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“Insana, vasama ve dliim gergefine olan ilgim, ilk Snceleri beni felsefe ve
psikoloji alankarma itmigti, Ama, giderek beliren ve tnlevemedigim ‘yap-
ma” ve ‘yvaratma’ istegim 1954 yilinda Giizel Sanatlar Akademisi'ne gir-
meme neden oldu. Sanat egitimim ‘resim’le baglads, Nurullah Berk
Atilyesi'nde siiren gabgmalanm 1957 de Ona Resim Boliimii'ni bitir-
memle sona erdi, Bu siire iginde i bovutlu ¢alismalar beni ivice iging
almgh, bu nedenle Seramik Bisliimii'ne gegtim ve 1959°da Yitksek Sera-
mik Boliimii nden mezun oldum.” Bu sizler, Candeger Furtun un sanats
yinelisini ve bu alanda stirdiirdiigi volcugunu dzetlivor. Ancak Candeger
lelsefe ve psikolojiden sanata yoneldiginde bile bu alanlardan hig uzak-
lagmivor, “yaratim™ siirecini, diistince ve akil siizgecinden gegen duvgu-
lar bigimlendirivor. § Candeger’in vapitlannda izlerini grdiigiimiiz hir
baska olgu da onun arastirmacs yam ve titizligidie. Bagindan beri verel
hammaddeyle kendi drenigi kil kangimlarim ve sielan kullanmase da bu-
nun bir vansimasichr. 1960 yilinda teel olarak Istanbul Universitesi Kim-
ya Fakiiltesi'nde kil arnstrrmalan vapmos, 1961 vilinda Eczacibas) Sera-
mik Fabrikasi Sanat Audlyesi nde calismaya baslamis, bu atéilyede yaptig
seramiklerle avm yil Tirk Seramik Sanatgilan Demegi’nin karma sergisi-
ne katilmig, ardindan da seramik teknigi ve sanan Gistiine bilgilerini gelis-
tirmek igin Fulbright burse ile Rochester Institute of Tecnology, School
for American Craftsmen’a gitmistin, Burada, Bavhaus'ta Ggrenim giren
ve 1950°de Amerika’va gig ederek Amerikan seramik sanatina dnemlh
katkilarda bulunan tinlii seramik sanatgise Frans Wildenhain ile galigmig-
tr 1963 yilinda yiiksek lisans (MFA) derecesini alan Candeger, aym yil
Worcester, Craft Center’da asistan Bgretim grevlisi olarak calismaya
baslams, burada hem ders vermis, hem tezini yazmg, hem de seramik
cahismalanim siirdiirmiistiir. Bu galismalanyla ilk Kisisel sergisini Tem-
muz 1963 te ayvm okulun galerisinde agmustir. Istanbula dindiikten sonra
1964-65"1e dzel atblyesini kurma gahsmalanna baglamis ve o taribten
itibaren galigmalarm by atdlyede sirdiirmiistiir, § Candeger Furtun gag-
das seramik sanatimm gelisimim sdyle Gzetler: =20, viizyvilin bagindan iu-
baren gelisen endiistri, seramigin ‘kap sanat’ gercefini sarsmaya basla-
muste. Cafdas vasam ve teknoloji sanatin tlim dallannda etkising onaya
koyarken seramik sanat da bu gelisimin disinda kalamamisti. Ozellikle
Bauhaus Ggretileri. Konstriiktivizm. Pop Sanat, Soyut Disavurumculuk
ile Japon sanat ve Zen felsefesi seramik sanab dzerinde oldukga etkili
oldu. Seramigin giderck Klasik iglevselliginden soyutlanmasi ise onun re-
sim. heykel gibi bir ifade arac) olarak kabul edilmesini saglade”
Candeger'in sanatimin gelisimini de bu baglamda ele almak gerekir.
196371 Craft Center’da aghig ilk kisisel sergisinde kabin islevselligini
zorlayacak boyuita formu pargalammg, uyumlu ya da karsit bigimleri bir-
lestirerek yeni Formlar elde etmeye calisnuistir. Sonbahar renklerinin ege-
men oldugu bu calismalarda sanatgr, boyayy formun iistiing serbesige aki-
tarak tesadiiflere izin vermistir. Kap formunun étesine gegen bu galigma-
lanyla Candeger, seramigi resim ya da heykel giti bir itade arac olarak
degerlendirmis ve 1960 lar boyunca bu dogrultuda ugras vermigtir, §
1969 da Taksim Sanat Galerisi nde agug ikinci kisisel sergisinde sanalg
ulastifn noktayy sévle dzetler: “Bu sergim, tim dgrendiklerimin, gordiik-
lerimin ve etkisi alinda kaldifim yaklasimlann sorgulanmasi oldu. Bu
nedenle ¢ok gesitli form arastirmalanmn toplu bir sergilenmesi gibiydi.
Seramigin gelencksel islevsel yimiinden tam aynimamakla beraber, gide-
rek daha ¢ok formu esas alan ve onu sorgulayan ¢absmalards, Formun
esas Gieleri ofan kiitle, yiizey, bosluk, oran ve ritim gibi deelliklerin birbi-
ri ile iliskileri ve malzemenin 6z nitelik ve ifadesinin aragtinlmasiydi,”
Yiiksek pisinmli olan bu ¢alhsmalannda sanatgr wornamn vam sira levha
teknigini de kullanmasur, § Candeger Furtun iislubunu bu diisiince dog-
rulusunda olgunlastinrken “obje” estetigine dilsmeden formun kurallan-
ni irdelemeye devam etmis: malzeme ve teknigi kusursuz bir biitiinlik
iginde birlestirme yolunda katettifi her anlamh agsamayy izleyiciyle pay-
lagmugtir. Candeger’in sanatsal geligiminin en dofru gistergesi zaman

zaman yasadifn sanatsal ige gekilislerinin ardindan gelen kisisel sergileni-
dir. € 197371 Melda Kaptana Sanat Galerisi'nde aguig iigiinci Kigisel
sergisinde Candegerin dogadan esinlenerck organik formlara yineldiZini
givrlivoruz. Duvar panolan ile serbest formlardan olugan bu sergide onun
zihnini mesgul eden artik islevsellik degil, estetik sorunlardir. Sanatgn ka-
ligrafiden esinlencrek gergeklestirdigi ilk calismalarma da bu sergide yer
vermistir. Daha ok levha wekniginin kullamldif bu islerde sanatgr karsu
renklerden yararlanmis, en ¢ok da sivah ve bevaz renkli sirlan kullanms-
ur, ¥ Candeger'in bu ilk organik form denemelerinin giderek insan bede-
nine déniismesi yedi-sckiz yil almigtie, 1980°de Magka Sanat Gale-
risi'ndeki dérdinell kisisel sergisinde ver alan soyut yiieleri ve sinlan sa-
natgi style anlatr: “Gerek portrelerde. gerekse bedende yasam siireci
igindeki korku, dehset ve yokolug durumlan izlenmektedir. 1970%lerin
catismali ortaminin varatug endise kadar, Kiigiikligimden beri sorgula-
dhim Bliim ve yagam olgusunu tekrar giindeme getinmigtir, Cergeve igine
alinan portrelenin vansitign kuru kafalar, vaganmshi cagnstiedify kadar
oliimil de gagnstirmakia, avm zamanda asil kalc olamin da, gergeklesti-
rilmis isler oldugunu ortaya koymaktadie, Sirtlarda ise yaganmishZin izle-
rini vargulamaya calisum. Bu sergide abarulmis yaprak ve gicek yorum-
larim, sonbahar renklerinde olup, vok ettifimiz dofayvt tekrar giindeme
getirmektir.” Serginin timii, levha teknigivle gergeklestirilmis yiiksek
rislyef panolardir ve her biri bir tuval gibi duvara asilmakadir. § lzleyen
dinemde Candeger insan daveamslanim ve insanin ig diinyasim irdeleme-
ye kovulur. 1988 de Macka Sanat Galerisi'nde agud besinci Kigisel sergi-
si dzellikle ige doniik, hareketsiz izleyen, diz gikerek oturan ve hareketl
dncesi bedenin gerilimini yansitan yilksek rélyeflerden olugur, Bu sergi-
nin bir dzelligi de “gogalima™ dilsiincesinin ortaya glkmasihr, Birey gide-
rek yok olmakta, banndirdign deggerler ve giig kitleye gegmekiedin. Ancak
levha teknigivie tek tek elde yapilan bu panolarda dikim kullamimadi-
gindan highiri bir dtekinin aymsi degildir, hepsinde kiigik farkhliklar bu-
lunur, bu da sanatgimn, bireyin daha biitiniiyle yok olmadigina olan
inancim simgeler, Beyaz, kahverengi ve mavinin vani sira ilk kez pembe
Candeger’in renk dagarcifima girmistir, § 1990 1ara yaklagildiginda
Candegerin figiirlerinin hacimlenerck duvardan indigini ve serbest hey-
kele dintistiigiini goririiz, Sanatgr artik kol, bacak ve el gibi vzuvlarla
“insana ait en kilglik bir detayin bile insanin tiimiini yansiacag diigiinee-
sinde”dir. Boylece basindan beri hedefledigi “en azla en gogu™ ifade et-
meye devam etmekiedin. “Bacaklann bigimlendirilme sekli bize dzgii bir
oturma seklini vorguladigs kadar kendinden emin, otoriter ve korkusuz
hislerini de yansumaktadir. Kollar ise hapsedilmis dfkeyi tasimakiadir”
1994 te Magka Sanat Galerisi 'nde aguf alunct Kigisel sergisinde sanatg)
bacaklan ve kollan sergiler. Bu sergideki “gofalimalar” bir yandan “seri
firetim"e gémderme yaparken, diger yandan “givdenin gergefine ulagmak
igin, kesilip aynstinlmasmi, degis tokus edilmesini, givdenin biricikligi-
nin ve dokunulmazh@in” sona erisini vurgulayarak, kigiliksizligi, kimlik-
sizligi yansiir. Bu sergideki uzuvlar modelden cahgilmig, sonra kahip ali-
narak cogalulmis ve insan tenine yakin bir pembe tonunda renklendiril-
mistir, Sanatgiman, kullandigr malzemenin kendine has dzelliklerini
koruyarak seramigin olanaklanm almimadik bigimde son noktaya kadar
zorladifn gniliin. Candeger’in cogaltmalan seriler halinde ve farklh dii-
zenlemeler iginde yurtiginde ve diginda gesitli karma sergilerde gistenil-
mistir. § Sanatgr yedinci kisisel sergisi olan “Yankisiz Im'ler"de ilk kez
elleri, insamm ig diinyasim, endiselerini. gerilimlerini ifade cimede degil,
bireyin iginde yagadig ditnyanin rub haline ve sorunlarina dikkat gekmek
igin kullanmakia, Yani “el” artk bir uzoy degil, bir igaret, bir “im"dir ve
Candegier'in stzlerivie cevresindeki kuralsizhga, duyarsizhiga, haksieli-
fia, yoksulluga, diizensizlife karsi wepkisini dile getirir. Kendi el formunu
kullanarak bu olgulara kars:, islevlerini vitindiging diigiindgi baz “im™
leri bicimlendirerck onlara dikkat gekmek ve veniden dilglinmemizi sag-
lamiak ister.

Zeynep Rona'nin Candeder Furtun'la yaptifi stiylesi. 20 Kasim 2010



“Because of my deep engagement with existential isswes, life and the
cality of death, [ was first drawn to philosophy and psvehelogy. But |
5o had a increasing wrege to "constract” things, to ‘create’ objects. So 1
qatered The Academy of Fine Arts in 1954, T was iniially trained in
winting at Nurullah Berk's studio and graduated from the Depariment
of Painting in 1957, However during this time my imerest shifted 1o
hree dimensienal work, and for further studies [ transferved 1o the
Zeramics Department, graduating in 1959.7 This is hew Candeger
Errtun summarizes her artistic inclinations and her journey in ari.
However her interest in philosophy and psychalogy never left her; her
“creative” process has always been shaped by emotions that are fil-
‘ered through her mind, § Another element traced in Candefer’s works
& her experimental approach and the meticulously with which she
wvarks, She has always produced her own mixtures of clay and glazes
e raw materials. And 1o do so she studied and did research on clay
ar the fxtanbul University Faculry of Chemistry in 1960, The following
vear she began to work ar the Eczacibagr Ceramic Factory's Ar
Waorkshop and participated in a group exhibition organized by the
Furkish Sociery of Ceramic Artists. When she was granted a Fulbright
whalarship she went to Rochester Institnte of Technology, School for
American Craftsmen fo continge her studies, where she worked with the
vell-known ceramic arnist Frans Wildenhain who was educared ar the
Raherny and = following his immigration to the USA in che 1950 s -
ontribited greatly to American ceramic arts. After completing her
onirse reguirements, Candeger started working as an assistant teacher
i the Craft Centre (Worcester), writing her thesis at the same fime and
aroddicing her art works, She received her MFA degree in 1963 and
eld her first solo show in the Craft Centre Gallery. Upon her return o
fstanbul she opened her own studio ( 1964-65 ), where she still works. §
Tandeger Furtun believes that “the development of indusiry in the early
2hh century, radically changed the function of the rraditional “art of
aattery”. As contemparary life and technofogy had considerabie influ-
e wpon afl artiseic disciplines, ceramic arts wonld be no exception.
Especially the teachings of Bawhaus, Construciivism, Pop Art, Abstract
Expressionism, together with Japanese arts and Zen philosophy had a
great effect on the ceramic arts. As ceramics divorced itself from its
fassical functionality, it gained recognition as a form of expression just
e painting and sculpiore.” Candeger’ s artistic carveer oo should be
svaluated within this comext. § In her first solo exhibition at the Craft
Tenter (1963, she decomposed the form to the extent of “pushing to its
imits” the functionality of the pot, secking new forms by combining
ompatible and contrasiing forms. In these works with deminant autum-
aal tones, the artist allowed the glaze o flow freely inte the forms, giv-
ng way to random effects. With these pieces which transcended the
Tenctional forms, Candeger moved cloger to the territory of sculprure, a
e she continued to explore throughour the 1960°s. § For her second
sello show at the Taksim Art Gallery in 1969, she said: “This exhibition
s a questioning of what [ have learned and seen, a re-examination of all
he artistic approaches that influenced me. Thevefore, it is a diverse col-
lection of work representing varvious forms. Even though the rraditional
fnctionality of ceramics was not completely abandoned, she became
increasingly more invelved with form itself. Exploring the interrelation-
ships of the basic gualities of form such as mass, surface, space. ratio
and rvthive, ax well as the true grality and expression of the material,”
The artist used slab and wheel to form these high temperatire fired
sieces. § As Candeger's sivle matwred, she distanced herself from the
resthetics af “object” and explored the fundamencals of form. She
stoved towards achieving a harmonions integration of material and

artistic journey, § In her thivd solo exhibition at the Melda Kaptana Are
Gallery in 1973, Candeger exhibited her first organic forms inspired by
narnre and her calligraphic forms. fn the wall panels and free forms she
exhibited, fier main concern was the fundamentals of aesthetics, not
Sunctionalive. She used the sfab technigue and glazed the ceramics in
contrasting colowrs, particwlarly black and white. § It took several
vears for Candeger’s organic forms to gradually evolve toward the
Tuiman figure. About the absiract faces and bodies she exhibited in her
Sieeh selo show ar the Macka Art Gallery in 1980, she said: “hoth in
the portraits and in the figures, one sees fear, terror and destruction of
one's experiences in life. It brings out my life-long interest in the phe-
nemena of life and death, as well as the anxiety induced by the conflict-
ridden 1970 5. The skulls inside the frames are evocative of a time lived
as well as death and confirms that it is the work of art thar perdures.
With the figures, I tried to bring out the signs of time lived. The enlarged
feaves and flowers in awiemnal tones remind us of the destruciion of
natwre caused by mankingd,” The whole exhibition consists of high refief
panels done with slab technigue and each panel is hung and displaved
an the wall. § In the following phase of her career, Candeger started
questioning human behaviour and the psvehe. Her fifth solo exhibition
ar the Magka Art Gallery in 1988 consisted largely of high refiefs that
partray imtroverted, silenly observing and kneeling figures that reflect
the tension of the body preceding movement. Another feature of this
exhibition is the emergence of the idea of “duplication” . The individual
is gradually loosing strength and centrality, and power is being trans-
ferred to the masses. As ne casting is wsed and the panels are hand
shaped using a slabh rechnigue, each is different from the other, thus
svmbedizing the artisi’s faith in the individual’ s resistance 1o total anni-
hilation. Candeger for the first time started using pink alengside white,
brown and Mue, § In the 19905, Candeger's figures gained volume,
dismounted from the wall and transformed into free-standing sculp-
tures. The artist was preoccupied with the idea that “the smallest detail
af the human figure could reflect the entive human being” and wsed the
hieman limb to explore this idea further. From the very beginning her
main concern was “te express morve with less.” For Candeger “the way
the legs are positioned nor only emphasizes a sining position that is
unigue to us but also reflects feelings of fearlessness, confidence and
awthoriry. The arms, on the other hand, embody repressed anger.” As
part of her sixth solo exhibition ar the Magka Art Gallery in 1994, the
artist displaved legs and arms. The “duplicate” forms, while a refer-
ence to “mass produciion” , are also a reflection of nen-identity and the
absence of personality, marked by the dissected body and exchangeable
parts, thus bringing the unigueness and the wntowchability of the body
ter an end in order to reach its witimare teath. This vime she worked from
a five model and used a casting technique, then coloured them pink 5o
as to resemible the human skin, She carried the potentials of ceramics
its extreme, without changing the essential characteristics of clay.
Candeger's multiplied limbs were shown in various national and inter-
national group exhibitions, as series and as installations. § In “Signs
without Consequence” the artist uses the hand, not as a means o
express one's inner world, anxieties and tensions, but to draw attention
to the spirit of the time and the problems of the world around her. So
“the hand” is no longer a limb, but a “sign”, expressing, as Candeger
pets i, a reaction to the chaes, insensitivity, infustice. poverty and lack
af order in her envirenment. In response to these phenomena, using her
own hand as a sign, she draws our artention, and make ns rethink the
“signs” which have lost their effectiveness in our lives.
An interview with Candeder Furtun by Zeynep Rana, 20 November 2010
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