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Abstract

This study aims to understand and explain the problems of aesthetic adaptation through the development
of ceramic art design in Mayong Lor Village as a cultural strategy in facing market competition to maintain
the local characteristics. The research data was through by participant observation technique, in-depth in-
terview, and document data tracking. The results show the following: First, the type of ceramic products can
be classified into four categories, namely: 1) celengan (piggy banks), (2) children>s toys/remitance (keg,
jars, cups, glasses, plates, paso, teapots, earrings, angklo, kekep) , (3) glassware for household purposes,
such as jugs, kendil, padasan, and cowek, (4) decorative items (vases, jars, pots, wuwungan tiles, pencil pot,
souvenirs, and carving. Aesthetically, the expression on ceramic pottery of Mayong Lor Village is simple and
non-complicated as well as prioritizes the aspect of physical function which is oriented to economic value.
Second, the social and cultural environment of Mayong Lor society creates typical patterns of interaction
and lifestyle (with the support of its natural resources) resulting in the process of skill transfer of ceramic
pottery traditionally from generation to generation and produces a unique and simple ceramic product.
Third, in the midst of the strong influence of modern industrial pressures, the craftsmen struggle in the
process of creativity by performing an aesthetic adaptation to develop new design with new artistic and eco-
nomical values as the embodiment of a cultural strategy to maintain the creative potential of their local arts.
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INTRODUCTION

As a part of traditional art, ceramics as glass-
ware of burned clay (Astuti 1994; Adhytman
1987; Yumarta 1982), in the making process,

tion, communication, and symbolization in
various cultural events of society. Even, its
physically manifested presence in aesthetic
and unique aesthetic art products (Kisawa
2012) can be one of the capitals and symbols

reflects the noble values of its society (Wolff
1989; Geertz 1973; Otten 1971). Therefore, in
its glory era, the existence of traditional ce-
ramic art shows its function (Sayogya 1985)
which is able to improve social-cultural re-
lations especially as a medium of socializa-

of the cultural identity of its maker commu-

Corresponding author
JI. Raya Sekaran Gunungpati 50229 Semarang,
Indonesia

Email
triyanto@mail.unnes.ac.id



mailto:triyantoma57@gmail.com

Komunitas: International Journal of Indonesian Society and Culture 9 (2) (2017): 255-266

nity (Kayam 1981; Bourdieau 1986; Dillistone
2002; Sugiharto 2013; Carbon 2010, 201).

However, in the present reality, the
ceramic condition has largely experienced
dysfunctional situation in its socio-cultural
context. It is characterized by many facts
that show the traditional culture of royalty
in various regions experiencing the decli-
ning, stagnation, and even extinction. As a
result, many industrial centers of ceramic
pottery experience bankruptcy. Sidharta
(1991) notes that in the 1960s, ceramic art in
Indonesia in his journey had died because
the function, design, and quality of traditio-
nal pottery ceramics were considered to be
no longer suitable for consumers. This em-
pirical fact was strengthened by research re-
sults of Iswidayati (2009) which shows that
the glory of ceramic centers in Indonesia
was around 1960-1998.

After 2000s until now, the life of the
percussion in Indonesia begins to decli-
ne. This is because ceramic products made
with traditional form designs and techni-
ques are unable to compete with similar
products in markets made of plastic or by
modern industries (Chambers 1988). Under
these conditions, the situation became more
severe after a rise in fuel prices. Many home
industries of ceramics went bankrupt and
most of the craftsmen switched to another
profession, migrated or became other wor-
kers in various factories (Suara Merdeka
2014). This, at least, indicates that working
as ceramic craftsmen is economically inca-
pable of being used as a guarantee of the
family’s source of income to meet the ne-
cessary living needs. Therefore, it is natural
that such endeavors by the various creator
communities are abandoned into historical
memories of his past.

Meanwhile, Mayong Lor Village as one
of the villages in Mayong District, Jepara
Regency has historically been known as the
center of the traditional ceramic art industry
or the art of pottery. Until now, Mayong
Lor’s ceramics production still continues
with all its dynamics. The business poten-
tial of Mayong Lor village community in ce-
ramic pottery industry activity has become
the identity and pride of Mayong Lor villa-
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gers. In addition, the potential of ceramic
business has become the economic source of
the village and its citizens from generation
to generation (Mahbub 2010; Kathadinata
2005). The data from the Jepara Industry
Office indicates that the existence of this ce-
ramic industry has contributed economical-
ly (mayong.jeparakab.go.id/index.php/web/
data/6.8). As a result of the expression of
popular art, Mayong Lor ceramic art has its
own characteristics both from the aspects of
materials, technical production, or form de-
sign, namely simple and non-complicated
concepts (Sachari 1989; Karthadinata 2005).
In this context, pottery in Mayong
Lor Village is unique as compared to other
pottery industry conditions (Guntur 2005;
Adimihardja 1986). First, when ceramic in-
dustrial centers in other regions have dim-
med, Mayong Lor’s ceramics industry can
still survive. In fact, its existence has be-
come a pottery center of Jepara regency. It is
estimated that the strategy is by modifying
the shape and design of pottery to suit the
market demands. The adaptation is more
oriented to the processing of more aesthe-
tic forms. Although most wearable items
are still produced, most craftsmen have be-
gun to produce ornamental objects or even
stand-alone artworks and souvenirs.
Secondly, the ceramics pottery in-
dustry in Mayong Lor has historically, un-
til now, been going on for generations over
six centuries and counting. Traditional
regeneration processes often give rise to
craftsmen’s attitude when they encounter
rapid changes or developments in the en-
vironment with the presence of faster and
efficient technology making them less li-
kely to use them directly (Koentjaraningrat
1986). In fact, the opposite situation hap-
pens. They prefer traditional ways that they
consider more effective in delivering quality
ceramics. In addition, craftsmen on the one
hand still uphold popular values and still
bring the spirit of locality as cultural expres-
sion (Chamim 2003). However, on the other
hand, they often meet or cannot be separa-
ted from outside influences in the form of
modernity that relies more on the culture of
capitalism by eliminating the values of col-
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lectivity and the demand for novelty. In that
aspect, it is estimated that adaptation stra-
tegies to maintain the pottery design will be
able to adjust the market dynamics within
the framework of the local identity that they
have. This becomes an increasingly comp-
licated and interesting issue because of its
strong adaptability and existence is carried
out by mostly poorly educated craftsmen. In
addition, other facts indicate that the offer
to switch professions outside the craftsman
profession is sometime very tempting.
Thirdly, the things that influence the
efforts of the formation of the design also
appear to be an interesting issue because
after all, the developing process of design
is as a form of adaptation which cannot be
separated from various internal and exter-
nal factors (Bennet 1976; Moran 1979; Ellen
1982; Faerber & Carbon 2012). Internal factor
is more on the willingness of the craftsmen
themselves to renew their work. External
factors have a role in the development (in-
novation) of ceramic design. The factors
often involve many supporting agencies
either contributing directly or indirectly in
giving its influence. The roles of influential
local figures, successful craftsmen, and vil-
lage government apparatus as well as related
offices are supportive networks that cont-
ribute considerable influence (Rogers and
Shoemaker 1973; Weber & Khademian 2008;
Raymond et al. 2010; Armitage et al. 20n).
Based on these facts, the adaptation
strategy of new ceramic design in Mayong
Lor Village as a traditional village in the era
of modernity is interesting to study. This
study also becomes very important because
by understanding the pottery as a cultural
artifact, the expression of noble values of its
supporting community will be investigated
(Sudiyati 2012). The existence of a ceramic
as a product also cannot be separated from
craftsmen, buyers, community culture, so-
cial environment, culture and related in-
stitutions which become parts of the fra-
mework of a holistic understanding. It is
confirmed by Gopnic (2000) that ceramics
can be used as a marker of some of the acti-
vities, habits, and behavior of the communi-
ty, including those used to explain the arts,
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beliefs, trade, population distribution, and
community intelligence (Babcoc 1989; Su-
diyati 2012).

Based on various backgrounds of ce-
ramic uniqueness in Mayong Lor Village
Jepara, this research focuses on study of
design development of ceramic art form of
Mayong Lor Village in encountering of mar-
ket competition in cultural perspective. The
development of the design of ceramic forms
is interpreted as a cultural strategy in the
defense of the creative potential of local art
in facing the outside cultural changes which
are quite strong (Sedyawati 1991; Rohidi
2001; Runco 2007). The study is expected to
provide a comprehensive understanding of
the adaptation efforts of a local pottery de-
sign which are able to offer values in accor-
dance with the development of the times.

The study and documentation on the
various arts of pottery that have been pro-
duced by craftsmen Mayong Lor Jepara Vil-
lage is expected to be able to assemble the
structure of the formation or identity of
the Mayong pottery. Therefore, it can be a
strategy to survive by not leaving the uni-
queness of its local characteristics. Through
the knowledge and understanding of tradi-
tional art culture that has been obtained,
the pride in the values of locality can be inc-
reased. Therefore, the efforts to develop the
design of Mayong Lor ceramics both tex-
tually and contextually will be done by art
supporters who have clear and measurable
guidelines to run dynamically. This study
aims are to understand and to explain the
aesthetic adaptation mainly through the
development of ceramic art form designs of
Mayong Lor Village in facing market com-
petition to maintain the characteristics of

the locality.

The study employed a qualitative -
ethnographic approach (Spradley 1997).
The subjects of the study were the commu-
nity of craftsmen and ceramics sellers, as
well as some community leaders in Mayong
Lor Village. The study focused on: (1) the
embodiment of ceramic form and expressi-
on of Mayong Lor Village of Jepara Regency
in facing the market competition, (2) the
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social and cultural environment influences
toward creation process done by craftsmen
which enable the expression of locality value
in ceramic products of Mayong Lor Village,
Jepara Regency, (3) the aesthetic adaptation
pattern in the development of ceramic sha-
pe design with the character of locality as a
cultural strategy done by ceramic craftsman
of Mayong Lor Village so that the creative
potency of local art could survive in facing
the market competition. The location of the
study was in Mayong Lor Village. Data col-
lection techniques used in this study were
observations, in-depth interviews and do-
cumentation. The operationalization of
the use of this technique was flexible in ac-
cordance with the conditions developed in
the field with the main instrument of data
collector of the human instrument (Rohi-
di 20m) i.e. the research team and the sup-
porting team. In general, the data collected
was then analyzed using a qualitative analy-
sis approach. The analytical procedure was
conducted through the process of reducti-
on, presentation, and verification of data
(Miles and Huberman 1992).

Mayong Lor Village: General Overview
Mayong Lor village which is one part of
Mayong District Jepara Regency, Central
Java province of the north, is located about
24 Km from the central regency government
and 68 Km from the provincial capital. The
village has an area of 289,8 Ha. The village
is bordered by some villages: Mayong Kidul
and Blimbing Rejo Villages in the south,
Pelem Kerep, Singorojo and Pringtulis Vil-
lages in the north, Tiga Juru, Kuanyar and
Sengon Bugel villages in the west and Pring
Tulis Village in the east. The total area of the
village is divided into 4 hamlets, namely:
Gleget, Krajan, Karang Panggung and Ben-
dowangen Hamlets. Krajan and Bendowan-
gen hamlets are the center of the ceramics
industry, both tile and pottery.

When viewed from the position and
its location not far from the district capital
and regency capital, Mayong Lor Village is
likely a village town. This is supported by
the presence of a sizable village market and
shops, as well as large school buildings and
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mosques on the side of a big road that is qui-
te crowded with the hustle and bustle of tra-
ders’ lives and public transport traffic, ele-
mentary school life, the life of Santri, the life
of Madrasah or junior high school students
and the daily life of the craftsmen both in
the process of production and in the process
of distribution of products. This condition
has provided opportunities for the econo-
mic development of citizens, especially in
the handicraft industry sector people who
process raw materials of clay into bricks, tile,
and pottery. In terms of basic livelihoods,
the majority of the population works in the
field of ceramic handicrafts, both tile cera-
mic and pottery ceramic. The other villagers
work in various other occupational sectors.

The Embodiment of Ceramic Form

and Expression in Facing Market Com-
petition

Clay isa raw material used in making pottery
ceramics. The raw material, for the ceramic
craftsmen Mayong Lor, was originally ob-
tained from within the village environment
itself. Today, the hunt of clay for ceramic raw
material is then moved to neighboring vil-
lages such as Pring Tulis, Pelem Kerep, and
Tiga Juru Villages. Even since the eighties,
this clay hunt has begun to shift outside the
village neighbors some distance away to the
Papringan-Tunggul area which is bordering
area of Kudus Regency. Now, the main area
that becomes the supplier of raw material
source of clay is located in Gemiring Lor Vil-
lage, Nalumsari District; a district in Jepara
District that borders or becomes a neighbor
of Mayong District. The tools used are pegot
(rotary table), citakan, butsir, sisir, plat seng,
skrup jeruji sepeda, mentur, benang atau ka-
wat kecil, ember, bak penampung, cangkul,
kain lap, pahat ukir, pisau, amplas, molen,
kuas, ayakan (irig), rak, and furnace.

This final processing is ready to be used
and formed into ceramics. This is a traditio-
nal way. Nowadays, the way of processing
can be done by using a new tool in the form
of molen machine that works to process the
clay through the process of ground grinding
machine. Clay that has been processed, if it
will be made into ceramics, can be formed

BEEEEN sounnnus |



259 Triyanto et al, Aesthetic Adaptation as a Culture Strategy in Preserving the Local Creative Potentials

by using several techniques depending on
the type of products to be produced. The-
re are several kinds of shaping techniques,
namely rotational, print, massage, print and
plintir techniques. The rotary technique is
commonly used by pottery ceramic artisans
in Mayong Lor Village.

The process of forming ceramics with
this rotational technique requires high con-
centration. However, because the crafts-
men are generally accustomed and skilled,
it looks very easy. For craftsmen, the first
clay that is ready to be used is placed right
on the center axis of the bot. Then, the soil
is pressed firmly to stick and not shift for
further rotation while the thumb is pressed
right in the axis or the middle of the clay to
form more holes which are less than 1 cm
from the base. While continuing to rotate
the table with their feet, the clay held is gra-
dually pulled up slowly following the direc-
tion of hand movements to form a desired
product. To smooth the process of creation,

craftsmen usually wet their hands with wa-
ter that has been provided. In this formati-
on process, the function of the mentul tool
is necessary in helping to form the body of
ceramics.

The forming process is completed by
smoothing the lips (edge) part of the pro-
ducts with a dampened cloth or sponge and
the bottom part attached to the bucket is cut
with wire or yarn. The products are then re-
moved to dry in the shade. If the ceramics
will be given additional decoration, then
before drying process or in a semi-dry (Java-
nese: malem), it can be done by scratching,
carving, sticking, stamping or punching the
ceramic body according to the motif or de-
corative pattern that has been prepared be-
fore. In addition, there are times when, in
a semi-dry state, ceramics are beautified by
craftsmen by giving the coating of engobe (a
coloring materials from red ground pulp) on
the entire surface of the pottery by brushing
it until it is evenly distributed. The next pro-

Figure 1. The Making Process of Ceramic using Rotational Techniques (mbubut) Typical
from Mayong Lor Village
(Source: Author Documentation)

Figure 2. The Natural Dying Process By allowing the wind to dye it in the terrace

(Source: Author Documentation)
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cess after formation is drying, burning, and
finishing the ceramics. In the picture 1and 2
can be seen the process of making ceramics
and the results.

The type of products thatare produced
can be classified into four categories, name-
ly: (1) celengan (piggy banks), (2) childrenss
toys/remitan (keg, jars, cups, glasses, pla-
tes, paso, teapots, earrings, angklo, kekep),
(3) glassware for household purposes, such
as jugs, kendil, padasan, and cowek, (4) de-
corative items (vases, jars, pots, wuwungan
tiles, pencil pot, souvenirs, and carving. The
sources idea of making these items mostly
come from the legacy forms of heredita-
ry tradition to meet the needs of kitchen
equipment. Kendi, kendil, padasan, keg, co-
wek, children’s toys or remitan (except pig-
gy banks) are examples of goods which are
made based on the existing form of kitchen
appliances from the traditional heritage.
Another source of idea of making the design
of the form of ceramic products comes from
the creation of the crafters through self-
learning process or learning through trai-
ning- The trainings are provided by various
parties.

Most types of specific forms, such as
piggy banks, remitan, jugs, kendil, padas-
an, and cowek are in a form of tradition which
has existed for over generations. Among the
various forms of this tradition, some have
experienced the development of the design
into a new form, for example the piggy bank
creates its own variants. The rest of the va-
rious other forms are more because of the
result of the design development which is
either done by the craftsmen themselves by
the process of self-study or by learning from
the design of others or trainings. The variety
of forms development includes jars, vases,
pots, pot base, wuwungan tile, carving and
souvenirs.

The diversity of these forms still re-
veals their aesthetic aspects. More speci-
fically, the following exposes the aesthetic
characteristics of the embodiments of the
ceramic pottery forms mentioned above. A
typical characteristic of such esthetic ex-
pression can be put forward as follows. First-
ly, as a work of traditional art, the producti-
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on of Mayong Lor ceramics are local artistic
expressions which are characterized by the
use of raw materials and supporting ma-
terials derived from locally natural resour-
ces. Secondly, the production technology of
making the products in general is still using
traditional equipment. The main equipment
is perbot (special rotation tool that is manu-
factured with a turntable in a tilted position
that is driven with the left foot). Thirdly, the
source of the idea of creation of the manu-
facture of ceramic products is generally de-
rived from the hereditary heritage of gene-
rations, namely the need to meet household
appliances, especially kitchen appliances.
Fourth, from the embodiment of the form
of ceramics products generally shows the
aesthetic expression within simplicity which
still reveals a unique, funny, and innocent
impression.

Aesthetically, the simplicity of ex-
pression is seen in their forms (subject
matter) which are not complicated and pri-
oritize more on the aspects of physical func-
tion- economic value oriented. If there is an
effort to give additional coloring, it is done
spontaneously with brush strokes of prima-
ry color of paint cans or paint silk which is
relatively cheap. Similarly, if there is an ef-
fort to provide ornaments, it is also done
spontaneously by scratching the form using
simple lines.

The Influence of the Social and Cul-
tural Environment on the Ceramic
Creation Process

From several craftsmen who are intervie-
wed, it is obtained an explanation that they
receive the skills to make pottery is indeed
through the hereditary heritage of their res-
pective predecessors. Surely, they cannot
mention the number of years since when
Mayong Lor ceramic pottery is starting to
exist. The craftsmen can only say that the
art of ceramics in their village have long
been there and it is a legacy of their great
grandfathers. The meaning of great grand-
father refers to the heir lines above their own
grandfathersand the punjer (heir-line point)
is undetectable anymore. However, from the
written document of the early Mayong Lor
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Embodiments and Types of Ceramics produced in Mayong Lor Village

Celengan (Piggy Bank) Celengan Celengan
Remitan Remitan Remitan
Kendi (Jug)
I -
— 8
Cowek Gentong
i I|
Pot Pot Base
Wuwungan Tiles Souvenir Carving

Fig. 3 The Embodiments and Types of Ceramics produced in Mayong Lor
(Source: Author Documentation)

Village, the ceramic pottery in this village ternsofinteraction and the daily lifestyles of
has existed since the 15th century. the villagers can be identified as an indicator

In subsequent developments, as a so- of the social life. They traditionally develop
cial community, Mayong Lor Villagers are a together to behave in an effort to meet the
group of people who have a distinctive sty- needs of their life as hardworking, diligent,
le in their social and religious life. The pat- tenacious, and patient people.
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Ethnically, the local villagers of
Mayong Lor are Javanese. As an area located
in the northern coastal area of Java (Pantu-
ra), they can be classified as ethnic Javanese
Pesisiran (coastal). In the social life of the
community, the gotong royong (mutual as-
sistance) still characterizes the lives of the
artisans in the village of Mayong Lor. This
gotong royong can be seen in some of their
social activities and interactions. The go-
tong royong lifestyle is also performed by
the craftsmen in some activities, for examp-
le in the purchase of clay raw materials, clay
processing and burning.

Beyond the production and distri-
bution process, there are social activities
developed traditionally as a means of tying
social interaction. In general, the daily so-
cial life activities of Mayong Lor villagers
are characterized by their interaction in ce-
ramic handicraft production activities with
all the supporting processes, starting from
communication relationships in family life,
neighborhood, arisan (gathering), until sol-
ving the problems related to the pottery bu-
siness. Life goes on a regular basis, flowing
from day to day, month to month, year to
year into a traditional lifestyle.

Mayong Lor Society’s daily behavior
prioritizes the simplicity and togetherness
in upholding local and religious values. The
pattern has made the ceramic work produ-
ced by them to be simple and modest in its
decoration. This is reinforced by the quali-
ty of cultivation which is still “rough”. Their
principle of life is always to be sincere
and nrimo (to accept) no matter how much
income they will derive as part of a gift from
Allah. They also have the principle to pre-
serve their ancestral heritage so they tend to
work their ceramic form that is not out of
the grip from ancestral traditions. The ae-
sthetic expressions of ceramics which they
have created become one correlation and
one unity with the soul and expression of
the craftsmen.

One or two artisans do make ceramics
with elaborate and artistic shapes and cul-
tivating qualities that may be fine, but they
are still limited and casuistic. Some crafts-
men who produce ceramics in their unique
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and artistic shapes are a phenomenon that
indicates the need to develop their creativity
in order to preserve the existence and sustai-
nability of the business.

The craftsmen struggle in their crea-
tive process to find and discover new forms
that are in addition to its artistic value as
well as, and this is more important, econo-
mic value. The goal is clear, that is to preser-
ve the business that became its main liveli-
hood. It is through this action that they see
and study market demands to develop their
ideas in an effort to create creative and inno-
vative forms.

Aesthetic Adaptation Patterns

In the context of following the trend of the
market, there are indeed some craftsmen
who adapt the aesthetic forms such as
children toys made in the plastics industry
and animated cartoons aired on televisi-
on. The aesthetic adaptation here is inter-
preted as a cultural mechanism, a process of
using knowledge, values, and beliefs in an
effort to cope with environmental changes
by utilizing the resources it has to develop
the design of a work of art that is capable
of aesthetically suiting the evolving needs
of the market. The development refers to a
fundamental change of the old things that
are processed into a new form which means
that an attempt repairs in an effort to impro-
ve the quality (Rohidi 2001; Hamilton 2009;
Gustami 2014). Indeed, at first, the renewal
could be considered as something strange to
traditional craftsmen. However, after the re-
sults of the renewal shows a positive result,
the renewal will be followed by other crafts-
men.

The renewal adaptation techniques
and aesthetic forms of the old piggy banks
into newer piggy banks based on the car-
toon characters from the internet or televisi-
on have begun to spread to other craftsmen
who become a kind of followers. The goal is
to ensure that the production of ceramics
with this new design will able to reach the
public demands and to overcome the fierce
competition in the market.

The existence of some craftsmen who
produce ceramics in their unique and artis-
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tic forms is a symptom that indicates the
need to develop their creativity in order to
maintain the existence and sustainability.
They struggle in their creative process to
search for and find new designs which helps
them to add artistic values and economical
values for their products.

The below table 1 is a matrix that
presents an overview of differences in the
design of the traditional and new designs
which embody the aesthetic adaptation. In
the matrix of the craftsmen, their efforts to
develop a more innovative designs patterns
as a form of creative response in reading the
market opportunity is seen. The creative
responses appear mainly on how they adapt
the aesthetic values of simple shapes to form

a more unique appearance and lively cont-
rasting coloring designs.

The old ceramic has difficult selling
values even though the marketing area is
sufficiently expanded. The situation makes
the craftsmen adapt as a way to survive by
making ceramic design to be more focused
on the adjustment of the popular ceramic
design and to make it more beautiful and
attractive. The consideration of the crafts-
men is in accordance with the statement of
Hamilton (2009) which states that the main
criterion of someone to buy a product lies in
the model form of pottery. Aesthetic adap-
tation process aims to produce more beauti-
ful ceramic in accordance with the changing
demands of the market tastes. Therefore,

Table 1. The Difference Matrix between the Old and New Ceramics Design of Mayong Lor
Village as Embodiment of Aesthetic Adaptation

The Old Ceramic Design

The New Ceramic Design as Embodiment
of Aesthetic Adaptation

e The ceramic design focuses more specifically
on meeting the domestic appliances, kitchen
appliances and children’s toys that have a grip
shape.

e The ceramic Design is more inspired than ex-
isting forms because they still lack a source
of inspiration for developing more valuable
ceramic art.

e The form designs are less able to follow the
market appetite so they are less varied.

¢ The designs have not yet adjusted to the sym-
bolization or icons that are present and up-

dated.

e The colors which are used are more into
brown plain. Some of products are colorful
such as children toys.

e There is no creative innovation. The design is
functioned as a functional object .

e The ceramic design, while still producing

household appliances, also begins to focus on
a piggy bank with its innovative and creative
designs adjusted to the dynamics of the time.

e The ceramic designs focus on working on the

children toys which mostly are inspired by
plastic and animated cartoons aired on tele-
vision.

e The ceramic design is sought to adjust and

to follow the trend of the market, mainly the
figures of children such as the cartoon figures
of Adit, Sopo, Jarwo, Minion, Spiderman,
SpongeBob, etc.

e The design begins to use the symbol of con-

temporary trend which prioritizes economic
value.

e The colors which are used are more to be var-

ied, bright, strong and light.

e The innovation forms, in addition to func-

tional ceramics, also greatly chases the deco-
ration or entertainment value so that the de-
signs are more memorable, funny, humor and
entertaining.
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the emergence of the aesthetic adaptation
of ceramic performed by the Mayong Lor
craftsmen is because the market demands
ceramic design with a more modern style
and the desire of craftsmen to earn better
income.

The craftsmen with market foresight
will choose the most popular icons potential
to be favored by the market, especially the
children. The strategy is later actualized in
the form of a new design of piggy bank. The
conventional piggy bank icon is replaced
with a new one with still maintaining the
functional aspect as a place to save money.
The techniques of manufacture and marke-
ting models still use conventional models of
the old piggy bank design.

Two types of old and new forms of de-
sign in fact have their own respective custo-
mers. Even recently, the market demands for
new ceramic design and it has gained a posi-
tive response from consumers. These condi-
tions make craftsmen to be more passionate
in their efforts to pursue and maintain their
products. The orders keep on flowing. This
situation, at least, proves that the aesthe-
tic adaptation performed by the craftsmen
have managed to cope with market competi-
tion similar to the flood of modern products
made of plastic.

CONCLUSION

The first conclusion is that the type of pro-
ducts that are produced can be classified into
four categories, namely: (1) celengan (piggy
banks), (2) childrenss toys/remitance (keg,
jars, cups, glasses, plates, paso, teapots,
earrings, angklo, kekep) , (3) glassware for
household purposes, such as jugs, kendil,
padasan, and cowek, (4) decorative items
(vases, jars, pots, wuwungan tiles, pencil
pot, souvenirs, and carving. From four of
these categories, there are types which have
variant of development and some do not.
Aesthetically, the expression on ceramic
pottery of Mayong Lor Village is simple and
non-complicated. The production prioriti-
zes the aspect of physical function which is
oriented to economic value.

Secondly, the environment of Mayong
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Lor society both socially and culturally is a
community that has typical lifestyle and in-
teraction patterns in an effort to make ends
meet. Therefore, the creation of ceramic
pottery is conducted through the heredita-
ry process that can ultimately preserve the
ceramic industry and continue with the ae-
sthetic and character designs of simple, mo-
dest and functional products.

Thirdly, the existence of some crafts-
men who produce ceramics in their unique
and artistic form is a symptom that indica-
tes the need to develop their creativity by
always adapting to the changing times in
order to maintain the existence and sustai-
nability. They struggle with the creative pro-
cess through aesthetic adaptation process
to search for and find new forms to add the
artistic and economic values for their pro-
ducts. Through this strategy, the existence
of Mayong Lor ceramic pottery lasts until
now and thrives without leaving a charac-
teristic locality.

Theoretically, the findings of the rese-
arch shows that the human as a living being
basically will always adapt to the challenges
and/or changes in the surrounding envi-
ronment in order to survive in accordance
with the knowledge, values, beliefs, techni-
cal skills and creativity respectively. This is
reflected by the craftsmen of ceramic potte-
ry in Mayong Lor Village who are adapting
their product to the popular designs in the
form of a piggy bank that is used to be mo-
dest and plain. The aesthetic adaptation of
craftsmen has not reached the form of cera-
mics that is more towards pure art or higher
artistic value due to the orientation of their
work which is focused on the effort to fol-
low the market taste at the bottom layer. It is
precisely through this culture of their stra-
tegy that until now, they are still viable in
developing their business.
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