of Arts at the Daugavpils University in 2007. She has
contributed to exhibitions and various art projects in Latvia and abroad since 1977. Her artistic
experiments are bold and she is known for functional as well as decorative ceramics and fine
porcelain masterpieces. Porcelain is Eleonora’s recent passion, preceded by clay, fire clay and
other materials traditionally used in ceramics, and it manifests into perfect symbiosis of ceramics,
femininity and power. “Changes and consistency in nature are an endless source of inspiration
and the solid ground for the power of the mind to reach new heights. Materialisation of a reverie is
inseparable with the need to share it,” says Eleonora.

|ZABELLA KROLLE

LATVIJA/ LATVIA

Dzimusi 1938. gada Daugavpill. 20. gs. 40. gados |. Krolles tévs tika represéts, un mate ar
abam meitam 1946. gada parcélas uz dzivi Riga, kur Izabella absolvéja Rigas 49. pamatskolu,
vélak — Rigas LietiSkds makslas vidusskolas Keramikas nodalu (1957) un turpindja studijas
Latvijas Valsts makslas akadémijas Lieti§ki dekorativas makslas nodala (1957-1963). Izstadés
maksliniece piedalas kop$ 1958. gada. Vinas darbi tika eksponéti daudzas kolektivajas izstadés
Latvija un arvalstis. Kop$ 1970. gada |. Krolle ir arT viena no Kipsalas keramiku grupas gara
uzturétajiem. Maksliniecei vienmér ir bijusi tuva gleznieciba un grafika, tomér noteico$a loma
vinas dailradé ir keramikai.

Maksliniece savos darbos risina kolorita un keramikas virsmas apstrades problémas ta, lai
iesp&jami precizi atainotu pasas veidoto télu psihologiju. |. Krolles méakslas télu valoda ir spilgta
un parsteidzo$a; vinas keramikas makslas darbos temperaments un attieksme izpauzas aktivi
un brivi, radot dzivo un energisko mozumu. Maksliniecei patik veidot varenus, monumentalus
darbus, iedvesmu smeloties dabas motivos un formas.

I. Krolles makslas darbi biezi vien ir simboliski: tie ir vipas iek§&jas pasaules projekcijas, kas laika
gaita transformétas makslas darbos — visbiezak fantastiskos lielformata keramikas skulpturalos
veidojumos, kuros antropomorfas formas savijas ar austrumniecisko simbolu un alegoriju téliem.
“Ar malu jau darbojos vairak neka sesdesmit gadu, bet vél aizvien radosais process un uguns ir
tie, kas sniedz vislielako baudu un parsteigumu. Katra izstade ir jauns izaicindjums un motivacija
radoSajam darbam.”

Born in 1938, in Daugavpils. In the 1940s Izabella’s father suffered from repressions, and in 1946
her mother with two daughters on her hands moved to Riga. Izabella graduated from the Riga
elementary school No. 49, followed by the Department of Ceramics at the Riga Secondary School
of Applied Arts (1957) and the Department of Decorative Applied Arts at the Art Academy of Latvia
(1957-1963). She has contributed to exhibitions in Latvia and abroad since 1958. Since 1970,
Izabella Krolle has been also one of the sparks in the Kipsala group of ceramists maintaining the
spirit of the group. Although painting and graphic art have always played a significant role in her
life, most of her work show her true passion for ceramics.

In her works, the artist deals with the problems of colouring and treatment of the surfaces of
ceramics, which is required for precise disclosure of the psychology of her images. Her work is
brilliant and striking; temperament and attitude actively and freely manifest in her works of art, thus
creating a sense of vitality and vigour. She is known for her imposing, monumental works inspired
by the shapes and forms of nature.

The work of Izabella Krolle frequently carries a symbolic meaning — skilful projection of her inner
world, which commonly results in amazing large-size ceramic sculptural formations — symbiosis
of anthropomorphic forms, oriental symbols and allegories.

“I have been working with clay for more than sixty years, and still the creative process and the
effect of fire reward with the greatest delight and surprise. Every exhibition is a new challenge and
it motivates the creative expression.”



ANDREW SOBYANIN
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ALBERTO BUSTOS %
SPANIJA/ SPAIN
Dzimis 1972. gada. 19 gadu vecuma vin$ saka stradat grafiskds makslas uznémuma, kur aizvadija 19 9 r or a graphic arts company, and spent there 1 -y
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prieksrocibas, ko sniedz sadarbiba ar citiem keramikiem, lai gan lielakoties pétniecisko darbu veica 4
patstavigi. Pirms pieciem gadiem vin§ pameta savu pamatdarbu, lai pilnigi nodotos pétniecibai.
Vina galvenais iedvesmas avots ir daba, tapéc visos darbos var saskatit augu valsts nianses. Ceribas,
sapni, bailes, vilSanas... Vina darbus caurvij ceribas spéks. . E guided by hope
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PINAR BAKLAN ONAL
TURCIJA/ TURKEY

1 : ’ ALBERTO BUSTOS
OPTISKAIS PANELIS 3 2 dsal e . | SPANIJA/ SPAIN
THE OPTICAL PANEL ! ] e y te,

mals, Samots, koks : » 4 . :
clay, chamotte, wood s = - i ¥ PAVASARAAPLIS / SPRING CIRCLE

30 cm x 60 cm x 15 cm o M- - . Samots, pigments, glazira
1000°C, 2015 bt F : : chamotte, pigment, glaze
radits Daugavpilt 3 o : @ —47 cm; 1000°C, 2015

created in Daugavpils radits Daugavpili / created in Daugavpils




SIMCHA EVEN-CHEN
IZRAELA / ISRAEL

LOCISANAS KUSTIBA / FOLDING IN MOTION
akmensmasa, porcelans, puléjums, terra sigillata, Naked Raku
stoneware, porcelain, burnished, terra sigillata, Naked Raku
max. h — 24 cm, 2015

WERONIKA LUCINSKA
POLIJA/ POLAND

RADIJUMI / CREATURES

mals, svépéjums / clay, smoke firing

17 cm x 100 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils



MAXIM DELIA
RUMANIJA / ROMANIA

VIDUSJURAS TIKSANAS / MEDITERRANEAN RENDEZVOUS
Samots, svépéjums / chamotte, smoke firing

max. h— 16 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils
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NELLIJA DZALBA
LATVIJA/ LATVIA

KUKULITSI / BREAD LOAFS

Samots, mals, rudzu ieraugs, svépéjums
chamotte, clay, fermented rye flour, smoke firing
max. h — 20 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils




SIMCHA EVEN-CHEN
IZRAELA / ISRAEL

LOCISANAS KUSTIBAS / FOLDING MOTIONS
Samots, terra sigillata, svép&jums

chamotte, terra sigillata, smoke firing

max. h — 40 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils

DICLE ONEY
TURCIJA/ TURKEY

BEZ NOSAUKUMA / UNTITLED

mals, glazdra, svépéjums / clay, glaze, smoke firing
h—16 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils



MAXIM DELIA
RUMANIJA/ ROMANIA

NEIESPEJAMAIS DARBS
IMPOSSIBLE PIECE

Samots, angoba

chamotte, engobe

h —38 cm, 1000°C, 2015

radits Daugavpill / created in Daugavpils

PINAR BAKLAN ONAL
TURCIJA/ TURKEY

OPTISKA FORMA 10

THE OPTICAL FORM 10

porcelans, akmensmasa, melna angoba
porcelain, stoneware, black slip
h—30cm, 2012

radits DaugavpilT / created in Daugavpils




MAGED ZAKY HASSAN ILONA SAUSA

EGIPTE / EGYPT LATVIJA/ LATVIA
MODERNIZETS STRESS ZOOEKLEKTIKA / ZOO-ECLECTICISM
MODERNISED STRESS Samots, tonéts mals, glazdra, rudzu ieraugs, raku
mals, glazira, svépé&jums / clay, glaze, smoke firing chamotte, colored clay, glaze, fermented rye flour, raku
h —40 cm, 1000°C, 2015 h—36 cm, 2015

radits DaugavpilT / created in Daugavpils radits DaugavpilT / created in Daugavpils




ALBERTO BUSTOS

VALENTINS PETJKO
SPANIJA/ SPAIN

LATVIJA/LATVIA

MELNA DZIVE / BLACK LIFE

Samots, pigments, kaolins, glazira
chamotte, pigment, kaolin, glaze

h - 52 cm, 1000°C, 2015

radits Daugavpill / created in Daugavpils

BEZ NOSAUKUMA / UNTITLED

Samots, angoba, terra sigillata, sali, skaidu dedzinajums
chamotte, engobe, terra sigillata, salts, sawdust firing
max. h — 42 cm, 1000°C, 2015

radits Daugavpili / created in Daugavpils




ILONA SAUSA
LATVIJA/ LATVIA

VISA DZIVIBA ZALO / ALL FLESH IS GRASS
Samots, glazdra, rudzu ieraugs

chamotte, glaze, fermented rye flour

h —24 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils

UNA GURA
LATVIJA/LATVIA

KIMENES / CARAWAY

Samots, glazira, rudzu ieraugs
chamotte, glaze, fermented rye flour
max. h—19 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils



NELLIJA DZALBA
LATVIJA/ LATVIA

BEZ NOSAUKUMA / UNTITLED
akmensmasa / stoneware
@ —25cm, 2015

ELEONORA PASTARE
LATVIJA/LATVIA

BEZ NOSAUKUMA / UNTITLED
Samots, glazira, redukcija, svépé&jums
chamotte, glaze, reduction, smoke firing
@ — 18 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils



MAGED ZAKY HASSAN
EGIPTE / EGYPT

GUNARS KROLLIS
LATVIJA/LATVIA

PIRMA JUDZE / FIRST MILE

Samots, rudzu ieraugs / chamotte, fermented rye flour PLESAS / BELLOWS
38 cm x 20 cm, 1000°C, 2015 mals / clay
radits Daugavpilt / created in Daugavpils w—36 cm, 2015



ISMET YUKSEL
TURCIJA/ TURKEY

DIMENSIJA / DIMENSION
forma lieta akmensmasa,
krasainu angobu dekorg&jums
stoneware, slip casting,

hand painted with colored slip
h—17 cm, 2014

ISMET YUKSEL
TURCIJA/ TURKEY

PERSPEKTIVA / PERSPECTIVE
Samots, krasainu angobu dekoréjums
Samots, hand painted with colored slip

h —42 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils



PINAR BAKLAN ONAL
TURCIJA/ TURKEY

DIVI AKTIVISTI / TWO ACTIVISTS
mals, Samots / clay, chamotte

max. h — 58 cm, 1000°C, 2015

radits Daugavpill / created in Daugavpils

IZABELLA KROLLE
LATVIJA/LATVIA

BALTAIS ENGELIS / WHITE ANGEL
Samots, porcelans, pigmenti, glazara
chamotte, porcelain, pigments, glaze
h—77 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils




ANDREW SOBYANIN
UKRAINA / UKRAINE

CAURVEJA / IN ADRAUGHT
mals, glazira, metals, raku
clay, glazes, metal, raku
h—-33cm, 2015

WERONIKA LUCINSKA
POLIJA/ POLAND

KUBS / CUBE
mals, svép&jums
clay, smoke firing

h —27 ¢cm, 1000°C, 2015
radits Daugavpilt
created in Daugavpils
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BEZ NOSAUKUMA / UNTITLED - - *
_mals, angoba, glazra, redukcija, svép&jums
clay, engobe, glaze, reduction, smoke firing"
max..h —20 cm, 1000°C, 2015
radits Daugavpili / created in Daugavpils

MARUTA RAUDE
LATVIJA/LATVIA

DZIVE KIRSU DARZA

LIFE IN CHERRY GARDEN

porcelans, virsglaziras gleznojums, zelts
porcelain, overglaze painting, gold
h—28 cm, 2014
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WERONIKA LUCINSKA
POLIJA/ POLAND

PARMAINU STAVOKLIS / TRANSITION PHASE
akmensmasa, redukcijas glazidra

stoneware, reduction glaze

o —36.cm, 2015

IZABELLA KROLLE
LATVIJA/ LATVIA

TUMSAIS MEDUS / DARK HONEY

Samots, porcelans, pigments, glazdra, redukcija
chamotte, porcelain, pigment, glaze, reduction
@ —45 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils



GUNARS KROLLIS
LATVIJA/LATVIA

MONOLOGS |/ MONOLOGUE |
Samots, svép&jums

chamotte, smoke firing

44 cm x 18 cm, 1000°C, 2015
radits Daugavpilt

created in Daugavpils

GUNARS KROLLIS
LATVIJA/ LATVIA

MONOLOGS Il / MONOLOGUE I
Samots, angoba, svépéjums
chamotte, engobe, smoke firing
27 cm x 18 cm, 1000°C, 2015
radits Daugavpilt

created in Daugavpils




ISMET YUKSEL
TURCIJA/ TURKEY

BEZ NOSAUKUMA / UNTITLED
Samots, krasainu angobu dekor&jums
chamotte, hand painted with colored slip
h —20 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils

IZABELLA KROLLE
LATVIJA/LATVIA

VABOLE / BEETLE

Samots, porcelans, pigments, glazdra, redukcija
chamotte, porcelain, pigment, glaze, reduction
h—74 cm, 1998
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ALBERTO BUSTOS
SPANIJA/ SPAIN

URBANAIS RUDENS / URBAN AUTUMN
akmensmasa, pigmenti, matéta caurspidiga glazdra
stoneware, pigments, matt transparent glaze
h-8cm, 2015

MAXIM DELIA
RUMANIJA / ROMANIA

RADIJUMS PRET DVESELI / CREATION VS SOUL
Samots, svépé&jums / chamotte, smoke firing

h—14 c¢cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils



DICLE ONEY
TURCIJA/ TURKEY

DAUGAVPILS

mals, angoba, terra sigillata

clay, engobe, terra sigillata

max. h — 28 cm, 1000°C, 2015

radits Daugavpil / created in Daugavpils

LILIJA ZEILA
LATVIJA/LATVIA

ROZU IELEJA/ ROSE VALLEY
pigmentéts mals / pigmented clay
max. h — 25 cm, 2015



ELEONORA PASTARE
LATVIJA/LATVIA

BEZ NOSAUKUMA / UNTITLED

Samots, mals, svépéjums / chamotte, clay, smoke firing
h —41cm, 1000°C, 2015

radits Daugavpill / created in Daugavpils

ELEONORA PASTARE
LATVIJA/ LATVIA

BEZ NOSAUKUMA / UNTITLED

Samots, angoba, glazira, rudzu ieraugs
chamotte, engobe, glaze, fermented rye flour
h—14 cm, 1000°C, 2015

radits DaugavpilT / created in Daugavpils



MARUTA RAUDE
LATVIJA/LATVIA

DAZADI KRESLI DAZADAI SEDESANAI
VARIOUS CHAIRS FOR DIFFERENT SITTING
Samots, glazara, finieris / chamotte, glaze, ply-wood
24 cm x 110 cm (3 gab/pcs), 1000°C, 2015

radits DaugavpilT / created in Daugavpils

MAXIM DELIA
RUMANIJA / ROMANIA

SAREZGITA MEDITACIJA
COMPLICATED MEDITATION
akmensmasa, glazdra, raku
stoneware, glaze, raku firing
2 —-30cm, 2015



SIMCHA EVEN-CHEN
IZRAELA / ISRAEL

BEZ NOSAUKUMA / UNTITLED
Samots, terra sigillata, svépéjums
chamotte, terra sigillata, smoke firing
max. h — 20 cm, 1000°C, 2015

radits Daugavpil / created in Daugavpils

DICLE ONEY
TURCIJA/ TURKEY

VAKI / LIDS
mals, koks / clay, wood
max. @ — 20 cm, 2015



UNA GURA
LATVIJA/LATVIA

DZIVE / LIFE

mals, angobas, glazira
clay, engobes, glaze
max. h—32cm, 2015

MAGED ZAKY HASSAN
EGIPTE / EGYPT

PUTEJS UN PIEPUSTAIS

BELLOWER AND BEING BELLOWED
mals, angoba / clay, engobe

w — 38 cm, g — 36 cm, 1000°C, 2015
radits DaugavpilT / created in Daugavpils






PRIMITIVA PODNIECIBA ANATOLIJA
Dicle Oney

IEVADS

Sis raksts péta tradicionalo podniecibu Anatolija (Turcijas Azijas dala,
pazistama art k& Mazazija). Tris gadu laika (no 2012. Iidz 2015. gadam)
Dokuz Eylil universitates Keramikas un stikla dizaina fakultaté prof.
Sevimas Cizeras (Sevim Cizer) parraudziba tika Tstenots pétniecibas
projekts, ko atbalstija Zinatniskas pétniecibas projektu koordinéSanas
nodala (BAP). Projekta mérkis bija izpétit podniecibas centrus Anatolija, jo
pédgjo visaptvero$o pétijumu par keramikas razo$anu Anatolija veica prof.
Gingera Ginera (Giingér Guner) 1970. gados. Lidz pat misdienam nebija
veikts neviens pétijums par podniecibas centriem, kura tiktu aptverta visa
Anatolija.

Pétot podniecibas centrus, tika konstatéts, ka pastav atSkiribas starp
podniecibas centriem, kuros strada tikai viriesi vai tikai sievietes. Atbilstosi
Sai diferenciacijai Sis pétijums sniedz plasaku analttisko informaciju. Kaut
arT vairuma gadijumu podniecibas centros strada abu dzimumu parstaviji,
galvenajos keramikas izstradajumu razoSanas posmos lomu sadalijums
tomer ir skaidri noteikts.

Ar laiku kluva skaidrs, ka pastav batiskas atSkirtbas keramikas razoSanas
procesa, ja to veic viriesi vai sievietes, lielakoties tas attiecas uz instrumentu
izmantoSanu un izmantotajam razo$anas metodém. SievieSu veidotie
priekSmeti ir primitivaki neka tie, ko izgatavo virieSi. To apliecina fakts, ka
no aizvésturiskajiem laikiem ItJdz masdienam sievieSu veidota keramika nav
parak mainijusies, lielakoties tie ir ikdiena lietojami trauki, kas paredzéti
partikas glabasanai vai pagatavosanai, pieméram, katli, blodas u. c., kurus
pardodot tirgd, tiek gati papildu ienakumi majsaimniecibas uzturé$anai.

KERAMIKAS RAZOSANA ANATOLIJA

SievieSu vidi podniecibas amata prasmes galvenokart tika nodotas no
mates meitai, bet virieSiem ir raksturigi, ka zindSanas déls parnem no
téva un maceklis no meistara. Ari materidlu un instrumentu nosaukumi
tiek parpemti no paaudzes paaudzé. Tomér vienu un to pasu instrumentu
dazados ciematos vai regionos médz saukt atskirigi.

a

PRIMITIVE POTTERY IN ANATOLIA
Dicle Oney

INTRODUCTION

This article is based on a field research of the traditional pottery sites in all
Anatolia (Asian Turkey and known also as Asia Minor). During three years
(between 2012 and 2015) a research project prepared by Ceramic and
Glass Design Department of Dokuz Eylil University, supervisor Prof. Sevim
Cizer, and supported by the Scientific Research Projects Coordination Unit
(BAP), had been implemented. The aim of the project was to investigate
the pottery production centres in Anatolia while the last comprehensive
research on the production of pottery in Anatolia was made by Prof. Glingor
Guner in the 1970s. However, there was no research focusing on Anatolia
with the status of the production centre.

By researching the pottery production centres the main and the distinct
aspect were the differences between the potteries operated by men and
women. According to this differentiation, this study comes up with more
analytical information. Although most of both male and female potteries
use some help from the opposite gender, the division of roles is clear by
looking at the main production stages.

Over the years, it became obvious that there are differences in pottery
production process if done by men or women, mostly in the choice of tools
and production methods. The pottery produced by women tends to be
more primitive than the one by men’. The main evidence dating back to
prehistoric times to the present day is that pottery made by women has
remained almost unchanged. It mainly included production of ware related
to the food culture, like cooking pots and food containers, meeting the daily
needs and serving as a contribution to the household economy when being
sold at the market.

POTTERY PRODUCTION IN ANATOLIA

While pottery production skills among women have been preserved by
transmitting knowledge from mother to daughter; male pottery production
skills have been transferred from father to son or from master to apprentice.
As well as, names of materials and tools have been transmitted from

1. attéls. Atskirigas formas trauki édiena gatavosanai (Giiveg) no dazadiem ciemiem: a) Yuvalar/Canakkale, b) Délek/Giimiishane, ¢) Uslu/Elazig
Figure 1: Different kinds of cooking pots (Giiveg) from different villages a) Yuvalar village/Canakkale, b) Délek village/Giimiighane, ¢) Uslu village/Elazig

Razos$anas cikla ilgums ir atkarigs no klimata ipatnibam region3, razo$anas
vietas un darba slodzes. Parasti sievietes ar podniecibu nodarbojas
vasara un strada nepilnu darba dienu, bet podnieki viriesi strada devinus
meénesSus gada. Sievietes lielakoties razo$anu veic majas, pieméram,
istaba, pagalma vai zem nojumes, bet viriesi strada piemajas darbnica vai
ciemata apkartné esosas darbnicas.

Sievietes lielakoties izgatavo traukus édiena pagatavo$anai, tostarp
traukus édiena pasniegSanai, krikas Gdenim vai paninam (airanam),
sviesta kérnes, pannas, biSu stropus un tandira (tandoor) krasnis. (1.—
3. att.).

Podnieki virieSi galvenokart izgatavoja Gdens kannas, krikas, vazes,
katlus, dimvadus, vakus un tanddra krasnis (4. att.).

RazoSanas process ietver dabas izejvielu sagatavosanu, formas

generation to generation. Although different production centres in different
villages or regions use the same tools, they name them differently.

The production time depends on regional climate, production place and
part- or full-time engagement in the process. Generally, female potters work
part-time in summer but male potters work nine months of a year. Basically,
women'’s pottery production sites are located next to their houses; that can
be yard, room or roof, while men are working at the studios next to their
houses or at industrial area outside the village.

The female pottery production is mostly cooking pots. It includes also food
serving dishes, jars and pitchers for water or buttermilk (Ayran), butter
churners, baking pans, beehives and tandoori ovens (Figure 1, 2, 3).

The men pottery production is mostly pitchers for water, jars, vases, cooking
pots, chimneypots, lids for special cooking and tandoori ovens (Figure 4).

izveido$anu, kaltéSanu un apdedzinasanu. Parasti viriesi palidz sievietém
iegdt un sagatavot izejvielas, ka ari nak talka izstradajumu apdedzinaSanas
posma. Daudzos Anatolijas regionos viries$i palidz sievietém izgatavotas
produkcijas pardosana.

Mals, kas tiek izmantots razo$ana, parasti tiek ieglts turpat tuvéja apkartné

.

vai kalnos netalu no podniecibas. Raksturigi, ka katra podniecibas
centrd, un nereti arT katrs podnieks, izmanto konkrétas izejvielas. VirieSi
podnieciba izmanto zemi un dazreiz sajauc to ar divu vai tris dazadu veidu
maliem. Sievietes, lai izveidotu mala masu, sajauc divus vai tris dazada
veida materialus, pieméram, smiltis, talku, vizlu, salmus vai kazas vilnu.
Zinasanas par $im izejvielam un to maisijumiem lielakoties tiek mantotas
no paaudzes paaudzeé. Jasaprot, ka senie podnieki, sajaucot dazadas
Li

izejvielas, nezinaja to zinatniskos nosaukumus vai Kimiskas reakcijas,
bet zindja to nozimi priekSmeta veidoSanas un apdedzinaSanas procesa,
ka ar1 saprata, kads var but rezultats, izmainot maisijuma sastavdalas.
Visos razosanas centros podnieki sagatavo malu, to sijajot caur vienkarsu

c
2. attéls. a-b) Bisu strops un tandura krasns (Ganakg1/Bing6l), c) trauks zivs vai galas pagatavosanai (Gokeyiip/Manisa)
Figure 2: a-b) Beehive and Tandoor (Ganake1 village/Bingdl), ) Dish (for cooking fish or meat) (Gokeyiip village/Manisa)
The production process consists of preparing raw materials, forming,
drying and firing. Usually, men help women potters to obtain and prepare
raw materials and during firing stage. Also, in many regions in Anatolia men
help women to sell their products.
The clay which is used in production generally is located in area or

3. attéls. a) Panna cep$anai ($avsat/Artvin), b-c) sviesta kérnes (Kavakbagi/Bitlis, Gokeyiip/Manisa)

Figure 3: a) Baking pans ($avsat/Artvin) b-c) Butter churners (Kavakbas viilage/Bitlis) Gokeyiip village/Manisa
mountains close by the production centre. Each production centre and
sometimes each potter use certain raw materials. Male potters use earth,
which is sometimes mixed with two or three different kinds of clays. Female
potters mix two or three different kinds of materials, such as sand, talc, mica,
straw or goat hair to make their own clay. Mostly these raw materials and
their mixtures have been derived as a heritage from previous generations.
Essentially, when primitive potters mix different types of raw materials, they

4. attéls. a) Tandira krasns (Ladik/Konya), b) kriika (Comlekgi/Nigde), c-d) kannas (Kiipliice/Artvin), ) damvads (Hiiyiik/Konya)
Figure 4: a) Tondoori oven (Ladik/Konya) b) Pitcher (Gémleksi/Nigde) c-d) Jar (Kiipliice/Artvin) ) Chimneypot (Hityiik/Konya)

do not know their scientific names or chemical reactions, however, they
know the effects on production or on firing, and understand the difference
in any changes in the recipe they use. In all production centres, potters
prepare the clay by sieving its mixture with water. Sometimes they keep



sietu un sajaucot ar tGdeni. Cituviet to atstaj GdenT Ildz nakamajai dienai,
bet citi podnieki mica malu ar kdjam uzreiz taja pasa diena. Ja sievietém
darbam nepiecieSams mazaks mala daudzums, tas labpratak to sagatavo

5. attéls. Pirma veida podnieku ripa: b) Délek/Giimiighane, ¢) Yuvalar/Ganakkal
Figure 5: The first type of potter’s wheels b) Délek village/Giimiighane ¢) Yuvalar village/Ganakkale

plastmasas tvertn&, micot ar rokam.

Anatolijas podniecibas centros tiek izmantotas septinas dazadu veidu
podnieku virpas. Pirmos Cetrus veidus izmanto tikai sievietes (iznémums
ir podnieku darbnica Kiipliice ciema/Artvin) (8. e att.), bet paréjos tris
veidus izmanto tikai podnieki viriesi. Tikai divos ciematos sievietes izmanto

2.7
A

'_‘_'

7. attéls. Tresa veida podnieku ripa: b) Totiirge/Sivas
Figure 7: The third type of potter’s wheel b) Totiirge village/Sivas

sesta veida — ar kaju darbinamo — virpu (9. b-c att.). Pirma veida podnieka
virpas pamata ir koka paliktnis (5. att.). Otra veida virpa ir izgatavota no
neapdedzinata mala plaksnes ar konusveida pamatni (6. att.), un dazos
ciematos podnieki griez ripu ar kajam, kamér ar rokam apstrada malu.
TreSais virpas veids ir vienkarSa koka ripa uz metala ass (7. att.). Ceturtais
veids ir koka virpa, ko var darbinat gan ar rokam, gan ar kajam, vai
izmantojot piestiprinatu mala disku (8. att.) (Glner 1988, 13). Misdienas
dazi podnieki ka podnieka ripu izmanto kravas automas$inas ritenu diskus
(8. c-d att.). Lai izmantotu septito virpas veidu, nepiecieSams vél kads
cilvéks, kas griez virpu ar roku, kamér podnieks veido podu (9. d att.).

10. a-b attéla ir redzama mala diska apaksdala, kas raksturiga otrajam
un ceturtajam virpas veidam. Uz mala diskiem un uz virpas ir redzami
nospiedumi un zimes, kas iespiesti ar instrumentiem vai pirkstiem, lai

10. attels. Mala diski un otra veida podnieka virpa: a-b) Sorkun/Eskisehir, ¢) Uslu/Elazig, d) Gékeyiip/Manisa
Figure 10: The clay bats and second wheel type a-b) Sorkun viilage/Eskisehir ¢) Uslu village/Elaz1g d) Gokeyiip village/ Manisa

tie batu atpazistami, jo podnieki nereti médza tos cits no cita aiznemties
(10. c-d att.).

Podnieki darba izmanto loti vienkarSus koka instrumentus, auduma
strémeles un katlu ar Gdeni. Instrumentu forma atkariga no izgatavojamo
priekSmetu formas. Katram koka instrumentam ir savs nosaukums, un tie
tiek izmantoti dazados razo$anas posmos.

Parasti sievietes podus izgatavo divos posmos. Pirmaja posma no mala
plaksnes izveido poda pamatni, tad, izmantojot Tpadu tehniku, veido poda
sienas, lokot malu ritull. Poda sagatave tiek atstata uz diska, lai |autu
malam mazliet sacietét. Otraja posma tiek veiktas pédéjas poda formas
korekcijas.

it in water until the next day, while the others knead the clay by feet at the
same day. If female potters need less clay they prefer to prepare it in a
plastic basin and knead it by hands.

6. attéls. Otra veida podnieku ripa: b) Gokeyiip/Manisa
Figure 6: The second type of potter’s wheel b) Gokeyiip village/Manisa

There are seven types of potter’'s wheels in all pottery production centres
in Anatolia. The first four types have been used only by female potters
(except male pottery centre in Klpliice village/Artvin) (figure 8 e), while the

8. attéls. Ceturta veida podnieku ripa: b-c) Kavakbas/Bitlis, d) Gokyazi/Mus, e) Kiipliice/Artvin

Figure 8: The fourth type of potter’s wheel b-c) Kavakbas: village/Bitlis d) Gokyaz village/Mus e) Kiipliice/Artvin

other three types were used by male potters. There are only two villages
where female potters use the kick wheel the sixth type (figure 9 b, c). The
first type of potter's wheel is a wooden base (figure 5). The second type
is made of unfired clay in a conical plate form with a tapered base (figure
6), and in some villages, potters turn the wheel by foot while forming clay
body by hand. The third type is a wooden banding wheel with a metal axe
(figure 7). The fourth type is wooden banding wheel; it can be turned by
hand or foot using a clay bat additionally (figure 8). (Gliner, 1988, pg. 13)
Nowadays some potters use truck brake drum as a potter’s wheel (figure
8 c, d). The seventh type needs another person who will turn the wheel by
hand, while potter forms a pot (figure 9 d).

The figure 10 a, b shows the bottom side of clay bats which are used for
the second and fourth wheel types. These bats, as well as the second
wheel type have some signs engraved which are made by tools or fingers
to characterize it, in order to know to whom it belongs because it is
accustomed by potters to borrow them (figure 10 c, d).

Beside pieces of fabrics and pot of water potters use very simple wooden
tools. The shape of the tools depends on the form of product. Each wooden

9. attéls. a) Piekta veida podnieku virpa, b) sesta veida podnieku virpa, ¢) Esenksy/Mugla, d) septita veida podnieku virpa
Figure 9: a) The fifth type of potter’s wheel b) The sixth type of potter wheel c) Esenkéy village/Mugla ) The seventh type type
of potter’s wheel

tool has different name and is used for different production stages.

Generally female potters form the body of the pots in two stages. Within the
first stage a slab of clay is used to create the bottom of a pot, and then the
walls of the pot are built by using coiling technique. Then the half-finished
pot is left on the bat to become a bit harder. The final shape of the pot is

11. attéls. Katls ar adeni, auduma strémeles un koka instrumenti: a-e) Gékeyiip/Manisa, b) Délek/Giimiishane, c) Yuvalar/
Ganakkale, d) Gékgeayva/Eskisehir, f) Doganhisar/Konya, g) Borgka/Artvin

Figure 11: Pot of water, pieces of fabrics and wooden tools a-e) Gokeyiip village/Manisa b) Délek village/Giimiighane c) Yuvalar
village/Ganakkale d) Gokgeayv igehir ) Doganhisar/Konya g) Borgka/Artvin

ge/Es

Podnieki nelielus podus veido viena piegajiena. Ja tiek veidoti liela izméra
trauki, pieméram, lielas krikas, tad tas veido divos vai trijos posmos
atkariba no izméra. Dazos podniecibas centros krikas dekoréSanas
noldkos tiek parklatas ar dazadu krasu glazdru, pieméram, tiek iezimétas
ITnijas.

Péc podu formas izveidoSanas tie tiek atstati kalst. Dazos podniecibas
centros podnieki izmanto auduma strémeles, lai iekrasotu podu vai
pieslipétu negludumus, bet citi podu apdari veic ar metala instrumentu péc
tam, kad tie izkaltusi. Ja uz virsmas radusas plaisas, podu atkal karsé un
plaisas aizpilda ar malu, pieslip€jot ar auduma gabalu.

Sievietes izmanto tris dazadas apdedzinasanas tehnikas. Pirma ir atklats
ugunskurs. Péc 8is metodes apdedzinasanu veic atklata vieta uz zemes,
tadéejadi vej$ palidz ugunij labak degt. Parasti podus novieto apgrieztus
otradi, starp podiem izvietojot zagarus (14. att.). Otrais keramikas
apdedzinaSanas veids ir tanddra krasni, ko kurina ar kaltétiem govs

12. attéls. Poda izgatavosanas posmi (Sorkun, Gokeyiip)
Figure 12: Steps of forming pots (Sorkun and Gékeyiip villages)

mésliem (15. att.). Masdienas So apdedzinasanas tehniku vairs neizmanto,
bet Délek ciema podnieki no akmeniem bavé lidzigas cilindriskas formas
ceplus un déve tos par tandira cepliem. Tresais veids ir kupolveida ceplis,
kas ir I1dzigs picas krasnij, tikai lielaks (16. att.). Visam §im apdedzinaSanas

13. attéls. Podniece Gokeylip ciema pieslipé poda sienas
Figure 13: A potter is retouching pots in Gokeyiip

metodém raksturigas |oti zemas temperatiras — no 500 Iidz 800 °C —, un
parasti apdedzinasana tiek veikta apméram divas vai tris stundas (Glner
1988, 14). Viriesi izmanto divu veidu ceplus. Pirma veida ceplim ir divas
kameras, kur ir vieta uguns kurina$anai un poda ievietoSanai. Otra veida
ceplis darbojas péc tada pasa principa, tikai tas ir daudz lielaks. Taja
temperatra sasniedz pat 1000 °C un process aizpem 6-12 stundas
(17. att.).

Galvena atSkiriba starp podnieku virieSu un sievieSu darbu ir izstradajumu

made during the second stage.
Male potters usually form smaller pots in one step. If they need to form
something bigger, i.e. big jar, they form it in two or three steps depending
on size. For decoration purpose, in some production centres potters
apply on pots different colour engobes creating such elements as lines.
In some production centres potters apply engobe on pot by fabrics. And
some potters trim (burnish) the pots with a metal tool after they are dry. If
some damages occur on surface, the pot is heated and then the surface
polished with the same clay by a piece of fabric. After the forming process
the production is left to dry.

Female potters use three different kinds of firing techniques. The first one
is bonfire. This firing technique should take place in open area on a plain
land where breeze can help the fire to work better. They mostly place the

pots inversely with the wood sticks around and in-between the layers of the
pots (figure 14). The second type of firing is clay made tandoori oven which
is heated by dry cow dung (figure 15). Nowadays this firing type is not in
use anymore, however, in Dolek village potters make same design kilns
out of stones and still call them tandoori. The third type is dome shaped
kiln which is similar to a common pizza oven of a bigger size (figure 16). All
these kilns are being used for firing at low temperature that is between 500

-

14. attéls. Apdedzinasana atklata ugunskura Gokeyiip ciema/Manisa
Figure 14: Bonfiring in Gokeyiip village/Manisa

and 800 °C, and the firing process usually takes two or three hours (Gliner,
1988, p. 14). Male potters usually use two kinds of kilns. First type has two
chambers - one is a furnace and another is a chamber for pots. The second
type has the same construction but it differs in size as it is much bigger. The
temperature here reaches up to 1000 °C and it takes six to twelve hours to
fire the pots (figure 17).

The main difference between women and men pottery production is usage
of glaze. Male potters apply very simple glaze which include borax and iron
oxide. In some production centres potters apply white engobe on forms to
obtain clearer colour of glaze. Female potters do not use glaze.

There are 115 pottery production centres in Anatolia (figure 18) determined
during the research. Some of them do not function anymore, some of them



glazéSanas procesa. Viriesi podnieki izmanto |oti vienkarsu glazdru, kas
sastav no bora un dzelzs oksida. Dazos podniecibas centros keramikas

- a

15. attéls. Tandira ceplis Délek ciema/Giimiishane
Figure 15: Tandoor style kiln in Dglek village/Giimiishane

izstradajumus parklaj ar baltu angobu, lai glaziras krasa batu ko$aka.
Sievietes savus keramikas izstradajumus neglazé.

Muasu pétijuma rezultata tika konstatéts, ka Anatolija kopa ir 115 podniecibas
centri (18. att.). Dazi no tiem vairs nefunkcioné, citos darbojas I1dz tris

15. attéls. Tanduara ceplis Dolek ciema/Giimiishane
Figure 15: Tandoor style kiln in Délek village/Giimiighane

darbiniekiem vai palicis tikai viens podnieks. Dazos centros vienlaicigi
strada I1dz desmit podniekiem. Podniecibas atdzim$ana ir batiska
sabiedribas kultiras sastavdala, kas simbolizé tradiciju atjauno$anos.
Sis process ir javeicina ikviena td posma, sniedzot materialu un moralu
atbalstu. Kultiras ministrija, paSvaldibas un universitates iesaistas
festivalu un gadatirgu organizé$ana, tadéjadi stiprinot nacionalo identitati
un veicinot kultdras mantojuma un tradiciju saglabasanos.

Meés uzskatam, ka, sniedzot atbalstu arT turpmak, tradicijas neizzudis un
podnieki savas zinaSanas varés nodot no paaudzes paaudzé.
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try to survive with several potters remained. A few centres have more than
ten potters. The revival of pottery production is significant part of their

16. attéls. Kupolveida ceplis Yuvalar ciema/Ganakkale
Figure 16: Dome shape kiln in Yuvalar village/Ganakkale

societies’ culture that symbolizes traditions; it needs support in every stage
of production. Nowadays, the Ministry of Culture, the municipalities and the
universities tend to organize festivals and fairs that keep the identity and
emphasize local cultures and traditions. We believe that it will be supported
in the future so traditions can survive by transferring the knowledge from
one generation to another.
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KERAMIKAS NAMI
Maged Zaky Hassan

Raksta tiek aplikota I1dz Sim nepétita saikne starp keramiku un
arhitektdru. Lai gan keramiskie materiali arhitektdra tiek plasi izmantoti
dazadiem mérkiem, Sis pétljums uzsver mala un keramisko materialu
bavniecibas Tpa$ibu nozimi, planojot bives lielumu. Sis bivniecibas
Tpasibas attiecinamas uz keramikas industriju, bavinZenieriju, ka art
zemes arhitektaru.

Salidzino$as izpétes rezultati atklaj, ka keramikas skulpttram un celtném
piemit lldzigas blvniecibas TpaSibas. Ja par buatiskako atSkirtbu tiek
izvirzits baves lielums, tad ar rokam celti kleka nami var tikt uzskatiti par
lielam, apdzivojamam mala skulpttdram, kuras apdedzinat un saukt par
“keramikas namiem”.

IEVADS

Jebkada objekta bave noris, nemot véra blavmaterialu Tpasibas un to,
kadam mérkim Sis objekts paredzéts. Starp arhitektlras celtpu un
keramikas priekSmetu formam un funkcijam var atrast daudz Idziga.
Ikvienas arhitektlras formas pamata ir apdzivojamiba vai kada cita
funkcija. Ja parasti kalnus var télaini salidzinat ar skulpturalu veidojumu,
tad kalni, kuru iekSiené ir telpa, pieméram, ala, klUst par arhitektiras
formu. Tas pats attiecas uz keramikas priek§metiem — tiem nepiecieSams
tukSs vidus, lai tie batu pieméroti partikas un Skidrumu uzglabasanai.
Gluzi tapat arT trisdimensiju keramikas priek§meti, pieméram, keramikas
makslas darbi, javeido ar dobu vidu, lai tos batu iesp&jams apdedzinat.

Sadu dobu vai apdzivojamu telpu forma un izveido$ana visvairak atkariga
no bdvmateridlu mehaniskajam 1pasibam. Katrs materials ar savam
unikalajam Tpasibam gan ierobezo, gan ari sniedz arhitektiem iespéjas
plano$anas un bavniecibas procesa. Mals, augsne un citi keramika
izmantotie materiali tiek plasi pielietoti visd pasaulé jau gadsimtiem ilgi.
Sie materiali un to plasa pielietojamiba ir |avusi cilvékiem tos izmantot
dazados veidos. Jebkuras bives fiziskas TpaSibas, pieméram, forma,
izmérs un estétika, var tikt parveidotas, tikai nomainot materialu un/vai
ta apstrades veidu.

Zemes arhitektdra ir bdve vai cits veidojums, kas pamata izgatavots
no augsnes. Ta ka augsne ir viegli pieejams materials, buvnieciba ta
tikusi izmantota jau no aizvésturiskiem laikiem. To var samaisit ar
citiem materialiem, sablietét un/vai dedzinat, lai palielinatu tas izturibu.
Augsne Vel aizvien ir uzskatdma par ekonomisku materialu ar plasu
pielietojamibu, ka arT tai ir neliela ietekme uz vidi gan bavniecibas laika,
gan péc tas.’

Zemes arhitektiras bilves veido no apdedzinata mala un dévé par
keramikas bavém. “Keramikas arhitektdra” misdienas var tikt uzskatita
par jaunu virzienu, lai gan vésturiski ta bijusi sastopama dazadas
formas. Pieméram, keramikas cepla lielums var bt visai atskirigs — no
nelielas telpas Iidz pat ékai ar vairakam telpam. Sienas tiek blvétas no
ugunsizturigiem keramikas materialiem, un tas apdedzina no iek$puses.
Tapéc cepli var uzskatit gan par keramikas, gan arhitektdras objektu.
Iranu arhitekts Naders Halili (Nader Khalil) to dévéja par majas
partapSanu par cepli vai cepla partapSanu par maju.

MALA BUVES

Viena no podniecibas véstures teorijam ir balstita uz Iidzibam starp
mala namu bavniecibu un mala podu izgatavo$anu. Analizéjot agrino
podniecibu Rietumazija, 1987. gada Pamela Vandivera (Pamela B.
Vandiver) izvirzija ta dévéto arhitektiras hipotézi. Vina analizéja
organisko un salmu piemaisijumu sastavu un veido$anas tehnikas
agrinas primitivas keramikas paraugos no Zagrosas regiona Rietumazija,

1 http://en.wikipedia.org/wiki/Earth_structure

CERAMIC HOUSES
Maged Zaky Hassan

This article investigates a new aspect in interdisciplinary link between
pottery and architecture. Although ceramic materials are used in
architecture for many purposes, the research focuses on the use of
construction properties of clay and ceramic materials in defining the size
of buildings. These construction features refer to ceramic industry and
construction engineering, as well as the Earth architecture.

The results of comparative study revealed the similarities between
the constructional properties of ceramic sculptures and architectures.
With the size considered the main difference, hand-sculpted cobs may
resemble large clay sculptures suitable for living, which can be fired and
called “ceramic houses”.

INTRODUCTION

The construction of any object depends mainly on the properties of
materials and the intended function of the object. Architectural structures
and ceramic objects have many similarities in terms of form and function.
The main purpose of any architectural structure is to have a potentially
habitable space. Generally mountains can be considered a sculptural
mass, whereas a mountain with an internal space, like a cave, becomes
an architectural structure. The same refers to ceramic objects — they
need have an internal space suitable for storing goods, such as, food or
liquids. Also other three-dimensional ceramic objects, such as ceramic
art, have to be hollow to be suitable for firing.

Shaping of such hollow or habitable spaces and their making process
mainly depends on the mechanical properties of the materials. Each
material in its unique way limits and empowers architects in designing
and constructing a building. Clay, soil and all other ceramic materials
have been widely used all over the world for centuries. These materials
and the many ways of application allowed men to use them in certain
ways. All the physical characteristics, such as shape, size and aesthetics
of any structure can be changed, merely by altering the material and/or
the processing technology.

Earth architecture is a building or other structure made largely from soil.
Since soil is a widely available material, it has been used in construction
since prehistoric times. It may be combined with other materials,
compressed and/or fired to add strength. Soil is still an economical
material for many applications, and may have low environmental impact
both during and after construction. '

An object of earth architecture made of fired clay is called a ceramic
structure. “Ceramic architecture” is a new concept, which has changed
throughout the course of history. For example, ceramic kiln may vary in
size — from a single-room structure to a multiple-room building. Walls
are made of ceramic refractory materials, and during firing the ceramic
objects the walls are fired from inside out. So, the ceramic kiln can be
considered as both a ceramic object and/or architectural object. The
Iranian architect Nader Khalili described it as ‘the house becoming a kiln,
or the kiln becoming a house’.

BUILDING WITH CLAY

One theory of the origin of pottery is based on the similarities between
the construction of buildings out of clay and making of pots out of clay.
Analysing the early pottery in the Western Asia, Vandiver (1987) proposed
the so-called “architectural hypothesis”. She analysed the composition
and forming techniques of early vegetal- and chaff tempered coarseware

Senas mala un zemes arhitektaras piemeéri
Examples of historical clay and earth architecture

Tradicionali mala nami Irana, Jemena un Kameriina
‘Traditional clay buildings in Iran, Yemen and Cameron

Tradicionalas mala baves un vésturiska mantojuma objekti Afrika
Traditional clay structures are heritages sites in Africa

Tradicionali mala nami Irana, Jemena un Kamerana
Traditional clay buildings in Iran, Yemen and Cameron

Maisdienu mala nami Eiropa
Modern European examples of clay sculpted buildings
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Masdienu mala nami Eiropa

Pamestais ceplis Ghaleh Mofid ciema Irana
Modern European examples of clay sculpted buildings ~ Abandoned kiln out of Ghaleh Mofid village, Iran

Mausdienu mala nami Eiropa. Pasaulé pirmais keramikas nams Javadabadas ciema Irana
The world’s first project of architectural ceramics in Javadabad village in Iran

Misdienu mala nami Eiropa. Pasaulé pirmais keramikas nams Javadabadas ciema Irana
The world’s first project of architectural ceramics in Javadabad village in Iran The first glazed wall

Pasaulé pirma glazéta siena



kas datéti ar aptuveni 7000. gadu p. m. &.2

Pasaulé senaka zemes buve joprojam ir saglabajusies, un tai ir aptuveni
3300 gadu. Ramezeums (Ramesseum) ir buvéts no mala kleka aptuveni
1300. gada p. m. €. un atrodas Tébas (misdienas Luksora), Nilas upes
kreisaja krasta.

Lés, ka aptuveni 1,7 miljardi pasaules iedzivotaju dzivo majas, kas celtas
no zemes: aptuveni 50% no tiem ir jaunattistibas valstu iedzivotaji, un
vismaz 20% dzivo pilsétas un piepilsétas.?

Veidojot maju pasa rokam, ir iespéjama dazadiba, ka arT konkrétam
regionam raksturigu etnisku elementu izmantoSana, kas katru namu
padara par unikalu meistardarbu.

Salidzino$i nesen saka bavét mala kleka vai blietétas zemes namus, kuru
bavniecibas tehnika tika pilnveidota un pécak izplatijas rietumvalstis.

KERAMIKAS BUVES

Keramikas nami ir €kas, kas ir blvétas no malainas zemes maisijuma un
péc tam apdedzinatas, lai tas klitu keramiskas. Sadu namu bavésanu un
apdedzinasanu 1970. gadu beigas uzsaka iranu arhitekts Naders Halili.
Vins$ to nosauca par Geltaftan (persiesu valoda gel ir ‘mals’ un taftan ir
‘apdedzinasana, cepsana un mala pisana’.*

Pirmais keramikas namu bavniecibas paraugs ir vecs un pamests Kaval
ceplis, kas tika izmantots, lai apdedzinatu akvedukta mala caurules.
Ceplis atradas parsimts solu attdluma no Ghaleh Mofid ciema Irana.

Sis ceplis bija bavéts Iidzigi citam &kam ciemata — ka gara, velvéta
istaba. ST telpa — ceplis — bija apmé&ram 7 metrus gara, 3,5 metrus plata
un 3 metrus augsta. Ceplis bija uzbtvéts no nededzinatiem kiegeliem un
mala kalku javas, kas tika apdedzinati kopa ar mala caurulém.®

No 1980. Iidz 1981. gadam Halili projektéja un uzraudzija jaunas skolas
eékas buvniecibu Javadabadas ciema Irana. Projekts paredzéja, ka
skolas €ka bis veidota no mala kleka un apdedzinata. Ta tiek uzskatita
par pirmo musdienu keramikas namu. Bavniecibas laikd uz sienam tika
izsmidzinata zemas temperatlras glazira, kas tika apdedzinata kopa ar
paréjo €ku, — ta tika radrta pirma glazéta siena.

IndieSu izcelsmes amerikanis Rejs Mikers (Ray Meeker) studéja
arhitektdru, bet pécak pievérsas keramikas makslai. Vin$ parcélas
uz Indiju kopa ar sievu Deboru Smitu un atvéra Zelta tilta podnieka
darbnicu, kas bija pirma Dienvidindija, PondicerT pilséta, kur ar rokam
tika izgatavoti glazéti mala trauki.® 1983. gada Mikers uzzinaja par Halili
ideju un eksperimentiem ar apdedzinata mala namiem un 1984. gada
devas uz ASV, lai piedalitos vina tris dienu meistardarbnica. Lai art §Ts
metodes dzivotspéja bija apsaubama, vins bija nolémis to izméginat.”

Reju Mikeru var uzskatit par keramisko maju bavniecibas tehnikas autoru.
1984. gada nogalé un 1985. gada sakuma vin$ saka eksperimentét ar,
pasa vardiem izsakoties, “apdedzinatu dublu ékadm”. Laika no 1985. Iidz
1987. gadam vins sava keramikas darbnicu kompleksa kopuma veica
seSus eksperimentus, uz kuriem art ir balstita 8T tehnika. 1988. gada
Mikers bija gatavs uzsakt $aja tehnikd veidotu arhitektlras projektu
blvniecibu pirmajiem pasdtitajiem un ar to nodarbojas Iidz 2000. gadam.
Kopuma Mikers uzbiivéja 20 eksperimentalus keramikas namus.®

2 Rice, Prudence M. (1999). On the origins of pottery. Journal of Archeological Method and
Theory, 6(1), pp. 1-54. URL: www.jstore.org/stable/20177395 (09.12.2015.)

3 http://www.earth-auroville.com/world_techniques_introduction_en.php

4 http://en.wikipedia.org/wiki/Ceramic_houses

5 Khalili, Nader (2008). Ceramic Houses and Earth Architecture. Hesperia, CA: Cal Earth Press,
p. 30.

6 http://www.raymeeker.com/history.html

7 http://www.raymeeker.com/fired.html

8 Kundoo, Anupama (2008). Building with Fire. Baked-Insitu Mud Houses of India: Evolution
and Analysis of Ray Meeker’s Experiments (PhD Dissertation). Berlin: Technical University of
Berlin.

found in the Zagros region of the Western Asia, dating back to around
7,000 BC. 2

The world’s oldest earth building still standing is about 3,300 years old.
The Ramesseum, made of adobes, was built around 1,300 BC in the
ancient city of Thebes, in Egypt. It can still be visited on the left shore of
the Nile, opposite Luxor.

Now it is estimated that about 1.7 billion people of the world’s population
live in earthen houses: about 50% of the population in developing
countries and at least 20% of urban and suburban populations. *

The hand-sculpting of one’s own house allows variety and application of
ethnic features characteristic for a particular region, as well as making
each house a unique masterpiece.

Recently some new techniques, such as cobs and rammed earth, were
developed and widely used across the Western countries.

CERAMIC CONSTRUCTION

Ceramic houses are buildings made of an earth mixture which is high
in clay, and fired to become ceramic. The process of building and firing
such houses was developed by Iranian architect, Nader Khalili, in the late
1970s. He named it Geltaftan; Gel means ‘clay’, and taftan means ‘firing,
baking, and weaving clay’ in Persian. *

The first example of making ceramic houses in the modern times came
from an old and abandoned Kaval kiln, which was used to fire clay
aqueduct pipes. The kiln was located several hundred steps from Ghaleh
Mofid village in Iran. The structure of this kiln looked like one of the village
houses with a long barrel-vault room. This room-kiln was about 7 meters
long, 3.5 meters wide and 3 meters high. The kiln was made out of adobe
blocks and clay mortar and was fired along with the clay pipes during the
firing processes. °

In 1980-1981, Khalili designed and supervised the construction of a new
school in Javadabad village in Iran. The school was designed to be made
from adobe and intended to be a fired construction. It is the first ceramic
building in the modern times. Also in this project a local low-temperature
glaze was sprayed on the walls and fired along with the building, making
it the first glazed wall.

American of Indian descent Ray Meeker studied architecture and then
turned to study ceramic art. He moved to India with his wife Deborah
Smith and founded The Golden Bridge Pottery, which was the first
workshop to make glazed hand-made stoneware pottery in South India
in Pondicherry area. ® In 1983, Meeker heard about Khalili's idea and
experiments with fired clay houses and in 1984 visited the USA to attend
a three-day workshop with Nader Khalili. In spite of serious doubts about
the viability of the concept, he had already decided to give it a try. ”

Ray Meeker can be considered the inventor of ceramic houses. In the
end of 1984 and in the beginning of 1985, he began experiments with ‘fire
stabilized mud buildings’, as he called them. Between 1985 and 1987
he made six experiments in his pottery campus, which were necessary
to establish the basics of this technique. By 1988 Meeker was ready to
undertake real architecture projects in this technique for clients until the
year 2000. The total of Meeker’s production of ceramic houses is 20
experiments. & During the fifteen years of experimenting he developed
and refined the building and firing techniques of ceramic houses.

Mikera projektétas keramikas majas

Meeker’s ceramic houses

Dai no Mikera projektiem apdedzinasanas procesa

The firing process of some Meeker’s projects

Mikera projektu ziméjumi, kuros attéloti siltuma izplatibas principi
Drawings by Meeker to design a building considering the heat drafts



Piecpadsmit eksperimentéSanas gadu laika vins bija izstradajis un
noslipé&jis keramikas namu bavniecibas un apdedzinasanas tehniku.

Mikers divdesmit gadu laikd daudzkart parveidoja savus projektus, lai
panaktu to, ka apdedzinaSanas laika, izmantojot karstuma transformaciju
un gaisma plasmu, viss nams darbotos ka ceplis. Mikers izmantoja zemas
temperatiras, kas piemérotas vietéja apvidd iegistamajam malam, un §1
iemesla dé| visas vina projektétas baves tika apdedzinatas 850 — 1050°C
temperatira. Bet, ka vins pats uzsver, galvenais princips, kas jaievéro,
ir |oti 1éna un ilgstoSa apdedzinasana, lai siltums spétu izplatities caur
45 cm biezajam sienam. Lai gan Mikera agrino €ku sienas netika viscaur
apdedzinatas, vin$ metodi pilnveidoja, izvietojot apdedzinatos kiegelus
no arpuses, bet nededzinatos — iekSpus€, malam pievienojot oglu
puteklus, kas sekméja degSanu.

Vin$ arT aizsaka ékas izmanto$anu par cepli, taja apdedzinot kiegelus un
keramikas priekSmetus, tadejadi samazinot bavniecibas un/vai degvielas
izmaksas.

Arl citur pasaulé atrodami dazadi keramikas namu projekti. Sajas
fotografijas redzami dazi no nozimigakajiem eksperimentiem.

SECINAJUMI

“Keramikas arhitektdra ir unikadla un alternativa tehnika, kas krasi
atsSkiras no plasi pielietotam bavniecibas tehnikam. Keramikas nams nav
vienreizéjas lietoSanas éka. Ta blvnieciba neprasa lielus ieguldijumus.
Sada eka ziemas ir silts, bet vasaras — véss. Mals ir viegli apstradajams,
elastigs un daudzveidigi izmantojams materials.

Uzskatu, ka keramikas izmanto$anai blvnieciba nepiecieSami papildu
pétijumi. Ta kad keramikas nami tiek bavéti no visizplatitakajiem
atjaunojamajiem resursiem, iespéjams, tos batu lietderigi bavét
mazattistibas valstis. Keramika nerlisé un nepist. Ne lietus, ne uguns,
ne termiti $8dam namam nenodara nekadus postijumus.” °

“Nosaukums Bdvét ar uguni rosina domat, pirmkart un galvenokart, par
§Ts tehnologijas unikalitati, kura uguns tiek pielietota bivésanas procesa
ka “cements”, kas uz visiem laikiem sastiprina bdvniecibas elementus.
Bet “bavét ar uguni” liek aizdomaties arT par aizrautibu, ar kadu Sie

eksperimenti raditi, un risku, ar ko saistits Sis process.” °

Uguns ir spéks, kas rada entropisku energiju (neatgriezenisku uz priekSu
vérstu kustibu) ékam ka masdienas, ta aizvésturé. ™

9 Diliberti, Joseph (2007). Pottery one can live in: The ceramic house. CLAY TIMES Magazine,
13(2), pp. 37.

10 Kundoo, Anupama (2008). Building with Fire. Baked-Insitu Mud Houses of India: Evolution
and Analysis of Ray Meeker’s Experiments (PhD Dissertation). Berlin: Technical University of
Berlin.

11Fernandez-Galiano, Luis (2000). Fire and Memory: On Architecture and Energy. Cambridge,
MA: MIT Press.

Meeker redeveloped his designs many times in the period of over
twenty years to let the whole building function as a kiln by using the heat
transformation and drafts inside it during the firing. Meeker was using low
temperatures suitable to the locally available brick clay and due to that all
of his projects were fired in temperature of 850 — 1050°C. But as he said,
the main factor was to make the firing very slow and long to be sure that
the heat goes through the 45 cm thick walls. Even though, in his early
buildings the walls were not fired throughout, he further developed the
building techniques by combining fired bricks from outside with unfired
ones inside and adding coal dust in the clay to be used as a fuel during
firing.

He also started using the house as a kiln to fire bricks and ceramic
products to reduce the total building costs and/or the fuel costs.

There are also other experiments of building ceramic houses done in
different places around the world. The following photographs depict
some of the most pivotal experiments.

RESULTS

‘Ceramic architecture is a very unique, alternative building technique
quite different from the most construction methods. The ceramic house
is not a disposable house. It is inexpensive to build. It is warm in winter
and cool in summer. The clay is very forgiving, flexible, and diversified in
its application.

| believe the use of ceramics as a construction material requires
additional studies. It is possible that ceramic houses might be beneficial
in certain underdeveloped countries, as they are built from some of the
most widely-spread renewable resources. Ceramics does not rust or rot.
Neither rain, nor fire or termites can damage this house.’ ®

‘The title ‘Building with Fire’ is meant to suggest, first and foremost,
the literal uniqueness of a technology where fire is introduced to the
construction process, as ‘cement’ for bonding building elements together
permanently. But ‘building with fire’ is also meant to suggest the passion
with which the experiments have been undertaken, and the element of
risk involved in the process.’ '°

Fire is the force that gives the entropic energy (the irreversible movement
forward) to buildings now and in prehistory. ™

&

Dzozefa Dilibertija (Joseph Diliberty) maja ASV, Kalifornijas $tata

Joseph Diliberty’s house in California, USA

Kiegeli un keramikas priek§meti tiek dedzinati vienlaicigi ar pasu eku
Fired bricks and ceramic products during the firing of structures

Dzozefa Dilibertija (Joseph Diliberty) maja ASV, Kalifornijas Stata
Joseph Diliberty’s house in California, USA

Casa Terracotta ir pasaulé lielaka keramikas éka, kas atrodas Bojaka, Kolumbija

Casa Terracotta is the world’s biggest piece of pottery in Boyaca, Colombia
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