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SONORES 10 & More

T
he first objects belonging to the SONORES project (a metonymy for Céramiques sonores) were born in 
2010-2011, in a key moment of my life, in close connexion with what I really am as an artist and a person. 
This year and the next one, I will celebrate the first decade of the project’s existence, a living, uninterrupted 
exploration of ceramics and its sonorous dimension that places my work in the field of contemporary art, 
both as sound art (experimental acoustic music) and contemporary ceramics (installation and sculpture). 

         by Ana Maria Asan

Intrusion (detail), 2013, Le Studiolo, Paris, 2014, porcelain, body imprint
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As my work always met appreciation and enthusiasm abroad, 
it would be great to collaborate in the near future also with Bel-
gian and Romanian art partners in relation with this ten year an-
niversary (regarding Ceramic Art Andenne 2021, I am optimisti-
cally working on it). Anyway, meeting a new audience anywhere 
in the world remains essential to me. 

To begin with, I would like to express my warmest thoughts 
to those who vibrated in unison with me, supported partially the 
project or made it visible. Before starting it, the Belgian cerami-
cist Jean-Claude Legrand generously taught me for several years 
almost everything I know about clay. With the intention of being 
sincere and bringing more to the reader than a display of tro-
phies, I will recall more or less happy aspects of this journey. My 
determination to become an artist lead by a profound vocation 
could encourage the very young ceramicists to follow their own 
way in this changing world. Yes, with a personal art approach, a 
lot of work and faith it is possible! 

Why a journey? 
Defining myself as an explorer, somebody who needs to 

investigate new paths, to move, to breathe fresh air, to fly, to 
be free, I created SONORES in my own image. The deep and 
intuitive sonorous exploration of the ceramics associated with 
the investigation of different clays and shapes constituted the 
common thread all these years. Partially borrowed from design, 
partially from nature – but always streamlined – these shapes 
show off a relationship between the objects and the body: arms, 
mouth, hands… However, they are not conceived as musical 
instruments (I am the one who decides to handle them in front 
of the microphone or, rarely, it is the audience, in the case of 
specific installations). Through their sensuality, my ceramics lead 
to another dimension, introspection, even contemplation. Their 
sonorous potential reminds us of the human soul. Whether you 
take it into account or not, it exists anyway. Inextricably linked to 
life, art bears witness to who the artist is: every recording session 
I make stands in time as a unique radiography of a precise mo-
ment. In the creative process, I also determine the sound objects 
I want for composing, from this growing ceramics sound library. 
The result has nothing to do with randomness, so dear to the 
language of art nowadays! It is at the same time constructed 
and driven by inspiration. Untitled, 2011 and There Is No white 
Noise Only Colourful Sound, 2015, that became in time a se-

ries, belong to this approach. Untitled, 2013, investigates the 
relationship between ceramics as amplifying objects and Art 
versus Design. Noisy Family 1, 2014 and Noisy Family 2, 2020 
combine ceramic sounds with amplified sound resulting from 
the handlings of other matters (in these two installations the ce-
ramic objects are enhanced by mundane elements of everyday 
electric domestic appliances, but completely emptied of their 
functionality). They are Dada objects, an allusion to the absurd-
ity of the items invading our living space more every day. If the 
visual result can make one smile, the surprise comes through 
the headphones because the sound composition reveals the un-
expected richness of the sounds bringing us towards a deeper, 
poetic zone. The relationship between what is seen and what 
is heard holds a central place in my art because it operates in 
a subtle and unique way for every person. This is one of the 
main reasons for the absence of my sound compositions on the 
Web. Last but not least, the path taken by Resonances, 2018 – 
a special site specific installation I created for the Nicolas Gate 
of the Daugavpils Fortress in Latvia – is again a different one: 
the exploration of the relationship between ceramic objects and 
architecture, especially its acoustics, as well as the capture of 
the audience’s natural desire to touch, to interact with the art 
objects, even with the risk of damaging them.   

Untitled, 2011, Galerie Vertige, Brussels, 2013 (partial view), porcelain 
stoneware, strings, plexiglas, sound device, variable dimensions

There Is No White Noise, Only Colourful Sound, 2015 (installation)
Porcelain, stoneware, strings, sound device, h 160 cm, w 150 cm, d 50 cm

Noisy Family 1, 2014, CODA Museum Apeldoorn, The Netherlands 
2015 (installation view), Stoneware, elements of domestic appliances 
sound device, H. 95 cm, W.75. cm, D. 50 cm




