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Sunus

insanoglu, tarih boyunca, farkli diller, uzak mesafeler ve hatta degisen ¢aglar arasinda
iletisim kurmak igin sanattan yararlandi. Bir bakima insanin ardinda biraktigi anlamli
izlerin adiydi sanat... Ve yeni nesiller, bu izleri takip ederek kokleriyle bag kurdu.

Kale Grubu olarak, bu topraklardaki en anlamli izimizi kiltiir-sanat faaliyetleriyle birak-
tigimiza inaniyoruz. Koklerimize duydugumuz sonsuz saygiyla Kale Tasarim ve Sanat
Merkezi (KTSM) olarak 6zellikle seramik sanatinin gelismesini destekliyoruz.

“fyi Bak Diinyana” hareketiyle diinyanin sanatla daha iyi bir yer olacagini vurgulayan,
sanata ve sanatgiya alan agan KTSM ile bu kez, cagdas Tiirk seramik sanatinin baslica
isimlerinden Melike Abasiyanik Kurti¢’in bugline kadarki en kapsamli retrospektif
sergisini sanatseverlerle bulusturduk.

Sanatina hayranlk duydugum Melike Abasiyanik Kurti¢'in “Bir Denizkestanesinin Anilari”
sergisi, 6zgiin tarzi, dogadan ilham aldigi tasarimlari ve benzersiz malzeme kullanimiy-
la bizleri kendisinin hayal diinyasina ortak ediyor... Sanatginin seramik sanatina bakisini
yansitan boyle degerli bir calismanin destekleyicisi olmak bizim igin biiyik bir mutluluk.

Serginin ve bu kitabinin hayata gecirilmesinde fark yaratan kirator Deniz Artun’a,
Erimtan Arkeoloji ve Sanat Miizesi ile Galeri Nev'e ve bu degerli koleksiyonu bizlerle
paylasan Abasiyanik Ailesi'ne ylrekten tesekkiir ederiz.

Doganin en dnemli unsurlarindan biri olan topraga el emegi géz nurunu katan, kadin
seramik sanatgilarimizin kiltirel mirasimizi gelecege tasiyan nice farkli projelerinde

tekrar bulugsmak dilegiyle...

En icten sevgilerimle...
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Introduction

Since the beginning of time, humankind has resorted to art to communicate across
different languages, long distances, and even changing eras. Art has always been syn-
onymous with the significant marks that people left behind... And by tracing back to
these marks, the new generations found ways to connect to their roots.

As Kale Group, we believe that our most impressive mark on these lands is via our culture
and arts activities. With an endless respect towards our roots, as the Kale Design and Art
Center (KTSM), we especially support the development of the art of ceramics.

Underlining the idea that art makes the world a better place with the project ‘Care For
Your World’ and always opening space for art and artists, KTSM presents the most com-
prehensive retrospective of Melike Abasiyanik Kurtig, one of the prominent artists of
contemporary Turkish ceramics.

The exhibition “Memories of a Sea Urchin” invites us to the world of Melike Abasiyanik
Kurtig, whose art I feel great admiration for, with her unique style, designs inspired by
nature, and unparalleled use of materials... We are very happy to support such a valuable
exhibition that reflects the artist’s vision on the art of ceramics.

We would like to give our heartfelt thanks to the exhibition’s curator Deniz Artun for her
extraordinary work in releasing the exhibition and this book, the Erimtan Archaeology
and Arts Museum, Galeri Nev, and the Abasiyanik Family who shared this invaluable col-
lection with us.

To meet again at many different projects that bring to our day the cultural legacy of
our women ceramic artists, who touch and transform clay, one of the most important

elements of nature...

With my sincere regards...
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Nazan Gezer

Erimtan Arkeoloji ve Sanat Miizesi
Direktor
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Sunus

Erimtan Arkeolojive Sanat Miizesiolarak kuruldugumuz giinden bu yana sahip oldugumuz
arkeoloji koleksiyonunun yani sira birgok disiplinden sergiye ev sahipligi yaptik. Melike
Abasiyanik Kurti¢'in blyileyici diinyasina sirikleyici bir yolculuk sunan; “Bir Denizkes-
tanesinin Anilar” sergisini sanatseverlerle bulusturmaktan da biyiik mutluluk duydugu-
muzu belirtmek isterim. Bu kapsamli projeyi, Kale Tasarim ve Sanat Merkezi ve Galeri Nev
is birligiyle ve miizemiz ev sahipliginde sizlerle bulusturmus olmaktan gurur duyuyoruz.

Kiratér Deniz Artun tarafindan titizlikle segilmis bu koleksiyonda Kurti¢ bizi, dogal
dinyanin hayal diinyasiyla i ige gectigi sanatsal vizyonunun derinliklerine inmeye davet
ediyor. Usta bir el ve keskin bir gozle, siradan canlilari garpici sanat eserlerine doniisti-
ruyor.

Heykellerindeki ustahgl ve 6zgiinligi ile siradanligi asan sanatgi Kurti¢'in denizkesta-
nesi gizimleri, yosun perdeleri ve gelgit fotograflari da en az seramik eserleri kadar bii-
ylleyici. Sanatginin eserlerindeki karmasgik giizelligi onun merceginden kesfediyor
oldugumuz i¢in kendimizi sansli hissediyoruz.

Sergiyi izlerken veya kitabi incelerken, kendinizi Kurti¢'in diinyasina tamamen kaptirma-
nizi, sanatinin hayal giictiniizii canlandirmasina izin vermenizi tavsiye ederim. Bu uzun
soluklu ve keyifli yolculukta emegi gecen herkese tesekkir eder, Erimtan Arkeoloji ve
Sanat Miizesi’'ndeki deneyiminizin unutulmaz olmasini dilerim.






e e Introduction

Erimtan Archaeology and Arts Museum
Director

Since our foundation, the Erimtan Archaeology and Arts Museum has hosted many ex-
hibitions of works from different disciplines of art, alongside our permanent archaeol-
ogy collection. I would like to state that we are very pleased to present the exhibition
“Memoires of a Sea Urchin” which takes its audiences on an extraordinary journey to the
magical world of Melike Abasiyanik Kurtig. We are very proud to host this comprehensive
project, realised in collaboration with the Kale Design and Art Center and Galeri Nev at
our museum.

In this collection, meticulously selected by the curator Deniz Artun, Kurtig invites us to
dive deeperinto her artistic vision — a merging of the natural world and her imagination.
With an expert hand and a sharp eye, she turns everyday beings into striking artworks.

Kurti¢'s drawings of sea urchins, curtains of seaweed, and photographs of tides are as
fascinating as her ceramic works, extraordinary with their craftsmanship and unique-
ness. We feel lucky to have the chance to explore the complex beauty in her works
through the artist’s lens.

When visiting the exhibition or browsing through the book, I recommend letting yourself
gointo Kurti¢’s world completely and letting herart inspire your imagination. I would like
to thank everyone who contributed to this long-term and joyful journey and I hope that
you will have an unforgettable visit to the Erimtan Archaeology and Arts Museum.
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Sanatginin argivinden | From the artist's archive

Bir Denizkestanesinin Anilari

Haynr. Bu bir melek degildi. Yildizlardan biri de olamazd..
Onlarin kopiigii ile ytkanmus, ovulmus, onlarin pardtlarin alms.
Fakat kendisi yildiz degildi. Hi¢hir yidiza, highir melege

bu kadar yakwnlik duymamisti. Ondan uzak, bu kiigiik, canl
aydinlik pargasimin etrafinda yeni bir alem kurulmustu.*

TOZ TORTU CAMUR / BOHGA YUMRU YUMURTA

Melike Abasiyanik, kaderi karsisinda 6zglr olmadigini aniden fark eden ademoglunun
saskinhigl, hatta garesizligi ile anlatiyor: “Ben elimi topraga koymadim, toprak elime
geldi!”2. Bu kendisine adeta ilahi bir glic tarafindan bahsedilen malzemeye, topraga,
daha dogrusu gamura ickin, tarih 6ncesine uzanan tarihinde, doganin en genis tanimina
sigmayan dogasinda “geregi olan” bir bigim var. Bir esas, bir benlik. Melike, camura
ilk dokundugunda, bu geregi yerine getirememenin, 6zl kaybetmenin, ici dislamanin
korkusunu yasiyor. Bunun tek bir caresi olmali; dokunmaya devam etmek...

Kilden soyle s6z ediyor: “Higbir madde diisiinemiyorum ki, insanin elleri arasinda yiik-
selirken, sinir ve damarlarina akan bir duyarliliga erisebilsin.”® Toz-topragin bastan bu
yana akigkan oldugunu biliyor. Bu bilgi ile avuglarina dogurttugu seramik tohumun igi
yumusak ve islak. Tas sivi. Sanki kirsak, hala sicak. Diinyanin merkezine seyahatteyiz,
magmaya dokunabiliriz, dokunmusuz iste, parmaklarimizin ucunda kaynaya kaynaya
sogumakta.

1964 yilinda, Danimarka Kraliyet Fabrikasi’'nda gerceklesen ilk sergisi vesilesi ile yayimla-
nan elestiride, eserleri; icinde yasamin parildadigi “kirisik lav” olarak tarifleniyor.* Melike
Abasiyanik, bundan tam kirk yil sonra, geng bir arastirmaciya sanatindan s6z ederken bu
“kirigikhgr”; “yipranmighk” olarak tarif etmeyi tercih ediyor: “Yiizeyler erozyonun ve yip-
ranmanin izlerini tasirve bize bilyimenin biinyesinde tagidigi ‘gecen zaman'ranimsatir.”®

Seramik heykelleriigin arastirmalarina kulp, ayak ve govde arasindaki iligkiyi uzun uzun
inceleyerek baglayan Melike'nin kirisik ciltli alev (nur) topu, igini disina plskirterek
cogaliyor, ardiardinadoguruyor, boliinerek biyliyor® ve bu uzantisiz, uzuvsuz (organsiz?)
beden nihayet yaslaniyor. Gamurun gocugu. Kirigiklar kirisiyor.

Her ne kadar topraga bigim vermek yerine, siik(inetle onun bigim almasini izleyen “vakur”
bir sanatgidan, “soylu” bir Gretimden ve nihayetinde bir araya gelenlerin ‘mabed’inden
s0z edilse de’, bir Melike Abasiyanik heykelinin dogumu ile erozyonu arasindaki yasami
siddet dolu. Acilanlar kapanabilir, kapananlar kapabilir, tohumlar meyvelere blyiye-
bilir tabii, ama meyveler ¢lrlyebilir. Hele Adem’i doyuran ve aciktiran/arsizlastiran su
ilk meyve; yusyuvarlak elma, ayni zamanda bir agiz, icinde dil, bogazi derin, tikanabilir.
Parlak bir kabuk gamurlanabilir, bosluk da kabuklanabilir.



PURUZ PUTUR DIKEN / CATLAK DELIK YARIK

Melike Abasiyanik seramikleri git gide dikenleniyor, uzuvsuz beden sanki tiyleniyor,
belki de dogurduklarinin ergenligindeyiz. 1976 yilinda bir denizkestanesi ile karsilasan
sanatcl, ondan kurtulamiyor: “Giinlerdir beni etkisi altina alan siyah nesne”®.

Bir igneli atom, sifali/zehirli bir kriptonit, kémirden heniiz doniigsecek bir miicevher,
bazen de caglar Gtesine ait bir makina, mesela ayni anda ylzlerce ok atabilen bir
robotik kalp, Ronesans’tan bir siyah kan pompasi. Organsiz bedende organin ta kendisi,
tehditkar/davetkar.

En erken soylesilerinden birinde®, seramik ve heykel arasindaki ayrimin heykelin dokunul-
mazhgr oldugunu soyliyor. (Tek ¢are: dokunmaya devam etmek) Denizkestanelerinin ait
olduklari aile, yani “derisidikenligiller” Abasiyanik’in desenlerini dokunulmazliklari ile hey-
kellestiriyor. Her an devinengiller, basi sonu belirsizler, igine sigmayip disina tasasicalar.

1986 yilinda, Fransa’'nin glineyinde bir balik¢i kasabasinin giinliik yasantisini bir kesta-
nenin goziinden (var mi?) aktaran “Bir Denizkestanesinin Anilar” kitabi basta uyariyor:
“Bu derisidikenligili yonlendirmek igin tecriibeli parmaklar gerekiyor; ondan giiven ko-
parmanin bir sirri var.” Melike gordigul tim kireleri kucaklamaya haziroldugunu soylese
de biz, kollarimizin arasina biraktig1 savas gillelerinin sirrina vakif degiliz. Olaganis-
ti agir seramiklerini yercekimine karsi sivilastirarak hafifleten sanatgi, beyaz ve bazen
seffaf kagitlara durmadan ¢izdigi denizkestanelerini siyah ile nasil da tel tel agirlastiriyor.
Omurgasi dikenlenenler, kollari kopasicalar, tek tek kanatangiller.

Dostu Candeger Furtun, Abasiyanik’in kestaneleri bir hattat duyarliligi ile resmettigi-
ni anlatiyor. Elini kaldirmadan, tek nefeste tekrar eden bir dua. Melike onayliyor: “Her
dikenin varligini ayri ayri yagsadim”*°. Onlari gizmeye olan tutkusu, yalnizca dikenlerinin
degil, ta kendisinin ayriligindan. Isiksiz bosluklari, miziksiz devinimleri ne kadar itici, ne
kadar yalnizlar. Sesine (var mi?) kulak verdigimiz denizkestanesi, ancak hava donerse
kayalarin (zerinde toplandiklarindan s6z ediyor; bir ordu gibi. Balikgilar yagmurun
gelisini bu ordunun kendini blyiik ustalikla kamufle etmesinden anlyor. Kara bulutlara
kargi kiimelesen kara glinesler; az sonra kopacak firtinada batacak iste ufuktaki su
geminin kuma gomiilecek kadifeden keseleri.

“Denizkestaneleri kilireyi yarmaktaki trkekligimi aldi.”** Peki ya savas bittiginde, hava
duruldugunda, bir diken ile parmaklarini kanatanlarin kan kardesligi bozuldugunda, al
denize karistiginda, bir kestane -anilarini anlatanin silah arkadasi- bagirsaklar (var mi?)
desik, cephanesi cansiz, cani cam kirnldiginda? Melike o zaman da giziyor. icin otopsisi.
Urkeklik de ne kelime, kimi desenlerinde kuru kabuk iskelet disarda, yerine i1slak diken
deriigeride!

TAN TAS TiN / 6Z CEKIRDEK KOR

Bir yorgun mahluk, caglar 6ncesinden bir tuhaf ejderhanin nesli tikenmeden &nce,
kapanan goziindeki son fer. Sayisiz yildinmin gatlattigi bir deri, koptu kopacak bir firtinali
beden. O bedenin iginden disariya sizan isik, anne karninda ilk gérdigiimiiz, sonra hep
aradigimiz sylenen o kavunigi, kirmizi renk, dylesine bir renk ki dogmayi istemez insan,
hele de disaridadevlerdirenir, bosluk kabuklanirken. Tek ¢are; dokunmaya devam etmek.
Islak dikenli deri igeride, disarida bir mor gurup, gokkusaginda olmayan tiim renklerden
gokkusagr.

Melike Abasiyanik’in desenleri, cok gegmeden bembeyaz kagitlar Gzerinde bir siyah
lekeden kanayip tim kagida yayiliyor. Gegirgenlikleri dolayisiyla katmanlagmaya izin
veren piring kagitlari, turuncudan sonraki tiim sonsuz renge biriinerek birbirlerini filt-
reliyor. Glinese bakmak icin bir ilkel gbzlik, Ronesans’tan bir al uzak-6lger. Bastan beri
onu mesgul eden derinlik arayisinda, ne mithis bir bulus.
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Dahasl, “6 mm arayla ayni gizim, ilki resim, ikincisi ise son derece seffaf ve duyarli di-
yebilecegim piring kagidi tzerine cizildikten sonra, biri digerine gore hafifce kaydirila-
rak cergeveleniyor ve seyredende hareket ediyormus izlenimi uyandiriyor.”*? Devinim de
megerderinligin iginde. Lav yayiliyor. Sanki diinyanin merkezine seyahatteyiz, magmaya
dokunabiliriz, dokunmusuz iste! Ufukta tupturuncu i¢deniz. Abasiyanik, kirilgan piring
kagitlarinin renge doydukga mukavemet kazandiklarini anlatiyor.*® Sizani igen bir bogaz,
icinde birdil, morarmis.

Tuhaf. Bir kaynakta piring kagitlarindan ikisinin ismi oldugunu okudum, “Ruh-{l Beyaz”
(Beyaz Melek), “Miftah-il Gayb” (varligin Birligi).** Glines diisiincelerimizi gizli birakma-
yacak kadar aydinlik. Nur topu. Oyle ki altinda en ak melek dahi dislediyse turuncuyu
moru -Urkeklik ne kelime- ifade verecek. Sair dostu Edip Cansever, Melike Abasiyanik’in
seramiklerini “tagil” ismiyle vaftiz etmis. “Giz dolu tasillar”.*® Ve belki de ufka dogru bu
derin nefes resimlerini gorseydi, soyle derdi, cigerleri (var mi?) tas dolu giziller. Etekleri
giz dolu melekler. Renkleri bulanangiller.

KAT KATMAN KIVRIM / CIDAR KABUK DERI

Sayet denizkestaneleri karanliklara toplaniyorlarsa, Melike Abasiyanik, aydinliklari
deniz yosunlari ile kuruyor. Gimis varak ve fosforlu sedef. Isik vurunca, gékkusaginda
olmayan tiim renkler, parliyor. Pas yayiliyor.

Dahasi islak ne kadar karanliksa, aydinlk o kadar kuru. Giinesin aydinlattiklari degil, ku-
ruttuklar, rizgar ile, tuz ile kavurduklari, blitlin gizleri 6rtecek bir perdeye 6riiliyor. Yine
piring kagitlari Uzerine, fakat bu defa kagidin tim seffafligini, seffafligin ta kendisini
drtecek bicimde katmanlasan kuru yosunlar, derinlik arayisinda en derin. Urkekce de
olsa- dokunmak ne mimkiin.

Elimizi uzatsak kolumuzu kapacak bir disli, bir uzak magara, icinde o mahluk, kim bilir
kag firtinadir uykusuz. Uzuvsuz beden sanki tel tel, tehditkar/davetkar. Kiyiya vurmus
bir melek, saclari tek tek. Oyle kuru ki, ister istemez yangini hatirlatiyor. Hepsi bir anda
alev alacak, deniz yanacak, sedef kalacak. Sedefin hakikatini kanitlayan isiya dayaniklili-
g1imis. Komirden henliz doniisecek bir micevher. Bagripiriltiligiller. Hepsi gizliler.

“Fotograf makinasindan drkiiyorum.”*® Abasiyanik’in birkag yil evvelinde, yosunlara
yatak olacak tiim kumlari tane tane fotograflamis olmasi rastlanti degil. Denizde yer yok
ki cekimi olsun. Medcezirde ufuktan agir agir cekilen aslinda nefes. Islak kumda acgtigi
damar, damar. i¢ otopsisi. Gel ve git, camurun gocugu.

Melike, Almanya’da yasadigi yillarda, seramiklerini pisirmek igin onlar -bize agir ona
hafif- kollarina alip bir nehri gegmek zorunda, belki bata ¢ika. Ankara'daki atélyesin-
den ta dogdugu kent Adapazari'ndaki firinina yol daha da uzun, daha da mesakkatli. Esi
daima yaninda. Iste o mesafeleri esliginde kat ettigi ayni sevgili, giniin birinde ne gok
korktugu makinayi armagan ediveriyor. Glinlerce onu etkisi altina alacak bir bagka siyah
nesne. Oyle bir makina ki, Rénesans’tan beri degilse de goktandir, hareketsiz durani,
tuylerini, dikenlerini kabartmayani, yildizini tozutmayani, gizini gizleyeni resmediyor. Bir
cizimi bile hareketlendirmeyi basaran Melike, iste dalgayi, giin batimini, nefesi kesiyor;
tecriibeli parmaklar gerekiyor, ondan gliven koparmanin bir sirri var.

Ardi ardina karelerini uzaktan mi yoksa ucgaktan, uzaydan mi gekmis, soylesilerde
soruluyor. Derken Melike, dikenlerini dokmus kuru (rlizgar, tuz, lav) bir denizkestanesini
en yakindan oyle bir fotografliyor ki, bagirsaklar ne kelime, korkulu makinadan gikan bir
icsiz. Dili dikeni gizli, kivrimiislak, kani soguk. Bir yilan mi? Nihayet. Bu bir melek degildi.
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Ahmet Hamdi Tanpinar. Adem’le Havva.
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Memories of a Sea Urchin

No. It was not an angel. Also, it could not be one of the stars.
It was washed and scrubbed with their foam and had taken
their glitter. But itself was not a star. Never had he felt so close
to a star or an angel. Far from him, a new world was founded
around this small, living glim of light. *

MUD DUST CRUST/ POUCH LUMP OVUM

Melike Abasiyanik, in the greatest daze and even despair of adamite who realises
suddenly that she is not free against her fate, tells us: “It was not me who touched the
clay; the clay came to me!”2 There is a necessary form that is intrinsic to this material,
earth, or rather clay, which was almost assigned to it by a divine hand, in the prehistor-
ic times of history, when nature went far beyond the vastest definitions of what nature
is. An essence, a personality. The first time Melike touches clay, she fears failing this
necessity, losing the essence, and excluding what is inside. This fear knows one remedy:
to keep on touching.

Here is how she talks about clay: “I cannot think of any other material that can achieve
the sensitivity that flows to one’s nerves and veins as rising in her hands”®. She knows
thatdustand earth are fluid from the very beginning. The ceramic seed that she delivered,
with this knowledge, right in to her own palms, is soft and wet inside. Stone-liquid. As if
broken we will meet the still-warm core. Here we are journeying to the very centre of the
earth, we can touch the magma; indeed, we are here touching it, and it is boiling to cool
at the very tips of our fingers.

Among the critiques of her first exhibition in 1964, one describes her works as “wrinkled
lava” in which life glitters.* Forty years later, when Melike Abasiyanik is telling a young
researcher about her work, she chooses to define these “wrinkles” as “weariness”: “on
the surfaces lingers the traces of erosion and weariness and reminds us of the ‘passing
of time’, an integral part of growth.”®

Starting her research by thoroughly examining the relationship between the handle, the
feet, and the body, Melike creates wrinkled fagaded (cherubic) fireballs that get repro-
duced by squirting their inner void to the outside, keep on giving birth to themselves,
growing through mitosis® until this stemless, limbless body eventually gets old. You!
The child of clay! Wrinkles wrinkle.

Even though she is cited as a ‘solemn’ artist who watches the clay in silence to gain
its form rather than give it a form herself, although a ‘noble’ production is mentioned
and a ‘temple’ of the elements coming together at the end of this production is glorified,
the lifecycle of a sculpture by Melike Abasiyanik, from its birth to its erosion, is a violent



one.” Theopenings may close, the closures may haunt, the seeds and fruits may sure grow
but they may as well rot. The first fruit that rises Adam’s appetite/greed, that perfectly
round apple; atthe same time a mouth, withitstongue inside, adeep neck, it may congest.
A shiny shell can get muddy, the void can gain a crust.

BURR GRIT PRICK / CRACK SLOT SLIT

Melike Abasiyanik's ceramics get thornier; the limbless body is almost hairy now, may
be we are at the puberty of all things she gave birth to. The artist, who first encountered
a sea urchin in 1976 cannot get away from it: “this black thing that has been haunting
me for days”.® A biting atom, a healing/poisoning kryptonite, a gemstone that will soon
transform to its new state from coal, sometimes a gadget from centuries ago, may be a
robotic heart that can shoot hundreds of arrows at once or a black blood pump from the
Renaissance. The limb itself on a limbless body, threatening/inviting.

In one of herearlier interviews,® she talks about how the differences between ceramics
and sculpture come from the latter’s untouchability. (There is only one remedy: to keep
on touching). With their untouchable nature, “echinodermata”, the phylum that sea
urchins belong to, turn Abasiyanik’s drawings into sculptures. Constant-movingium,
neither-beginning-nor-endata, overflowia.

The book “Memories of a Sea Urchin”, a testimony through the eye (does it have one?) of
a sea urchin, on the daily life in 1986 at a fishermen’s town on the Cote Bleue, warns us:
“To lead these echinoderms you need experienced fingers; there is a secret to gaining
its trust.” Although Melike says that she is ready with open arms to hug all spheres, we
are not informed about the secrets of her cannonballs dropped into our open arms. The
artist, who goes against gravity by liquefying herextraordinarily heavy ceramics, steadily
and with the colour black, makes the sea urchins heavierand heavier, as she draws each
stripe on her white and transparent papers. Echino-spines, chopped-armium, bleed-
ing-spikia.

Her dear friend Candeger Furtun likens Abasiyanik’s sensitivity in drawing sea-urchins
to that a calligrapher’s. A prayer recited in one breath; no pause. Melike approves:
“I have experienced the existence of each spike one by one”.*® Her passion for drawing
them is not only because of the separated nature of the spikes, but of the sea urchins
themselves. With their lightless voids, soundless movements, how repelling and how
lonely they appear. The voice (does it have one?) of the sea-urchin tells us how they
assemble on the rocks only when the weather changes: Like an army. The fishermen
sense the coming rain from their skillful camouflage. Dark suns forming groups against
the dark clouds; the velvet pouches that soon be buried under the sand when that ship
on the horizon will sink with the coming storm.

“The urchins took away my fear of slitting the sphere.”** But what about when the war
is over, the sky clears, when the vows of those who mingled their blood with a prickle
are broken, when the red blood meets the sea, an urchin - the brother-in-arms of the
one with the memoirs - gutted (does it have one?) with no life in munitions, with a heart
shattered? In those moments, Melike still draws. An inner autopsy. Fear, an understate-
ment; in some drawings the dry spine is on the outside and instead the wet prickly skin
inside!

DAWN STONE SPIRIT/ OWN CORE COAL

The final spark in the eye of a tired creature, a bizarre prehistoric dragon, just before it
goes extinct. A skin fractured by infinite thunderbolts, a body full of dormant storms. The
light that leaks out of this body, the first colour of orange that we see inside our mother’s
womb and allegedly still looking for, a colour so beautiful that one does not want to be
born, especially when the giants are resisting and when the void is crusting outside.
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There is only one remedy: to keep on touching. Inside is the wet prickly skin, outside is a
purple sunset, a rainbow with all the colours a rainbow excludes.

Melike Abasiyanik’s drawings eventually bleed from the black spots and spread all
over the white papers. The permeable rice papers that allow for layering assume all the
endless colors that come after orange and filter each other. A primitive glass to look at
the sun, a scralet coloured range-finder from the Renaissance. What a great invention in
her continuous search for depth.

More of it “when the two identical drawings, one on regular drawing paper and the other
on the rather transparent and sensitive rice paper, only 6 mm apart, are framed slightly
asymmetrical, they create an illusion of movement.”*2 What a surprise to see the depths
move. The lava is spreading. Here we are journeying to the very centre of the earth where
we can touch the magma, indeed, we are here touching it; the inner orange sea on the
horizon. Abasiyanik tells us how the fragile rice papers are saturated with colour become
more durable.*® A throat drinking what is leaking, inside is a tongue, all purple.

It’s odd. Somewhere I am reading that two of the rice papers have titles, “Ruh-{il Beyaz”
(The White Angel), “Miftah-il Gayb” (The Unity of Existence).** The sun is so bright that
it becomes impossible to hide our thoughts. Cherubic. So bright that even the whitest
angel who has dreamt of the orange and purple -fear, what an understatement- should
testify. Her friend, poet Edip Cansever baptized Melike Abasiyanik’s ceramics with the
name ‘fossil rocks’. “Rocks of fossilized mystery.”*® And if he had seen these paintings
of deep breaths towards the horizon, he would say: mysteries of fossilized lungs (does it
have one?). Angels pouching privy. Colour-blurriums.

LEVEL LAYER FOLD / WALL SHELL SKIN

If sea urchins pile up in the dark, Melike Abasiyanik creates lightness with seaweed.
Silver leaves and phosphoric mother of pearl. When light hits them, all the colours that
are excluded from the rainbow shine. The rust expands.

What’s more is that the lightness is as dry as the darkness in wetness. She weaves
everything that the sun does not light up, but dries with wind, bakes with salt, into a
veil that hides the mystery. The dried seaweed on rice paper, this time of layers that
cover the transparency of the paper and the transparency itself, represents the deepest
depths of the search for depths. Even frightfully, it is impossible to touch.

Agearthatwill eat us alive, in acave faraway where that creature lives, sleepless through
god knows how many storms. The limbless body is almost raveled, threatening/inviting.
An angel washed ashore, her hairin locks. So dry that it is impossible not to think of fire.
Everything might burst into flames at any moment, the sea might catch fire, leaving only
the mother of pearl behind. The reality of the mother of pearl seems to come from its re-
sistance to heat. A gemstone that will soon transform to its new state from coal. Shin-
ing-at-heartius. All-mysterious.

“I am afraid of the camera.”*® It is not a coincidence that a few years ago Abasiyanik pho-
tographed the shores that are beds forthe seaweeds, grain by grain. There is no centre in
the sea for gravity. A breath slowly taken in and out from the horizons of ebbs and flows.
The veins it draws on the wet sand. An inner autopsy. Ebb and flow, you! the child of clay.

During heryears in Germany, to put her ceramics in a kiln she needs to carry them - light
for her, heavy for us - in her arms across a stream. The road from her studio in Ankara
to her kiln in her hometown is even more long, even more rough. Her husband is always
by her side. It is her love, with whom she crossed great distances, who gives her the
camera, this machine that she is terrified of. Another black object that will haunt her for
days. A machine that, may be not since the Renaissance, but still since a very long time,



depicts the one that is unmoving in the sand, unproud of its hair, unshining at the dawn,
unrevealing the mystery. Melike who succeeds in giving movement even to a painting,
cuts through waves, and sunsets, and breaths. You need experienced fingers; there is a
secret to gaining its trust.

One afterthe other she is asked whether her frames are taken from far above; may be from
a plane, from space? Then Melike takes a close-up of a dried (wind, salt, lava) sea urchin
that lost its spikes, a gutless, no, even a gibletless coming out of the terrifying machine.
Hidden spiked, wet-folded, cold-blooded. A snake? Finally. This was not an angel.
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Sanatginin Arsivinden

Soyle anlatir amca oglum Sait Faik Abasiyanik dogumumu: Sicak bir Agustos giini Ada-
pazari’na amcasini gérmeye gelmis, anam karni burnunda ikinci bebesini beklemede.
Agustos sicaginin boguntusu iginde Sait Faik'le babam, Adapazari’'nin Ginli Gark Mesi-
resi’'ne giderler. 2 saat sonra dondiiklerinde ben yerytiziniin ilk solugunu almisim bile.

Ulan derdi abim Sait: “Boylesine kolay ve cabuk gelinirmis demek diinyaya”.

Tabii sonralari ailemin basina hi¢ de kolay bir cocuk olmadim. Her ne kadar annem,
sagima, basima, giyimime 6zen gosterse de, bir kiz gocugundan beklenmeyen tim
huysuzluklar sanki kendimde toplamistim. Sokakta oynamaya bayiliyor, oynarken mi-
zikiyor-kavga gikariyor ve Ustelik blylklerime de karsi ¢ikiyordum. Eskilerin deyimiyle,
payina pay-soziine s0z bir gocuk!

Babam meslegi olan baytarligi geng yaslarinda birakarak, amcamla birlikte ticarete
atilmis. Daha sonralari kendini sosyal ve politik hizmetlerde bitlinlemis. 14 yil Adapazari
Belediye Baskanligi ve 8 yil CHP Kocaeli Milletvekilligi.

Anam, ince uzun parmaklariyla el sanatlarina yatkin bir kadindi.

Gocuklugum Adapazari’nin verimli ovalarinda, kabak, patates tarlalarinda gilile oynaya
gecti. ilkokulu zor bitirdim. Okumasini pek sevmiyor ama, okumaktan da vazgegmi-
yordum. En gok sevdigim dersler resim ve ¢izgiyle iligkisi olanlardi. Ornegin cografya.
Cunki harita giziyordum. Ortaokulda da pek parlak bir grenci olmadim. Okumazhgimi
gordikce babam, “Okumazsan evlendiririm seni” dedigi zaman tim cinlerim tepeme
cikardi. Okuyup hayatimi kurtarma, kendimce yasama istegindeydim. Biraz daha aklim
basimageldiginde, buisin ancak derslere galigmakla olabilecegi bilincine geldim ve vasat
bir 6grenci olarak ortaokul ve liseyi bitirdim. Bundan sonraki tek amacim, beni kiiglk
yastan beri diirten yaratici glicimin bir konuda vurgulanmasini saglayacak egitimi ger-
ceklestirmekti. Bu arada portre yapmay!i seviyordum ve sanatla ilgili tim olaylar beni he-
yecanlandiriyordu.

Akhma Guzel Sanatlar Akademisi’'ne gitmeyi takmistim. Ama, akademiyle ilgili hicbir
bilgim yoktu.

Babam, aydin bir insan olmasina kargin bu dilegime onceleri karsi ¢ikti. Ekonomik ve
sosyal glivencesi olan bir ugragi segmemde fayda goriiyordu. Ornegin hukuk, tip gibi.
istegim kaginilmaz bir tutkuya dénisiince fazla kargi gikmadi. Ama diledigim bolime
degil de Kumas Desenleri’ne girdim. Eski Tirk kumaslarindan esinlenerek glizel desenler
yaptim. Anadolu kilimlerine blyik ilgi duydum. O motifleri gagdas bir anlatim icinde ge-
listirmek istediysem de basaramadim.



Seramige 1960’larda 6zel bir seramik fabrikasinda basladim. Tabak desenleri hazirlyor
ve giziyordum. Seramigin 6z maddesi olan gamurla heniiz kargilagmamistim. O yillarda
ayni yerde bir de seramik kursu agilmisti. Fakat ben bu kursa katilmadim. Gariptir ama
camura geregi olan bigimi verememek kaygisindan katilmak istememistim. Bu kaygi
giderek korkuya donlstl. Kigik yastan beri icimde sezdigim yaratici giici degerlen-
dirmek istiyordum. Bir giin bu korkuyu yenip oturup bir ganak yaptim ve tim kaygilari-
min tersine, inanir misiniz, kusursuz bir ganak oldu. Uzun siire, ganak formlarini, kulpla
govde arasindaki orantilari inceledim.

Bu arada ilging bir olay oldu: O yillarda Salim Sengil, ¢ikardigi Dost Dergisi'nde bir
réportaj 6nermisti. Hem bu yazi igcin hem de Hitit Mizesi’'ni gérmek igin Ankara'ya gittim.
Zamanim vardi, once Hitit Miizesi'ni gezdim ve ummadigim &lglide bir hayranlik duygusu
altindaezildim. Buolaganisti yapitlarda atalarimizin terinin heniiz kurumadigini gordim
ve kendimi daha isin gok baglangicinda buldugumdan réportaji yapmadim.

Artik malzememi bulmustum. Ama, bu malzemeyi daha bir derinlemesine 6grenme
gereksinmesini duydum. Bunu da ancak Bati tlkelerinde 6grenecegim kanisindaydim.
Danimarka seramigi tizerine birgok kitap ve brosiir gérmiis ve bu lilkede seramigin
gerek teknik, gerek form agisindan en Ustiin diizeyde oldugunu 6grenmistim. O arada
bir arkadasimin yardimiyla, Danimarka’nin Neasved Kenti’'ndeki 75 yillik bir atolye ile
kisa bir anlagma yaptim ve kalkip gittim. Burada 3 ay konuk sanatgi olarak ¢alistiktan
sonra, arkadasim Alev Eblzziya ile birlikte Kopenhag Kraliyet Porselen Fabrikasi'na
basvurduk. Bizi 6 aylik bir deneme siiresinden sonra esas kadroya aldilar. Diinyaca
iinli Kopenhag Kraliyet Porselen-Seramik Fabrikasi'na alinmamiz bir basari idi. Cok
sevindik, ¢linkli bu kurumlar 6nce kendi 6z sanatgilarina is verme sorumlulugu ve go6-
revindedirler.

Ben ilk 10 ay porselen dekoru lizerinde galigstim. Bu hi¢ de kolay olmadi. ilk kez
1350°-1400°de pigen bir porselenle kargi karsiya idim. Onceleri yaptigim dekorlar
son derece soluk ¢ikiyordu firindan. Bunun nedeni tabak lzerine gizdigim dekorlari
kagit Gizerindeymis gibi gormemdi. Sonra 6grendim meseleyi. Boyamayi basardiktan
sonra, dekorlarin tabak tzerinde yapisik gorinimde degil de ucar gibi hafif olmasi
lizerinde duruldu. Nihayet, 8 ay ¢alistiktan sonra fabrikanin en eski yemek takiminin
formlarini dekore ettim. Bulunan dekorun hem ugucu, hem de gaydanliktan, kaseden
tutun, corba-kayik tabaklara, sitliklere dek uygulanacak nitelikte olmasi gerekiyor-
du. Sonunda tiiminin tstesinden geldim. Servis ¢cok begenildi. Biraz da bizim oya-
larimizi animsatir bir gérinimdeydi. Ama, ben de ¢ok yorulmustum. Her ne kadar
porselen calismalarim basarili olduysa da, beni esas geken gamur ve onun ellerimde
bicimlenmesiydi. Fabrika da bu dilegimi ve yetenegimi goz oniine alarak beni, “Ste-
inzeug-Gra” boélimine aldilar. Burada, lretime alinacak form arastirmalari ve tek
parga serbest seramik formlari Gizerinde 3,5 yil galistim. Meslek yagamimin en dnemli
yillarini burada gegirdim. Once 1300°-1350°'de tas niteligine ulasan kilin yapisal 6zel-
liklerini 6grendim. Iglerim Kopenhag Kraliyet Fabrikasi Galerisi'nde sergilendi ve
olumlu elestiriler aldim.

Sergimiz sirasinda Sanat Tarihgisi Sabahattin Batur, Tlrk Sanati (zerine konferans
vermek igin fabrika tarafindan Kopenhag'a davet edildi ve oranin zengin Tirk ginileri ko-
leksiyonuna sahip David Miizesi’'nde konferansini verdi. Daha sonra, Danimarka sera-
mikgileriyle birlikte 6nemli karma bir sergiye katildim. Ayrica bir yil Kopenhag Kraliyet
Glizel Sanatlar Akademisi’'nde konuk sanatgi olarak galistim. Bu arada, gocuklugumdaki
istegimin tam tersine bir de evlendim. Ardindan yurda déndiim.

Ankara’daki bir kisim caligmalarimi Yiksek Kimya Mihendisi Sayin Oktay Orhon’un
icten yardimlariyla Maden Teknik Arama Enstitlisi’'nde gergeklestirdim. Enstiti’'niin
miizesinde sergilenen gaglar boyunca toprak altinda kalarak, taglasmis insan ve hayvan
kemiklerinin, bitkisel fosillerin, tasarim halindeki form ¢aligmalarima katkisi ya da takil-
digim bir bigim sorunu tizerindeki uyarici etkisi oldu.
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Daha sonra, esimin gorevi nedeniyle, Bati Almanya’da 4 yil kaldim ve galismalarimi
Bonn'da “Heinz-Teo Dietz” seramik atdlyesinde, bu Alman kari koca seramikginin bana
ve galismalarima gosterdigi icten hayranlik ve anlayis iginde siirdirdim. Nord-Rhe-
in Vestfalen Eyaleti Tatbiki Glizel Sanatlar Odasi'na tyeligim jiri karari ile kabul edildik-
ten sonra, Alman sanatgilariyla birlikte 8 dnemli grup sergilerinde islerim gosterildi. ikisi
Kéln'de, biri de Minih'te olmak lzere 3 6zel sergi agtim. Bu arada Frechen’de agilan 50.
Yil Tirk Resim-Heykel-Seramik Sergisi'ne Frechen Belediyesi'nin davetlisi olarak bana
ayrilan 6zel bir bolimle katildim.

Size kisaca giinlik yasamim iginde yer alan galigsmalarimdan da soyle s6z edebilirim: Ev
kadinhginin bitmez tiikenmez ugrasi icinde galismalarim ¢ogunlukla evimin bir odasinda
gergeklesir. Ufacik-sicak, nefes aldigim bir odacik. Ama gordiigiiniz gibi bu ufakli
biyuklu hacimler, diinyalar, kiireler hep burada ilk bigimini alir.

Seramik disinda baska bir igle ugrasirken gogu kez diislincem yapacagim seramik bi-
cimlerle doludur. Bu bicimleri bazen kagit lzerine gecirme gereksinmesini duyar,
oldugum yere ¢oker ve gizmeye baslarim. Bunun disinda, ufak boyutlarda dogrudan
dogruya camur galigmasiyla belirlenen taslaklardan da s6z edebilirim. Kagit ya da model
halindeki taslagin gergeklesmesi yalnizca zaman sorunudur. Bir seramigin son bigimini
almasini séyle 6zetleyebilirim: ilk model istenilen boyutta galisildiktan sonra kurumaya
birakilir. Ben ¢ogu kez kuruma déneminde Angop dedigimiz toprak boyalar kullanirim.
fyice kuruyan formun ya da objenin 800°-900°'deki ilk pigirimi yapilir. Seramik bundan
sonra degismez boyasini alir. “Sir” adini verdigimiz bu boyayi da kendim hazirlarim. En
son islem olan 1300°’lik pisirimle seramigim eskimez.

Beni her seyden once isledigim maddenin kendi 6z yapist ilgilendirdi. Camurun yumusak
bir madde olusundan gelen 6zelligi formlarda sirekli isledim. Bu dokusal 6zelligin galis-
malari da iyice agiga gitkmasinda M.T.A. Miizesi’ndeki, bitki ve hayvan fosillerinden tutun,
dogada yiiriirken ya da gezinirken gordigim, algiladigim her tiirli kayasal ve toprak cat-
lamalarinin da etkisi oldugunu sdyleyebilirim. Doganin, gogu kez kendi icindeki degisken
ve gorkemli glizelligine heyecan ve hayretle bakarim. Tiim bunlarin yaninda beni asil
etkisi altinda tutan cevremde ve dogada gordigim kiiresel bigimlerdir diyebilirim. iginde
yasadigimiz yerylizi kiiresinden tutun, yedigim, dokundugum erik, portakal, findiga dek.
Zamanla, bu kiiresel olusumun dis bigim zenginligi yaninda, i¢ bigim zenginligini de kap-
sadigina tanik oldum. Sanki organik sayilabilecek bir devinim. Onceleri dogadaki bu
yasama olayini kiiresel seramik bicimlerinde gatlaklarla disa dogru yansitmaya galistim.
Son zamanlarda dis kabukta biten yasama olayinin i¢ hacimlerdeki sirekliligini ve her
ikisi arasindaki iligki ve gerilimi seramige uygulayarak yeni bigim ve anlatim olanaklari
elde ettim diyebilirim.

S0zl s0yle bitirsem ne dersiniz?
Gordigum higbir kire ve yuvarlak yok ki bende sevgi, kucaklama duygusu uyandirmasin...
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My cousin Sait Faik recalls the day of my birth: “On a hot August’s day he comes to Adapazari
to see his uncle, my mom, very pregnant, is awaiting her second born. Amidst the suffocat-
ingly hot weather of August, Sait Faik and my dad visit Adapazar’’s famous Cark Gardens.
When they came back home only two hours later, I had already taken my first breath on Earth”.

“Man!” my brother Sait used to say “it turns out that one can be born so easily and quickly.”

Yet later on, I did not turn out to be the easiest child for my parents. Although my mom
put so much effort into my looks, my clothes, and my hair, I was the epitome of all kinds
of mischief that were not appreciated in a little girl. I was playing ball in the streets,
whining and fighting all through the games, and even rebelling against my elders. Like
they used to say, I was not exactly sugar and spices!

My dad had left his job as a veterinarian quite young and started a business with my
uncle. Later on, he found himself in social and political service: 14 years as the mayor
of Adapazari and 8 years as the Republican People’s Party’s PM, representing Kocaeli.

My mom, with her slender fingers, was a woman with a talent for handicrafts.

I spent my childhood in the fertile meadows of Adapazari, playing in fields of squash and
potatoes. I barely graduated from elementary school. I did not like the school much but I
could not resist education. My favourite subjects were the ones to do with painting and
drawing. Geography, forexample. Because I was drawing maps. I was not the best in middle
school either. Every time my dad saw my lack of enthusiasm for school he would say “I will
make you marry someone if you do not study” and this made me furious. I wanted to go to
school and save myself, build myself a life of my own. As I got older, I realised that this was
only possible by studying, and thus I graduated from middle school and high school as a
mediocre student. My only goal upon graduation was to get the education that will accentu-
ate my creative power, something that has been poking my soul since Iwas a little kid. At the
time, I loved to draw portraits and everything to do with art was burning a fire in me.

I made up my mind; I was going to study at the Academy of Fine Arts. Yet, I had no infor-
mation about the academy itself.

My dad, although an intellectual, resisted my wish. He believed I should choose a job
that would provide me with more economic and social safety like law or medicine. But as
my wish turned into an insuppressible passion, he could not say no. Still, I could not get
accepted to the departmentItruly wished for, but to Textile Design instead. I design very
beautiful patterns inspired by old Turkish textiles. I had a great interest in Anatolian Rugs.
I wanted to develop those motifs into contemporary narratives, but I did not succeed.



Ceramics came into my life inafactory inthe 1960s. Iwas designing and drawing patterns
for plates. At the time, I have not met with the essence of ceramics - the clay, yet. They
opened a ceramics course in the factory, but I did not attend this either. It is funny but
the reason why I was reluctant to attend was my anxiety about not being able to give
the clay the shape it asked for. This anxiety then turned into fear. I wanted to somehow
utilise the creative powerthatIhad been feeling in myself since I was a little kid. One day,
I decided to go through this fear and made a bowl, and contrary to my fears -would you
believe it- it turned out to be the perfect bowl. After this, I took a long time to study the
different forms of vessels and the proportions between the body and the handle.

Then, aninteresting coincidence took place: Salim Sengil proposed to make an interview
with me for the Dost Magazine he was publishing at the time. To give this interview and
to see the Hittite Museum, I went to Ankara. I had some time before the interview, so1
decided to visit the museum first and I felt overwhelmed with the feeling of unexpected
admiration. I saw that the sweat of our ancestors is still on these extraordinary master-
pieces and I am only at the very beginning of the journey, so I cancelled the interview.

I had found my material. Still, I felt the urge to get to know the material more thorough-
ly. I believed this was only possible in Western countries. I had seen many books and
brochures on Danish ceramics and learned that the technicality and the forms are ex-
traordinary in this country. With some help from a friend, I succeeded in signing a short-
term contract with a 75-year-old studio in Neasved, Denmark, and moved there. After
working there as a resident artist for three months, I applied to the Royal Copenhagen
Porcelain Factory with my friend Alev Ebiizziya. Following a 6-month trial period, they
put us on the payroll. To work in the world-famous Royal Copenhagen Porcelain-Ceram-
ics Factory as a great success. We were thrilled because these institutions have the re-
sponsibility to prioritise the recruitment of their national artists.

Forthe first ten months, Iworked on decorating porcelains. This was not an easy task at all. It
was my first time working with a porcelain that is heated to1350°-1400°. In the beginning, the
decoration I made came out rather pale from the kiln. I later learned that the reason was that
Iwas drawing on the plates as if drawing on paper. Once I tackled the painting issue, the next
subject was to create the patterns in a way that they appearon the plate light and afloat rather
than looking attached. Finally, after 8 months of hard work, Idecorated the forms of the oldest
tableware in the factory. The pattern had to look ephemeral but also apply to different forms
from teapots to bowls, from soup bowls to service dishes to saucers. I mastered them all.
They loved it. The design was reminiscent of Turkish hand embroideries. But, I was exhausted.
Even though I gained success with my porcelain works, it was the clay and the act of giving
it form with my own hands that I was drawn to. Considering this wish and talent of mine, the
factory transferred me to the “Steinzeug-Gra” department. I stayed here for three and a half
years working on the research for forms to be produced and on unique free-formed ceramics.
These were the most integral years of my career. I learned about the structural properties of
the clay that turns into stone at high temperatures like 1300°-1350°. My works were displayed
at the Royal Copenhagen Factory Gallery. The feedback was very positive.

During our exhibition, art historian Sabahattin Batur was invited to Copenhagen by the
factory to give a conference on Turkish art. He talked at the David Museum, which has a
very rich collection of Turkish tiles. I took part in an important exhibition together with
Danish ceramics artists. I also worked as a resident artist at the Royal Academy of Fine
Arts in Copenhagen. In the meantime, contrary to my childhood dreams, I got married.
Then, I moved back to my hometown.

In Ankara, I undertook a great deal of my research at the Mineral Research and Explo-
ration General Directorate Museum with the heartfelt support of Oktay Orhon, Master of
Chemical Engineer. The fossilised human and animal bones and plant fossils on display
atthe institution’s museum inspired my work on form designs or stimulated the answers
to the questions I have on the form.
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We then moved to West Germany for my husband’s work and stayed there for four years.
There, 1 continued producing at the “Heinz-Teo Dietz” ceramic studio in Bonn, with
sincere awe and understanding of my work and myself coming from this German ce-
ramicist couple. When its jury accepted my membership to the Chamber of Fine Arts of
Nord-Rhein Vestfalen, I got the chance to show my work in eight very important exhibi-
tions together with German artists. I also opened three solo shows - two in Kéln and one
in Munich. I also attended the 50% Year of Turkish Art-Sculpture-Ceramics exhibition in
Frechen, with a hall dedicated to me by the Frechen municipality. I want to briefly tell
you about my work as part of my daily life: Amidst the never-ending workload of being a
housewife, I usually produce work in aroom of my home. A small and cozy room, in which
Icantake a breath. Yet still, all these volumes, globes, spheres, big or small, always take
their first forms in this room.

Even when Iam doing something otherthan ceramics, my thoughts are always occupied
with the new forms I will create. Sometimes I feel the need to transfer these thoughts
to the paper, then I sit right there and start drawing. In smaller sizes, this sketching
can directly happen with clay itself. The creation of a draft, whether on paper or in clay
models, is a question of timing. I can summarise the finalisation of a ceramic form: Once
you produced the first model in the desired size, you let it dry. I usually use a kind of
ocher which we call Engobe for this drying process. When dried completely, you put the
form or object into an 800-900° kiln. After this, you apply the determinant colouring.
I also prepared this “glaze” myself. The final step, putting them in a1300° kiln, makes
my ceramics eternal.

I am primarily interested in the core structure of the material I am working with. In my
forms, I always worked with the qualities of clay as a soft material. I can easily say that
the way that this textural quality appears more and more in my works is informed by
many inspirations including the plant and animal fossils in the Mineral Research and Ex-
ploration General Directorate Museum and the random stone formations, cracks in the
earth that I run into during my nature walks. I am always excited by the ever-changing
and sublime beauty of nature.

Besides all, what fascinates me are the spherical shapes that I see all around me and
in nature. From the globe of earth that we live on to the plum, orange, or hazelnut that
I touch, I eat. Over time, I witnessed that this spherical formation encompasses not
only a rich external shell but a richness of inner forms. It is an almost organic motion.
In the beginning, I tried to represent this liveliness of nature as if emerging from the
cracks on spherical ceramic shapes to the outside. Lately, I have discovered new formal
and narrative possibilities by applying the perpetuity of this livelihood that ends on the
outer shell in the inner volumes and the relationship and tension between the two to the
ceramic itself.

What would you think of a conclusion like this?

There is no sphere or circle that I see and that does not ignite the love in me and urge to
embrace...

1976-77

- Sanatginin argivinden | From the artist's archive









Seramik, sirlar | Ceramic, glazes
8x12x13cm
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4 . ¢
‘Benim canimi acitan bu nesne ne menem seydir.

Nili Bilkur, “Bir deniz kestanesinin sanat seriiveni...".
Cumbhuriyet, 13 Mart 1982, s. 37

“What kind of an object was this thing that was hurting me’

Nili Bilkur, “Bir deniz kestanesinin sanat seriiveni... [The artistic adventures of a sea urchin]”,
Cumbhuriyet [Daily Newspaper], 13 March 1982, p. 37
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Seramik, sirlar | Ceramic, glazes
41 x30x41cm
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“Yanhs bir yol segtigimi ancak okulu bitirdikten
sonra anladim. O bir bosuna giraklik donemiydi;
gergekten bana bu bir vergi, bir yeni ugragt usum
kesince, yeni bir ¢irakliga niye iiseneyim?
Sezdim ki, dilegimce ¢alisamayacagim siisleme
alarminda; kurulu diizenin istekleri, olciileri agir
bastyor; her bakimdan daha bence ‘keramik’i
yegledim. Dirsek giiriittiigiim yullar da
pek bosuna ge¢mis sayilmaz; o 6grenimden
edindigim nice bilgiler de bu ugrasta isime
yarayacak sanvyordum.”

Ali Haziranli, “Melike Abasiyanik'in gabasi”, Yeditepe Dergisi, 16-31 Ekim 1962, 239
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Seramik, sirlar | Ceramic, glazes
8,6x7,6x9cm
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Sanatginin argivinden | From the artist's archive

“Tonly realised that I was on the wrong path after
graduating. That was a needless apprenticeship but
at once it was a gift to me too; after that when I felt
moved by a new occupation, why had I resent a new
apprenticeship? I foresaw that I would not be able to
work freely in ornamentation; the requirements and
rules of the system were overweighting; so I chose
‘ceramic’ in every sense. My years of hard work
were not in vain; I believed that the knowledge
I gained through that training would be useful
for this new occupation”

Ali Haziranli, “Melike Abasiyanik'in gabasi [Melike Abasiyanik’s efforts]”,
Yeditepe Dergisi [Magazine], 16-31 October 1962, 239
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“Daha yeniyim, esikteyim, mektep medrese gormemis
yeni yetmelerden biriyim yani. Kendimce bir ¢izgim var,
onu izlemeye ¢alistyorum. Tek kaygim, kisiligimi plastik
olgiiler iginde yansitabilmek. Ciliz, anlamsiz bir egya
olmaktan kurtarmak keramigi. Hani bir kiilliigiin,

bir ¢igekligin, bir magrapanin salt kendince degil,

bizce de var olabilmesini saglamak.

Ali Haziranli, “Melike Abasiyanik’in gabasi”, Yeditepe Dergisi, 16-31 Ekim 1962, 239

Seramik, sirlar | Ceramic, glazes
9x9x10cm



“Tam still new, at the threshold, not different
Sfrom the teens who haven't been to school.
Lhave a style of my own, I'm trying to
follow that. My only concern is to reflect my

personality within the framework of plastics.

I'want to free ceramics from being a feeble,
meaningless object; to make sure that an
ashtray, a vase, a pitcher exists not only
by itself, but for us too”

Ali Haziranli, “Melike Abasiyanik'in gabasi [Melike Abasiyanik’s efforts]”,
Yeditepe Dergisi [Magazine], 16-31 October 1962, 239
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Seramik, sirlar | Ceramic, glazes
8 x 6,5 x 6,5cm
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“Kestanenin dikenlerindeki iticilik...
Sessiz guizellik... Yagam oliim ikilemi...
Dikenlerin dinamik devinimi ve bu
devinimin getirdikleri varolug sorunsal.”

“Dogadan Sanat’a”, Gines Gazetesi, 22 Mart 1982, 3554

“The repellency of a sea urchin’s spines...
The silent beauty... The dichotomy of life and death...
The dynamic movement of the spines and the existential
problems that come forth with these movements.”

“Dogadan Sanat’a [From Nature to Art]". Glines Gazetesi [Newspaper], 22 March 1982, 3554.
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Seramik, sirlar | Ceramic, glazes
9x12x13cm
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“Uzun siire yurt disinda yasamanin kisiye
duyurdugu dost, kardes, toprak dzlemini
Tiirkiye’ye doniisii izleyen giinlerde biraz
olsun giderdikten sonra, iizerine egildigim
ilk konu agacagum serginin ana gizgilerini
saptamak oldu. (...) beni en ¢ok diistindiiren

‘Deniz Kestanesi Cizimleri'nin ayrintilaryydu.

(...) Sergimle ilgili ayrintilardan kendimi

alamiyordum. 125 x 145 cm 6lgeginde deniz
kestanesi foto-kanvas baskilarimin asiacagi
duvarla iligkisini tam kurmak i¢in galerinin

duvarlarimi yeniden beyaza boyatmak gerek...

seramikler i¢in ayaka, brogiir basumt igin
gerekli olan on ¢aligmalar... sonu gelecek
gibidegil. (...) yeni bagladigim bir kestane
¢izimine daha dingin dikenler ¢izmek iizere
evimin yolunu tutuyorum.”

“izlenimler”, Sanat Cevresi, Aralik 1982, 50, s. 12-13

Sanatginin arsivinden | From the artist's archive
© Atilla Cangir

Seramik, sirlar | Ceramic, glazes
1980,18 x 23 x 23¢cm
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Seramik, sirlar | Ceramic, glazes
1973, 23 x 25 x 23cm

er

“After living abroad for many years, when I came

back to Turkey and satisfied my longing for friends,
family, and my hometown, the first thing I focused
on was to determine the main themes of my
upcoming exhibition. (...) Iwas obsessed with the
details of ‘Sea Urchin and Drawings’(..,) I could
not stop imagining the details of the upcoming
exhibition. We need to paint the walls of the gallery
back to white to fully depict the relationship
between the 125 x 145 cm photo-canvas prints

of sea urchins and the walls... We need a stand for
the ceramics, a dummy for the booklet... There was
no end to these thoughts. (...) I start walking back
home to draw even calmer spines on an

incomplete urchin drawing.”

“Impressions”, Sanat Cevresi [Magazine], December 1982, 50, p. 12-13



“Kiirelerin igindeki hareketi seramikle belirginlestirmek,
vurgulamak istiyorum. Kiirenin organige doniismesi ve

kiire igindeki yasama olaywnin diga yansimasu, i¢ hacimlerin

kabina sigamamasu, dig bigim zenginliginin i¢ bigim
zenginligiyle ozlesmesi gibi aslinda organik sayilabilecek
bir olaylar dizisi inceliyorum. Dogada miithis bir olay
zenginliji siiregelmekte. Ornegin bir findik kirryorsunuz,
icinden baska bir sey, bir baska 6z ¢ikiyor. (...) Bir bagka
i, dig, bigim zenginligi. Bu isler de kafamdaki nesnenin
organik bi¢im halinde ortaya ¢ikmasi oluyor. Sonra
unutulmamas gereken bir nokta daha var: Kilin esas
ozelligini kaybetmemesi gerekiyor. Bu yapitlarin seramik
oldugu belli. Hi¢birinde ¢amur esas kimligini yitirmemeli,
dokunma duygusu uyandirmali, yine de topraktan
oldugunu inkar etmemeli”

Giilsen Galik Can, “Gevrenin destegi diye bir sey yok. Sanatgi bir tiir yanhzliga itilmis”,
Ayakiisti Edebiyat Dergisi, 8 Mart 1976, s. 6

68



69



“Twant to accentuate, to emphasise the movement in spheres with

the ceramic material. I am studying a series of events that can be
considered as organic: the sphere becoming organic and the inner life
leaking outside, the inner volumes overflowing their shells, and the
richness of outer form encapsulating the richness of inner form.
There is an extraordinary abundance of events in nature. For example,
you crack a hazelnut and a new thing comes out of it, a different
essence. (...) A new inner, outer, formal diversity. These works too are
the depictions of the objects in my imagination as organic forms.
There is another integral side to them: The clay should retain its
original features. You can see that these works are ceramic. In these
works, clay should never lose its identity, it should induce a feeling
of tactility, but should not deny that it’s of earth.

Giilsen Galik Can, “Gevrenin destegi diye bir sey yok. Sanatgi bir tiir yalnizhiga itilmis.
[The support of the community does not exist. The artist is pushed into a kind of solitude.]”,
Ayakiisti Edebiyat Dergisi [Magazine], 8 March 1976, p. 6
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Seramik, sirlar | Ceramic, glazes
1973,20 x 25 x19cm, 19 x 25 x 19 cm

Sanatginin argivinden | From the artist’s archive
© Atilla Cangir
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“Zaman akigt i¢inde tag ozelligine doniigmiis
formlarda izlenen dokusal degisimin yaninda
gevremde gozlemledigim kiiresel formlar da
beni etkisi altina aldr. Bu ilgi ve etkilenme
¢ogu kez digtan ige dogru, derinligine bir
arayisa yonlendirdi beni. Bu arayng siireci
icinde kiiresel dig bigim zenginligini de
kapsadigina tanik oldum. Dis kabuklarda
sessiz ve durak goriiniimlii yasama olayinin

i¢ hacimlerdeki siirekliligini ve her ikisinin
arasindaki iliskiyi seramik kiirelerimi yararak,
catlatarak, bolerek vurgulamaya ¢aligtim.
Bigim denen olgunun ddeta oze yonelik
devinim ve degisimini arama amacint igeren
bir ¢alisma diyebilirim. Burada evrensel
bilingaltimn derinlikleri soz konusu oldugunda,
sezgisel giiciin bilingle maddeye doniiserek
disa yansima siirecinin karmastk bir siireg
oldugu kamisindayim.”

“Melike Abasiyanik Kurtig ile Gérlisme”, Yeni Boyut Dergisi, Ekim 1982, s. 26-31



>

“Besides the textural changes in the forms that
were calcified over time, [ was also amazed
by the spherical forms I observed around
me. This interest and awe lead me to a quest
from outside to in, to the depths of the form.
Iwitnessed that this spherical formation
encompasses not only a rich external shell but a
richness of inner forms. I tried to represent the
continuation of the silent and stable liveliness
of the outer shells to the inner volumes and
the relationship between the two through
the cracks on spherical ceramic shapes. I can
even say that it was working towards finding
the motion and change in form as a concept
towards an essence. I believe the process of
intuitive power meeting consciousness and
becoming matter is a rather complex one
when looking from the depths of universal
subconsciousness.”

“Melike Abasiyanik Kurtig ile Gérlisme [Inteview with Melike Abasiyanik Kurtig]”,
Yeni Boyut Dergisi [Magazine], October 1982, p. 26-31

Seramik, sirlar | Ceramic, glazes
1973,18 x 22,5 x 22 cm,
25 x20x19¢cm,18 x 23 x 23cm
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Seramik, sirlar | Ceramic, glazes
1973, 31,6 x 46 x 27cm

Sanatginin argivinden | From the artist's archive
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Seramik, sirlar | Ceramic, glazes
1973, 20,5 x 26 x 17cm
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Sanatginin argivinden | From the artist's archive
© Atilla Cangir
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“Danimarka’da bir yarisma sonucunda,
bir atolyede, ufak bir is bularak Danimarka’ya gittim.
Benim seramikle, seramik kiliyle esas karsilasmam
Danimarka’da oldu, ¢iinkii oradaki kil, 1300 derecede
pisen bir kildi, miithis plastisitesi olan bir kildi, yani
soyle anlatabilirim; elinizde kili hissettiginiz zaman
muiithis bir doku da veriyordu ve Royal Porselen’de
¢alismaya basladim, benim i¢in doniim noktasidir,
glinkii ben orada seramigin en ince noktalarim
dgrendim ve 1300 derecede pisen kille karsilagtum ki,
bu taglasan bir kildir ve orada formda (sanatimda)
arinmayt ogrendim. Tabii bu kilin bana vermis
oldugu dokusal ozellik beni giderek dogadaki dokusal
degisime yonlendirdi. Islerimde hakim olan daire ve
kiire form, gene seramigin bir form drnegi olmaswyla
meydana gelen ilk islerimdi. Ben bu ige boyle
bagladim ve bu beni etkiled:.”

Melike Kurti¢ SOylesisi, 18 Haziran 1997 [Kaynak Belli Degil]



“Tapplied to a competition in Denmark and
as a result found a junior role in a studio
there. My real encounter with ceramic,
with clay happened in Denmark, because
the clay there was fired at 1300 degrees,

a clay of immense plasticity -when

you touched the clay it also gained an
incredible texture — and there, I started to
work at Royal Porcelain Factory - which
was a page-turner for me. There, I learned
all the crux of ceramics and I encountered
the clay that was fired at 1300 degrees.
This is an oscillating clay. In that factory,
L also learned how to refine my form —my
art. The textural feeling of this clay led me
to look at the textural changes in nature.
The prominent forms of my oeuvres -
globes and spheres, were also apparent in
my first works as they are the main design
forms of ceramics. This is how I started,
this was how I got my influences.”

Interview with Melike Kurtig, 18 June 1997 [Source Unknown]
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“Beni yonlendiren sezgilerim.
Ciinkii sezgi diigiinceden
gegiyor. Birikim, algilama ve
yasam siirecindeki i¢ diinya
¢ok onemli. Bunu da biraz olsun
yapitlanimizla ortaya koyarsiniz.
Tam yaklagamiyorsunuz,
tam yaklastiginizda zaten
her sey bitmis oluyor”

Ozlem Tagkin, “Melike Abasiyanik Kurtig'in Yaratisi”,
Adam Sanat, Mart 2005, 230, s. 77



“Iam driven by my intuition.
Because intuition comes from
thought. The inner world in
the processes of accumulating
information, perceiving it, and
living life is very important.
One way or another this shows
in the works. You cannot fully
get there, because once you think
you get there everything is
somehow already completed.”

Ozlem Tagkin, “Melike Abasiyanik Kurti¢'in Yaratisi
[The Creation of Melike Abasiyanik Kurtig]”,
Adam Sanat [Magazine], March 2005, 230, p. 77
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Seramik, sirlar | Ceramic, glazes
36 x 27 x 37cm



“lik kez deniz kuyisinda bir tasin kisesinde siyah bir
nesne olarak gordiim. Form belirliydi. Bir yalmzlik
duygusu tagumug olabilir bana. Arastinicive irdeleyici
tarafim agir basti. Denizin daha parlak oldugu bir
giin kyyda yiiriirken, daha once gordiigiim cismin
denizkestanesi oldugu belirlendi. Daha sonra
kumsalda denizin attigi kestanelerle karsilastim.
Ardindan korkung bir ¢izme tutkusu... Sonra koye
gittim. Kursun kalemle ¢aligmaya basladim.

Biiyiik bir tutkuydu bu. Bu tutkuyu biitiin siddetiyle
yasamam 15-20 giin i¢inde oldu. 1976’dan bu yana
araliklarla calistim bu olgu tizerinde”

“Dogadan Sanat'a”, Giines Gazetesi, 22 Mart 1982, 3554

“The first time [ saw a sea urchin, I likened it to a black
object at the side of a rock. The form was distinct.
It might have passed on to me a feeling of loneliness.
My researcher and scrutiniser side outweighed.
Walking on another day when the sea was brighter,
it became certain that this object was a sea urchin.
Later, I stumbled upon other sea urchins washed
ashore. And came an immense passion to draw...
I'ran back to the village. Started my sketches with
a pencil. It was a violent passion. The peak of this
passion was during those 15-20 days. Since 1976,
I have intermittently worked on the subject”

“Dogadan Sanat’a [From Nature to Art]". Glines Gazetesi [Newspaper], 22 March 1982, 3554.

Seramik, sirlar | Ceramic, glazes
20 x 26 x 30 cm
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“Seramigi insan tarihi ile baglayan sanatlarin en eskisive
soyutu olarak tanumlayabilirim. Eline kili alan ilk insan
kile bi¢im verip riizgdr ve giineste kurutarak ilk ¢anaklarn
yapryordu. Insanin yaziy: tanimadan, hatta dini bilmeden
bile bu sanatin varligi soz konusudur. Daha sonra ategin
bulunup ¢arkin kegfiyle bu soyut sanatin baghca ozellikleri
belirgin olmaya bagladz. Kil gibi yumusak, uzayabilen bir
maddenin ¢ark iizerinde yiikselen uyum ve hareketi ile canak
bigimlerinin en giizel 6rneklerine dogru bir gelisme izlenir.
Baslangigta son derece kendi halinde olan bu sanat giderek
M.O. 5. yy.da diinyanin en duygulu ve kiiltiirlii kavimlerini
tanitan sanat oldu. Kiip, vazo, ¢anak gibi seramik formlarin
gaglar boyunca pek az degistirilebilen 6l¢ii ve oranlarinin
temel ozellikleri o donemlerde saptanmaya baglada.

Bu formlar analiz edilebilen (akici form), ya da analizi zor
olan (sezgisel form) tiirleriicinde bugiine degin tazeligini
korumakta, hayranlik ve begenimizi iizerine cekmektedir.
Hichir madde diisiinemiyorum ki kil kadar sanatginin
elleri arasinda yiikselirken sinir ve damarlarinda akan
bir duyarliliga erisebilsin.

Ben seramige sevgimi ne geleneksel bir yaprya ne de egitim
stirect i¢indeki ogrenimimle ilgili bir tabana oturtabilirim.
Kili elime aligim biitiiniiyle bir rastlantidir. Uzun yular
icinde tagumus oldugum, elimle beynim arasindaki
kagilmaz duyarlik belki ilk olarak bu maddeye

bicim verirken diga vurulmus oldu.”

“Melike Abasiyanik Kurtig ile Gérlisme”, Yeni Boyut Dergisi, Ekim 1982, s. 26-31

« Sanatginin argivinden | From the artist's archive
© Atilla Cangir



“I can define ceramics as the oldest and most abstract of the
arts. The first people who touched the clay created the first
vessels by giving form to this clay and drying it under the
wind and the sun. This art existed before humankind met
a written script or even religion. When fire was founded
and the wheel was invented the features of this abstract
art became more prominent. As clay, a soft and bendable
material, rose on the wheel in motion and harmony, they
developed into the most beautiful bowls. This art, which
was quite modest in the beginning, became the art depicting
the most sentient and sophisticated tribes of the world
in the 5% century B.C. The main features of the sizes and
ratios of ceramic forms like vessels, vases, and bowls were
determined in this era, to only change a little in the future.
These forms, including those that can be analysed
(the flowing forms) and those that are hard to analyise
(the intuitive forms) are still relevant in our day and give
rise to feelings of awe and mesmerisation in us. I cannot
think of any material that can achieve the sensitivity that

Sflows to one’s nerves and veins as rising in her hands.

My love for ceramics neither fits into a traditional structure
nor my education. The moment I put my hands on clay was
a mere coincidence. The inevitable precision between my
hands and my brain, which I had been carrying in me

for along time, might have been expressed for the

first time as I gave form to this material”

“Melike Abasiyanik Kurtig ile Gorlisme [Inteview with Melike Abasiyanik Kurtig]”,
Yeni Boyut Dergisi [Magazine], October 1982, p. 26-31
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« Seramik, sirlar | Ceramic, glazes
1973, Her biri | Each 20 x 23 x 21¢cm
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“Denizkestanesinin formunu son derece basit
bir bigimde kagida gegirmeseydim gerilime
diisebilirdim. Beni kaplayan ¢ok dorukta bir
heyecan bu. Seramige aktaramasaydim da bir
tiir thanet olacakti bu. Denizkestanelerinden
once kiire formlarinda yine yariklar vard..

Ama belki daha korkakti. Bu ¢alismalardan
sonra kiireyi pargalamaya bagladim.”

Esra Alicavusoglu, “Sanatini sezgileri yonlendiriyor”,
Cumbhuriyet, 10 Mart 1999, s. 14

“If hadn’t transferred the form of
the urchins to paper in the very
simple way I have, Iwould have
felt anxious. What I feel is a peek
of excitement. If I failed to transfer
it to ceramics it would have been a
kind of betrayal. Before the urchins
my spherical forms still had cracks.
But rather timid ones. With the
urchins, I slayed the spheres.”

Esra Aligavusoglu, “Sanatini sezgileri yonlendiriyor [Intution rules herart]”,
Cumbhuriyet [Daily Newspaper], 10 March 1999, p. 14
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Seramik, sirlar | Ceramic, glazes
12 x12 x12cm
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“Cok kii¢tik yastan beri yaratict yoniimle bir
¢aba ortaya koymak isterdim. Biiyiik saygim
vardi yaraticiliga ve bunun en iyi sekilde
degerlendirilmesini kendime ilke edinmistim.
Sanirim bu sayqu giderek biiyiidii ve bir tiir korkuya
domiistii. Istiyorum ki icimdeki giicii en iyi sekilde
degerlendireyim, ortaya koydugum is duydugum
sayguyt hak etsin. Fakat bir giin bu korkuyu yenip
bir ¢anak yaptim. Ve tiim kaygularinun aksine,
inanwr nusiniz, kusursuz bir ¢anak ¢ikti ortaya.
O giinden sonra da elimi kilden cekmedim.”

Gilsen Galik Can, “Cevrenin destegi diye bir sey yok. Sanatgi bir tiir yanhzliga itilmis”,
Ayaklistii Edebiyat Dergisi, 8 Mart 1976, s. 6
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« Seramik, sirlar | Ceramic, glazes
H:8cm, &:41cm
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“Ever since Iwas a little kid, [ wanted to do something
creative. I had a great respect for creativity and my
principle was to make the most out of it. I believe this
respect grew larger and larger and turned into some
kind of fear. Iwanted to somehow utilise this creative
power in me so that the resultant work would be worthy
of respect. One day, I decided to go through this fear
and made a bowl, and contrary to my fears — would you
believe it — it was the perfect bowl. From that day on
I never pulled my hands off of clay”

Giilsen Calik Can, “Gevrenin destegi diye bir sey yok. Sanatgi bir tiir yalnizhiga itilmis.
[The support of the community does not exist. The artist is pushed into a kind of solitude.]”,
Ayakiisti Edebiyat Dergisi [Magazine], 8 March 1976, p. 6

Seramik, sirlar | Ceramic, glazes
@:24cm 108
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Sanatginin argivinden | From the artist's archive

“Denizkestanelerinden hareket ederek doganin

Seramik, sirlar | Ceramic, glazes gizemine dogru yola ¢iktim. Tabii dogadaki
19 x 22 x 22¢cm . o e o

gizemi ¢ozmek degil amacim ama yorumlamak.
Seramik, sirlar | Ceramic, glazes Dojayl idare eden gzzemlzgugler COk ?ekl:yor
H:5,5cm, @:7,5cm

beni. Bu seramiklerin oziinde de goriilebilir ama
denizkestanelerinde daha bir somutlastyor”

“14. Kisisel Sergisini Ankara'da Agan Melike Abasiyanik Kurtig:
‘Amacim dogadaki gizemi yorumlamak’”, Milliyet, 18 Mart 1988, s. 9
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“Starting from sea urchins, I embarked on a journey to the
mysteries of nature. Of course, I do not seek to resolve these
mysteries, only to interpret them. [ am very much intrigued
by the mysterious forces that rule nature. You can see this

if you look at the essence of ceramics, but with the urchins,
it becomes more concrete!
“14. Kisisel Sergisini Ankara'da Agan Melike Abasiyanik Kurti¢: ‘Amacim dogadaki gizemi yorumlamak’

[Melike Abasiyanik Kurti¢ opens her 14th Solo Exhibition in Ankara: ‘My aim is to interpret the mysteries of nature’]”,
Milliyet [Daily Newspaper], 18 March 1988, p. 9



Seramik, sirlar | Ceramic, glazes
31x45 x45cm
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Seramik, sirlar | Ceramic, glazes
22 x 33 x28cm
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“Hep uzun yiiriiyiisler yaparim.
Dogada dinlenirim, doganin
guizellikleri iginde de baska bir

diinya i¢inde kendimi bulurum.

Ornegin ufitk ¢izgisi beni cogu
zaman bir daire igine alir ya da
gokyiizii, evreni cevreleyen bir
yarum kiiredir benim igin,
kendi kendime diisiiniiyorum,
kendimi bir kiirenin i¢inde
hissediyorum.”

Melike Kurti¢ Soylesisi, 18 Haziran 1997
[Kaynak Belli Degil]

Sanatginin argivinden | From the artist's archive
© Atilla Cangir
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Seramik, sirlar | Ceramic, glazes
283 x 25 x25¢cm
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Seramik, sirlar | Ceramic, glazes
7x9,6x9,6cm

Seramik, sirlar | Ceramic, glazes
H:8cm, @:9,6cm
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Seramik, sirlar | Ceramic, glazes
H:7.3cm, @:9cm

Seramik, sirlar | Ceramic, glazes
H:7cm, @:14,6cm
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“Talways take very long walks. I rest in nature,
Ifind myself in this parallel world surrounded
by the splendours of nature. For example,

I often feel encircled by the horizon, or for me,
the sky is a hemisphere that surrounds me.
Ithink to myself, I feel in a sphere””

Interview with Melike Kurtig, 18 June 1997 [Source Unknown]
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Seramik, sirlar | Ceramic, glazes
H:15cm, @:18,5 cm

Sanatginin argivinden | From the artist's archive
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Seramik, sirlar | Ceramic, glazes
1966, 48 x 42 x 32¢cm



“Keramik kullanulir, oysa heykelin bir dokunulmazligi vardur.
Keramik giindelik yasamumizda bizimle daha bir hagir negirdir.
Daha bir ozdence, silgincedir 6z yapisi balunundan.

Ondaki sanat giiciiniin bizde uyandirdigi etkiler daha bir
kolayimiza geliverir nedense”

Ali Haziranli, “Melike Abasiyanik’in cabasi”, Yeditepe Dergisi, 16-31 Ekim 1962, 239
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“Ceramic is useful, sculpture on the other
hand has an untouchability. Ceramics is more
involved in our day-to-day life. It is more
quintessential, its essence is more erasable.
The effects of its artistic power on us are
somehow easier to grasp.”

Ali Haziranli, “Melike Abasiyanik’in gabasi [Melike Abasiyanik’s efforts]”,
Yeditepe Dergisi [Magazine], 16-31 October 1962, 239

- Seramik, sirlar | Ceramic, glazes
46 x 36 x 24cm
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“Dogadaki kiire formlara baktigim zaman o dis kabugun iginde,
ice dogru bir yagam oziiniin oldugunu gormeye basladim.
Dogaya baktigim zaman bir¢ok kiire formu goriiriim, kiire olan
bir¢ok sey. Bir dig kabugu var, dis kabugu bir yaganun oziini
iceriyor, kapatiyor, ben boyle anliyyorum ve tabii giderek seramik
formlarimda bunu belirlemeye basladum. ik formlarum bir
kiire ve onu cevreleyen bir doku, doku ama gene de organik bir
doku, yani gene de dogayla iliskisi olan bir form. Burada dokuyu
goriiyorsunuz, parmaklarum hissediyorsunuz, parmaklarimun
kile nasil bir doku verdigini goriiyorsunuz. Bundan sonra igeriye
yoneldim, igte bir sey var, ama bir tiirlii disartya ¢ikamuyor.
Sonra igten diga dogru bir gelisme basladi. Kiireyi ya da elips
bir formu ikiye aywrmaya basladim. Daha kompakt bir sey,
ama oradaki bir ¢atlak benim i¢in bir baslangi¢. Ardindan
kiireyi yardim, tam igeriye girmedim, ama yardim, sonra
kapattim, ama gene yiizeyde dokusal bir olusum kendini
gosteriyor. Daha sonra bu formu tamamauyla ikiye yardim ve
icindeki oze dogru bir girig yaptim. Bunlari 1973 ya da 1974 ’te
gerceklestirdim, yani 25 sene once Almanya’'da”

Melike Kurti¢ Soylesisi, 18 Haziran 1997 [Kaynak Belli Degil]

- Seramik, sirlar | Ceramic, glazes

1974,21 x 31 x 33cm



“When I examined the spherical forms in nature,
I'realised that inside the outer shell, to the centre is
the source of life. In nature, I see many spherical forms,
many things that are spheres. There is an outer shell.
This outer shell includes and encircles the essence
of life. This is how I see it, and thus started to reflect
it in my ceramics. My first forms included a sphere
and a texture surrounding it. This texture was still an
organic one, one that is in relation to nature. In them,
you could see the texture, feel my fingers, and witness
how these fingers gave form to the clay. Then,  moved
on to the inside, there was something in there that
could not come out. Then, a path from inside to out
was formed. I started to take a sphere or an elliptical
Jform and cracked them in two. It was a more compact
gesture but these cracks were a starting point for me.
Later, I cut the spheres, did not go all the way in, but
cut them. Then, closed them again, but a textural
formation was still apparent on the surface. Then,
Isplit this form completely in two and made my way
to the core. 1did this when I was in Germany in
1973 or 1974 — that was 25 years ago.’

Interview with Melike Kurtig, 18 June 1997 [Source Unknown]
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Sanatginin argivinden | From the artist's archive
© Atilla Cangir 142
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“Benim igin onemli olan oradaki dokuydu,
dokuyu yakalamakti. Buradaki lazilik
gene gokyiiziinden diisen kizillik”

Melike Kurtig Soylesisi, 18 Haziran 1997 [Kaynak Belli Degil]



“What was important to me was the texture,
to capture this texture. The red is the same red
that comes from the sky”

Interview with Melike Kurtig, 18 June 1997 [Source Unknown]
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<1 Seramik, sirlar | Ceramic, glazes
20 x21x19cm, 20 x 21 x15¢cm 146



147



148



149

Seramik, sirlar | Ceramic, glazes
1974, 20 x 29 x 29 cm



Kagit Gizerine kara kalem | Charcoal on paper
1967, 29 x 42,5 cm

Seramik, sirlar | Ceramic, glazes
25 x10,5 x 10,5 cm
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“Sanata genel yaklasiminun dogasindaki uyum, degisim, ¢eliski,
karsitlik gibi sorunsallara yakinligi bakimindan da seramiklerim ve
denizkestanesi ¢izimlerim arasinda iligki var. Tiim bunlar sanatin suur
tamumaz ozqiirliigiine agilan ufak bir pencere olarak degerlendiriyorum.”

Melike Abasiyanik Kurtig [Kaynak Belli Degil]

“There is a connection between my ceramic works and my drawings of
sea urchins in terms of the proximity between my general approach
to art and its organic problems like harmony, change, contradiction,
and contrast. I see all of these as a tiny window opening to the
unlimited freedom that art offers.

Melike Abasiyanik Kurtig [Source Unknown]
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Sanatginin argivinden | From the artist's archive

Kagit Uizerine sulu boya | Watercolor on paper
1976, 20,5 x 18 cm

“Cizmeseydim geberecektim. Yirmi yui askin seramikle
ugrasimdan sonra, 1976 yihinda yaz tatilimi gegirmeye
gittigim Cesme kyyilarinda baslayan denizkestanesi ¢izim
sertivenimi soyle ozetleyebilirim; yiizmeye ¢abaladigim
gtinlerden biriydi, deniz kiyisinda, bir tasin kisesine
gizlenmis, siyah renkte bir nesneyle karsagtim. Merak
giidiisii iginde onu denizin disina ¢ikarmak istedimse de
basaramadim. Bir giin kiyida yiiriirken, giinlerdir beni
etkisine alan bu siyah nesnenin denizkestanesi oldugunu
ansizin bulguladim ve giderek onu ¢izme tutkusundan
kendimi kurtaramadim. Elime gegen, siradan kagitlara,
kursun kalemle ¢izmeye basladim. Daha sonra, onu
denizin disinda, taslarin iizerinde gozlemlerken birden tiim
dikenlerinin olaganiistii bir uyum iginde, her an degisen
devinimine tanik oldum. Ve bu olaganiistii devinimi
varolus savagimizin en belirgin ornegi olarak yagamaya
basladim. Zamanla, ¢izimlerimde ve kestanenin kendisinde
goziimle yakalayamadigim ayrintilar beni olaya biiyiiteg
altinda bakmaya yonlendirdi. Yeni gormeye basladigim
bu ayrintilart bir nakkas duyarlilhigi ve titizligiyle ¢cizmeye
koyuldum. Giderek her dikenin bu savagim igindeki varligini
ve bir digeriyle olan iligkisini ayri ayri yasadim. Sanki var
olmarnin bitmek bilmeyen savasimi bu kiigticiik yaratigin
dikenlerindeki doga iistii deviniminde simgeleniyor gibiydi”

Nili Bilkur, “Bir deniz kestanesinin sanat seriiveni...". Cumhuriyet, 13 Mart 1982, s. 37
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Kagit Uizerine sulu boya | Watercolor on paper
1980, 44 x 58 cm
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“Twould die if I did not draw. I can summarise my adventure of drawing
sea urchins, which started in 1976 when I went to Cesme for the summer,
after twenty years of working with ceramics as such: It was one of the
days Iwas trying to swim, I stumbled upon black coloured object hidden
on the corner of a rock on the shore. Although, with an urge of curiosity
Twanted to take it out of the sea, I failed. One day, walking by the sea, I
suddenly realised that this black object that had been captivating me
for days was a sea urchin and I could not keep myself from the passion
of drawing it. I started to draw them on ordinary paper with ordinary
pencils. Later, observing an urchin on a rock, I witnessed the splendidly
harmonious and ever-changing movement of its spines. Then, I start
to live with the idea of this extraordinary movement being the most
apparent example of our existential struggles. In time, the details that [
could not observe with my own eyes in my drawings and on the urchins
themselves, helped me to see this phenomenon under a looking glass. I
started to draw these newly noticed details with the sensitivity and
precision of a miniaturist. I experienced the presence of each spine in
this struggle and their relationships with each other. As if the endless
struggle of existing was symbolised in the supernatural movement of
this tiny creature’s spines.”

Nili Bilkur, “Bir deniz kestanesinin sanat seriiveni... [The artistic adventures of a sea urchin]”,
Cumbhuriyet [Daily Newspaper], 13 March 1982, p. 37
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Eskiz | Sketch
Kagit Uizerine sulu boya | Watercolor on paper
1988, Her biri | Each 10 x 14 cm

Sanatginin argivinden | From the artist's archive
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“Cizdiklerim bana yetmemeye basladh, yani ben
meseleyi daha ayrintili gormek, daha ayrintily
incelemek istedim. Mesela dikenlerin govdeden
gthisi, govdeden ¢ikarken birbirleriyle olan
iligkisindeki denge. Onun igin bir mercek aldim
ve mercekle ¢alismaya basladim.”

Melike Kurtig Soylesisi, 18 Haziran 1997 [Kaynak Belli Degil]

Denizkestanesi Dizisi | Sea Urchin Series
Sanatgi Prova Baskisi | Trail Proof Print
1998, 17,5 x 10,5 cm
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Kagit Gizerine sulu boya | Watercolor on paper
1979, 34 x 46 cm
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“My drawings weren’t enough for me.
Iwanted to see everything in more detail and
examine all the details of it. For example, the
way that the spines are attached to the body,
in that, the balance between each of the spines.

Hence, I bought a magnifying glass and started
to look through it”

Interview with Melike Kurtig, 18 June 1997 [Source Unknown]
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Kagit Gizerine sulu boya | Watercolor on paper
1979, 30 x 43 cm 166
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“Deniz seffaftir ve yiiriidiigiim sirada suyun her skl
hareketi yatay kayalar iistiinde bir dans gibidir.
O yatay kayalarin iistiinde uyumla dagilms
denizkestaneleri, iiglii, ikili, begli, resimsel bir olay.
Kendimi tutamadim ve gizimlere bagladim.”

Melike Kurtig Soylesisi, 18 Haziran 1997 [Kaynak Belli Degil]

Cift ylizeyli diizenleme | Superimposed surfaces

Kagit Gzerine sulu boya, piring kagidi Uzerine mirekkepli kalem ve kara kalem
Watercolor on paper, ink and charcoal on rice paper

1985, 22 x 23,5 cm



“The sea is transparent and as I walk, each
movement of water on the flat rocks resembles
a dance. The harmonious scatter of the sea
urchins on the flat rocks, in groups of threes,
twos, and fives, is a picturesque incident.

I couldn’t keep myself from drawing them.”

Interview with Melike Kurti¢, 18 June 1997 [Source Unknown]

Kagit Gizerine sulu boya | Watercolor on paper
1976,13 x16 cm
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“Bence barisin simgesi olan giivercin, ¢aginuzda
anlamum yitirdi gibi. Giivercinin karsit diyorum
ben kestaneye. Insanin sevgilisi, sirasinda sug
ortagn, iyi huylu, sisko karinly, giizellik kaygisi
olmaksizin kanatlarin: rastgele girpabilen
gtivercin mi yoksa bir kayadan denizin i¢ine
uzattii dikenleriyle, bagi sonu belirsiz ama
biiyiik bir uyum igerisinde yasam kavgast siiren
denizkestanesi mi barigin simgesi?”

Ozlem Taskin, “Melike Abasiyanik Kurti'in Yaratisi”,
Adam Sanat, Mart 2005, 230, s. 80

Sanatginin argivinden | From the artist's archive
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Kagit Uizerine kara kalem | Charcoal on paper
1979, 22 x 29 cm
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“I think the dove as the symbol of peace is
redundant nowadays. I say the opposite of the
dove is the sea urchin. Is the fat-bellied dove,
the loving friend - and accomplice- of men,
which can randomly flap her wings with no
concerns for beauty, or the sea urchin, with her
spines coming out of a rock underwater, with no
end or beginning in its form, fighting the fight
of life in great harmony, the symbol of peace?

Ozlem Tagkin, “Melike Abasiyanik Kurti¢'in Yaratisi [The Creation of Melike Abasiyanik Kurtig]”,
Adam Sanat [Magazine], March 2005, 230, p. 80



“Ben denizkestanelerine ayagumiza batan,
canumuizi yakan bir hayvan olarak bakmadim.
Ben onlarin dikenlerini inceledim, bunlarin
nasil hareket ettiklerini, hareketlerindeki
uyumu ve bu olayda var olan doganin
uyumunu gordiim. Ve bu kiigiik hayvanciklar,
deniz kiylarinda dikenlerini doktiikten sonra,
dikenlerinin yeri de ilging bir bigim, bir rolyef
gosteriyor ki, bu da dogamin matematiksel
diizenini ve giizelligini kanitladi bana”

“Aksam Magazini”, Macar Radyosu, 20 Haziran 1986, s. 45

Kagit Gizerine sulu boya | Watercolor on paper

1976,20 x 19 cm
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Kagit Gizerine sulu boya | Watercolor on paper
1979, 30 x 43 cm
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“Inmever saw sea urchins as animals that sting
and hurt us. I examined their spines and
saw how they moved, the harmony of their
movements, and the harmony of nature
reflected in these events. And these small
creatures, once they shed their spines on the
shore, an amazing form is left behind, a kind of
a relief. And this to me proves the mathematical
order and beauty of nature.”

“Aksam Magazini [Evening Tabloid]”, Macar Radyosu [Radio], 20 June 1986, p. 045
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Kagit iizerine sulu boya | Watercolor on paper
22 x29cm

Gift ylizeyli dizenleme | Superimposed surfaces
Piring kagidi tizerine miirekkepli kalem ve kara kalem
Ink pen and charcoal on rice paper

1985,15 x12,65cm, 16 x 14 cm

Gift ylizeyli dizenleme | Superimposed surfaces
Piring kagidi iizerine sulu boya | Watercolor on rice paper
1985, 21 x 14 cm, 21 x 15 cm
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Kagit Gizerine sulu boya | Watercolor on paper
1976, 14,5 x 22,5 cm
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‘6 mm. arayla aym ¢izimi, ilki resim, ikincisi ise
son derece seffaf ve duyarl diyebilecegim piring
kagidu iizerine ¢izildikten sonra, biri digerine
gore hafifce kaydirlarak cerceveleniyor ve
seyredende hareket ediyormus izlenimi
uyandirtyor. (...) Hareketi vurgulamak i¢in
Sfilmden onceki gereksinme.

Serpil Gogen, “Kaderin Simgeleri: Deniz Kestaneleri”,
Cumbhuriyet, 14 Nisan 1982, s. 38

Cift ylizeyli dizenleme | Superimposed surfaces
Kagit Uzerine kuru kalem, piring kagidi Gzerine miirekkepli kalem ve sulu boya
Pencil on paper, ink pen and watercolor on rice paper

22 x36cm
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Pleksi lizerine asetat kalemi | Permanent marker on plexiglass
2013, 24 x 27cm
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“When the two identical drawings, one on
regular drawing paper and the other on the
rather transparent and sensitive rice paper,
only 6 mm apart, are framed slightly
asymmetrical, they create an illusion
of movement. (...) It was a necessity to
emphasize the movement with
something prior to film.

Serpil Gogen, “Kaderin Simgeleri: Deniz Kestaneleri
[Symbols of Fate: Sea Urchins]”,
Cumbhuriyet [Daily Newspaper], 14 April 1982, p. 38



Kagit Gizerine sulu boya | Watercolor on paper
1977,22 x 29 cm 196
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Gift ylizeyli dizenleme | Superimposed surfaces
Kagit ve piring kagidi izerine kara kalem
Charcoal on paperand rice paper

1982,47 x45¢cm

Eskiz | Sketch

Kagit iizerine sulu boya ve kara kalem
Watercolor and charcoal on paper
17,5 x 10,5 cm



Eskiz | Sketch
Kagit Gizerine sulu boya | Watercolor on paper
Her biri | Each7 x 5cm






Kagit Gizerine sulu boya | Watercolor on paper
1995, 14,5 x 22,5 cm

204



205

“Dikenlerin her biri arasinda miithis bir
uyum var. Hatta bir ara bir orkestray
dinlerken kemanlarin yay hareketinde de
bu biyiik uyumu gordiim. Keman yaylarinin
hareketiyle deniz dikenlerinin hareketi
arasinda biiyiik wyum var. Dogadaki biiyiik
uyumu, riizgann dalgalandirdign bugday
tarlasinda da gorebiliriz”

Esra Alicavusoglu, “Sanatini sezgileri yonlendiriyor”,
Cumbhuriyet, 10 Mart 1999, s. 14



“Between each of the spines, there is great
harmony. I have seen the same great
harmony once before in the bow movements
of the violins in an orchestra. There is a great
parallel between these violin bows and the
movement of the spikes. We can see this
harmony of nature in a wheat field
dancing with the wind”

Esra Aligavusoglu, “Sanatini sezgileri yonlendiriyor [Intution rules herart]”,
Cumbhuriyet [Daily Newspaper], 10 March 1999, p. 14
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Eskiz | Sketch
Piring kagidi Gizerine sulu boya | Watercolor on rice paper
44 x 31,6cm

Sanatginin arsivinden | From the artist's archive
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Sayfalar | Pages 210-221

Deniz Kestanesi Dizisi | Sea Urchin Series
IMOGA Baski Atdlyesi | Printing Studio, Istanbul
350 gr. Hahnemiihle kagit Gizerine fine art baski
Fine art print on 350 gr. Hahnemiihle paper
Numarali ve imzali, 20 edisyonla sinirli
Numbered and signed, limited 20 edition

2013, Her biri | Each 66 x 90 cm
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“Dikenlerin dogrudan ¢ikisini,
birbirleriyle olan iligkisini ve hareketi
net olarak gorebiliyorsunuz”

Melike Kurti¢ Soylesisi, 18 Haziran 1997 [Kaynak Belli Degil]

214



“You can see the spikes of the spine,
their relations with each other,
and their movements more clearly.”

Interview with Melike Kurtig, 18 June 1997 [Source Unknown]
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“Bir sanat yapiti, diisiince ve sezginin, nesnellikle oznelligin
i¢ ice gegtigi bir siirecin sonucudur. Denizkestanesi formu,
seramigimin temel formu kiireyle ortiigiir. Dikenin, dokiilmiis
kabugun iizerindeki zengin desenler dis yiizeyden i¢ yiizeye
dogru devam ederken matematiksel bir giizellik ¢izer”

Esra Aligavusoglu, “Sanatini sezgileri yonlendiriyor”, Cumhuriyet, 10 Mart 1999, s. 14
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“Awork of art is the result of a process that merges thought and intuition,
objectivity, and subjectivity. The form of the sea urchin corresponds to the
Sfundamental form of ceramics, the sphere. The rich patterns left from the
spine on the outer shell create a mathematical beauty when moving from
the outer surface to the inside.”

Esra Aligavusoglu, “Sanatini sezgileri yonlendiriyor [Intution rules her art]”, Cumhuriyet [Daily Newspaper], 10 March 1999, p. 14
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Sanatginin arsivinden | From the artist's archive

Eskiz | Sketch

Aydinger lizerine renkli kalem ve kara kalem
Colored pencil and charcoal on tracing paper
16 x12,5cm

Eskiz | Sketch
Kagit Uizerine sulu boya | Watercolor on paper
16 x12cm

224
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isimsiz | Untitled (Eskiz | Sketch)
Kagit Uizerine sulu boya | Watercolor on paper
18 x12,5cm
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Cift ylizeyli diizenleme | Superimposed surfaces

Kagit Gzerine sulu boya, tiil ve piring kagidi iizerine mirekkepli kalem
Watercolor on paper, ink on tulle and rice paper

17,5 x 17,5 cm

Kagit izerine sulu boya, tiil Gizerine miirekkepli kalem

Watercolor on paper, ink on tulle
16,56 x 18 cm
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Ahsap gercgeve iginde siyah peliir kagit ve deniz kestaneleri
Sea urchins and black onionskin paperin a wooden frame
37,5 x 40,5 cm

228
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“Denizkestanesini ilk gordiigiimde
denizin dibinde siyah bir kiireydi.
Denizden giktiktan sonra
onu yagsamaya bagladim’

?

Esra Aligavusoglu, “sanatini sezgileri yénlendiriyor”,
Cumbhuriyet, 10 Mart 1999, s. 14
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Kagit iizerine renkli kalem | Colored pencil on paper
48,6 x 62cm

Ahsap gergeve iginde piring kagidi ve deniz kestaneleri
Sea Urchins and rice paperin a wooden frame

55 x 56,5cm

Sanatginin atdlyesi | Artist's studio, 2023
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Ahsap cerceve iginde siyah peliir kagit ve deniz kestaneleri
Sea urchins and black onionskin paperin a wooden frame
1982, 60 x 50 cm
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“The first time [ saw the sea urchin,
it was a black globe living underwater.
Once it came out, I started to embody it.”

Esra Aligavusoglu, “Sanatini sezgileri yonlendiriyor [Intution rules herart]”,
Cumbhuriyet [Daily Newspaper], 10 March 1999, p. 14

« Ahsap kutu iginde deniz kumu, deniz kabugu ve deniz kestaneleri
Sea sand, sea shells and sea urchins in a wooden box
49,6 x 64,5¢cm

- Gok yiizeyli dizenleme | Multiple surfaces

Fotograf baski, yosun ve til
Photo print, seaweed and tulle
Her biri | Each 68 x 96,5 cm

i Gift yiizeyli diizenleme | Superimposed surfaces
Deniz yosunlari ile piring kagidi Gizerine kolaj
Seaweed collages on rice paper
1998, Her biri | Each 78 x 118,5cm
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“Sezgiye inantyorum sanatta.
Zaten her sey kendimize gore bir dil yaratip
diinyaya katlida bulunmak degil mi?”

“14. Kigisel Sergisini Ankara’da Agan Melike Abasiyanik Kurtig:
‘Amacim dogadaki gizemi yorumlamak'”, Milliyet, 18 Mart 1988, s. 9

Kagit Uizerine kara kalem | Charcoal on paper
1968, 45 x 26 cm

Cift ylizeyli diizenleme | Superimposed surfaces

Deniz yosunlari ile piring kagidi Gizerine kolaj

Seaweed collages on rice paper

1998, 60 x 32 x10,5¢cm 244
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Cift ylizeyli diizenleme
Superimposed surfaces

Deniz yosunlari ile piring

kagidi tizerine kolaj

Seaweed collages on rice paper
2012-2014,70 x 93 cm

Cift ylizeyli dizenleme
Superimposed surfaces

Deniz yosunlari ile piring

kagidi izerine kolaj

Seaweed collages on rice paper
2012-2013, 90 x 70 cm

249

“Ibelieve in intuition in art.
Isn’tit all about creating a language of
our own and contributing to the world?”

“14. Kisisel Sergisini Ankara’da Acan Melike Abasiyanik Kurtig:
‘Amacim dogadaki gizemi yorumlamak’

[Melike Abasiyanik Kurtig opens her 14th Solo Exhibition in Ankara:
‘My aim is to interpret the mysteries of nature’]”,

Milliyet [Daily Newspaper], 18 March 1988, p. 9
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Gift ylizeyli dizenleme | Superimposed surfaces
Deniz yosunlari ile piring kagidi Gizerine kolaj
Seaweed collages on rice paper

2012-2014, 51 x 36 x 5,5cm

Gift ylizeyli dizenleme | Superimposed surfaces
Deniz yosunlari ile piring kagidi tizerine kolaj
Seaweed collages on rice paper

2012-2014,41 x 26 x4,5¢cm

Sanatginin argivinden | From the artist's archive
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“Kis aylarinda gergeklesen med-cezir kumsalda miithis
izler birakr. Giines hakikaten ufukta yuvarlanarak baska
diinyalar aydinlatmaya gider. Ufukta tan renginden kor
kirnmuziya dogru 45 dakikalik bir renk degisimi bu.
Gokyiizii koyu mavidir. Okyanus mavi bir ¢izgidir.
Gokyiiziiniin rengi islak kumlardadur”

Esra Alicavusoglu, “Sanatini sezgileri yonlendiriyor”,
Cumbhuriyet, 10 Mart 1999, s. 14

Sayfalar | Pages 257-277

Med-Cezir Dizisi | Ebb and Flow Series
Arsivsel pigment baski | Archival pigment print
Sergi kopyasi | Display copy

1992-1993, Her biri | Each 60 x 40 cm
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“The tides of winter leave incredible marks on the shores.
The sun rolls on the horizon, leaving us to enlighten our
worlds. It is a 45-minute long change of colour at the
horizon, from the colour of dawn to fire red. The sky is
dark blue. The ocean is a blue line. The colour of the sky
is reflected on the wet sand”

Esra Aligavusoglu, “Sanatini sezgileri yonlendiriyor [Intution rules herart]”,
Cumhuriyet [Daily Newspaper], 10 March 1999, p. 14

- Sanatginin atolyesi | Artist's studio, 2023
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Med-Cezir Dizisi | Ebb and Flow Series
Arsivsel pigment baski | Archival pigment print
Sergi kopyast | Display copy

1992-1993, 100 x 67,5 cm

“Portekiz'de giinbatumu... Okyanus,
koca okyanus arada bir nehir gibi goriiniir
ve o renk degisimi -med-cezir sirasinda
deniz gekilmistir- o ufuk sizin ayagimizin
altindadrr. Ufuk sonsuzdan kurtuluyor ve
sizin ayagumizin altina geliyor diisiinebiliyor
musunuz? Bir an belki sonsuza, saniyenin
kagta kagt bilmiyorum, ama yaklastim.

Melike Kurti¢ SOylesisi, 18 Haziran 1997 [Kaynak Belli Degil]
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“Sunset in Portugal... The ocean, the vast ocean
looks like a river and there is an incredible color
change - the tide is low — the horizon is beneath
your feet. Can you imagine, the horizon escapes
eternity and comes to your feet? For a moment,

a half of a half of a second, I was close to infinity.

Interview with Melike Kurtig, 18 June 1997 [Source Unknown]
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“Bir yaput ortaya ¢ikarmak giigliikleriyle

beraber geliyor. Bunun kolay: yok benim igin.

Piring kagidi kirilgan gibi goriinse de rengi
yiyince daha kuvvet kazaniyor. Cift yiizeyin
olaganiistii bir devingenligi var. Dikenlerin
hareketini en basit malzemeyle, aydingerle
bagslayarak kigida tasidim. Orada hareket
duruyor, duragan bir hal altyor ama gorsel
olarak bir izlenim aktarilabiliyor boylece.
Fakat bu resimlerde iki yiizey birbirinden
ayrlyyor. Ciinkii onlarin arasinda

bir derinlik var”

Esra Aligavusoglu, “Sanatini sezgileri yénlendiriyor”,
Cumbhuriyet, 10 Mart 1999, s. 14

Sanatginin argivinden | From the artist's archive

Cift ylizeyli dizenleme | Superimposed surfaces

Kagit Uzerine kuru kalem, piring kagidi Gzerine sulu boya
Pencil on paper, watercolor on rice paper

1990, 73 x 73 cm
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Gift ylizeyli dizenleme | Superimposed surfaces

Kagit tizerine kuru kalem, piring kagidi lizerine sulu boya
Pencil on paper, watercolor on rice paper

1985,43 x41cm
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“To put forth a work of art comes with its
challenges. There is no easy way to do it for
me. Although the rice paper looks fragile,
once painted it gains strength. The double
surface renders an extraordinary motion.

I carried the movement of the spines by
using the simplest of materials tracing paper
to paper. In this act the motion stops, and

it becomes stable but this is the only way

to convey a visual impression. Yet, the two
surfaces of these paintings are still separate.
Because there is a depth between the two.

Esra Aligavusoglu, “Sanatini sezgileri yénlendiriyor [Intution rules herart]”,
Cumbhuriyet [Daily Newspaper], 10 March 1999, p. 14
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Gift ylizeyli dizenleme | Superimposed surfaces

Kagit Gizerine kuru kalem, piring kagidi Gizerine sulu boya
Pencil on paper, watercoloron rice paper

1992, 73 x 73 cm

Gift ylizeyli dizenleme | Superimposed surfaces

Kagit izerine kuru kalem, piring kagidi lizerine sulu boya
Pencil on paper, watercolor on rice paper

1990, 73 x 73 cm
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Gift ylizeyli dizenleme | Superimposed surfaces

Kagit iizerine kuru kalem, piring kagidi Gizerine sulu boya
Pencil on paper, watercoloron rice paper

1989, 73 x 73 cm

Gift yiizeyli diizenleme | Superimposed surfaces

Kagit iizerine kuru kalem, piring kagidi Gizerine sulu boya
Pencil on paper, watercoloron rice paper

1990, 73 x 73 cm



Gift yuizeyli dizenleme | Superimposed surfaces
Kagit Gizerine kuru kalem, piring kagidi lizerine sulu boya
Pencil on paper, watercolor on rice paper

1986, 43 x 41cm 288
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“Caligmalarimin ana motifi olan denizkestanesi dikenlerinin hareket
ritmini (dikenlerin olaganiistii hareketi sanki evrendeki biiyiik uyumun
simgesiydi) ¢izgisel bir soyutlama gercevesinde ele alarak, iist yiizey
seffaf piring kagids, alt yiizey resim kagudi iizerine ayri ayri galismaya
bagladim. Giderek bu ¢aligmalar renklenerek isig1 kendi iginde siizen ve
ireten bir renk dinamizmi ile birlesti. Bu renklendirme siirecine bagh
olarak yiizeyde inanilmaz bir doku zenginligi olustu. Piring kagidinin
katmanlarinki ince ¢izgiler, boyalar zamanla denizkestanesinin
varliginda etrafa 151k ve enerji sagan bir gizil gii¢ yakaladh.

Sanki bir giines patlamast ufuklarin otesindeki ates yuvarlag
ve okyanusun gizemli renkleri birlestiler.

“Gift Yiizey ve Derinlik”, Akbank sergisi igin, Mart 1999



“Taking the main motif of my work, the rhythm of the spike movements
(they were to me the symbol of the great harmony of the universe) of
Sea Urchins to a linear abstraction, I started to work on the transparent
rice paper and the drawing paper separately - the former as the top layer,
latter the base. As I added colour to these works, a new dynamism of
colour that filters and produces light in itself was also added. As another
result of adding colour, an incredible textural richness prevailed on the
surface. In time, the wrinkles on the layers of rice paper, and the dyes
gained an obscure power that glows and dissipates energy alongside
the sea urchins. A solar flare — like the ball of fire that sits beyond the
horizons and the mysterious colours of the ocean merged.

“Double Surface and Depth”, for the Akbank exhibition, March 1999



Cift ylizeyli diizenleme | Superimposed surfaces

Kagit Gizerine kuru kalem, piring kagidi Gizerine sulu boya
Pencil on paper, watercolor on rice paper

43 x41cm

Sanatginin atdlyesi | Artist's studio, 2023
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Cift ylzeyli dizenleme

Superimposed surfaces

Kagit Uizerine kuru kalem,

piring kagidi Gizerine sulu boya

Pencil on paper, watercolor on rice paper
1996, 68 x 91cm
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On galigma | Study
Pastel
1990, 21 x15¢cm
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“Aslinda bir kiirenin iistiinde yasiyoruz, iginde degil. Onu ¢evreleyen
ufuk ¢izgisinin daire gibi onu i¢ine almast beni sonsuza dogru bir
yolculuguyla gikarvyor. Gokyiizii, evreni gevreleyen bir kiiredir.

Ufuk ¢izgisi beni ¢ogu kez bir daire i¢ine alwr. Giines ufka degdiginde
denizi kucaklamak istercesine sisip kabarir. Derinlere tan renginden
kor rengine dek degisen isigin pariltisina birakuwr kendini. Ufkun bu
son kalan solugu beni sonsuza dek bir yolculuga ¢ikanr. Alabildigine
yasanan bu siireci malzemeye dokme siirecinde de bilinenle
bilinmeyen arasinda bir gel git baslar”

Esra Aligavusoglu, “Sanatini sezgileri yonlendiriyor”, Cumhuriyet, 10 Mart 1999, s. 14



“We are indeed living on a sphere, not inside it. The idea of the horizon
encircling this globe takes me on a journey to eternity. The sky is a
sphere encapsulating the universe. The horizon often encircles me too.
When the sun hits the horizon, it bulges and expands, almost wanting
to embrace it, It melts into the depths of the sea, to the light that ranges
Sfrom the colour of dawn to fire red. This final breath of horizon takes
me on a journey that lasts forever. In the process of materialising this
infinite process of nature, starts an ebb and flood of the known
and the unknown.”

Esra Aligavusoglu, “Sanatini sezgileri yonlendiriyor [Intution rules her art]”,
Cumbhuriyet [Daily Newspaper], 10 March 1999, p. 14

Gift ylzeyli dizenleme | Superimposed surfaces
Piring kagidi Gizerine sulu boya | Watercolor on rice paper

1982,80 x 60 cm 298
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“Once basit cizimlere yoneldim, sonra denizkestanelerini
mercekle inceledim, goziin gorme gergevesi iginde tabii,
goziin goremedigi yerde ise zaten gizem bagliyor. Sonra
da ayrintil gizimleri fotograf kanvasina gegirdim, son
asamada da Japon piring kagidina. Ama arkada gene resim
kdgidi kald, iki yiizey arasinda. Bu boslukla, derinligi,
sonsuzlugu ifade etmek istedim soyut bir anlatimla”

“14. Kigisel Sergisini Ankara'da Agan Melike Abasiyanik Kurtig:
‘Amacim dogadaki gizemi yorumlamak'”, Milliyet, 18 Mart 1988, s. 9

Cift ylizeyli dizenleme | Superimposed surfaces

Kagit Uzerine kuru kalem, piring kagidi Uzerine sulu boya
Pencil on paper, watercolor on rice paper

1993, 50 x 73 cm



Cift ylizeyli diizenleme | Superimposed surfaces

Kagit Gzerine kuru kalem, piring kagidi Gzerine sulu boya
Pencil on paper, watercolor on rice paper

1991, 50 x 73 cm

“First, Iwas making simple drawings. Then, I studied the
urchins with a magnifying glass, of course within the limits
of what the eye can see. Beyond those limits is where the
mystery starts. Then, I transferred the detailed drawings
to the photo-canvas and on the last step, to Japanese rice
paper. But the drawing paper remained there, between the
two surfaces. With this void, [ wanted to express depth and
infinity abstractly”

“14. Kigisel Sergisini Ankara’da Agan Melike Abasiyanik Kurtig: ‘Amacim dogadaki gizemi yorumlamak’
[Melike Abasiyanik Kurtig opens her 14th Solo Exhibition in Ankara: ‘My aim is to interpret the mysteries of nature’]”,
Milliyet [Daily Newspaper], 18 March 1988, p. 9
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Gift ylzeyli dizenleme | Superimposed surfaces

Kagit Gizerine kuru kalem, piring kagidi izerine sulu boya
Pencil on paper, watercoloron rice paper

1992, 73 x73cm

Gift ylizeyli dizenleme | Superimposed surfaces

Kagit izerine kuru kalem, piring kagidi lizerine sulu boya
Pencil on paper, watercolor on rice paper

1993,73 x 73 cm
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Bu kitaptaki yazilar, yazarlarin kendi
gorislerini yansitmaktadir.
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gosterebilir.

All rights reserved. No part of the contents
of this book may be reproduced, except

for quotations within legal limits and with
reference to the source, in any form for any
purpose without prior written permission of
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