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PERMANENT VACATION FILMINDEN BIR KARE / MOVIE STILL, JIM JARMUSCH, 1980

Merhaba!

Sehir hayatinin yiikleri ellerimde her giin evden ¢ikiyorum. Cok giivendigim biri
bana hep kok salmaktan bahsederken ben daimi tatilde olmak istiyorum. Yasim
ald1 bagini ilerliyor, yetismeye ¢alisiyorum arkasindan.

Aralik ayina hazirladigimiz 10. yil 6zel ¢calismamiz i¢in incelikli bir argiv taramasi
baslattik. Buradan da tekrar gormiis olduk ki Art Unlimited yayin hayat1 boyunca
herkesin gormedigini gormenin disinda olani en kaliteli haliyle aktarmaya
caligmay1 daimi gorevi bilmis. Farkli temalar altinda toplayarak kitaplastiracag:
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Sevgili Sera Dear Sera

Faruk Sade

SADE AILESI/SADE FAMILY, SIYAH BEYAZ, ANKARA, 1988

Senin dogumundan bir y1l 6nce bagladigimiz Siyah/
Beyaz’da, annenle birlikte, belki de bir insanin en
verimli yillar1 diyebilecegimiz yirmi yilimizi gegirdik.
Geriye baktigimizda yasadigimiz pek ¢ok giizellikleri
goriiyorum. Sanat¢ilarimiz ve dostlarimizla paylasti-
gimiz pek ¢ok giizel sergi ve etkinlik yaptik. Belki sen,
sana yeterli zamani ayiramadigimiz icin bize kiziyor-
dun, ancak sen de her zaman bizimle beraber idin, o
giizellikler i¢inde yer aldin.

Amacimiz Siyah/Beyazi bir kurum haline geti-
rebilmek, ¢agdas sanatimiza faydali olabilmek oldu.
Hatalarimiz, kirginliklarimiz olmus olabilir; yine de
tim ¢abamizla Turkiye’de baz:i ilkleri gerceklestir-
meye bagladik. Gengleri tesvik edebilmek Siyah/Beyaz
i¢in her zaman ¢ok 6nemli oldu. Verdigimiz édiiller,
actigimiz sergilerle bu ise goniil verebilecekleri yiirek-
lendirmeye ¢aligtik. Sanirim bir kismi, sadece iiniver-
site bitirmis olmak icin oradaydilar. Kabahatleri de
yoktu. Oyle 6grenmislerdi, sanatin neler gerektirdi-
gini bilmiyorlardi, 6gretilmemisti de iistelik. Disarida
6grenme ¢abalar1 olanlarin ise, gidecekleri miizeler,
okuyabilecekleri yayinlari yoktu. $imdi de yok.

Tirkiye’den tek katilimci olarak yer aldigimiz
RES-ARTIS biinyesinde, Fransa’dan gelen sanatgi-
lar1 Istanbul Sultanahmetteki Artist-Residenceimizda
agirladik. Cagdas Tirk sanatini gostermeye calistik.
Fransa’ya sanatcilarimizi génderdik. Ulkemizin yagsa-
dig1 tiim olumsuzluklara ragmen ayakta durabildik.
Dogal olarak, gectigimiz yirmi yillik siire¢ icerisinde
gelismesi gereken sanat galericiliginin hala birkag kisi
ve kurulusun cabalari ile ayakta durmaya calismasi
olduke¢a diisiindiiriiciidiir. Hitkiimetlerimizin sadece
her sehre altyapisiz, 6gretim iiyesiz yiiksek sanat
okullari, fakiilteleri a¢maya indirgenmis olan plas-
tik sanatlar politikas: nedeniyle ne yazik ki diinyanin
cok gerisinde kaldik. Bityiik bir kismini tanima firsati

buldugun sanat¢ilarimizin 6zverileri olmasa bu isi bu
kadar siire gotiirebilmemizin olanaksiz oldugunu da
gozlemleme sansin oldu.

Sevgili Sera, sanat ile ugragsmak istedigini biliyo-
rum, birlikte yasadiklarimizin sana sanat diinyas: ile
ilgili 6nemli tecriibeler kazandirdigina inaniyorum.
Sanat bir yagam bigimidir. I¢tenlik, masumiyet ve bilgi
gerektirir. Elli yil sonra da bu isim altinda yagayabil-
mek sadece dilegimiz degil aynizamanda amacimizdir.

Sunu bil ki, seninle en az Siyah/Beyaz kadar gurur
duyuyorum.

Umarim her sey daha IY1 olur.

Haziran 2003, Ankara

Your mother, and I spent twenty years -which might
be considered the most productive years of one’s life- at
Siyah/Beyaz where we started one year before you were
born. When Ilook back I see many beautiful things that
we have experienced. We have organized many exhibi-
tions and activities and we have shared those with our
artists and with our friends. At that time perhaps you
got angry with us as we were unable to give you enough
of our time. Yet you have always been there with us
and took part in those beautiful events.Our aim was to
establish Siyah/Beyaz as an institution and serve our
country’s contemporary art. We may have made some
mistakes and may have had some resentment. But we
wanted, with everything in our power, to achieve some
“firsts” in Turkey. To be able to encourage the young
people has always been very important to Siyah/Beyaz.
Through the awards that we have given and the exhi-
bitions that we have opened we have tried to encour-
age the ones who devoted themselves to this task. I
think, some of these young people were only there just
to obtain a university degree. It was not entirely their
fault, it was only what they knew. They were completely

SADE AILESI/SADE FAMILY, BODRUM, MUGLA, 2014

unaware of the requirements of art. That was not taught
to them either. As to the ones who tried to learn outside
(the educational institutions) had neither any museums
to go to nor any publications readily available to read.
These, in fact, they still do not have. Within the frame-
work of RES -ARTIS in which we took part as the only
participant from Turkey we hosted artists from France
at our Artist-Residence in Sultanahmet in Istanbul. We
tried to demonstrate Contemporary Turkish Art. We
sent, on our turn, our artists to France. We managed
to survive despite a lot of difficulties in our country.
The fact that art galleries that should have been fully
developed within the past two decades are still trying
to survive with the support of only a few individuals
and institutions is of course a situation to ponder on.
Due to the plastic arts policies of our successive gov-
ernments by which they promoted the higher schools
of art and faculties of art almost in every city without
any infrastructure and with meager educational staff
unfortunately we remained at the back rows in the
world in this field. You had the opportunity to observe
yourself that if it were not for the sacrifices of our art-
ists -many of whom you had chance to get to know- we
would not have been able to carry on that long. Dear
Sera, I know that you would like to get involved with
art. I believe that what we have experienced together
will contribute to you as far as the world of art is con-
cerned. Art is a way of life. It requires sincerity, inno-
cence and knowledge. It is not only our desire but it is
also our aim to be able to live under this name another
fifty years.I would like you to know that I am proud of
you at least as much as Siyah/Beyaz.

I do hope that everything will be BETTER (in the
future)

June 2003, Ankara

ROTAP
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ABD BASKANLIK SECIMI / USA PRESIDENTIAL ELECTION

Bu turuncuya dikkat!

AKBANK

Siz bu sayfaya bakarken ABD Bagkanlik se¢imleri (8 Kasim 2016) sonucunda
belki de diinya artik eskisi gibi bir yer olmayacak. Donald Trump’in ABD’nin bagina
gecmesi bahsedildigi ve tartisildig: izere korkung bir sey olacak mi, sahsen ben ani
bir degisimin s6z konusu olmayacagini ancak tiim diinyadaki umut sahibi, 6zgiir
diisiinceye ve esitlige inanan insanlarin yiireklerinin buruklagacagini diisiiniiyorum.
Sirf bu sebeple belki de bu bagkanlik yaris1 diger hepsinden daha 6nemli. Trump’in
irker sdylemlerinin artik ne kadar sagmalik boyutuna varabildigini takip ettigimiz
kadariyla biliyoruz. Insanlarin ten renklerine bu kadar kafayi takmis olmasi, ABD
gibi hemen her renkten insanin yasadigi bir gocmenler iilkesinde elbette onun ala-
meti farikasi renginin de sorgulanmasina yol a¢ti. ABD’li Fast Company dergisi,
Pantone Color Institute yardimei bagkani Laurie Pressman’a Trump’in deri rengini
sormusg ve her ne kadar 151k ve bulundugu ortama gére degisse de bu sayfada gordii-
giiniiz Gold Flame isimli (Pantone 16-1449) turuncuyu diger tiim renklerin yaninda
ortak rengi olarak secmis. Pozitif olan seyleri ¢cagristirdig1 diisiiniilen bir renk i¢in
¢ok agir bir itham degil mi? OT
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SAO PAULO

iki sarmagik yanyana

patlayan bir kahkaha

saksisindan uzak-
an agac

[ Y

*Bu yil Live Uncertainty baghgiyla 32.si gergeklestirilen Siao Paulo Bienaline
Tirkiye’den davet edilen sanat¢1 Giines Terkol’'un, SAHA Dernegi tarafindan iire-
timi desteklenen 7he Girl Was Not There adli yerlestirme icinde GuGuOu ve Video

adli grubuyla bienal agiliginda seslendirdigi sarkinin s6zlerinden bir alint1.

two ivies side by side
a bursting laughter
the tree moving
away from

T

*An excerpt from the song performed by GuGuOu and Video together with
Turkish artist Giines Terkol at the opening of the 32" Sao Paulo Biennial entitled
Live Uncertainty. The song was performed within the artist’s installation The Girl Was

Not There which was supported by SAHA Association.

GUNES TERKOL, THEGIRL WAS NOT THERE SERISINDEN, 2016, ISLEME VE KUMAS UZERINE CIZIMLER, 160 X 100 CM, SAO PAULO BIENAL VAKFI, 32. SAO PAULO BIENALI, FOTOGRAF OZAN ERAS

GUNES TERKOL,

CAO BIENAL DE SAO PAULO 32ND BIENAL DE SAO PAULO PHOTO : OZAN ERAS

b

>

FROM THE SERIES “THE GIRL WAS NOT THERE”, 2016, EMBROIDERY AND DRAWING ON FABRIC. 160 X 100 CM FUNDA

TEPTA
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Anti-gorsel Anti-visual

Bu resmin tam ortasinda bir ayna var. Bircgok
insan bu aynaya baktigi icin, aynanin yansi-
masi yok. Bu durumdan c¢ok mutsuz cunki artik
ayna olmak istemiyor o ayna.

Resmin sag tarafinda bir mum var. Mum sadece
kendisini aydinlatabiliyor. Ve bir kedi, ale-
vini yakalamaya calisiyor mumun; bu sayede,
Cavdar Tarlasinda Cocuklari okumak istiyor
cunkid kendisini Holden’a benzetiyor. Zira,
Holden gibi yapmacik insanlari sevmiyor O da.

Resmin asagisinda, umutsuz ve mutsuz bir Adam

var. Icki ve sigara iciyor. Ayrica, kirik bir

plak gibi, durmadan Heartbreak Hotel’i soy-

luyor c¢iunku hayati boyunca Elvis olmak iste-

mis; ancak, babasi izin vermemis buna. Sev-

digi kadinin, sirf para ic¢in, sisko ve it bir

herifin pesinden gittigini disinuyor. Adam,

bir natirmort gibi; ancak k&lbi sirekli ken-

dini bicaklayan bir gif seklinde.

Resmin solunda, geceler boyunca aglayan bos

bir masa var. Agliyor c¢inkl sevdigi agac ke-

silmis ve bir sandalye yapilmis o agactan.

Biliyor ki, bir masa sevemez artik bir san-

dalyeyi.

Velhédsil, bir anti-sanat eseri olarak, bu
resim Umut Yalim (Tirkcesi Umut Yalim) tara-

findan yapilmistir. Muhtemelen, dunyanin en

kot resmi.

Anti-sanat, no:4

Kendisini bir anti-sanatg1 olarak tanimlayan Umut Yalim’in anti-sanat eseri 20
Eylil - 20 Ekim tarihleri arasinda Londra’da Art Below’un karma sergisinde sergi-
lendi. Anti-eser, bu tarihler arasinda Regent’s Park metro istasyonunda ve 28 - 30
Ekim tarihleri arasinda, Old Truman Brewery’de yer aldi. Eser herhangi bir yazi
tasarimina bile bagli olmayan bir metinden oluguyor. Kafasinda olani resmederek
degil ama so6zciiklere dokerek sanatseverin kafasinda canlanmasini isteyen Yalim,
bunu kendi iirettigi bir kelime olan W7iting-arting olarak tanimliyor. Bu sekilde de
edebi ve plastik sanata karsi olan alakasini bir arada uygulamaya ¢alistigini vurgu-
luyor. (Ornegin metinde gegen nesne ya da hayvanlari da kisilestirmesi bir Writing-
arting dzelligi olarak goriilebilir.) Insanlarin bir sanat eserine bakarken gérsele ya da
goriintiiye gereksinim duymalarini elestirmek niyetinde oldugunu belirten Yalim
bu eserin amacinin zaten anti-gérsel olmasi diyor. MAA

Describing himself as an anti-artist Umut Yalim exhibited his anti-artwork at
Regent’s Park tube station within the framework of a group show organized by Art
Below in London between September 20 and October 20. The Anti Artwork was
then exhibited at the Old Truman Brewery between October 28 and 30. The artwork
is essentially a text that doesn’t comply with any text design. Instead of depicting
what he conceives Yalim puts it into words in order to let the viewer imagine his idea.
He defines this practice as Writing-arting, a term coined by the artist to underline
how he tries to combine his interest in plastic arts and literature in his art practice.
(For instance, the personification of objects and animals in the text can be read as a
Weriting-arting feature.) Indicating that his aim was to criticize people’s need for an
image or a semblance when looking at an artwork, Yalim says that the artwork was
intended to be anti-visual. MAA

KURUKAHVECI
MEHMET
EFENDI
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IGW Istanbul Gallery Weekend

Elime haritami alip gezerken ¢eligkilerle dolu iki giin yasadim. Sokaklarin sesi

ve trafiginden ka¢ip kendimi attigim galeriler, bekledigimin aksine, digarida
yasadigim agresif ve pesimistik havayi sessizce tecriibe etmeme sebep oldular.
Hissettiklerimi eserler {izerinden yansitmay:1 mi segtim, yoksa sanatcilar da benim
gibi mi hissediyordu bilemiyorum ama galiba ikisi de dogru. Ahmet Ergeng de
benim yasadigimi gézlemlemis olacak ki, “Karmagsik donemlerde insanlar sanat
eserlerini ve galerileri birer nefes alma alani olarak gériiyorlar.” diyor. Artik pek
kacamadigimizin, kagmak da istemedigimizin farkindayim.

Acik Hafta Sonu geleneginin ilk adimlarini atan Istanbul Gallery Weekend (IGW)
ilk edisyonunu bu sene 30 Eyliil-2 Ekim tarihleri arasinda gergeklestirdi. Sezonun
acilig sergilerini tiim haftasonu gezme imkani saglayan etkinlige, olusumun fikir
babasi olan Cagdas Sanat Galerileri Dayanigsmasi (CSGD) disinda da birgok galeri
katild1. Geg kapanis saatleriyle daha fazla sanatsevere ulagmay1 amaglayan etkinlik
sayesinde bir Cuma aksamu isten ¢ikip galeri gezmenin keyfini yasadim. A¢ikcasi
Avrupa’nin aksam 5 gibi evlere dagilma ve “Pazar asla!” politikasi Tiirkiye’de
zaten yokken, Istanbul’da aksam dokuza kadar agik olan galerinin uzun galisma
saatlerinden yakinacagini diigiinmiiyorum. Yakinacaklari konu Avrupa’da goriilen
rehaveti yasayamamig olmalari. Hatta bir tik daha iddiali konusayim; ¢agdas sanat
calisan kesimin énceliklerinden olsayds, Istanbul’un su sayamadigimiz niifusunun
tigte biri de istekli olsaydi, galericiler zaten her Pazar agik olurdu. Diger tarafta da
ellerindekiyle cabalayan aktif ve geng bir sanatci kesimi var. Galata’yla Cihangir
arasinda yollari kesiliyor, sergileri ling ediliyor. Okuyup uzaktan sinirlenmek yerine,
beraberlik ve destek olusturma yoluna girmis inisiyatifler gormek umutlandirici.
Daryo Beskinazi’ye i¢inde oldugumuz ddnemin yansimalariyla ilgili birkag¢ soru
soruyorum. “Aslinda tilkedeki politik istikrar sorunu, Rusya krizi ve ardindan
patlayan bombalar gibi sikint1 yaratan konular sanatseverlerin alim igtihalarin
epey bir stiredir kdreltmisti,” diyor. “Onlara hak vermemek de elde degil dogrusu.
Neticede béyle donemlerde kisiler daha ziyade 6ncelikli addettikleri alimlar
yapmay1 tercih ederler ve tilkemizde ¢ok kiiciik bir kitlenin haricinde sanat eseri
alimi bu kategoriye girmez.”

Sosyal medyada 5. Uluslararas: Canakkale Bienali’nin iptaline yonelik derin
tiziintiisiinii dile getiren CSGD iginde bulundugumuz ekonomik galkantilarin agir
agir yaklagtigimiz buzdagina isaret ettiginin farkinda. Sanatgi elbette ¢evrelendigi
siyasi, politik ve kiiltiirel yapilardan etkileniyor ve Tiirkiye gibi cok yonli
celigkiler yasayan bir tilkede sanatla i¢ igceyken bu unsurlardan bagimsiz kalmak da
imkansiz oluyor. Daryo Beskinazi Tiirkiye’deki sanatsal iiretimin “sosyal ve politik
meselelerden asla azade olmadigini” s6yliiyor. “Neticede sanatsal tiretim fikre
dayali bir siirectir ve hammaddesi de buna dayal1 bir meseledir. Dolayisiyla zaten
var olaninin nispeten daha sertlesmesi ve keskinlesmesi beklenebilir ki gérdiigiim
kadariyla olan da bu.”

Oktem & Aykut galeriden Tankut Aykut ise gogu sanatginin bu “olaganiistii
durumdan” bihaber olduklarini diisiiniiyor. “Malesef politik ve toplumsal
calkantilar, niteliksiz sanatin ¢ogalip neredeyse piyasada bir bask: aracina
déntigmesine sebep oluyor,” diyor.

Her farkli sesin yiikseldik¢e bazilarini rahatasiz edecek, goze batacak olmasi ¢cagdas
sanatin son 10 senelik hayatinda da, tiim diinya tarihinde de var olan riskler.
CABININ az m1 ¢abalamigty, birliktelikleri yetmedi mi? Aidiyeti ve beraberindeki
geliskileri irdeleyen, 6zgiir iradeden bahseden bir etkinlik olacak, yurtdisinda
yasayan Tiirk sanatcilarin caligmalar: sergilenecekti. Maalesef su zamanda

altina girdikleri tagin diismemesi garip olurdu. Aslinda ger¢eklesemeden de baz:
fikirlerini duyurmus oldu bu ironik hadiseyle. ”Sanatgilarin her dénemde oldugu
gibi bu dénemde de toplumsal ¢alkantilar: eserlerine tagimasi, toplumun genel
ruh sagligi acisindan olumlu bir durum.” diyor Ahmet Ergen¢. Dayanismadan, ruh
sagligindan bahsedip duran bir kesim olduk, hep birilerini goriiyoruz karsimizda.
Hangi ortakligin Canakkale Bienali’nin son geldigi noktaya gelip de, béliimii
gecebilecegini merak ediyorum. Ya da Art International gibi daha kimler ayagini
cekecek?

Tiirkiye’de bagimsiz her ilk fikir gibi, bu etkinlik de prodiiksiyon olarak séniik
basladi. Ancak ilerisi icin giiclii degerler barindiriyor. Kare Sanat’a yogun bir ilgi
oldugunu belirten Ahmet Ergen¢’e gore bu durum “Galerilerin ve aslinda biitiin
sanat severlerin bu tatsiz dénemlerde bir araya gelme istediginin gostergesi.”
Benim gordiigiim kadariyla da enerjisi yiiksek bir grup var altinda. “Gelecek

sene bu girisimi daha kapsamli ve daha i¢i dolu hale getirmek i¢in ¢caligmalara
basladik bile,” diyor Beskinazi. “Galericilerin bir araya gelerek olusturduklari bu
yapinin sOyleyecek epey lafi var; degeri ilerde anlasilacaktir diye diistiniiyorum.”
ArtSiimer’in kurucusu Asli Siimer de yanyana duruglarinin herkesin hoguna
gittigini belirtiyor. “Oniimiizdeki yillarda daha fazla etkinlikle ierigi
zenginlestirmeyi diisiiniiyoruz. Béylelikle daha genis kitleleri sanat ortamina dahil
edebilecegimizi diigiiniiyorum.”

Hak veriyorum Asl1 Siimer’e. Sanata bir liiks gibi bakilmasi, erisim alanini
daraltiyor. CSGD gibi birliktelikler, icinde her sesin duyulabilecegi, gerekirse
tahammiil edilecegi, en 6nemlisi de anlagilabilecegi zemini olusturmak igin cok
6nemli.

“Sikint1 yagsamadan insan biiyiiyemiyor,” diyor Asli Siimer. “Sanatgilarin giindeme
olan duyarliliklari géz 6niinde bulunduruldugunda bu siirecin i¢lerinde pozitife
dogru evriliyor olmasini umut ediyorum.”

Ilived two days full of dilemmas when I was wandering around with a map on one
hand. The galleries where I rushed, running away from the noise and traffic of the
streets, caused me to silently experience the aggressive and pessimistic atmosphere
that Ilive on the outside, contrary to what I had expected. Have I chosen to reflect
my feelings by way of works, or were the artists feeling like I did; I am not sure, but
I think both of them could be true. Ahmet Ergen¢ must have observed what I have
been through, as he says: “in turbulent times, people perceive works of art as well
as galleries as spaces to breathe.” I am aware that we can no longer run away, and we
don’t want to escape anyway.

The first edition of the Istanbul Gallery Weekend (IGW), as the first step of the
Open Weekend tradition, took place between the 30th of September and the

2nd of October. Numerous galleries were there including Contemporary Art
Galleries Cooperation (CGSD), the founding mind behind the organization that
presented an opportunity to visit the opening exhibitions of the season during a
whole weekend. Thanks to the event with late closing times that aims to reach
more art lovers, I had the pleasure to get out of work on a Friday night and visit
galleries. Galleries in Turkey are not used to the early closing times in Europe and
the “never on Sunday” politics; they close at 9pm so I didn’t think they would
complain from long working hours. They rather complain from not living the
slackness seen in Europe. I will be more assertive: if contemporary art was part

of the priorities of the educated working class, and if one third of the populous
Istanbul were willing, galleries would be open every Sunday. On the other side is
an active and young artists crowd struggling with what they have in their hands.
Their roads from Galata to Cihangir are blocked, their exhibitions lynched. Instead
of reading and losing nerves from afar, it is hopeful to see initiatives that aim to
provide cooperation and support. I ask Daryo Beskinazi a couple questions about
the reflections of the period we’re in. “In fact the problem of political stability in
the country, the Russian crisis, and the bombings had put off the buying appetite
of art lovers. You can do nothing but confer on them right. In the end, during
periods like these, individuals make priorities when buying and in Turkey works
of art are not included in this category except for a very small crowd.” Expressing
their deep sorrow for the cancellation of the 5th International Canakkale Biennale,
CGSD is aware that the current economic turbulence is pointing at an iceberg we
are slowly moving towards. The artist is obviously inspired by the political, and
cultural structures around, and when you're nested in art in a country like Turkey
which lives multi-dimensional dilemmas, it is impossible to remain independent
from these matters. Daryo Beskenazi says that art production is Turkey “is never
free from social and political matters. In the end artistic production is a process
based on opinion and the raw material is based on this. Therefore it can be expected
that what’s already there gets relatively more rough, and edgy; as far as I can see
this is what’s happening” Tankut Aykut from Oktem & Aykut Gallery thinks that
many artists are unaware of this “extraordinary situation” and adds “Unfortunately
political and social turbulences cause unqualified art to escalate and to almost
become a medium of oppression in the market.” The fact that the rise of different
voices will disturb some people, and offend the eyes is a risk in the last 10 years of
contemporary art as well as in the whole history of the world. Hadn’t CABININ
(Canakkale Biennale Initiative) struggled enough, wasn’t their collaboration
enough? It was meant to be an event that would study the sense of belonging and
the dilemmas emerging from it, would speak of free will, and works of Turkish
artists living abroad were going to be exhibited. It would have been weird these
days, had the rock they went under wouldn’t have fallen down. This ironic incident
helped some opinions be heard before the event took place. “The fact that artists
undertake social turbulences as their subjects in their works during this period, like
in all periods, is a healthy situation for the sanity of the public” says Ahmet Ergeng.
We have become a society that speaks of solidarity, mental health; we always find
someone against us. I wonder which partnership would come to the point where
the Canakkale Biennale arrived, and skip to the next level. Or who else will give up
like Art International did?

Like all first independent ideas in Turkey, this event started stagnantly in terms

of production. Yet it preserves strong values for the future. According to Ahmet
Ergeng who says there is was strong demand for Kare Sanat, this situation “is a

sign that galleries and in fact all art lovers want to gather together during turbulent
times.” As far as I can see, a highly energetic group is behind the organization.

“We have already started working to make this initiative more inclusive and
comprehensive for next year” says Beskinazi. “This structure created by the union of
galleries has in fact a lot to say; I believe its value will be appreciated in the future.”
Asli Siimer, founder of ArtSiimer, also states that these unions please everyone.

“In the following years we’re thinking of enriching the content with more events. I
think that we can thereby include large masses to the art field.”

I agree with Asli Siimer. Perceiving art as a luxury narrows its access realms. Unions
like CGSD play a crucial role to establish the ground where all voices can be heard,
tolerated if needed, and most importantly understood.

“One cannot grow up without going through pain” says Asli Stimer. “Taking into
consideration artists’ sensitivity for the agenda, I hope that this process will move
positively”

PAPKO
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HANDE SEKERCILER

MEHMET ALI UYSAL

REINA SOFiA MUZESI, MADRID. PICASSO, GUERNICA, OIL ON CANVAS, 349

CM X 776 CM, 1937, REINA SOFIA MUSEUM, MADRID

LE CORBUSIER, ‘VILLA SAVOYE ORIJINAL CIZIMLERI’ BINANIN INSAATI 1929
YILINDA TAMAMLANMIS. LE CORBUSIER, VILLA SAVOYE ORIGINAL DRAWINGS,
THE BUILDING’S CONSTRUCTION WAS COMPLETED IN 1929.

Global olarak, insanlik yuzyillardir
savaglarin ve paylasimlarin ¢izdigi yolda
var olma c¢abasini siirdiiriiyor. Bireysel
olarak ya da topluluk bazinda, bir sekilde
hep var olduk. 70 y1l 6ncesine sizi gétiirsem
veya daha eskilere, o giinden buraya
gelebilen, degismeyen ne olurdu? Degisim
hayatin izlegiyken, diin orada olan,
bugiin var olan ve yarina tagiyacagimiz
“degismeyenler” nedir? Bunlari hayatinizda
konumlandirabiliyor ya da kendiniz
iclerinde  konumlanabiliyor = musunuz?
Neler vardi, var oldu, var olacak?

ON IKI FLAMAN DEYISINI YAZAN KUCUK YUVARLAK TAHTA
PLAKALARDAN BIRI (1558-... MUSEE MAYER VAN DER BERGH,
ANVERS, BELCIKA) PIETER BRUEGEL THE ELDER. ONE OF THE
SMALL ROUND WOODEN PLATES THAT COMPOSE THE TWELVE
FLEMISH PROVERBS (1558- MUSEE MAYER VAN DER BERGH,
ANTWERP, BELGIUM) BY PIETER BRUEGEL THE ELDER.

Humanity has been globally struggling for
centuries to sustain an existence on the path
drawn by war and sharing. We have existed
whether individually or as a whole; but in the
end we have always existed. Were I to take
you back 70 years from now, or even further
back, what would have been preserved, and
remained unchanged for all those years?
While change is the theme of life, what are
those “unchanging” things that were there
yesterday, that exist today, and that we will
carry forward to tomorrow? Can you position
these in your own life, or can you position
yourself in them? What has existed before,
exists now, and will exist tomorrow?

FRANCESCO ALBANO

HIERONYMUS BOSCH, AHSAP UZERINE YAGLI BOYA, 220
CM X 389 CM, 1503-1504, PRADO MUZESI. HIERONYMUS
BOSCH, OIL ON WOOD, 220 CM X 389 CM, 1503-1504, PRADO
MUSEUM.

ILGIN SEYMEN

ISBANKAS|
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iste, Osman  Hamdinin  Kaplumbaga Te rs d(.jnmﬁ§ bir This is the exact melancholy within Osman Hamdi’s The

Terbiyecisinde sozii edilmesi gereken asil melan-
kolisi budur.12 Yani resimdeki kontrast kaplumba-

Tortoise Trainer.” The contrast is not between the tortoises
and their trainer, but in the trainer’s own training. This is

W/ L]
galarla terbiyecisi arasinda degil, terbiyecinin ter- kaplumb d ga lle san at why one needs to expose the components of the mecha-

biye edilmigliginde gizlidir. Bu yiizden, 6ncelikle,

nism that draws an analogy between the public and tor-
toises, perceives and portrays the public as a staggering,

halk: kaplumbagalara b " : k 1
Ak Kaplmpagaiars pefaelen ve agi, oprenmeye uzerlne Onu§ma ar chaotic, almost irrational and derailed mass. The melan-

direnen, diizensiz, giderek akilsiz ve yola gelmeye-
cek kalabaliklar sembolizmini kullanan diizene-
gin kimligini ortaya ¢ikartmak gerekir. Melankoli
nesneye degil 6zneye, hatta 6znelesme problemine

ickin olarak degerlendirilmelidir. Nesneler ya da Baris Acar

problemler bilinip bilinmemesine kars:1 kayitsizdir-
lar, oysa bilme ¢abasindaki 6znenin (hem bedenli
olusu hem bedeni hakkinda diisiinmesi) celigkisi

choly here does not emerge from the object; it is derived

- 3 - from an inherent problem of the subject, or the formation

of that subject. Objects and problems are indifferent to
their acknowledgement; the dilemma of a subject in the
pursuit of knowing (contemplating on the body and the
very fact that one possesses it), on the other hand, is the
heart of melancholy. This is the primary aspect that calls

melankolinin 6ziinii olugturur. Osman Hamdi’nin CODVCI‘ Sations on art Wlth an for recognition in Osman Hamdi’s painting: the subject-

resminde anlagilmay1 bekleyen ilk durum budur:

ness/subject position triggering melancholy in the subject.

Oznenin kendi 6zne-olusundan/ &znelik konu- upSide dOWH tortoise This melancholy is not surprising for an intellectual

mundan gelen melankolisi. 3

Bu melankoli Abdiilhamit dénemi aydinin
konumuyla ortiigme icindedir. Burada Osman
Hamdinin yagamina ya da yasadigi doneme dair detaylara daha fazla girmeye-
cek olsak da onun ikinci kusak Tanzimat dénemi Osmanli aydininin mitkemmel
bir 6rnegini olusturdugunu séyleyebiliriz.13 Niyazi Berkes’in, Abdiilhamit donemi
aydinlarinin Sinasi ve Namik Kemal gibi ilk kusak aydinlarla belirgin bir fark:
oldugunu vurgulamasi 6nemlidir. Tanzimat’in baglangicindan beri devlet memuru
olarak varligini siirdiirmekte olan bu tip, ilk kugak aydinlarin “devrimci” ¢ikiglarin-
dan ziyade ice d6niik ve karamsar bir tutum benimsemigler14 ve daha ¢ok da sanat
ve egitimi 6n planda tutan reformcular olarak karsimiza ¢ikmiglardir.15

Caglar Keyder, bu donemin sinifsal yapisi tizerine galigmasinda Osmanlr’da temel
catigmanin, saray etrafinda kiimelenmis biirokratlar ile ¢ogunlugunu gayrimiis-
limlerin olusturdugu komprador sinif etrafinda bigimlendigini belirtir.16 Uretilen
arti-degerin vergiler yoluyla dogrudan saraya baglanmasi s6z konusu memur sinifi
tarafindan gerceklestirilmis ve aydinlar bu igleyisin mesrulugunu saglayan ara
tabaka iglevi gormistiir. BGylece siyasi sorunlar baba erkil bilgelige dayali akilli
yoneticilere havale edilmislerdir."”

Gerek reformcu, gerekse devrimci hareketleri baglatan ‘entelektiieller’ yurtdi-
sinda veya yeni kurulmus okullarda yiiksek egitim goren biirokrat kesiminden
geliyordu. Batr'daki benzerlerinin tersine, bunlarin ¢ogu devlete hizmet amaci
giiden teknik veya askeri okullarda egitilmisler, ama Avrupa siyasi gelenegi
icindeki ¢agdas akimlardan da etkilenmiglerdi. Devlet idaresi i¢in yetistirilmis
olmakla birlikte, sadece etken yonetimi amaclayan teknokratik bir kadro olus-
turmuyorlardi. Ama, hiitmanist veya elestirel bir kiiltiirtin temsilcisi de degildiler.
Baslica amaglari, i¢ catigma ve dis baskilarla basa ¢ikabilmek i¢in devletin 1slahi
oldu. Bu entelektiieller, yalnizca yetistikleri okullar itibariyle degil, ¢caligtiktan
kurumlar ve artiga el koyma iligkisindeki yerleri bakimindan da biirokrat sinifa
dahildiler... Bdylece, kendi ayricalikli konumlanni korurken, toplumsal yapi-
nin doéniigimiinii desteklemek arzusunda olan biirokratlar: politize eden, onlara
proje olusturan, ¢ok sayida organik aydin yetisebilmigti.'

Kaplumbaga terbiyecisinin melankolisi monarsiye karsi oldugu halde onun var-
Iigin1 megrulagtiran biirokratik agin i¢inde bir oraya bir buraya siiriiklenen, kendi
tekilligini kurma yetisinden yoksun birakilmig bir 6znelik konumunun trajedisin-
den beslenir. Ote yandan iizerinde miihendislik uygulamak istedigi toplumla da her-
hangi bir bag: yoktur. Bu sebeple, ne zihinsel ne de iktisadi olarak kendini iireten
devlet geleneginden kopmayi basarmis olan bu aydinin toplumsal yapiy: analiz
etme ihtimali de yok denecek kadar azdir. Dolayisiyla, elit bir gergeve i¢inde sikisip
kalmig kendi ¢abalari ile toplumsal yapida ulastig: giidiitk sonuglar arasindaki ugu-
rumu, bir tiirlii 1slah olmay1 bilmeyen halki tek su¢lu olarak gérerek kapamaya calig-
mas1 dogasi geregidir. S6z konusu egilim Aydinlanma geleneginde bir eksen kay-
mast olarak bugiin de varligini siirdiirmektedir.

Halihazirda kaymis bir eksen iizerinde dogru diizgiin bir elestiri i¢in sahih bir
nokta aramak yerine, tam bu noktada anakronik degerlendirmenin ele avuca sig-

mazhigina sigrayabiliriz."”

Dipnotlar

12. Burada melankoli, Eugenio Borgna’nin belirttigi sekliyle, “bedenin bilgiye ulagmasinin imkénsizlig1”nin getirdigi ¢are-
sizlik anlaminda kullanilmigtir. Eugenio Borgna. Melankoli, (Gev. Meryem Mine Gilingiroglu), Istanbul: Yap1 Kredi Yayinlari,
2014, ozellikle bkz.: s. 81-86. 13. Bu konuda yeni yayimlanmig olan (Aralik 2015) Osman Hamdi'nin Bulgaristan giinliiklerini
incelemek oldukga anlamli olacaktir. 1876 yilinda baglayan ve Bulgaristanin Osmanlr’dan ayrilisiyla sonuglanan ayaklanmalar
sirasinda Osman Hamdi incelemelerde bulunmak igin bélgeye gonderilen heyetin i¢indedir. Taniklara kargi kullandig1 ayrime:
dil ve heyetin Bulgar ve Rum iiyeleriyle yasadigi catigmalar dsnemin aydinin kimligi konusunda birinci elden bilgiler sunmakta-
dir. Eldem, Ethem. Osman Hamdi Bey — Izlenimler 1869-1885, Istanbul: P Kitapligi, 2015, zellikle bkz: s. 105-125.

14. “Abdilhamit dénemi aydini, devrimcilik tutumunda Yeni Osmanlilar kugaginin daha gerisinde ve asagisinda kalmis-
tir. Namik Kemal’in i¢ ve dis siirgiinliikleri, vatanseverlik siirleri, oyunlan ve romanlan yayimlanamadig: halde gizli olarak
okunur, fakat etkileri sadece hayaller planinda kalirdi. Abdiilhamit dénemi aydini o denli sindirilmis bir tipti ki, o yonetimin
giiciine ve etkililigine agir1 derecede inanci yiiziinden onun devletlestirilmis imgesinin yaratilmasinda bu korkunun da pay1
olmugtur. Cogu yalniz devletten degil, birbirinden de korkardi. Herhangi biri hafiye ya da jurnalci olabilirdi. Haylisinin boyle
oldugu dazamanla ortaya ¢ikt1. Abdiilhamit rejiminin saldigi hastaliklarin belki en kétiisii bu manevi hastalik olmugtur.” Niyazi
Berkes, a.g.e., s. 366. 15. Niyazi Berkes. a.g.e., s. 371-72. 16. Caglar Keyder. Tiirkiye’de Devlet ve Siniflar, Istanbul: iletisim
Yayinlari, 2014, 6zellikle s. 31-36. 17. Caglar Keyder. a.g.e.,s. 38-39. 18. Caglar Keyder. a.g.e., s. 68-69. 19. Anakronizmi, Didi-
Huberman’in kullandig: bigimiyle, yani egsiiremli ve ardsiiremli tarihyazimlarinin kuramsal olarak gegerliligi ayn1 derecede
kugkulu 6nkabulllerden hareket ettigi tezine dayanarak kavramsal bir yeniden degerlendirme yontemi olarak kullanryorum.
Ayrica bu yontemsel tercihin daha bagtan herhangi tiirden bir oryantalizmin yesermesinin 6niinii kesecegini diigiiniiyorum.
Bkz.: Didi-Huberman, Georges. Confronting Images — Questioning the Ends of A Certain History of Art, (Cev. John Goodman),
Pennyslvania: Pennyslvania State University Press, 2005, s. 40-43. Ote yandan, Ranciere bdylesi bir anakronizmi mesrulastir-
mak i¢in artzamanliligin ve eszamanliligin, seylerin 6nciiliigii ile sézciiklerin 6nciiliigiiniin, diizanlamin ve mecazin 6zdesli-
gini 6ne siirerdi. J. Ranciere. Tarihin Adlar1 - Bilgi Poetikas: Alaninda Bir Deneme, (Cev. Cemal Yardimci), Istanbul: Metis
Yayinlari, 2011, s. 40-42. Hatta ona gére tarihin anlami tam olarak budur: “Higbir ilkel yasakoyucu sozciikleri seylerle uyumlu
hale getirmedigi i¢in, iste tam bu yiizden, tarih vardir.” J. Ranciere. a.g.e., s. 64. Bilin¢disinin miidahalesi, adlarin varlig1 ancak

adlandirilanlarin yoklugu sayesinde miimkiin oldugu igin gerekli ve zorunludur. J. Ranciere. a.g.e., s. 95.

living during the reign of Sultan 4bdul Hamid II. Osman

Hamdji’s personal life and the era he was living in fall out

of our scope here, but suffice to say that he was a perfect
example of the second generation Ottoman intellectual within the Tanzimat era.»
Niyazi Berkes' observation that the intellectuals living under the reign of Abdul
Hamid II were notably different than the first generation intellectuals such as Sinasi
and Namzik Kemal is also very important. Unlike the “revolutionist” stances of the
first generation intellectuals, those in the second generation worked as civil servants
from the very beginning, and thus, turned introvert and pessimist+. No wonder that
they appeared as reformists prioritizing art and education.»

In his research on the class structures of the period, Caglar Keyder claims that
the fundamental conflict in the Ottoman Empire was between the bureaucrats sur-
rounding the court and the class of mostly nonmuslim compradors. The transfer
of the surplus value into the court via taxation was achieved by those civil servants,
and they acted as a medium legitimatising this mechanism. In other words, political
issues were delegated to smart administrators as patriarchal wisdom would require.”

“Both reformist and revolutionist “intellectuals’ belonged to a group of bureancrats,
who received higher education either abroad or in recently founded institutions. As
opposed to their counterparts in Europe, they mostly studied in technical and military
schools, of which main objective was to educate staff for the state; still, they were influenced
by the contemporary movements embedded in the European political tradition. Albeit
trained for state administration, they did not solely form a technocratic group aiming
active administration. Yet, they were not representing a humanist or a critical culture.

Their primary objective was to rehabilitate the state to deal with internal conflicts and for-

eign interventions. These intellectuals belonged to the class of bureaucrats not only because

of the school they attended, but also their offices and responsibilities for seizing the surplus.

This was how many other intellectuals naturally emerged. They both managed to sustain

their privileged status, and politicised the bureaucrats wishing to contribute to the trans-

formation of social structures, creating projects for them.”

The tortoise trainer stands against the monarchy, yet he is deeply embedded in
the bureaucratic network that legitimises its very existence. Moreover, his subjective
position is ripped of its ability to form a singularity. This is what nurtures his mel-
ancholy. He intends to engineer the society that surrounds him, yet there exists no
single tie between him and them. An intellectual who fails to distance herself/him-
self mentally and economically from a state that produced her/him at the first place,
has little, if any, chance to thoroughly analyse social structures. The gap between his
limited efforts within an elite circle and the low amount of success achieved in social
structures, therefore, can only be abolished by the idea that the society which resists
improvements has the sole responsibility in this failure. As a shift from the tradition
of Enlightenment, this tendency still exists today.Rather than trying to find the right
ground for valid criticism on an already shifted plane, one can venture into the fruit-
ful space of anachronistic considerations.»

Notes

12. Here, the word melancholy is used as in Eugenio Borgna’s definition: the despair triggered by “the body’s impossibility to
achieve knowledge” Eugenio Borgna. Melankoli, (trans. Meryem Mine Cilingiroglu), Istanbul: Yap: Kredi Yayinlari, 2014, see.:
p. 81-86.

13. A very good idea is to read Osman Hamdi’s recently published (December 2015) Bulgarian diaries. He is one of the mem-
bers of the committee sent to the region for observations during the period of resistance that started in 1876 and resulted in an
independent state of Bulgaria. The discriminatory tone in his writing and the conflicts between him and the Bulgarian and Rum
members of the committee present invaluable information about the identity of the intellectuals of the era. Eldem, Edhem. Osman
Hamdsi Bey — Izlenimler 1869-1885, Istanbul: P Kitaplig, 2015, see: p. 105-125.

14. “Intellectuals living during the reign of Abdul Hamid I were far behind and below the generation of the Young Turks in terms of their
revolutionary power. Although the exilic diaries, patriotist poetry, plays and novels by Namik Kemal could not be published, they were all read
in secret; yet their reach was limited to the space of dreams. Intellectuals living during the reign of Abdul Hamid Il used to feel so intimidared
that their firm beliefin the power and the influence of the reign made the creation of the image for that state much easier. Not only the state,
but any of their friends would scare most of them. Anyone could be a spy or an informant. One would later understand that many had such
missions. One of the gravest diseases during the reign of Abdul Hamid II was this moral disease.” Niyazi Berkes, ibid., p. 366.15. Niyazi
Berkes. ibid., p. 371-72. 16. Caglar Keyder. Tiirkiye’de Devlet ve Siniflar, Istanbul: Iletisim Yayinlari, 2014, see., p. 31-36. 17. Caglar
Keyder. ibid., p. 38-39. 18. Caglar Keyder. 7bid., p. 68-69. 19. Here I use the concept of anachronism as Didi-Huberman does, that
it to say, as a method of conceptual re-consideration that claims synchronic and diachronic historiographies are theoretically
based on presuppositions of which validity are doubtful to the same extent. And I believe that this methodological choice defies
any orientalist stance. See.: Didi-Huberman, Georges. Confronting Images — Questioning the Ends of A Certain History of Art, (trans.
John Goodman), Pennyslvania: Pennyslvania State University Press, 2005, p. 40-43. To legitimise any such anachronism, on the
other hand, Ranciere would claim identicalness of diachronism and synchronism; lead of things and lead of words; literal mean-
ings and metaphors. J. Ranciere. Tarihin Adlar: — Bilgi Poetikast Alaninda Bir Deneme, (trans. Cemal Yardimci), Istanbul: Metis
Yayinlari, 2011, p. 40-42. This would also be the very definition of history for him: s no primitive law-maker could achieve harmony
between words and things, history exists; this is the mere reason.” ]. Ranciere. ibid., p. 64. The unconscious intervention is necessary

and mandatory since the existence of names are possible only through the absence of the denominated. J. Ranciere. ibid., p. 95
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Yepyeni bir galerimiz daha oldu
We have a new gallery

14 Ekim’de Nisantas1 yeni bir sanat galerisi daha kazandi: Neva
Art Gallery. Mekanin ilk sergisi heykeltirag Abdiilkadir Oztiirk’iin
heykel ve tablolarindan olusuyor. 1949 yilinda Sivas’ta dogan hey-
keltirag uzun zamandir heykel iizerine ¢aligmakta “Biitiin mal-
zemelerden heykel yapmay1 seviyorum ama en ¢ok bronz, tas ve
ahsap malzemeleri heykellerimde kullaniyorum. Benim formla-
rim bu malzemelerle gorselligi ve estetigi daha ¢ok ifade ediyor,
biitiinlesiyor. Bu malzemelerle heykel yapmaktan mutlu oluyorum.
Resimlerimdeki ana tema portrelerdir, giinliimiiziin ve ¢agimizin
sorunlarini yansitir. Heykellerimdeki soyut ifadeler antik kiiltiir-
lerden giiniimiize ulagan insan degerlerinin ifadesidir. Bu degerler
yasam bicimlerinin, inanglarin ve duygularin plastik degerler ice-
risindeki anlatimidir. Giiniimiizde ge¢mis uygarliklarindan nasil
etkilendigimizin ifadesidir” diye anlatiyor bunca yilin birikimini.
Sergi 31 Aralik tarihine kadar ziyaret edilebilir.

A new art gallery opened in Nisantas: on October 14. The open-
ing exhibition of Neva Art Gallery features sculptor Abdiilkadir
Oztiirk’s sculptures and paintings. Born in 1949, in Sivas, that artist
has been working with sculptures for a long while. “I love sculpting
with all materials, but I love bronze, stone, and wood the most. My
forms better express the aesthetics with the use of these materials. I
am happy to be sculpting with these materials. The main theme in
the paintings is portraits, reflecting the problems of today and of
our era. The abstract expressions on my sculptures are the expres-
sions of human values from the antique culture up to our days. These
values are the descriptions of the forms of life, of belief, and feel-
ings in plastic values. Today they are the expression of how we were
inspired from ancient civilizations” says the artist about years of
experience. The exhibition can be visited until the 31+ of December.

KEMAL ONSOY YARIM

SAYFA

ABDULKADIR OZTURK, NEVA ART’IN IZNIYLE, COURTESY OF NEVA ART

ZILBERMAN

25



ART
UNLIMITED
10. YIL KITAP

\LAN YAPIKREDI



28 KOSE YAZISI/ COLUMN

Kivrim

Ilker Cihan Biner

Acinin yiizeyleri ve estetigin doniigiimii

Surfaces of pain and the transformation of aesthetics

Taner Ceylan’in I Love You adli sergisi 23

Taner Ceylan’s exhibition titled I Love You was open

Eyliil-28 Ekim tarihleri arasinda Londra’daki S2

between September 23 and October 28 in S2 Gallery,

Galeride gergeklesti. Sergi sanat¢inin aci hissiyle

London. The exhibition is an expression of aesthetic

baglantil1 estetik deneyiminin izlerini tagiyor.
experiences drawn from the artist’s sense of pain.

Geg¢mis eger ge¢misse ve gelecege odaklanmak gere-
kiyorsa, bu gelecegin nasil olabilecegi tizerine diisiin-
mek bir belirsizlige yol acabilir. Her firsatta ileriye
yonelik fikirlerin korku dolu olmasi ya da 1srarla giizel
giinlerin bizi bekledigini hayal etmek de pek isimize
yaramayacaktir. Aksi takdirde gelecek imkanlar: bir
tiiketim kuyusuna kurban gidebilir. O halde can alic1
bir soruyu sormanin vaktidir: Ne yapmali? Sorunun
gelecege acilan bir yani da var ama asil simdiyi yani
‘ant merkeze aliyor c¢iinkii dogurdugu ihtimaller
ozgirliige kapi aciyor. Aidiyet ya da mutlulukla ilig-
kisi olmayan bu durum kendine has olmakla birlikte
miimkiin olanin alanina dogrudan hitap edip sinirlari
alt Gist etme 6zelligini barindirir. Muhtevasinda fikir,
tahayyiil sahalar1 olan deneyimler skalas1 kimi zaman
celigkili kimi zaman da ac1 verici gergekliklere yol
acan bir yapi1 ya da bir form olma 6zelligi tagiyor. Bir
macera diyebilecegimiz bu yolculukta diinyay: icimize
geker ve icimizdeki yabanciyla diyaloga gireriz. Taner
Ceylan’in I Love You sergisi boyle bir 6zgiirliik tecriibe-
sinden izler tagiyor. Eserlerin biraktig: etki bir seriive-
nin yansimalari. Sanatgi sinirsizligini diiglerken kendi
tel orgiilerine ve gecitlerine dokunuyor. En mahrem
yakinliklar1 6n plana ¢ikaran ¢aligmalarda Ceylan’in
yiicelik deneyimlerinden ¢ok sinirlardaki macera-
larinin resmedilisi var. Estetik araciligiyla gergekle-
sen bu temaslar saf bir askida olma haline isaret eder-
ken eserlerde 6zgiil bir kendiligin olusumunu gorii-
yoruz. Siradan duyumsamalara ait olmayan, kendi
kendine yabancilagmamis bir diisiincenin kudretini
barindiran, mimesisin digina firlayan resimler katik-
s1z bir buradalik ve yakin plan odakli olma 6zelligine
sahip. Acinin olumsalli1 Sanat¢inin estetik tavrinin
bir 6zgiirlitk deneyimine déniismesinin arkasinda ¢ok
gliclii bir his yatiyor: Aci. Bu duyguyu serginin kalkig
noktasi olarak gorebiliriz. Béyle bir hissin sergiyle ilis-
kisini ve neden eserlerin olusumunun ¢ekirdegi haline
geldigini anlayabilmek i¢in bedenlerde nasil bir etki
biraktigini anlayabilmemiz gerekiyor. Ac1 genellikle

bir duyumsama olarak tanimlanan, yalnizca beden-
sel bir zarardan ibaret olmayip bir yasanmiglik olarak
anlam kazanan ve varlik olarak bicimlenmemizde son
derece 6nemli olan ayrica teni olusturan bir duygu
durumunun yansimasindan ibarettir. Etkisiyle bizleri
bagkalarindan ayirirken bizi onlarla birlestirir. His,
ylizey adini verdigimiz sinir etkilerinde olusup ve
otekilerin biraktig: izle bir mana diinyasina kavusur.
Mutlaka bir sey nedeniyledir ve bu neden acinin nes-
nesi olan bir hikéaye, anlat1 ya da aciklama barindirir-
ken yagsam deneyimi bu hikayelerle, anlatilarla bi¢cim-
lenir. Acisiz bir beden daima noksandir. O halde sunu
soylememe izin verin: Bu duygular ayni zamanda diin-
yayla kurdugumuz olumlu bagdir. Olumsallik baska-
lariyla birlikte olmanin, dokunabilecek kadar yakin
olmanin toplumsalligiyla baglantilidir ¢iinkii acinin
goriinen yalnizligi, ona taniklik edecek birine duyu-
lan ihtiyac1 ortaya ¢ikarir. I Love You ve acinin yiizey-
leri I Love You sergisindeki eserlerde yer alan bedenle-
rin 1stirapli olduklarini goriiyoruz. Levitation ve The
Colour of the Rose adl1 eserlerde figiirlerin neden ac1
cektiklerine dair herhangi bir veri yok elimizde. Boyle
bir yokluk durumu bu iki eseri daha da gizemli hale
getirebiliyor. Elleri kelepgeli bedenlerin tizerindeki ac1
yuzeylerini dikkatle izlerken tam da kendi i¢imize bir
doniis cagris hissedebiliriz. Aci yokken bile o beden-
lerdeki duyguyu hissetmeye, sinirlarini kesfetmeye; o
figiirlerde ikamet etmeye baglayabiliriz. Levitation ve
The Colour of the Rose’un farki hem o eserlerdeki duygu
durumlarini anlamaya ¢aligirken kendimize de déne-
bilmemizde sakli. Messina isimli eserde ise kederin
ve liziintiiniin nedenlerine dair birtakim gostergeler
var. Calismada yerde elleri, agzi siki sikiya baglanmig
¢iplak bir viicut duruyor. Aci geken figiiriin yiiz ifade-
sinden de anlagilacag: lizere bir 1stirap kaplamis teni-
nin yiizeyini. Arka planda ise Isa’nin sureti var. Kederli
bir ifadeye sahip ve gozleri yash bir Isa yiizii bize ne
anlatabilir? Isanin mitolojik hikayesinde Tanri ile
yasadig: ilahi bir agk ve bunun sonucunda dénemin

toplumu tarafindan yargilanarak carmiha gerilme-
siyle yasadig1 ac1 vardir. Yani Isa’nin Tanri ile agki bir
imkéansizlik tecriibesine dayanir. Bu yiizden eserdeki
Isa yiiziinii agk acisini betimleyen bir metafor olarak
gorebiliriz. Bagkasina uzanma ihtimali/kapasitesine
sahip olan agk deneyimi imkéansizlastiginda kendi
tizerine kapanir ve artik dziintii veren bir deneyime
donigiir. Messina da bu kederli deneyimin digavuru-
munu sergiliyor. Birbirleriyle temas esnasinda beliren
bedensel yiizeylerin toplumsalligiyla olusan aci duy-
gusuyla birlikte bedenin yiizeyinde bagkalarinin ya
da nesnelerin siddetli bir etkisi olusur. Otekilerle sid-
detli karsilagmalar Resignation eserinde var. Suretin
sathi kan icinde. Yiiz ac1 sebebiyle deforme olmus
bir bigimde duruyor. Caresizlikten durgunlagmig
bakislar bedenin kendi igine ¢ekilme siirecine isaret
ediyor. Suret bu yiizden bambagka bir bi¢ime biiriin-
mils. Eserdeki tenin yiizeyindeki kan seyirciyi alabil-
digine icine cekebiliyor ve ac1 bdylelikle bir anlama
kavugabiliyor. Yine bedenin bagkalariyla karsilagsma
ve temasi sonucu acinin farkli anlamlara biiriindiigi
bir eser daha var: The Man Of The Sorrows. Caligmada
bu sefer herhangi bir bedene rastlamiyoruz. Ikonik bir
figiir yani Isa ile kars1 kargiyayiz. Diger Isa’li eserden
(Messina) farkli olarak bu ¢aligmanin ayri bir hika-
yesi var. Eser, Pedro de Mena’nin 1673 yilinda yaptig:
Christ as the Man of Sorrows adl1 ahsap heykelin resmi.
Kendini savunamayan, dudaklar: hafif aralikli bir Isa
acidan goniillii teslim olmusg bir insanlig1 temsil ediyor.
Eserdeki temsil bir toplumsalliga dayaniyor. Bati kiil-
tiuriinde ac1 bireysel olarak ifade edilir fakat her ne
kadar tekillik olarak mana bulsa da bagkalariyla bir-
likte olma tecriibesi tenin yiizeyine yiikselir. I¢sel bir
algrymis gibi goriinen aci hem digsal hem de igsel bir
alg1 yaratir. Toplumsallik iste burada patlak verir. Zhe
Man Of Sorrows da acinin toplumsalliginin izleri var ve
bu gosterge Isa’nin bedeninde sakli duruyor. Yazimin
basinda serginin Taner Ceylan’in 6zgiirlik deneyimi
oldugunu ifade etmistim ¢iinkii eserlerin acinin farkl

TANER CEYLAN, THE MAN OF SORROWS, TUVAL UZERINE YAGLI BOYA / OIL ON CANVAS, 140X100 CM, 2015

yiizeylerinden olustugunu goériiyoruz ve bu yiizeylerin
resmedilmesi sanatginin ac1 dedigimiz sinirlara dokun-
dugunun bir gdstergesi. Temas bolgelerine dokunmaya
calismak bir bakima o hissin tezgdhindan ge¢mek anla-
mina geldigi i¢in sergiyle ayn1 adi tagiyan I Love You
eseri de serginin finali niteliginde. Eserde sanat¢i Taner
Ceylan’in sureti ve viicudunun bir kismi kanlar i¢inde.
Yiiziine, bedenine bulagan kanlar kendi igsel yolculu-
gunun en mahrem sinir bolgelerine dokunmaktan haz
alan bir sanatg¢inin seriiveninin izleriymis gibi duruyor.
Bakiglar1 bizi kendi macerasina davet etmekle birlikte
nihilist bir ¢agda kendimize dokunmamiz i¢in de bir
¢agri niteliginde.

If the past is already gone, and one needs to focus
on the future, thinking about the exact nature of this
future might blur one’s vision. Neither the constant fear
of what is yet to come, nor obstinate dreams of better
and better days would help us. If they would help, pos-
sible futures could be easily lost forever in a consump-
tion abyss. It is high time that we asked a very crucial
question: What is to be done? While this question also
concerns the future, it primarily deals with the present;
that it to say, the “moment”, as the subsequent possi-
bilities lead the way to freedom. Having nothing to do
with belonging and happiness, this condition is both s:
generis and unsettling for any borders as it addresses to

the space of the possible. Offering ideas and lands of
imagination, this myriad of experiences is represented
in bodies and forms bearing contradictory and painful
realities. It is an odyssey in which we take a deep breath
and start a dialogue with the stranger inside us. One
can easily find the traces of such experiences of freedom
in Taner Ceylan’s exhibition titled / Love You. Looking
at the works, one observes the reflections of an adven-
ture. As the artist dreams boundlessness, he finds out
his own wire fences and gateways. Centred on privacy
and intimacy, the works portray threshold adventures,
rather than the artist’s experience of the sublime. While
these aesthetic contacts point to a pure suspension, we
observe a specific formation of the self. The paintings
that defy ordinary sensations, cherish the power of an
unalienated thinking, and transcend the mimesis pres-
ent a pure proximity in a close-up. The Contingency of
Pain There stands a very strong feeling behind the art-
ist’s aesthetic stance that transforms into an experience
of freedom: pain. This feeling could be the starting point
of the exhibition. To understand the connection of this
feeling to the exhibition and how it triggered the works
on display, one needs to understand the way pain affects
bodies. Pain is usually defined as a sensation that is not
simply a physical injury but emerges as an experience
and later becomes a key determiner in one’s own entity;
it also represents a mood that defines one’s flesh. While
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its influence separates us from the others, it reunites us
again. Perception emerges on borders that we call a sur-
face, and enters a world of meaning through the traces
that the others leave. There always stands a certain
reason behind it, and while it co-exists with a story, a
narrative or an explanation that is the very object of this
pain, one’s experiences evolve through these stories and
narratives. A body without pain is ever incomplete. Let
me tell you this: These feelings are indeed positive con-
nections between us and the earth. Contingency is very
much related to a sense of community, being with others
in close proximities. The apparent loneliness of the pain
triggers a need for a witness. I Love You and surfaces of
pain Bodies depicted in the exhibition titled / Love You
display suffer and sorrow. We have no clues as to the rea-
sons why the figures in Levitation and The Colour of the
Rose suffer. And this is what makes them even more mys-
terious. Staring at the surfaces of pain all over the hand-
cuffed bodies, one might feel tempted to look inward.
Even in the absence of pain, one can sympathize with the
feeling within those bodies, start exploring their borders,
and look through the eyes of those figures. Levitation and
The Colour of the Rose are marked by their ability to invite
viewers into introspection as they venture into the feel-
ings depicted in the works. The work titled Messina, how-
ever, offers some clues as to the reasons of sorrow and
sadness. The work depicts a naked body which is tightly
tied with ropes. The surface of his flesh, as one can see
from the figure’s face, is filled with a deep suffering. The
background is the face of Jesus. One can further argue
what a weeping Jesus tells us with sorrowful eyes... The
mythological version of Jesus’ story narrates the feeling
of pain followed by a divine love with God and the sub-
sequent trial and persecution of Jesus by his contempo-
raries. The love between Jesus and God, in other words,
is an experience of the impossible. The face of Jesus in
this work can be taken as a metaphor alluding to the way
Jesus suffered from love. Love has the possibility/poten-
tial to reach and touch the other; when it is impossible,
therefore, one goes inward and starts suffering. Messina
is an expression of that experience. Along with the sense
of pain that emerges through the sense of community
following a contact, body surfaces are deeply affected
also by the others and objects. One can observe violent
encounters in the work titled Resignation. The surface of
the face is drenched in blood. The face is deformed by the
pain. It is a desperate stillness that triggers withdrawn-
ness within the body. This is why the face has completely
changed. The blood on the surface of the flesh depicted
in this work strikes viewers at once, and pain achieves a
real meaning.Another work in which the body encoun-
ters the others and establishes contact, and thus pain
acquires brand a new meaning is The Man of Sorrows. Not
a single body is depicted here. Here we face an iconic
figure: Jesus. This work, as opposed to the other work
(Messina), has a different story. The work (titled Christ
as the Man of Sorrows) is a painting of a wooden statue
by Pedro de Mena (1673). His lips slightly open, vulner-
able Jesus represents the humanity that has readily sur-
rendered. The representation here has much social bear-
ing. Pain is described on an individual basis in the West.
But although it is defined with a singularity, a co-exis-
tence appears on the surface of the flesh. Perceived like
an internal sensation, pain triggers both internal and
external sensations. Here is where the sense of commu-
nity emerges. The Man of Sorrows bears the traces of pain
and its close connection to the sense of community - the
body of Jesus is a symptom of this. That the exhibiton is
Taner Ceylan’s own experience of freedom was my claim
at the very beginning, simply because different surfaces
of pain pervade in the works and their depiction clearly
shows the moments when the artist comes into contact
with the borders called pain. As trying to touch the areas
of contact is actually going through a certain feeling, the
work titled I Love You stands as the grand finale of the
exhibition. Here one sees Taner Ceylan’s face and part of
his body - all soaked in blood. The blood all over his face
and body seems to be a trace belonging to an adventure
of an artist who indulges in touching the most intimate
parts of his own inward journey. While his looks invite
us to his own adventure, they also urge us to start our
own inward journey within a nihilist era.
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agdas sanati
okuyor muyuz?

Are we reading

contemporary art:

Kiiltigin Kagan Akbulut

[liistrasyon / Illustration: Caner Yilmaz

Gilda Williams kendi alaninda g¢oksatar merte-
besine ulasan How to Write Abour Contemporary Art
kitabin1 Victoria Devrinin sanat elestirmeni John
Ruskin’den bu alintiyla agar. Sanat tizerine yazmakla
sanat1 icra etmek arasindaki gerilimli iligskiye elegtir-
menler cephesinden gelen bu salvoda, Ruskin’den taraf
olanlar olarak sanat yazinimizin durumunu devaml
irdeliyoruz. 90’i yillardan bu yana ivmelenen, son
donemde ise popiilerlesen/kitlesellesen ve kendi piya-
sasin1 olugturan sanat diinyamiz iginde, eksikligi en
cok hissedilen konu baglig1 olarak elestiri ve analizi
ortaya koyuyoruz.

Bu yazida da kitap yayimcilig1 agisindan bu 25 yillik
stireci ele alacagim. Her ne kadar eksiklikleri devamli
vurgulansa da siireli yayinlar agisindan farkli okur kit-
lelerine ve okuma pratiklerine seslenen bir yayimeilik
anlayisimizin oturdugunu diisiiniiyorum. Ancak kitap
yayimcilig1 halen piyasanin, okur beklentilerinin ve
diisiince diinyamizin gerisinden geliyor. Kitap yayim-
cilliginin bagat kiiltiirel {iretim unsurlarindan biri
say1ldig1 iilkemizde ¢agdas sanatin bu alandaki eksik-
ligi, izerinde durulmasi gereken bir konu. Eksikligin
sebeplerini agtik¢a ¢6ziim yollarinin da bulunabilece-
gini diigiinliyorum.

Cagdas sanat, kiiltiir diinyamizin bir parcas1 mi?

Kitap yayimciligindaki eksikligin temellerine bak-
tigimizda entelektiiel bir iiretim bi¢cimi olarak ¢agdas
sanatin heniiz kabul edilmedigi gercegini vurgulaya-
rak baglayabiliriz. Edebiyat, sinema, tiyatro gibi alan-
larin kiiltiir tarihimizde edindigi yeri ¢agdas sanat
yakalayamadi. Cagdas sanat halen ‘entertainment’
(eglence) ile ‘ne oldugu anlagilmayan i§ arasinda bir
yerlerde geziniyor. Kiiltiir ditnyamiz i¢indeki cagdas
sanata yonelik bu kuskunun ge¢misi de yok degil.

Barnis Acar, Ters Donmiis Bir Kaplumbaga ile Sanat
Uzerine Konusmalar kitabinda 60’11 yillardan bu yana
driinlerini sunan ¢agdas sanat sahnemizin eksikligi
olarak bakis acimizdaki bu meseleye vurgu yapar:

“..sanat dilnyamizin Avrupa’yla esitlendigi sek-

lindeki bir yargi gerceklige cok tekabiil etmez.
Ciinkii 6ziinde bu yurtigindeki ve yurtdigindaki
festivaller, bienallere katilim, uluslararasi camiada
dolasima giren sanatci sayis1 vb. ile ilgili bir tartigma
degildir. Bu, bizim ¢agdas ya da giincel sanata bakis
acimiz; onu degerlendirirken kullandigimiz kav-
ramsal cephaneligimizin tazeligi ve sanat tarihimiz
icinde bu kavramlarin ne kadar yeserdigiyle dogru
orantilidir.”

Acar aslinda iiretimle onu alimlama siireci arasin-
dakiaginin genisligine isaret eder ve qubugu bize, yani
yazanlara biiker. Sanat elestirisinde kullandigimiz
kavramlarla olan iliskimizi sorgular. “Bu kavramla-
rin hangi gerceklige tekabill ettigi (ya da bir i¢erimi-
nin bulunup bulunmamasi), anlagilip anlagilmamasi,
anlagildiginda ‘dogru’ (en azindan diizgiin/mantik-
sal) yoruma olanak verip vermemesi ¢ok da 6nem arz
etmez.”

Cagdas sanat yayimciliginin ilk dénemi zamanin
kosullarina uygun olarak kiiciitk bir ¢evrenin triinii
olan ve o ¢evre i¢inde okunan kitaplardan olugtu. Ali
Akay’in ¢abalariyla Baglam Yayinlarrnda olugturulan
kiilliyat, Art-ist dergisi ¢evresi ve benzeri 6rnekler ilk
doénemin derin tartigma kiiltiiriiniin de bir yansimasi
olageldi. Organik baglar1 olan bu kii¢iik ortamda yasa-
nan tartigma kiiltiiriiyse bir sonraki halkaya ulagama-
dan geri ¢ekildi.

Kanonlagamayan kanonlar

Cagdas sanat yayinciligimizdaki sorunlarin bir
diger sebebi olarak da kanonlagmadaki eksikligi ortaya
koymak gerek. Her ne kadar tartigmali bir kavram
olsa (ve ¢cagdas sanatin 6ziine aykir1 yonleri olsa) da
ortak bir aklin {iriinii olarak kanon eserlerin mevcudi-
yeti kiiltiirel {iretimin temel tetikleyicisi olarak halen
etkisini koruyor. 90 Oncesi sanat yaziniyla, 90 son-
ras1 arasindaki derin kopukluk ¢agdas sanat yazinin-
daki kanonlagmanin 6niindeki agilamayacak engelle-
rden biri. User’s Manual, Unleashed 101, User’s Manual
2.0 gibi 90’lardaki ilk kusagin verimi olan, anto-
loji niteligindeki kitaplar kanon gorevini géniilsiizce
tistlense de bahsettigim sekilde ilk halkanin digina
erisemedikleri i¢in kitlesellige ulagamadilar.

Ancak ilging bir sekilde kanon metinler daha ¢ok
retrospektif miize sergileri tizerinden olusturuldu.
Miizelerin iistlendigi onciiliik rolii, katalog kitaplara
da yansidi ve tarihsel sorgulamalar yapan metinler
iiretilmis oldu. Modern ve Otesi; Hayal ve Hakikat; Yeni
Yapitlar, Yeni Ufuklar gibi ornekler one ¢ikan katalog
kitaplar oldu. Akademik tezler ve ikincil tartismalar
bu metinler iizerinden gergeklestirildi. Ancak dogasi
geregi sergi siiresi icine sikistirilan ve genis dagitim
agina giremeyen bu metinler, benzer bir kitlesellesme
sikintisini da yagadi.

Son doneme gelirken...

Ozellikle son bes yildir cagdas sanatin Kkitle-
sellesmesiyle birlikte bilyiik yayimcilar da bu alana el
atmis oldu. Genel okuyucu kitlesi diisiiniilerek hazir-
lanmus kitaplar ¢evrildi ve tek tiik de olsa yerli versi-
yonlar1 ¢ikti. Yap1 Kredi Yayinlari, Kog Universitesi
Yayinlari, Ayrint: Yayinlari, Metis Kitap, Sel Yayinlar1
diizenli olarak cagdas sanat kitapligina alan agiyorlar.
Hayalperest Yayinevi Michael Wilson’un Cagdas Sanat
Nasil Okunur?, Terry Barret’in Cagdas Sanatta Estetik
ve Elestiri kitaplar1 gibi uluslararasi dolagima giren
metinleri Tiirk¢e’ye kazandiriyor. Ayni zamanda daha
popiiler bir alanda Will Ellsworth-Jonesun Banksy
Duvarin Ardindaki Adam gibi ¢ok satmaya tesne kita-
plar1 yayimlandi. Ancak kitaplarin kolay okunmasina
ragmen, dagitim, duyuru gibi sorunlar nedeniyle
dolasima girmediler.

Son donemin ilgi c¢eken, sanat cevresinin yogun
olarak okudugu ve kiiciikk capli da olsa tartigma
yaratan kitaplara ise yayinciligin éniindeki potansiyeli
gosteren iiriinler olarak bakilmali. Ali $imgek’in Kriz
ve Kritik (Devam kitab1 Elestiriyi Calmak da geliyor.),

Burak Delier’in Sanat Diinyasinin Senaryolar: ve Barig
Acar’in art arda qikan Ters Donmiis Bir Kaplumbaga ile
Sanat Uzerine Konusmalar ve Ekphrasis 1 kitaplar1 yirmi
yilin gelisimini tartisan ve farkli argiimanlar iireten
kitaplar olarak kayda gecti. Ancak bu kitaplarin da
ortak yoni halihazirda yayimlanmig yazilarin bir der-
lemesi niteliginde olmalari.

Yerli bir yayimcilik modeli olusturulabilir mi?

Iletisim Yayinlarrnca gikan Ali Artun yayin yonet-
menligindeki Sanat-Hayat dizisi sanat yayinlari arasin-
daki bu sikigmighigi kiran tek yayin olarak onuncu
yilin1 doldurdu. Bu nedenle yayincilarin bu dizinin tut-
masina sebep olan faktérleri iyi okumalar: gerektigini
diisiiniiyorum. Dizinin yayimcilik ve sanat diinyasinda
konumlanis sekli 6zgiin bir 6rnek olarak 6niimiizde
duruyor. Tabi bundaki en biiyiik etkenlerden biri
Iletisim Yayinlarr'nin yayincilik hayatimizda giiglii
bir deneyime sahip olmasi. Bu diziye 6zgi faktorlere
bakarsak da iki 6nemli etken goriiriiz. Birinci etken,
bu dizinin triinleri ¢eviri yayinlar da olsa Tiirkge
okura hitap eden, Tiirk¢e okurun okuma ge¢misine
yonelik bir editorliik politikas1 giitmesi. Ozellikle
makale derlemelerinde giidiilen edit6rlik okuru adim
adim tartigma bagliklarina siiriiklityor. Makale derle-
mesi olmayan ¢eviri kitaplarda ise kitabi Tiirk¢e oku-
runa tanitan derin 6nsézlerle sunum yapiliyor. Dizinin
kiltiir diinyamizda 6nemli bir aktér olmasinin ikinci
etkeni de dijital alanda varligini siirdiiren e-skop
sayesinde diizenli bir okur takipgisi yaratmasi. e-skop
ile birlikte dizi degerlendirildiginde dijital ile matbu
arasinda ince bir birlikteligin kuruldugunu goriiyoruz.

Tirkiye’de cagdas sanatin tartigma kiiltiiriine dahil
olabilmesi ve entertainment gérinimiinden kurtula-
bilmesi i¢in kitap yayimciliginin hizlanmasi ve dahasi
bu yayinlarin kiiltiirel dolagima girmesini tetikleye-
cek unsurlarin yaratilmasi gerekli. Ozgiin metin iire-
timini saglayacak yurt disinda benzerleri goriilen
burs programlari, rezidans gibi kurumsallagma-
lar meselenin yazarlara yonelik kismina care arayisi
olarak ortaya konulabilir. Okur agisindansa metin
okumalari/¢éziimlemelerine olanak veren atolye-
ler ve yazarlara yonelik soylesiler iiretilen metinlerin
dolasima girmesini saglayacak bir yol olarak 6niimiizde
duruyor. Su siralar piyasanin daralmasindan, ‘ig’lerin
olmamigligindan ve tartigma ortami yaratamamaktan
dem vuruyorsak careyi eski usul kiltiir tiretim mod-

elinde, kitaplarda aramak gerek.
—

Insanoglunun bu diinyada
yaptig1 en muhtesem seylerden

biri de, bir seyi goriip onu yalin

bir sekilde anlatabilmektir.

—]John Ruskin, 1856

The greatest thing a
human soul ever does
in this world is to see
something, and tell
them in a plain way.*

—]John Ruskin, 1856

Gilda Williams starts her best seller
—in her own field- How to Write About
Contemporary Art with this quote from
Victorian Era art critic John Ruskin. As
supporters of Ruskin in this salvo from
the critics’ front, to the stressed relation-
ship between writing about art, and per-
forming art itself; we constantly scruti-
nize the state of our art writing. In our
art world that has gained acceleration
since the 90’s, lately got popularized/
massified, and created its own market,
we come to the conclusion that what is
really missing in this field are critics and
analysis. In this text, I will try to cover
this 25-year period with regards to book
publishing. I believe that, although the
shortages are regularly highlighted, an
established publishing intellect that
addresses different audiences, and read-
ing practices is in fact present with
regards to periodicals. Yet we are still
behind in book publishing, compared

evaluation is not really that important.”
In line with the conditions of the time the first

period of contemporary publishing consisted of

books that were the product of a small community,
and were read by that same community. The collec-
tion of works created by Baglam Publishing House
thanks to the hearty efforts of Ali Akay, Art-ist maga-
zine circles and similar examples have been the reflec-
tions of the deep debate culture of this period. The
debate culture of this organically interrelated closed
environment had to shrink back before reaching the
next level.

Uncanonizable canons
The lack of canonization must also be put forward
asanother reason of the problems in contemporaryart

to the market, and reader expectations,
and our intellectual world. The sub-
ject of shortcomings of contemporary
art in our country where book publish-
ing is considered to be one of the domi-
nant culture elements is worth dwelling
upon. I believe that as we solve the rea-
sons of this shortage, the solution paths
will also be easily found.

Is contemporary art, part of our
culture world?

We may start by emphasizing that
looking at the foundations of the insuf-
ficiency in book publishing, contempo-
rary art is not yet accepted as a form of
intellectual production. Contemporary

art was not able to catch up with the
position that domains like literature,
cinema, and theatre occupy in our cul-
ture history. It still occupies a terrain
between “entertainment” and “cannot
really be well understood”. The suspi-
cion in our culture world towards contemporary art is
not brand new. Baris Acar, in his book Conversations on
Art with an Upside Down Tortoise emphasizes on this sub-
ject as a shortcoming of contemporary art on the art
stage since the 60’s : “...the conclusion that our art world
gets up with its European rivals would not really corre-
spond with the truth. Because at its core, this is not a
debate on the number of festivals in Turkey and abroad,
the attendance rates at biennales, or the number of local
artists being circulated on the international market,
etc. This is directly proportional to our understanding
of contemporary art, the freshness of our conceptual
armory while analyzing it, and how much of these con-
cepts were born in our own art history.”

In fact, Acar points at the wideness of the angle
between its production and reception, and he really
addresses us, the writers. He questions our relationship
with the concepts that we use in art criticism. “What
reality these concepts correspond to (or whether there
is an implication), whether it is understood or not, and
whether it allows a ‘correct’ (at least decent/rational)

publishing. Although it is a questionable concept (and
partly contadicts the essence of contemporary art) the
presence of canonized works as the products of a shared
wisdom still continues to be effective as the essential
initiators of cultural production. The wide gap between
art writing modes of pre and post 90s is another huge
obstacle that canonization in contemporary art writing
has to face. As the yields of the first generation in the
90s, books of anthological nature such as User’s Manual,
Unleashed 101 and User’s Manual 2.0 reluctantly under-
took this mission although they were not able to reach
the masses since they couldn’t go beyond that first circle.

Yet interestingly, canon texts were formulated rather
from retrospective museum exhibitions. The precursor
role of museums echoed on the books and texts that
pursued historic queries were indeed written. Modern
and Beyond, Dream and Truth, New Works, New Horizons
were examples of prominent catalogue books. Academic
thesis and secondary debates were written leading from
these texts. Yet these texts that were limited to the
period of exhibition by its nature, and that couldn’t get
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in the wide distribution network experienced a similar
massification problem.

Getting to the last period...

With the popularization of contemporary art espe-
cially in the last five years, all publishing houses started
to be involved in this scene. Books that were written
for the general audience were translated, and even had
one or two local versions. Yap1 Kredi Publishing House,
Kog University Publishing House, Ayrinti Publishing
House, Metis Kitap, Sel Publishing House regularly
open space for contemporary art books. Hayalperest
Publishing House translated into Turkish internation-
ally distributed works like Michael Wilson’s How to
Read Contemporary Art?, Terry Barret’s Aesthetics and
Criticism of Contemporary Art. Bestseller materials like
Will Ellsworth-Jones” Banksy: The Man
Behind the Wall were also published. But
although the books were easy to read,
they were not circulated due to distribu-
tion and PR problems.

Books that are under the spotlight in
recent times, and books that are heav-
ily read and debated by the art com-
munity should be seen as products that
prove the potential before publishing.
Ali Simsek’s Crisis and Criticism (the
sequel book Stealing Criticism will soon
be published), Burak Delier’s 4+ World
Scenarios, and Barig Acar’s Conversations
on Art with an Upside Down Tortoise, and
Ekphrasis 1 gained their place as books
that argue the developments in the last
twenty years. But the common aspect of
these books is that they are all compila-
tions of already published texts.

Can we have a local publishing model?

Published by Iletisim Publishing
House, the Ar#Life series under pub-
lishing director Ali Artun, completed
its tenth year as the sole publication that
broke this stance of being stuck. Hence
I believe that publishers need to prop-
erly read the factors behind the popu-
larity of these series. The position of the
series in the publishing and art world is
before our eyes with all of its authen-
ticity. Obviously, one of the biggest
factors in this is the fact that Iletigim
Publishing House has a strong track
record. Looking at the authentic factors
of this series, we observe two important
parameters. The first is that although
these works were translated, they suc-
cessfully addressed the Turkish audi-

ence, with an editing politics in align-
ment with the Turkish reader’s reading
habits. The editorship performed in arti-
cle compilation, drags the reader step by
step to the debate titles. For the trans-
lated books that are not article compi-
lations, the books start with sound fore-
words presenting the books to the Turkish readers. The
second factor why the series has a strong role in our cul-
ture world is that it fained a regular audience thanks to
e-skop that sustains its life in the digital field. When ana-
lyzed with e-skop, we see the fine association between the
digital and the printed.

For contemporary art to be included in the debate cul-
ture in Turkey, and freed from the entertainment tag,
book publishing needs to be accelerated, and the fac-
tors that will trigger the circulation of these publications
need to be created. Institutions like scholarship pro-
grams, and residences, observed abroad, that will ensure
the production of authentic works can be put forward
as a seek for remedy for the part of this matter aimed
at the writers. As for the reader; workshops that allow
reading/analysis of texts, and dialogues aimed at writ-
ers are before us as ways to allow the circulation of these
created texts. If we speak of the narrowing down of the
market, the rawness of the works, and the lack of debate
platforms, we need to seek for remedy in the old school
culture production models: in books.
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Sanat tarihini
yaziyor
muyuz:

Ezgi Ariduru

Tiirkiye'de Sanat Tarihi Yazimi (1970-2010) sanat tarihi metinlerinin neyi
nasil sdylemeyi tercih ettigi, neyin altini ¢izip neyi gormezden geldigi tizerine
bir caligma. Yazar1 akademisyen Ceren Ozpinar, dostum. Kitabini raflara
yerlesmeden, gidip yayincisi Tarih Vakfr'ndan edinmemse daha ¢ok samimi
bir meraktan, beg yillik emeginin nereye vardigini gorme telasimdan. Kitapta,
beklentilerimi dogrulayan titiz bir ¢alisma ve somut bir ortaya koyus var.

Ezgi Ariduru: Sanat tarihin tarihine bakmak da nereden ¢ikt1?

Ceren Ozpinar: Tarih bizim hep okudugumuz, 6grenmeye ¢alistigimiz bir sey.
Tarihin sorgulanmasina dair 2000lerin getirdigi hem akademik hem popiiler bir
dalga var. Hatta Tiirkiye’de 90larin sonundan itibaren baglayan, tarihi tekrar ele
aldigimiz ve inceledigimiz, orada bulamadigimiz bazi gergekleri ortaya ¢ikarmaya
calistigimiz bir donem bu. Sanat tarihine de yansiyor yavas yavas.

EA: Boylece bir noktadan digerine dogrusal olarak akan, zamani genel gecer
dénemlere bolen, bu kutularin i¢ine akimlari ve sanatgilar: dolduran, kendi

andig sanatcilar diginda bir tiretimin varligini tanimayan sanat tarihine giipheyle
yaklagmaya bagladigimiz da séylenebilir mi?

CO: Insanlar diisiinmeye bagliyorlar: Bu gercekten béyle mi olmugstu? Burada
gercekten sadece bu isimler mi vardi? Gergekten tarih bu mu? Onun dedigi ile bunun
dedigi tutmuyor, bu nasil olabilir? Tarih disiplini icinde oldugu kadar sanat tarihi
disiplini icinde de béyle.

Tarih yazimi son yillarda ¢ok ilgi ¢eken, tartigilan bir konu. Bu ilginin nedeni farkli
tarihlerin ortaya ¢ikmig olmasi. 2000lerin sonuna dogru yayinlanan gesitli kitaplar
oldu. Bunlarin i¢cinde farkli farkli sylemlere rastladik, farkli sanatg¢ilarin isimleri
gecti, farkli ddnemlerden bahsettiler. Herkes bunlarla ilgili bir sey sdylemeye baslad..
EA: Aldigin egitimin sanat tarihine elestirel bakmanda roli oldugunu diigtiniiyor
musun?

CO: Sanat yénetimi lisans 6grenimim daha disiplinlerarasiyds, sadece tarihi
okumaya yonelik degildi. Sadece 6grenmeye calismiyorduk; elestirel diigiinme her
seyin odagindaydi. Biz bunu yaparken cok fark etmiyorduk elbette, dogal geliyordu.
Film, metin, sergi ve yapit analizleri yapiyorduk. Bugiinden baktigimda, bu sistemin
calistigim konularla baglantilarini daha iyi kurabiliyorum.

EA: Lisansta sanat yonetimi, yitksek lisansta tekstil, doktorada sanat tarihi
boliimlerinde bulundun.

CO: Hep gagdas ve giincel sanat iizerine, aslinda temelde 70 sonrast iizerine ¢aligtim.
Sanat yapitlari da olsa, akimlar da olsa, sanat tarihi yazimi da olsa... Bienaller, fiber
art, sanat yapitlarinda yazi kullanimi gibi farkli konular tizerinde de ¢aligmalarim
oldu.

EA: Calismanin yakin sayilabilecek bir ddneme bakiyor olmasi tuzaklariyla

birlikte geliyor. Tartigilmus, titkketilmis, baglamig ve bitmis bir zamana bakmiyor bu
caligma. Pek cok farkli baglik altinda da incelenbilirdi bu metinler, metinlere hangi
baglamlardan bakacagina nasil karar verdin?

CO: Metinlerin kendi sunduklari baglamlardan, hem de gesitli kuramlardan yola
cikarak bagliklari olusturdugumu soyleyebilirim. Dénemler, sanat tarihinde elegtirel
olarak incelenmis bir konu. Ozgiinliik, farkli modernizmlerden ve postkolonyal
kuramdan ortaya ¢ikan yeni bakig agilari; ¢ok kiiltiirliiliik kavraminin getirdigi etnik
kimlikler diigiincesi... Bu kitap, farkli teorilerin bize sundugu kavramlar ve meseleler
etrafinda dénen bir tartigma olugturmaya ¢alisiyor. Farkli dinsel, etnik ve cinsel
kimlikler ve bunlarin ele alinma bi¢imleri mesela bu baglamda ortaya cikiyor. Baska
bir tilkenin sanat tarihi yazimina bakiyor olsaydik baska kimlikler ortaya ¢ikardi.
Bizim baglamimizda baska kimliklerden de s6z edilebilir ama bu kimlikler incelenen
metinlerden ¢ikti.

EA: Caligmanin basaris1 metinlerde buldugunla yetinmenden geliyor; senin
metinlerde aradigin degil metinlerde buldugun kavramlar bunlar.

CO: Siireg igcinde benim de tekrar tekrar diisiindiigiim bir konu bu: Ne kadar ilging,
buna da mi1 baksam? sorusu hep vardi. Bambagka meseleler etrafinda da kurulabilirdi
bu ¢alisma.

EA: 1970 politik ve kiiltiirel pek ¢ok kirilma i¢in milat. Bir yandan da ¢alismaya
konu olan siireli yayinlarin, derleme kitaplarin ve sergi kataloglarinin sayica arttigy,
zenginlestigi bir donem. Ustelik bu kirk yilin cogunda aktif olan yazarlar da var.
CO: Beral Madra gibi, 6zellikle 1980’lerden giiniimiize kadar aktif olan yazarlar

var. Kaybettigimiz Semra Germaner ve Kaya Ozsezgin de bu aralik iginde tarihsel
anlatilar iiretmis yazarlardan. Tamaminda degilse de bityiik bir kisminda tiretimde
bulunmus ve sanat tarihi yazmig bagka isimler de var. Onlarin da kimi goriislerinin
ve sanat tarihine yaklagimlarinin nasil degistigini gérebiliyoruz. Tabii bunu, isimler
tizerinden takip etmek istersek. Bu tamamen okuyucunun tercihine bagli. Kitabin
amaci bu metinlerin yazarlar tizerinden izlenmesi degil. Ama insan, insan faktoriinii
aramaya egilimli. Yazarlara odaklanildiginda yazarlarin baglamui isin i¢ine giriyor.
Bu da metinde yazarin ne dediginden veya nasil dediginden uzaklagmaya baglamak
demek. Kitapta tam da bu nedenle yazar adlar1 ve metin bagliklar1 yerine sayilar var.
Yine de bu erigilmez bir bilgi degil; her isteyen sayinin hangi yazarin hangi yazisina
kargilik geldigini kitabin sonundaki listeye bakarak kolayca bulabilir ve bunun
lizerine bir yorum gelistirebilir. Benim yaklasimim metne odaklanmayi amagliyor.
EA: Sonugta, 70 sonrasina bakmanin bir zorlugu da s6z konusu metinlerin
sahiplerinin hala yaziyor olmalar: olabilir mi?

CO: Giiniimiize yakin zamanlar iizerine konugsmak veya galismak elbette daha giic.
Baglam kisiler tizerine oturdugunda daha da sorunlu hale geliyor. Bu ¢alismanin
yaptig1 gibi metinler tizerinden dugiiniildiigiinde su kisinin dedigi degil bu metnin
sOyledigi sey 6nem kazaniyor. Metnin biitiinselligi icinde, hatta metnin yayinlandig1

butiin i¢cinde digiindigiimiizde daha da farklilasiyor. Neticede yapilan elestirel

bir ¢aligma. Ben sadece metinleri elestiriyorum diyemezsin ama amag yazarlari
elestirmek degil.

EA: Yakin tarihe bakiyor olmanin -6zellikle de tarih yazmay1 siniyorken- giiclii
yaninin okuyucunun kendi bellegine de bagvurabilmesi oldugunu diigiiniiyorum.
Metinlere baktigimda, tanidigim, bildigim, baglami icinde gérdiigiim bir yapit
lizerine yazilanlarin benim okumam ve diisiincelerimle ne derece kogut olup
olmadigini ya da ayni yapit tizerine s6ylenmis farkl sézleri kendi bilgimle
sinayabiliyorum.

CO: Bu da ayni zamanda tek bir dogrunun, bir sanat yapitina tek bir yaklagimin veya
tarihi tek bir okuma bi¢iminin olmadigini bir kez daha gosteriyor belki.

EA: Bir soéylemin varligini fark etmek giincel okumanda da séylemin varligini
dikkate almana yariyor. Bir malzeme ile ilgili birden fazla sey sdylenebileceginin
bilgisi yapitla kurulan iligkiyi zenginlestiriyor.

CO: Tarih yazimu iizerine diisiinmeyi 6nemli buluyorum. Bunun sanat tarihi
tizerinden yapmanin miimkiin oldugunu géstermeyi de. Sanat tarihi yaziminda

bunu daha ¢ok yapmamuz, farkli yayinlarda bunu gérmemiz, okumamiz, tizerine
disiinmemiz hem tizerine daha ¢ok ¢alismamizi, hem de daha ¢ok iiretmemizi
saglayacak. Bu elestirilere bakip en basitinden “Daha farkli ne yapabilirim?” “Su
yapita formalist degil de bagka bir ¢er¢eveden baksam nasil olur?” sorusunu sormayi
getirebilir. Bir anlamda sanat tarihi disiplinini zenginlestirecek.

EA: Otoriteyi de sarsiyor. Otorite olarak tanimlanmig olanin s6ziiniin tizerine s6z
soylemek belki miimkiin ama yine de biliyoruz ki bunun duyulmasi daha giic.

CO: Belki de sorunun bir kaynagi da bu. Cogulluk ve farkli sesler ortaya ¢ikiyor.
Hem sanata yaklagimimizda tekillikten ¢ikip ¢cogulluga varmamizi, hem de kanon,
dénemler gibi birimleri nasil cogaltabilecegimizi, tek bir tarih yerine tarihlerin var
oldugunu gérmemizi sagliyor.

EA: Turkiye’de Sanat Tarihi Yazimr’nin amaglarindan olmayan bir bagka konu da
titketim davranigini ortaya koymak. Dergiler, bu dergilerde yazanlar, bu dergileri
okuyanlar, bunlarin siirityor olmasi, siirmityor olmasi, gegirdikleri doniigiim... Sanat
ortaminda bir tretimin ve titkketimin varligini gdsteriyor. Sanat elestirisi, sanat
yayinciligi kiyasiya elestiriliyor, yetersiz, eksik bulunuyor...

CO: Eksiklik diye bakarsak eksiklik goriiriiz. Neye gore eksiklik? Bir seyle mi
kargilastirarak bu eksikligi buluyoruz? O yiizden bu calismada genelde sanat tarihi
aragtirmalarinda gérmedigimiz cesitli nicel dl¢iitler de var. Bunlar bir kesinlik ve
dogruluk iddiasinda degil elbette. Ama savlarimizi bir tabloya oturttugumuzda ya da
rakamsal bir ifadeye ¢evirmeye ¢alistigimizda ne getirdigini gosteriyor. Bu gosterme
bi¢imi alanimiz i¢in yararli olabilir. “Elestiri yok, yapilmiyor,” derken niteliginden mi
bahsediyoruz? “Elestirinin yontemlerine sadik kalinmiyor,” demek mi istiyoruz yoksa
sayisal olarak bir azliktan m1 bahsediyoruz? Niteligiyle ilgili ¢cok sey sGylenebilir.
70lerdeki elestirinin niteligiyle bugiinkii elestirinin niteligi arasinda bazi noktalarda
buyuk fark var; bazi yerlerde de yok. Ciinkii yontemler degisiyor. Bazi durumlarda
okumalar degisiyor. Oniimiizdeki yapitlar degisiyor. Bununla birlikte terminoloji ve
dil de degisebiliyor. Bu her yazar ya da her yayin i¢in gecerli olmayabilir ama “Elegtiri
yok” diyerek kesip atmak haksizlik.

Bazi durumlarda rakamlar iizerinden konugmak faydali olabilir. Kirk yil icinde
cikmis yiizlerce dergi var. Bazilar: kisa 6miirli olmus, kimisi hal4 yayinlaniyor.
Bunlara yazan da yiizlerce yazar olmusg. Dergilerin daha popiilist oldugu dogru ama
bir o kadar, hatta daha fazla kitap var. Kataloglara yazilan metinler var. Bunlarin
niteligi tizerinden konugsmuyorum ama diisiince iireten bir ¢cok metin var. Bunu
gidip Ingiltere’yle kargilagtirdigimizda rakamlar géreceli olarak diisiik gikacaktur.
Biz kag kisiyiz ve ne kadar iiretiyoruz daha dogru bir soru olur. Sanat ortaminda

kag kisiyiz? Kag akademisyen vards, kac kisi bununla ilgileniyordu, kag sanat tarihi
6grencisi vardi? Bu sorularla ilgilenen ¢alismalar da bir yandan yapiliyor. Sanat tarihi
egitiminin de tarihine bakan, kac kisi girdi, kag kisi ¢ike1, kag1 sanat tarih¢i oldu, ne
kadar yazdi ve bunlarin ne kadar etkisi oldu sorularini soran ¢aligmalar. Bunlar ¢ok
isimize yarayacak.

EA: Degisimi ve dontgiimii daima ileriye dogru bir sey olarak gérme egilimindeyiz.
CO: Tarihi diisiinme bigimimizle ilgili. Anlamamizi ve aktarmamizi kolaylastiran
paketlere ayiriyoruz. Ilk yaptigim taslaklarda on yillara bélmek de bir olasilik olarak
goriinmiistii ama bunun da indirgemeci oldugunu diisiindiim. Metinleri gruplamak
da miimkiindii. Neye yarayacakt1? Kendi elestirdigi seyi yapmak istemiyor bu
caligma. Sonucu yazarken “Tiirkiye’de sanat tarihi yazimi soyle soyle gelismeler
gosterir” diyebilirdim. Bu tuzaga diigebilecegim yerler ¢oktu. Ozellikle dikkat ederek
gelisme, ivme gibi sozciikleri kullanmadim. Elestirdigim seylerden biri bu! Boyle bir
‘gelisme’ye ihtiyacimiz var mi? Hangi ‘gelisme’ bu? Kime gore, neden gelisiyoruz?
Gelismeye neden bu kadar takmigiz? I¢inden ¢itkmak miimkiin mii bilemem

ama fark etmek miimkiin. Sorun belki de bir alanda “gelisme” gormedigimizi
disiindigiimizde bunu hep bir “eksiklik” olarak yorumlamak.

EA: 70 Tirkiye i¢in oldugu kadar diinya i¢in de bir milat m1? Sanat tarihinin
ilgilendigi klasik d6nemin sonuna ve daha bugiine ait, yapilmakta olan bir seyin
okunmasina geciyor olabilir miyiz?
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CO: Ikisi de. 50lerden, 60lardan da almak miimkiin. Sonugta bu tam da hangi
sanat tarih¢inin metnini okudugumuzla ilgili. Farkli farkli donemsellestirmeler
var. Almanca’da kisa bir siire i¢in ‘cagdag’ terimi goriilityor ama ¢ok da tutmuyor
sanat tarihinde. Postmodern diyince 50lere kadar geri gidebiliyor. ‘2. Diinya Savag1
sonrast’ bir ayrim olabiliyor. Pop Art bunun baglangici olarak alinabiliyor ya da
tek bir isim verilebiliyor. Rauschenberg’in resimlerine, Warhol’un resimleri birer
kéken olarak ortaya konabiliyor. 70lere itibaren alip minimal sanat ve sonrasi da
denebiliyor. Tiirkiye’de de buna denk diisen yapitlarla benzer bir dsnemin bagladig:
diisiiniilityor genelde. Sanat tarihlerinde, Tirkiye’yle kisitli da degil bu, baskin olan
Batr’yla denklik kurmak endigesi hep var.

Tiirkiye’de 68’in etkisi hem sanatcilar tizerinde hem de toplum iizerinde ¢ok
biiyiik. Sonrasinda 1971 ve ardindan 1980 tarihsel mihenk taslar olarak sanat
tarihi yaziminda da ortaya ¢ikiyor. Daha gerilere gotiirmek de miimkiin. 2. Diinya
Savag1 sonrasinda Fransa’ya giden ve oradan gelen sanatgilarin etkileri var. Yani
aslinda sanat tarihinde farkli perspektifler zaten yaratilmis. Farkli sanatgi ve stilleri
birbirine ¢esitli ortakliklarla yan yana getiren yaklasimlar 70 sonrasinda ya da 90
sonrasinda ansizin ortaya ¢ikmiyor.

Kapsamla ilgili bir sorun ayni zamanda. 70ler diinyada postmodern diisiincenin
biraz daha etkili oldugu bir donem, Tiirkiye’de de siiregelen dergicilik geleneginin
belirgin bigimde zenginlestigi; bugiin yayinlanmayi siirdiiren kimi dergilerin ortaya
¢iktig bir aralik. Hem sayisal olarak hem de uzun soluklu olabilmeleri agisindan bu
yayinlarin varlig1 6nemliydi. Bu nedenle ¢alismanin kapsami i¢in bir zaman aralig1
belirlemek gerektiginde 1970 dogal bir baslangig olarak gériindii.

EA: Tiirkiye gibi bir iilkede 70 sonrasinda ¢ok kritik, cok doniistiiriicii anlar

var. En basitinden 80 sonrasinda ortaya konan liberal politikalarin getirdigi
fiziksel degisim var. 2000lerin baginda ekonomik olarak diinyaya erigimi artmisg

bir Tiirkiye’nin bakis agilarindaki doniigiim var. Bu dis etkenlerin, var olan

sanat ortamini nasil doéniistiirdiigiinden s6z etmeksizin metinlere bakmak bana
eksik geldi. Yazanlarin da erisebildikleri, deneyimledikleri yapitlarin ve bunlarin
cevresinde gelisen literatiiriin hem sayica hem ¢esit olarak artmasi, bakis acilarini ve
dillerini donugtiirmiis olsa gerek.

CO: Bu da baglama dahil edilebilirdi elbette. Cesitli baglantilari, problematikleri
daha agik kilan bir baglanti olabilirdi. Kimi béliimlerde, gesitli yazarlarin gesitli
karsilagmalarina deginiyorum. John Berger ile Sezer Tansug’un yan yana gelmis
olmalar: bir bilgi. Baz1 yazarlarin erisebildigi yayinlara deginiyorum. Bunlari her
alt baslik i¢in yapmak kapsamin disina ¢ikmak olurdu; kitabi ¢ok genisletirdi.
Metinlerin odakta kalmasini saglamak i¢in ¢ok gerekli olan kimi yerlerde bu
bilgiyi verip diger zamanlarda metinlerin kendisine birakmayi segtim. Metinler

de séyliiyor zaten. “90larin etkisi,” “liberal ekonominin ortaya ¢ikmasi” gibi

gesitli gerekgeler sanatin gagdastan giincele ya da modernden ¢agdasa déniisiiniin
gerekgeleri olarak veriliyor. Ozellikle ddnemler boliimiinde bu degisimleri de
baglama dahil etmeye ¢aligtim.

EA: 40 yillik bir zaman araliginda 212 metin, bu metinlerde s6zii gegen binlerce
yapit var; bu kitapta bir tane yapit goriilityor. O yapiti nasil segtin?

CO: Agikgasi kapakta geng bir kadin sanatginin isinin olmasi istedim. Segme
sansim varsa se¢imimi bu yénde kullanmak benim i¢in 6nemliydi. Tarih Vakfi

da bana bu imkani sagladi. Elbette bagka birgok segenek vardi. Bagka bir yapit

da kullanilabilirdi ya da bir yapit icermeyecek sekilde de tasarlanabilirdi kapak.
Sansim varken degerlendirdim. Son zamanlarda diizenlenmis, geng sanatgilarin
katildig: sergileri tekrar gézden gegirdim. Genglerin agtig1 yeni galerilerin
websitelerine, kataloglarina doniip baktim. Sanatgilarin websitelerini taradim.
Islerini bilmedigim, son zamanlarda daha gériiniir olmus pek ¢ok sanatg1 var

dogal olarak. Cok da yeni is var. Bana da son dénemde yapilan igleri gérme ve

yeni sanatcilari farketmek igin firsat oldu. Candan Iscan’in kapakta yer alan bu
resmi yiiksek lisans bitirme isi. 2 metreye 8 metre, biiyiik bir resim. Icinde ‘yaz1'y1
animsatacak 6geler de vardi.

Ezgi Ariduru: How did you think of looking at the history of art history?

Ceren Ozpinar: We have always read and tried to learn history. There is a new wave
-both academic and popular- brought by the 2000’s that suggests the interrogation
of history. In this period in Turkey that started with the 90’s, we have been
reconsidering and analyzing history itself, and also trying to reveal some truths that
we cannot find out there. It is slowly showing its reflections on art history as well.
EA: Can we then say that we started to suspiciously approach art history which
linearly flows from one point to another, divides time in de facto periods, fills
movements and artists in these boxes, and doesn’t recognize the presence of any
production other those of the artists it acknowledges?

CO: People started to think: Did that really happen this way? Were there really
only these names back then? Is this real history? What two people say does not
match; how can this happen? The same is valid for art history as much as for history
itself. Historiography is a commonly debated subject that draws major attention.
The reason for this interest is because we realized discrepancies in the histories that
were told. In some books published towards the end of the 2000’s, we encountered
different statements; different artist’s names were mentioned, and they spoke of
different periods. So this drew major attention.

EA: Do you believe your academic training has a role in your critical eye towards art
history?

CO: My undergraduate degree in art management was more interdisciplinary;

it wasn’t just intended to read history. We weren’t just trying to learn; critical
thinking was at the core of everything. We weren’t consciously doing anything, it

seemed rather natural. We were analyzing films, texts, exhibitions, and works of art.
Looking back from today, I can better build the connections between the system
and the subjects in my area of study.

EA: You finished your undergraduate degree in art management, and then you had
your master’s degree in textile, followed by a PhD in art history.

CO: I have always worked on contemporary art, in fact with a focus on the post-
70’s period. Whether on works of art, art movements, or art historiography... I also
worked on different subjects such as biennales, fiber art, and the use of text in works
of art.

EA: The fact that you work focuses on a ‘near’ past period comes with its own traps.
This work doesn’t focus on a debated, consumed, started, and finished time period.
These texts could have been analyzed under many different subjects; how did you
decide in which context you would analyze those texts?

CO: I can say that I figured the titles out on the basis of the contexts that these texts
present, and of certain theories. The periods, is a subject that has been critically
analyzed in art history. Authenticity, new points of view appearing from different
modernisms and postcolonial theory; the idea of ethnic identities brought by the
concept of being multicultural... This book tries to launch a debate going around
concepts and matters presented by different theories. Different religious, ethnic,
and sexual identities and ways of undertaking these subjects for instance appear

in this context. If we were looking at the art historiography of a different country,
other identities would have come out. Other identities can be mentioned in our
context as well but these specific identities came out of the texts that I analyzed.
EA: The success of this work comes from the fact that you were pleased with those
identities that you found in the texts; these are not concepts that you looked for but
rather that you found in those texts.

CO: This is a subject I thought over and over during this process: I always had the
question: “How interesting, should I look into this?” This work could have been
built around completely different matters.

EA: 1970 is a milestone for many political and cultural fractures. It is at the same
time a period when periodicals, compilation books and exhibition catalogues

have risen in number and flourished in content. Again, there are writers that have
remained active during most of these forty years.

CO: There are writers like Beral Madra who have been active since the 80’s. Semra
Germaner and Kaya Ozsezgin whom we have lost, are amongst the writers who
have produced historic narratives in the mean time. There are other names that have
been active and writing art history during most of the time if not the whole. We can
see how some of their ideas and approach towards art history have changed. That is
if we want to follow this by way of names. This totally depends on the preferences
of the reader. The purpose of the book is not to have these texts watched over by
the writers. Yet men are inclined to look for the men factor. When you focus on

the writers, the context of the writers is included on the stage. And this means
getting away from what the writers say or how they say it. It is exactly why there are
numbers instead of names and text titles in the book. Still, this is not unreachable
information; anyone who will want to know can match the number with its
correspondent writer name in the back of the book and develop a comment on that.
My approach aims to focus on the text itself.

EA: In the end, could another challenge in looking at the post-70’s period be the
fact that the writers of the texts in question are still active and writing today?

CO: Of course it is harder speak and work over the near past in our days. When the
context is based on people, it becomes more problematic. When you do as this work
does, and think based on the texts, ‘what the text says’ becomes relevant and not
‘who says it. When we think of the totality of the text, or even the totality in which
the text is published, it gets even more different. In the end, what is done is a critical
work. You cannot just say I critic the texts but the aim is not to critic the writers
either.

EA: I think that the strong side of looking at recent history —especially when you
try to examine historiography- is that the readers can also take reference from their
own memories. When I look at the texts, I can check over whether what’s written
on a work that I know, that I have seen in its context, is parallel to my reading and
thoughts or different opinions on the same work.

CO: This maybe proves again that there isn’t one truth, one approach to a work of
art, or one way of reading history.

EA: To realize the presence of a discourse helps you in your daily reading to pay
attention to the presence of the discourse. The information that more than one
thing can be told about a material of a work enriches the relationship you will build
with the work.

CO: I find it very important to think over historiography; also to show that this
can be done for art history. To further accomplish this in art historiography, to see
this in different publications, to read and to think over it will help us work more

on it, and create more. Looking at these critiques it can get us to ask the following
question: “What can I do differently?” or “What would happen if I didn’t look at
this work from a non-formalist framework?” This will enrich the discipline of art
history.

EA: It also shakes the authority. It is maybe still possible to say something over what
the authorities say; yet we know that it is harder to make it heard.

CO: Maybe that is the source of the problem. Plurality and different voices emerge.
It helps us to leave singularity and arrive at plurality in our approach towards art,

to understand how we can increase units like canon and periods, and to see the
presence of histories instead of a history.

EA: Another subject that is out of the purposes of Art Historiography in Turkey is

CEREN OZPINAR,

to exhibit the consumerist behavior. The magazines, the writers in those magazines,
the readers of those magazines, their past and future, and transformation... It shows
the presence of production and consumption in art. Art criticism, art publishing are
ruthlessly criticized, found inadequate, incomplete...

CO: If we look for inadequacy, we will find it. Inadequate compared to what? Do

we find it inadequate by comparing it to something? Therefore there are certain
quantitative criterions in this work that we normally don’t observe in art history
research. These do not claim to be accurate nor true. But they show us what they
bring when we try to position our arguments at a table or a numeral expression. This
way of showing can be useful for our field. When we say, “there is no criticism, no
one criticizes” are we talking about criticism of quality? Are we trying to say “we

do not abide by the methods of criticism” or are we talking about a quantitative
insufficiency? Many things can be told about the quality. There is a great gap between
the quality of the criticism in the 70’s and that of today at certain points; and that’s
not the case in other points; because methods change. Reading changes in some
situations. The works in front of us change. The terminology and language change
with this. This may not be valid for each writer or publication but to say, “There is no
criticism” and leaving it there, is just not fair.

In some cases, it might be useful to speak based on numbers. There are hundreds of
magazines that were published over the past forty years: some short-lived, some still
active, hundreds of writers who have written for these. It is true that magazines are
more populists but there are at least that many or more books out there. There are
texts written for catalogues. I don’t necessarily mean they’re all of good quality, but
there are numerous texts that state opinion. When you go and compare this with the
UK, the numbers will be relatively low. The right question would be “how many are
we, and how much do we produce?” How many are we in the art field? How many
academicians were there, how many of them were interested in this, how many art
history students were there? There are studies interested in these questions as well.
Studies that look into the history of the education of art history, and ask questions like
how many people enrolled, how many quit, how many of them became art historians,
how much did they write, what was the effect of what they wrote. These will be really
useful for us.

EA: We are inclined to perceive progress and transformation as something that is
beyond.

CO: History is about our way of thinking. We separate it into boxes that make it easier
for us to understand and then communicate. In my first drafts, dividing into ten-year
sections was seen as a possibility but I thought this was a reductionist attitude as
well. It was also possible to group the texts. What would it serve? This work doesn’t
want to convey what it criticizes. When I wrote the conclusion, I could have written,
“Art historiography in Turkey has proven such and such progress.” There were many
traps I could have fallen into. I paid attention not to use words like progress, and
acceleration. This was something I have criticized as well! Do we really need such
‘progress’? Which ‘progress’ is this? We’re progressing according to whom, and why?
Why are we so obsessed with progressing? I don’t know if it is possible to get out of
it, but it is possible to realize. The problem is in perceiving the lack of “progress” in a
certain field as a lack.

EA: Are the 70’s a milestone for the world as much as it is for Turkey? Can we be
passing into the reading of something belonging to the end of the classic era which art
history is interested in and also to today?

CO: Both. It is possible to base it to the 50’s, the 60’s. It is ultimately related to which
art historian’s text we are reading. There are different periodizations. In German,

we observe the term ‘contemporary’ for a short while but then it is not adopted in

art history. When we say postmodern it can go all the way back to the 50’s. ‘Post

2nd World War’ can be a turning point. Pop Art can be taken as the beginning of

this, or a solo name can be given. Warhol’s paintings can be given as a source for
Rauschenberg’s paintings. Post-70’s can be called ‘minimal art and after’ In Turkey

it is generally thought that a similar era started with other corresponding works. In
art histories, and this is not just limited to Turkey, there is always a worry to be in
equilibrium with the West that dominates.

The effect of 68 in Turkey is huge on both the artists and the society. After that 1971
and then 1980 are historical milestones appearing in art historiography. It is possible
to take it further back. There is the effect of the artists who went to France after the
2nd World War and then came back. This means that in fact different perspectives
have already been created in art history. Approaches that bring different artists and
styles together through various collaborations don’t just appear out of the blue post
70’s or post 90’s.

This is also a problem about the scope. The 70’s are a period when postmodern
thoughts were a bit more effective in the world; in Turkey it is also a period when

the ongoing magazine publishing tradition was visibly enhanced, and some of the
magazines that are still being published today were born back then. The presence of
those publications was crucial for them to be long lasting. Therefore when we had

to determine a starting point in time for the scope of the study, 1970 seemed like a
natural one.

EA: In Turkey, during the post-70’s period, there are many critical and transforming
moments. There is the physical change that comes with the liberal politics executed
in the post-80’s era. There is the change in the point of view for a Turkey, which is
economically more connected to the world at the beginning of the 2000’s. To me it
seemed like something was missing when I read the texts and, as they didn’t mention
how these external effects transformed the existing art scene. The increase in the
number of works writers can reach, and experience, and in the number and variety of
literature developed around these must have transformed their points of view as well
as their language.

CO: Of course this could have been added to the context. There could be a liaison that
makes certain connections and problems more clear. In some sections, I touch upon
various encounters of different writers. The fact that John Berger and Sezer Tansug
came side by side is information. I touch upon the publications that some writers
could reach. To do this for each subtitle would be to go out of the context; it would
stretch the scope of the book too much. To make sure the texts remained at the core, I
chose to give this information where it was really necessary and at other times I chose
to leave it to the texts themselves. The texts indicate it already. For instance “The effect
of the 90’s”, and “the appearance of liberal economy” are given as rationale behind the
passage from contemporary to current or from modern to contemporary. I tried to
include these transformations in the context especially on the period’s section.

EA: There are 212 texts and thousands of works mentioned in those texts during a
40-year timeline; we see only one work in this book. How did you choose that specific
one?

CO: To be honest I wanted the work of a women artist on the cover of the book. It
was important for me to choose this one, if T had the right to choose. The publishers
gave me this opportunity. Obviously there were many other options. It could have
included another work, or the cover could have been designed in a way not to include
a work of art at all. I took my chances. I went over the recent exhibitions of young
artists. I looked back on the websites and catalogues of galleries founded by young
people. There are obviously numerous artists whom I do not recognize the works

of, who have become more visible lately. There are many new works. This was an
opportunity for me to see the works that were created in the late period, and to realize
the young artists. Candan Iscan’s work on my book cover is her master’s thesis. It

is a huge painting: 2 meters by 8 meters. In the work, there were also elements that
reminded of ‘text’
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1970’lerin sonuna dogruydu, evet. O zamanlar yedi,
sekiz yaglarinda bir ¢ocuktum. Iste o yillar askeri
kamyonlar, Balgat’taki -Amerikan Hava Ussii’ndeki
cok yiiksek direklerin tizerine kurulmus o uzay gemi-
sini andiran su deposunun kargisindaki- tarlalara ¢6p
dokerlerdi. Tas, toprak tiiriindeki ise yaramaz olan-
lar1 uzaga ise yarayacak olanlarini ise mahalledekile-
rin gorebilecegi yakin yerlere dékerlerdi. O zamanlar
yoksul varsil diye bir sey yoktu sanki. Herkes ise yarar
bu ¢oplere saldirirdi. Ne mi idi igse yarar bu ¢opler?
Budanmis agaglarin dallari; askeri kamyonlarin, ciple-
rin, otomobillerin kirik, bozuk metal parcalari. Askeri
kiyafetler (neredeyse tamamu erlere ait): Yesil panto-
lon, parka, sapka, palaska, bot, sirt ¢antalari, terden,
kirden paspasa donmiis fanilalar, ortas1 boklu kiilot-
lar... Yemek aruiklari. Aralarinda ac¢ilmamig plas-
tik kutularda regeller, teneke kutularda balik konser-
veleri... Yanmig, bozuk, yirtik siyah beyaz fotograf-
lar; mektuplar, kartpostallar... Ranza demirleri, delik
mataralar... En ilginci de hi¢ acilmamus filtresiz siga-
ralar. Kalitesiz bir kagittan paketi olan bir yiziinde
elinde silah tutan bir asker silueti basil1 binlerce sigara
paketleri... Bazen yalnizca ama yalnizca bu sigaralar-
dan dékerdi kamyonlar. Nigin dokiiliirdii bu sigaralar
bugiin de hala bilmiyorum.

Bu ise yarar ¢oplere mahalledeki herkes tigiistirdii.
En ¢ok da kadinlar ve ¢ocuklar. Kimi kis i¢in yakacak
odunlar kimi hurdaciya satmak icin metalleri kimi
giymek icin giysileri kimi de yemek i¢in yiyecekleri
toplarlardi. Kamyondan ¢opi kiireklerle déken iki,
ii¢, dort bazen bes er olurdu. Onlarda bu ¢6pe tisiisen-
ler karsisinda gizli bir zevk alirlardi. Kimi gézlerine
kestirdikleri kizlara hava atmak i¢in onlarin topla-
diklar: tiirde ¢opleri yere atmadan onlara uzatirlardi.
Bazen kavgalar olurdu bu ¢opler yiiziinden. Insanlar
birbirlerine girerlerdi. Her ¢ocuk gibi benim i¢in de
bir senlikti bu ¢6p dékiim yerleri. O pis askeri kiya-
fetleri giyer askercilik oynardik. Metal parcalar ilgimi
cekerdi. Ilgisiz parcalar: birbirlerine ekler, sékerdim.
Sonralar1 —arkadaglarimla- sigaralara yoneldim. Torba
torba sigaralari 1ss1z bir yere gotiiriir orada paketlerin-
den ¢ikarip tek tek kirardik. Bir giin bir arkadasimin
evden getirdigi kibritle ilk sigaralarimizi tiittiirdiik.
Bir firt ¢ekip atiyorduk. Sonra yeni bir tane daha yaki-
yorduk. Bir daha, bir daha... Ne de olsa sigaradan dag-
larimiz vardi. Bu ¢6p dokiilen tarlalarda yalniz bagima
dolagmay1 da severdim. Artakalan ¢oplere bakar ve
¢copiin dokiildiigii, insanlarin Ggiistigii an1 géziimde
canlandirirdim.  Coplerden artakalanlarin kaotik
goriintiileri carpici gelirdi bana. Oylesine eselerdim.
Ilgimi ¢eken nesnelerle oyun oynardim. Kimi nesneler
bana hayal kurdururdu.

Yine o yillarda bir bagka ¢6p senligim, Amerikan
Hava Ussii’niin ¢opleriydi. Ussiin ¢dpleri prestijli ¢op-
lerdi. Atilan ¢oplerin para edecek olanlarini ¢opii
doken kamyon soférii —ve bir, iki isci- hurdacilara

gotiiriirlerdi. Uyanikt1 bu kisiler. Islerini bilirlerdi. Bir
de degersiz, para etmez ¢6pler vardi. Bunlar da mahal-
lenin ticra yerlerine dokiiliirdii. Daha 6nce hig gérme-
digim seylerle bu ¢oplerde karsilagtim. Kola, gazoz,
meyve suyu ve biralarin teneke kutulari; siitlerin kagit
kutulari; beyaz renkli plastik tabak, ¢atal, kasik, bigak-
lar... Kiiciik, yass1 naylonlarda ket¢ap, mayonez, har-
dallar... Igleri yarim dolu sarap, votka, likér sigeleri...
Gorince “Bo!” dedigimiz pis kokan kanli pedler...
Bunlarin hig biri de farelerin cirit attig1 kii¢itk mahalle
bakkalimizda ve diger bakkallarda yoktu. Iceceklerin
teneke kutulariyla kumbara yapardik. Diger ¢oplerle
de oynardik. Mahallemizdeki biz ¢ocuklardan dort,
bes yas biiyiik sar1 sagli, uzun boylu topal bir cocuk
vardi. Bu gocuk iissiin girig kapisina gider oradaki gri
¢op tenekesinin icindeki ¢opleri Amerikali polislere
gosterirdi. Sonra tenekenin igindeki siyah naylon tor-
baya atilmig ¢opleri kucaklardi. Polisler kimi zaman
sagirir kimi zaman alay eder gibi giilerlerdi. Bu topal
gocuk uzakta bir yere ¢opii doker ayiklardi. Copiin
karsisinda soluk soluga kalirdi. Yiyecekleri hapur
supur yer isine yarayacak nesneleri eve gétiirmek igin
bir kenara ayirirdi. Mahalledekilerin dediklerine gére
bu c¢ocuk bir giin issiin i¢cindeki kimi ¢6pleri almak
icin yiiksek tel 6rgiilerden iceri giriyor. Topladig1 ¢op-
lerle tam tsten ¢ikmak tizereyken askerler tarafindan
goriilityor. “Dur!” deniliyor. Durmuyor. Ve o giin baca-
gindan vuruluyor. Bu ¢ocugu sevmezdim. Ama iissiin
kapisindaki ¢op varilinden ¢6p torbasini kucakladi-
gin1 gordiigiimde yanina giderdim. Hem onu izlerdim
hem de yerlerdeki cifit cargisini andiran 1vir zivirlari...
Copteki yiyecekleri yerken midem bulanirdu.

2.

On bir yagimda iken sapanla kug avlama macerala-
rim baglamigti. Mahalledeki ii¢ arkadasimla sabahtan
aksama kadar havada, agaclarda serce, kumru, giiver-
cin arardik. Sapanlarda lastik eldiven kullaniyorduk.
“Y” seklindeki bir agag¢ dali, eski bir ayakkabidan
soktiigiimiiz bir parca deri ve iki, {i¢ santim eninde
on, on iki santim uzunlukta lastikler... Bir giin agag:
mahalledeki ¢ocuklarin elinde lastik eldiven yerine
serum takilmig sapanlar gordiik, etkilendik. Serumlari
Trafik Hastanesinin ¢opligiinden bulmuslar. Biz de
gittik o ¢opliige...

Hastane ¢opligi diger ¢opliklerden ¢ok farklidur.
Insani iirpertir. 11k kez gérdiigiim bu ¢dplitk bana ¢ok
itici gelmigsti. Kanli pamuklar; kol, bacak, ayak al¢1
kaliplary; ilag siseleri, kutulari; par¢alanmig kanl giy-
siler; irin, kurumus deri par¢alarinin oldugu sarg: bez-
leri; siringalar; regeteler; agza sokulan tahta cubuklar
(abeslang); ameliyat eldivenleri; kusmuk, sidik dolu
naylon torbalar; boklu bezler; kalin sazrenkli bantlar;
kiiciik dereceler; bos serum sigeleri; bistiiriler; farkl
boylarda ve renklerde haplar, kapsiiller ve kimisi bal-
rengi kimisi agik sar1 kimisi sazrenkli serumlar...

Birilerine hayat veren bu incecik hortumlar bizim
ellerimizde birilerinin canini alacakt1! Kanli, pis

olarak bulup temizledigimiz bu 6liime gerilen esnek,
giiclii nesneler yine kana bulanacakt.

Hastane ¢opliigiinii hi¢ sevmedim. Beni irkilti-
yordu. Ayrica o pis kokular dayanilir gibi degildi. Bir
keresinde ¢opten serum ararken kalin bir siringa ignesi
elime batmigt1. “Hastane ¢opliigii” denildiginde elime
batan o ignenin acisini hissederdim hep. Bu yiizden
o ¢opliige gitmek istemezdim. Zaten ben hi¢ serum
da bulamadim ve dogal olarak serum takili bir sapa-
nim da olmadi. Yerlere dagilmig nesnelerin o tirpertici
goruntilerini hi¢ unut(a)madim...

3.
1990’larin ortasinda bir kis giinii Ege Mahallesi’nde
oturan bir arkadasima gidiyordum. Kériiklii otobiis
yalnizca bos tarlalar, tepeler olan bir yerden gegtiginde
uzaktan o yeri gérdiim. Gokyiizii devinen siyah kuglar-
dan goériinmiiyordu. Heyecanlandim. $ofériin yanina
gittim, oray1 sordum. “Mamak Copligii” dedi. Ben
de 6yle tahmin etmistim. Indim. Oraya dogru gittim.
Copliige yaklastikea icim i¢ime sigmiyordu. Kus ses-
leri, kanat gikirtilari yeri gogu inletiyordu. Bagimi
gbge kaldirdigimda yalnizca siiriiler halinde ugugsan
simsiyah iri iri si§irciklar vardi. Daha uzaklarda mart
striileri... Durdum bir siire yalnizca etrafa baktim
piirdikkat. Cop doken ¢6p kamyonlari, ¢6p yiginlari-
nin altini dstiine getiren is makineleri, dokiilen ¢6p-
lerden ¢6p ayiklayan insanlar... Dért bir yanda yanan
atesler... Heyecanim dinmedigi gibi tersine daha
da artmisti. Burasi bir ¢opliiktii, dev bir sehir ¢6p-
liigi. Kotii bir koku vardi ama beni hi¢ rahatsiz etmi-
yordu.Yavas yavas icerilere dogru ilerledim.Yerlerde
yok yoktu.Bu yerler bagka yerlere benzemiyordu hic.
Nesneler mezarligiyd: burasi. Yerler ne kadar da ¢ar-
pictydi. Bir gubukla yerdeki bazi nesnelerin altini kazi-
dim. Kazidik¢a bagka bagka nesneler ¢ikiyordu. Ne
kadar da kazinsa bitimsiz gibiydi sanki... Omzumda
fotograf makinem asiliydi ama fotograf umurumda
degildi. Fotograf ¢ekerek zaman kaybetmek yerine
buradaki atmosferi solumak istiyordum. Ayaklarim
kimi zaman vicik vicik yemek artiklarina kimi zaman
da yanmis nesnelerin kiillerine batiyordu... Bastigim
her yeri didik didik incelemek istiyordum ama bura-
daki giiriiltii, ugultu dikkatimi dagitiyordu.

Derme c¢atma bir kuliibenin yanina yaklagtim.
Kapinin 6niinde dinlenen iscilerin hepsi bana ters ters
bakiyorlardi. Bityiliksehir Belediyesinin iscileriymis.

“Gazeteci misin?” dedi biri sertge.

“Yok” dedim.

“Bak kardesim buraya gelip fotograflarimizi ¢eki-
yorlar. Sonra bizi ¢éplitkte onu, bunu toplayanlar diye
gosteriyorlar. Asagiliyorlar! Eger sen de bunun i¢in
gelmissen hi¢ gelme!”

“Yok! ‘Ben gazeteci degilim” dedim sana. Yalnizca
¢opliigii merak ettim. Onun i¢in geldim.”

“Merak mi1?” dedi giilerek. Digerleri de giildii.

“Evet. Merak iste!”

“Copin neyini merak ettin kardesim! Cop iste.
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Allah’in ¢6pit...”

Bir ¢6p kamyonu geldi. Isgileri cagirdi. Kalktilar.
Benimle konusan isci de, “Bak dedigim gibi. Fotograf
filan ¢ekme. Ona gére...” dedi -tehdit eder gibi- ve gitti.

Nesne yiginlarindan siradaglar olugsmustu. Bu plas-
tik, cam, k4git, metal, tahta.. yiginlar1 acaba hangi
evden, sokaktan buraya gelmisti? Herkes haril haril,
kanter i¢inde ¢aligtyordu. Giileg yiizlii, geng birisiyle
konustum biraz.

“Ilging seyler de ¢ikiyor mu?” dedim.

“Burada altin da ¢ikiyor, ceset de...”

“Ceset mi?”

“Ceset ya kag kere bulduk. Par¢alanmis olanlar1 ¢6p
kamyonlarindan ¢ikiyor. Digerleri getirilip buralara
atiliyor...”

Kusglar1 unutmustum. Gozlerim yerlerdeydi hep.
Ne kadar da irkilticiydi bu yerler. Tipki geng adamin
anlattiklar: gibi.

Hava kararmaya baglamigti. Geldigim yone
dogru yiiriidiim. M1y muy, diye incecik inleyen sesler
duydum. Sesin geldigi yone gittim. Bir atesin kiyi-
sinda birbirlerine kenetlenmis sanki tostoparlak olmus
onlarca kopek... Iyice yaklastim. Korkmadim. O da
ne? Kimisinin parcalanmig etleri goriiniiyor, kimi-
nin bacaklar1 kopmus, kimi kan revan i¢inde, kimi-
nin tiim tiyleri dokiilmiis ve o kipkirmizi, yarali deri-
leri gériiniiyordu... Tam giderayak allak bullak olmus-
tum. Icim kan aglad1. Bir késede de minicik yavrular
vard.. Birbirlerine sarilmis, inliyorlardi. Bunlarin kimi
sokaklarda, caddelerde tagitlarin vurdugu kimileri de
hastaliklarindan dolay: getirilip atilmis hayvanlardu.
Tipk: degersiz bir ¢6p gibi atilmiglardi. Hepsi de 6liimii
bekliyorlardi burada. Burasi bir imha yeriydi. Onlar da
olimlerini bekliyorlard: agitlar yakarak... Onlar1 bu
hale getirenlere, buraya atanlara lanet okudum. Biiyiik
bir aciyla oradan ayrildim.

Ayakkab1 ve pantolonumun pagalari ¢amur i¢in-
deydi. O giin arkadasima gitmedim, gidemedim. Ona
diyemedim ta oralara kadar geldigimi ama ¢opligii
goriince dayanamayip oraya gittigimi...

Sonralar1 bu ¢opliige birkag kere daha gittim.

4.

2000’lerin ortasinda pazar giinleri daha giin agar-
madan kurulan bitpazari —Bentderesi’nden- Iskitler’e
tasinmisti. Cogunlugu ¢oplerden toplanmig dokiintii-
lerin oldugu bu bitpazari tezgéhlarinin altini {istiine
getiriyordum ve eve bir ¢ok 1vir zivirla déniiyordum.
Yine bir pazar giinii buraya geldigimde pazarin sana-
yinin igine tagindigini soylediler orada beklesen-
ler. Hurdacilik yapan bir gocukla oraya gittik. Iste
ne olduysa oraya gittigimde oldu. Sanayideki atélye-
ler, ditkkénlar.. bitiin mekanlar belediye tarafindan
zorla bosaltilmisti. Biitiin atélyeler, ditkkanlar delik
desikti. Kimilerinin kapilari, pencereleri, camlari
kirilmig kimilerinin de duvarlar1 pargcalanmig ya da
yikilmisti. Mekénlarin i¢i de dig1 da sanayinin artikla-
riyla doluydu. Ozellikle atélyelerin duvarlari, yerleri ve
derme catma kepenkleri iirperticiydi. Ben artik bitpa-
zarini unutmugtum. Kendimi bu mekanlarin duvarla-
rina ve yerlerine vermistim. Savag alani gibiydi her yer.
Ne kadar da ¢ok atélye, ditkkkan vardi... Artik sadece
pazarlar: degil diger giinler de buraya gelmeye bagla-
dim. Elimde fotograf makinesiyle yiizlerce fotograf
cekiyordum. Bazen de kamera ¢ekimi yapiyordum.
Once duvarlardan baglamistim. O sivalar1 dokiil-
miig, yanmis.. boya, zift, yag, darp izlerinin oldugu
muhtesem duvarlardan... Saatlerce bu duvarlar: ince-
liyordum. Ayni sekilde evde de bilgisayarin basinda
cektiklerimi...

Daha sonralar1 bu mekénlarin duvarlarinin ve yer-
lerinin etle tirnak gibi bir biitiin oldugunu duyumsa-
dim. Duvarlardan, derme ¢atma kepenklerden sonra
ilgi odagim yalnizca “yerler” oldu. Yerlerde ne yoktu
ki? Atolyesine gore kirik, bozuk metal parcalari; firca-
lar; yag, boya tenekeleri; yedek parga kutulari; simsi-
yah olmus kirli iistiibegler, bezler; kir pas i¢inde is elbi-
seleri, ayakkabilar... Bu mekanlarin yerleri bir sanatgi-
nin eserleri gibiydi sanki. Sanayiden sonra yerlere bir
baska gozle bakmaya baglamigtim artik.

Hafta i¢i sanayide pek kimse olmuyordu. Rahat
rahat biitiin mekanlar1 dolagiyor ve gorsel notlar

aliyordum. Birka¢ yil sonra buranin havasi degisti.
Onlarca bosaltilmig bu mekénlar: herkes farkli amacg-
larla kullaniyordu. Kimileri burada kaliyor kimileri
kafa ¢ekmeye geliyor kimileri de kerhane gibi kulla-
nryordu. Iste bu sonuncusu benim mekanlar: hisset-
memi, gorsel notlar almami sonladi. Her yer fahigelerle
ve pezevenklerle doldu. Her mekanin 6niinde kadinlar
ve onlara gelen miusteriler... Bir giin buralarda birileri
adam 6ldiirdiigii i¢in bitpazarini yasakladilar. Buranin
yollarina moloz yiginlar: dékildii.

Mekénlarin o pis yerleri daha da igrenglesti. Hele
o bok ve sidik kokulari... Insanin burnunun diregini
kirryordu. Ayrica cok agir les kokular: geliyordu. Bazi
mekénlarin yerleri spermli pecetelerden ve kullanilmis
kondomlardan gecilmiyordu... Sanayi seks pazarina
doniigmiistii. Beni goren fahiseler de buraya seks i¢in
geldigimi saniyorlardi. Ne zaman bog bir mekanin yer-
lerini incelemek i¢in iceri girsem bir fahige beni goriip
kostura kostura yanima geliyordu. Ben yerleri inceler-
ken o basliyor —kendi kendine- benimle pazarliga:

“Yirmi bes lira. 1ki kerem yaparsan kirk lira.
Ug kerem isterisen eger elli lira. Argadan, énden...
Pirezorvatifsiz sigisiriz!”

“Yok. Istemem!”

“E, 6yleysem niyem geldin?”

“Hig. Ben yerlere bakiyorum.”

“Yir mi? Ne vardir ki yir de... Bogdan, pizligden
bagkam...”

Karsilik vermeyince kafayi yedigimi diisiiniip gidi-
yordu. Sonra bir baskasi beni goriip bagima musallat
oluyordu.

2008’de sanayiye gitmeyi biraktim.

Yerler, her yerdeydi.

Bir yer bir bagka yere benzemiyordu hig.

Ve artik bastigim yerleri toprak deyip ge¢miyorum...

1.

It was towards the end of the 1970’s, yes. Back then
I was seven or eight years old. In those years military
trucks would empty out their trash on the fields in
Balgat — across the water tank on top of the very tall
poles at the American Air Base, looking like a space-
ship. They would pour useless things like rocks and
the soil further than the useful things which they
would pour closer to the center so that people could
see. I somehow don’t remember any rich-poor divi-
sion back then. Everyone would jump into this trash.
What would they serve? The branches of trimmed
trees; broken metal pieces of trucks, jeeps, and cars...
Military outfits (almost all of them belonging to pri-
vates): green pants, parkas, hats, cartridge belts, boots,
backpacks, undershirts weared off with sweat and
dirt, underpants with poop stains... Food leftovers.
Jam in unopened plastic cans, canned fish in tin cans...
Burnt, broken, ripped black and white photographs;
letter, postcards... iron pieces of bunk beds, perforated
flasks... Most interestingly, unopened unfiltered ciga-
rettes. Made out of poor quality paper, thousands of
packs with pictures of soldier silhouettes holding a gun
on one side... The truck would sometimes spill over
only and only these cigarette packs. I still don’t know
why. Everyone in the neighborhood would swarm to
this trash. Mostly women and kids... Some would pick
up wood to burn over winter, some the metals to sell
to the junk dealer, some the clothes to wear, and some
the food to eat. There would be two, three sometimes
four men shovel the waste out of the truck. They would
get a secret pleasure from watching these people gath-
ering around the waste. Some would pre-determine the
kind of waste the girls they find attractive are look-
ing for, and give it to them. There would be fights over
this. Like most kids, this was like a festival to me. We
would wear those dirty military clothes and play mil-
itary. I was attracted by the metal pieces. I would put
together irrelevant pieces, play around. Only later cig-
arettes drew our attention. We would pick up packs
and packs of cigarettes take them to an isolated area,
and break them one by one. One day we smoked our
first cigarettes with a match a friend brought over. We
would take one puff and throw. And then light a new
one. And another one, and another. We had a moun-
tain full of cigarettes. I would love wandering around
these dirty fields by myself. I would look at the waste
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that’s left over, and would revive the moments people
gather around. The leftovers would seem chaotic to me.
I would scratch about for nothing. I would play with the
objects that I like. Some objects would have me dream.
Again in those years, another festival for me was the
waste disposed by the American Air Base. These were
prestigious. The valuable items would be taken by the
truck driver and one or two workers to the junk dealer.
They were vigilant. They knew the score. And then
there were invaluable objects. They were thrown at the
back of beyond. Here, I encountered things I had never
seen before. Coke, soda, fruit juice, and beer cans;
paper milk boxes; white and colored plastic plates, and
cutlery... Ketchup, mayonnaise, mustard in little flat
nylon bags... Half filled wine, vodka, liqueur bottles...
Smelly and bloody menstrual pads that we were dis-
gusted from. None of these could be found at the little
grocery shop in our neighborhood where rats reined the
place. We would make piggy banks out of the tin cans.
And play around with other waste. There was an blond
tall drag footed kid four or five years older than us. He
would go to the air base’s entrance door, and show the
contents of the grey waste bin there to the American
police. He would then give a hug to the black nylon
bags inside the bin. The policemen would sometimes
be surprised, sometimes make fun of him. This cripple
kid would throw the garbage out somewhere and cull
out the inside. He would be out of breath in front of
the waste. He would tuck in the food, and separate the
useful stuff to the side to take home. According to what
our neighbors said, one day this kid jumps up from the
tall wires to reach the garbage. Just when he tried to
leave the base with the garbage he collects the soldiers
see him. “Stop!” they say. He doesn’t. That day he is
shot from his leg. I never liked that kid. But I would go
by his side when I saw him garb the garbage bags at the
door of the base. I would watch him and the bedlam on
the ground... I would feel nauseous when I saw him east
from the garbage.

2.

When I was eleven, I had started to hunt down
birds with a slingshot. I and a couple friends from
town would go out hunting for sparrows, doves, and
pigeons in the air, on the trees morning and night. A
tree branch in the shape of a “Y”, a little piece of leather
that we ripped from an old pair of shoes, and two, three
centimeters wide and twelve centimeters long elastic
bands... One day we saw kids from next town carrying
slingshots made with serum hoses instead of rubber
bands. We were impressed. They found the serum
from the garbage of the Traffic Hospital. So we went
there... Hospital garbage is very different from the
other garbage; very creepy. That garbage dump that
I had seen for the first time was very repellent to me.
Bloody cotton pieces, arm, leg, feet casts; medicine bot-
tles, boxes; ripped bloody pieces of clothing; compres-
sion bandages with irin and dried skin pieces; syringes;
prescriptions; tongue depressors; surgery gloves; plas-
tic bags filled with vomit, and urine; shitty pants;
wide bandages; little thermometers; empty serum bot-
tles; scalpels; pills in different sizes, and colors, cap-
sules, some honey, some bright yellow, some transpar-
ent serums...These thin hoses that give life to some,
were going to hurt others in our hands! These stretchy,
strong objects that we found in bloody, and dirty con-
ditions and cleaned up, were going to find blood again.
I never liked hospital trash. It repelled me. And the
smell! Once, a thick syringe needle had stuck my hand
when I was looking for serum. I would feel the pain
of that needle when they mentioned “hospital trash”.
That’s why I never wanted to go there. Anyhow, I never
could fin any serum hoses, hence never had a slingshot
made out of one. I could never forget the frightening
look of those objects spilled on the ground.

3.

A winter day in the middle of the 1990%, I was
going to a friend of mine living in Ege Mahallesi.
When the bendy bus went through empty fields, and
hills, I saw that place from afar. The sky was invisible,
from the black birds that filled the air. I was excited. I
went by the driver, I asked about the place. “Mamak
Wasteyard” he said. I thought the same. I came off the



bus. As I approached the wasteyard, I was unable to con-
tain myself. The sound of birds, and the flaps of wings
were screaming the place down. When I lifted my head
up I saw flocks of black and big starlings. Flocks of seagull
afar... I stopped, and I just looked around for a while,
attentively. Trucks dumping our garbage, earth movers
moving the place upside down, and people trying to pick
up stuff... Fire all around the place... I was even more
excited, rather than calmed down. This was a wasteland,
a gigantic urban wasteland. There was a bad smell but it
didn’t bother me. I went in slowly. You could find any-
thing on the ground. It didn’t look like other dumping
grounds. This was a graveyard of objects. How striking
was the ground! I dug the bottom of some objects with a
stick. Other objects were coming out as I dug down. It was
like endless... T had my camera hung on my shoulders, but
I didn’t care about photography at that moment. Instead
of losing time taking pictures I wanted to breathe in the
atmosphere. I was sometimes stepping on slobbery food,
and sometimes on the ashes of burned down objects... I
wanted to analyze the ground in detail but the noise, the
rumble drew my attention. I went closer to a hovel. The
workers resting in front of the house were glaring at me.
Workers of the Metropolitan Municipality.

“Are you a journalist?” one asked brutally.

“No” I said.

“Look brother, they come here and take pictures of us
showing us as if we’re here to pick up objects. They look
down on us! If you're here for the same reason, get out!”.

“No! I'm not a journalist I said. I just wanted to see the
waste. That’s why I'm here.”

“You wanted?” he said, laughing at me. Other too have
laughed.

“Yes, I wanted!”

“What do you want to see about garbage? It’s garbage,
God’s garbage...”

A truck came by, calling the workers. They stood up.
The worker who spoke to me said: “Look, as I said don’t
you take any pictures”, with a threatening voice, and they
left.

Heaps of objects made up hills. Plastic, glass, paper,
metal, wood... Which home were these stacks were
coming from, which street? Everyone was working like
hell. I spoke to someone younger, good-humored guy.

“Do you find interesting stuff?” I asked.

“You can find gold in here but also bodies.”

“Bodies?”

“Yes bodies... We have found a few a couple of times.
The shredded ones come out of trash trucks. The others
are brought here and thrown out...”

I had forgotten about the birds. My eyes on the ground.
How irritable was the ground. Just like the young man
told.

It was getting dark out. I started walking back. I heard
a whiny thin sound. I walked towards it. A bunch of dogs
sitting on top of each other around a fire... I got closer.
I wasn’t afraid. What is that? I see ripped flesh on some
of them, some of them are missing their legs, some are
covered in blood, some had shed their hair, and I could
see the red wounded flesh... I was devastated. I was in
deep sorrow. There were little puppies on another corner.
Hugging each other, they were whining. These were
thrown animals, some hit by vehicles others brought here
because of their sicknesses. Just like unworthy garbage.
They were all waiting to die. This was an extermination
land. They were waiting for their deaths, lamenting... I
cursed those who brought or caused them to come here. I
left there with great pain.My ankles were covered in mud.
I didn’t go to see my friend that day, I couldn’t. I couldn’t
tell him that I stopped by the waste yard on my way...
Later, I have been here a couple more times.

4.

In the middle of the 2000’s the Sunday flea market
was moved from Bentderesi to Iskitler. I went to this flea
market filled with stuff from the garbage, and came back
home with a bunch of worthless objects. One Sunday, they
told me that the market was moved inside the industry
zone. We went there with a junk dealer. It all happened
there. The shops, workshops at the industry zone... all of
the spaces were forced to leave by the municipality. All the
stores were riddled with holes. The doors, windows, were
broken, the walls demolished. The inside and outside of

¥
i e T »
e CER T L e Ly

5 ot

ENSTALASYON, 2008, (YERDEKI NESNELER/CERCOP UZERINE RENKLI PIGMENTLER)
INSTALLATION, 2008, (OBJECTS ON THE GROUND/COLORED PIGMENTS ON TRASH)

the spaces were filled with the waste of the industry zone.
The walls, grounds, and shutters of the workshops were
frightening. I had forgotten about the flea market. I was
into the walls and grounds of these spaces. It was like a
war zone. There were so many workshops, and stores... I
had started coming here not only on Sundays but almost
everyday. I was taking hundreds pictures with my camera.
Sometimes I was filming videos. I started with the walls.
Those beautiful gorgeous walls, ripped plasters, burned
down... walls covered with paint, tar, oil, and pounding...
I was analyzing those walls for hours.. Also at home I was
looking at the pictures on the computer...

Later on I sensed that the walls and the grounds of
these spaces were inseparable. The “grounds” were the
next subject of detailed analysis following the walls and
the shutters. What were there? Broken metal pieces;
brushes, oil, paint tins; spare piece boxes; dirty white
leads, fabrics; working clothes, shoes... They were like to
works of art of an artist. After the industry zone I had
started to pay special attention to the grounds.

There was barely anyone during the week. I was wan-
dering around, and taking visual notes. In a couple of
years, the atmosphere changes. These empty spaces
started being used for different purposes. Some were
staying here, some drinking, some were bringing hook-
ers. The latter stopped me from taking visual notes. The
place was filled with hookers, and their pimps. Hookers
in front of every door, and their customers... One day,
there was a murder, and they banned the flea market.
They threw piles of rubble on the road.

It got even more disgusting. The smell of shit and
urine... Heavy smell of carcasses. Grounds filled with

used condoms, and napkins... The zone was turned into
a sex market. The hookers thought I was there for sex.
Whenever I went in a place to look at the grounds, a
hooker would come by and start bargaining by herself:

“Twenty five liras. Two times forty liras. Three times
fifty liras. Back, front... We can f*ck without a condom!”

“No, I don’t want.”

“Then what are you here for?”

“Nothing. Just checking the grounds...”

“Grounds? What is on the grounds? Other than shit
and dirt...”

When I didn’t reply, she would leave thinking I went
nuts. Then another one would come by.

In 2008, I quit going to the industry zone.

The ground, was everywhere.

Somewhere didn’t look like somewhere else.

And, I now pay attention to the ground.

unlimited




Oktay Tutus

Buna hemen cevap vermeden once fuarlarin artik bambaska iglevleri de
oldugunu hatirlatacak bir yazi okumaya ne dersiniz?

Before you quickly answer this question, why not read an article to
remind us that fairs do have totally new functions now.

New York’taki Sean Kelly Gallery’de, galerinin ‘haylaz’ sanat¢ilarindan Peter
Liversidge’in 22 Ekim’de sona erecek bir yerlestirmesi, giindelik olarak
karistirdigim gesitli sitelerdeki haberlerden birisinde géziime ilisti. Liversidge
haylaz tanimini hak eden bir kavramsal sanatgi ¢iinkii her yaptig: isiyle takipgilerini
(gok var m1 bilemiyorum) ve galeri ziyaretgilerini sagirtmay1 bagardig: kesin.
Twofold isimli bu yerlestirme de digerlerinden farkli olmayarak izleyenleri sasirtt1
tistelik galeri ¢alisanlarinin bile sagirdigini séylersek abarti olmaz. Liversidge ABD
darphanesinden temin edilmis iki yiiz elli bin bir (250,001) adet bozuk paranin
kagit ambalajlarindan ¢ikarilip sergi alaninin tabanina serilmesini ve boylece

bu paralarin dolagima sokulmasini buyurmus (siirekli kullandig: eski model
daktilosuyla yazdig: dikte edilmis satirlarda aynen bdyle yaziyor ve o da mekanin
bir duvarinda kocaman sergileniyor) ve sadece bu da degil; galeri ekibinin de
giinde en az iki saat olmak iizere bu bozukluklarin tizerinde dinlenmelerini istemis.
Galerinin sahibi Sean Kelly bunu yapacagini sdyleyince tabi ki biitiin ¢alisanlar

da bunu yapmis. Ben bu isin nedense su an gezmekte oldugunuz/gezdiginiz/
gezeceginiz Istanbul’daki bu sanat fuariyla ve diinyadaki diger biitiin fuarlarla ¢ok
yakin iligkili oldugunu diisiindiim. Global sanat fuarlar: takvimi o kadar dolu ki
son yillarda, galerilerin ve ¢alisanlarinin canhirag bir sekilde bu takvimi takip ettigi
ve bu ugurda ¢ok uykusuz geceler yasayip satis yapmak icin de ¢okga ¢abaladiklar:
bir gergek. O sebeple bakirdan bozuk paralar lizerinde iki saatligine de olsa
kestirebiliyor olmalar1 onlarin hayalindeki dinlenme sekli olmasa da yine de bir
firsat.

Bugiin diinyadaki sanat fuarlarinin ¢ogu galerilerin gelirinin biiyiik bir kismini
olusturuyor. Buna kayitsiz kalmak imkansiz. Sanat koleksiyonerleri ve diger alicilar
yaninda ¢ok biiyiik bir kitleyi peslerinden siiriiklediklerine siiphe yok. Bunda en
biiyiik etki, internet ve sosyal medya kanallarinin giicii. Sadece Instagram iizerinden
belli bagli fuarlarin hashtaglerine bakarsaniz hemen her kusaktan ve her sosyo-
ekonomik statiiden insanin katilimci ve yorumcu oldugunu goériirsiiniiz. Eminim siz
de bir galeri ¢alisani1 degilseniz (hatta oldugunuz takdirde de bunu yapmayacaginiz
anlamina gelmiyor) bu furyanin igerisinde yer aliyorsunuz. Galerilerin, sanatcilarin,
fuar organizatdrlerinin béylesine bir etkili giiciin diginda kalmak istememesi ise
gayet makul bir durum. Cogu fuarin secici komitelerinin galerileri neden oldugu
belli olmayan kriterlere gére eleyerek (iistelik ArtBasel gibi biiyiiklerinin bir giris
ticreti de katilip katilmasaniz da aldig1) bu ¢cok kanalli devasa etkinliklere diinya
kentlerinin ve hiikiimetlerinin kayitsiz kalmasi imkansiz. Iste bu sebeple, bir tanitim
malzemesi ve bulundugu alani déniistiiriicii kuvvet olarak da fuarlar son yillarda
yiikseliste. ArtBasel direktorii Marc Spiegler’in gecen yil Barselona’da diizenlenen
Talking Galleries konferansinda sanat fuarlarinin yiikselisiyle alakali s6yledigi
seyler aslinda bu durumun anlagilabilir oldugunu belirtmek (ve tabi ki en popiiler
fuarin direktorii olarak daha da ¢ok bu yiikselisi pohpohlamak adina) i¢indi: “One
of the things that people point to a lot is the growth of the fairs, the importance of
the fairs. And I think part of that is because the fairs have done a good job of being
a place where you can get an overview of a global market at a moment where the art
world is internationalizing constantly. The future clients of most galleries are people
who are really, really busy. They are really, really wealthy—but they are really, really
busy.”

Galerimiz sanat¢ilarindan Mustafa Pancar’a gore ise her seyi diizeltebilecek yegane
giic, 6zgiir bir tartigma ortami. Sanatgi sanatin diizeyini de ileride bu ortamin
belirleyecegini savunuyor.

Sanat fuarlari agisindan durum béyleyken tasarim fuarlari farkli degil. Londra’nin

ismini gegtigimiz sonbahar baginda neredeyse her giin bagka bir tasarimci,

tasarim veya tasarim etkinligi ile duyduk. Londra Tasarim Bienali ve diinyadaki
oncellerini (ve tabi ki benzerlerini) gegecek denli incelikli diigiiniilmiig; Brexit
belasiyla galkalanan sehrin yaratici endiistrilerinin (Eylil-Ekim 2016 sayimizda bu
konuyla alakali makaleler bulabilirsiniz) kendini diinyaya gosterebilmesi agisindan
6nemliydi. Buna mimariyi, moda haftasini ve sehrin zaten miizelerinde yapiladuran
harika sergileri de eklerseniz, ortada dénen paranin biiyiikliigiinii tahmin edersiniz.
Global durgunluk ve terdr gibi bircok sebepten seyahat etmeyi 6teleyen insanlarin
boyle etkinlikler vesilesiyle turizmi canlandirdig: diisiiniilecek olursa (en azindan
sektorde calisanlar: diigtiniirsek bile bir kipirt1 yaratmak miimkiin), bu tip fuarlarin
ne kadar 6nemli oldugunu anlamak kolaylagiyor. Diinya tasarim endiistrisi i¢in en
6nemli fuarlardan olan Salone del Mobile 1961’den beri Nisan aylarinda Milano’yu
bir cazibe merkezi haline getiriyor ve sehri bir haftaligina diinyanin tasarim

ve kiiltiir merkezi yapryor. Milano ayni zamanda diinya moda bagkentlerinden
birisi. Bunu isteyen diger sehirlerin de ilk ¢ikis noktasi genellikle endiistrisinin de
bulundugu sehirler olan bu fuarlar1 istemeleri normal degil mi? Ustelik Milano'da
Salone del Mobile’den sonra ikinci biiyiik tasarim haftasi Fall Design Week
gectigimiz 9 Ekim’de ilk kez diizenlenmisken... $ehir konseyi her ne kadar bunun
yeni bir Fuorisalone olmadigini ve daha ¢ok konugmalara odaklandigini s6ylese
de; her yilin ilkbahar1 ve sonbaharinda moda haftasi (ve ilkbahardaki tasarim
haftasi) sayesinde sehre diinyadaki editorleri ve meraklilar: cekiyorken onlari
sehirde sonbahar boyunca daha ¢ok tutarak diger Avrupa sehirlerine kaptirmak
istemedikleri gercegini goz ardi edemeyiz. Clinkii es zamanli olarak Viyana da bir
tasarim haftasi diizenliyor ve Londra’ninkinin biiyiikliigiinden zaten bahsettik.
Ancak belki de dikkatimizi ¢cok ¢ekmeyen Orta Dogu’da yapilan tasarim veya sanat
fuarlari. Bu devasa turizm ve kiiltiir-sanat-tasarim iiriinleri satisindan elde edilecek
pay ve sehrin isminin diinyada yankilanmasi durumunun yaratacag bilinirlik
etkisinden onlarin pay istemeyecegini diisiinmek safca olurdu. Dubai burada sahip
oldugu havayolu sirketi Emirates ile olugturdugu merkez konum sayesinde 6ne
cikiyor. Ekim ayinda yapilan Dubai Design Week tasarimci ve mimarlar i¢in bir
merkez olma misyonunu simdiden (yakin gelecekte daha da biiylimeyi garanti
ederek) uistleniyor. 2019’un sonuna dek gelismeye devam edecek sehrin yaratici
endiistrilerinin kiimelesecegi Dubai Design District (veya kullanilmasini istedikleri
kisa adiyla d3) sadece bu amag icin sifirdan yaratildi ve 2015’te ilk defa bu tasarim
haftasina ev sahipligi yapti. Ziyaretci sayisi ise 23 bin idi. Gegtigimiz Nisan ayinda
bes giin siireyle Milano Mobilya Fuarr’ni 30 bin kisi gezdi diye diisiinecek olursaniz,
hi¢ de fena degil. Ancak beni en ¢ok etkileyeni Suudi Arabistan’da yine Ekim’in
basinda yapilan Saudi Design Week. Petrol gelirleri azaldik¢a diinya barisina
katkisi(!) artan Suudi Arabistan’in yeni agikladig: petrol dis1 kaynaklardan gelir
yaratma hamlesinin bir meyvesi olmasa da (2014’ten beri yapiliyor) konunun
6niimiizdeki dénemde iizerine daha ¢ok titrenecegi kesin.

Siz bu satirlar1 okuyorken Cin Red Dot ile China Good Design isimli etkinliklere
ev sahipligi yapti, IDS Vancouver (eski adiyla IDSwest) Eindhoven gehrinde ve
DesignMilk ile The Interior Design Show Vancouver’ gergeklestirdi. Design Week
Mexico Meksiko'de 5-9 Ekim arasinda 16 bin ziyaretgi agirlayarak rekor kirdi.

Ve Miami Beach ise 28 Kasim - 4 Aralik tarihlerinde toplam 19’dan fazla fuara ev
sahipligi yapacak. Bunlarin yaninda davetli listesi i¢in aramaktan ¢ekinmeyeceginiz
birka¢ dostunuzun kesinlikle olmasi gereken partiler de cabasi.

Sehrinizde bir fuar varsa yagiyorsunuz eger yoksa o sehre seyahat ediyorsunuz
demektir. Aksinin miimkiin olmadig: bir ¢aga hos geldiniz.
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DUBAIDESIGN WEEK

An art installation showing until October the 22nd

by Peter Liversidge, one of the ‘mischievous’ artists of
Sean Kelly Gallery in New York, caught my eye as I
was browsing through my daily websites. Liversidge,

a conceptual artist who deserves to be called
‘mischievous’ baflles his audience (I don’t know how
many followers he’s got) and the gallery visitors. And
again with his installation titled Twofold he surprised
the gallery visitors, even the gallery workers. Two
hundred and fifty thousand and one (250,001) coins
attained from the American printing house, Liversidge
suggests the coins to be laid down on the floor in the
exhibition area so that they are put into circulation (the
old typewriter he uses to declare his statement reads
exactly this and the same text is exhibited on a wall in
the gallery). Moreover, he asks that the gallery staff lie
down on the coin covered surface at least two hours a
day. Once Sean Kelly, owner of the gallery, declared he
was up for it of course all the staff participated in the
act as well. I personally thought Liversidge’s work and
the current art fair in Istanbul that you are visiting/
visited/will visit to be closely linked to each other. The
global art fair calendar is so busy during the recent
years that the galleries and staff follow the schedule
heartbreakingly and during the whole process they
spend many sleepless nights and put a lot effort into
sales. For this reason even if they get a two hours nap
on a surface of coins, though this maybe not the best
resting scenario it still is an opportunity. Today most
of the art fairs make up a good portion of the income
galleries get. It is impossible to be reckless to the
situation. There is no doubt that the art collectors and
other buyers are after the art fairs. The biggest impact
is the power of Internet and instruments of social
media. If we take a look at the hashtags of the main art
fairs that are shared via instagram, we see visitors and
followers from every generation and walk of life. I am
sure that if you aren’t gallery staff either (and it doesn’t
even mean it wouldn’t) you are a part of this folly.

It is perfectly reasonable that the galleries, artists, and
the organization of the fair wouldn’t miss the chance
to be participators of such an effective power. Most
jury committees for the fairs eliminate galleries based
on vague criteria (even big names as ArtBasel charge
entrance fee whether or not you are a participator),
world cities and governments can’t ignore these huge
organizations with multi-channels. For that reason,
art fairs have become even more popular as they are

a PR tool and have effective power to transform their
environment. The words of ArtBasel director Marc
Spiegler from last year’s Talking Galleries conference
mentioning the rise of the art fairs points to this
situation (and encourages them as the director of the
most popular art fair). “One of the things that people
point to a lot is the growth of the fairs, the importance
of the fairs. And I think part of that is because the
fairs have done a good job of being a place where you
can get an overview of a global market at a moment

ART BASEL 2016

where the art world is internationalizing constantly.
The future clients of most galleries are people who are
really, really busy. They are really, really wealthy—but
they are really, really busy.”

For Mustafa Pancar, one of our gallery artists the only
power to fix everything is free speech. Artist claims
that an environment in which people are free to discuss
ideas sets the level of the artistic work.

The current situation of design fairs is not far either.
This past fall we heard the name city of London
everyday with a new designer, design and design
organization. A well thought meticulous event to
surpass its priors (and also similar) London Design
Biennale was important for the city’s creative industries
to present themselves to the world, especially when

the city itself is caught up in the wave of the Brexit
sensation (for related articles see our Sept-Oct 2016). If
you add the architecture, fashion week and the already
existing great exhibitions, you can imagine the money
in the circulation. Global recession and terrorism
prevents people from travelling and moving around.
Think about people can revitalize the economy (even

a sparkle is possible considering the people working in
the sector) through the fairs. It becomes more evident
that fairs are so vital. One of the most important of all
Salone del Mobile has been making Milan an attraction
in design and culture every year for a week since 1961.
At the same time Milan is a fashion capital to the
world. It is the norm for cities initially with strong
industries to desire to become a cultural attraction

to want to be a part of these fairs. The second biggest
design week after Salone del Mobile is the Fall Design
Week, first time ever was organized in 9th of October.
Even though the city council has announced that the
new design week is not the new Fuorisalone and orients
around speeches with discussions, the fact remains that
they do want and need the art editors and enthusiast to
remain in the city during the fall season. The fashion
weeks are also scheduled to take place every spring

and fall (as well as the spring design week). Because
simultaneously, Vienna has a design week and we have
already mentioned the scale of the fair in London.
However, maybe it is the design and art fairs in the
Middle East that we don’t pay enough attention to.
These gigantic tourism and culture attractions would
of course claim a part in the money to be made in the
sales of culture-art-design as well as renouncing cities
themselves. Dubai comes forward with her airline
company Emirates and the powerful position it holds.
Dubai Design Week in October already promises to

be a center (also guaranteeing a growth in the near
future) for designers and artists. Dubai Design District
(or d3 as they want to refer) has been created with

the sole purpose of becoming a place for the creative
industries of the city to team up and continue to

grow until the end of 2019. The first of which was
hosted in 2015. Only 23 thousand visitors went to see.
Last April Milano Furniture Fair was visited by 30

thousand in 5 days. Not bad for Dubai at all. Yet my
favorite is the Saudi Design Week, first time organized
event in October. With their decreasing oil income
Saudi Arabia’s contribution to the world peace (!)
increases, as they try to create new resources other
than oil. Though the design week (since 2014) itself

is not directly a result of the new adopted policies

yet seems like it will become more important for the
country. By the time this article is published China has
already hosted Red Dot and China Good Design, IDS
Vancouver (the former IDSwest) organized Design
Milk and The Interior Design Show Vancouver in
Eindhoven. Design Week Mexico hit record numbers
by hosting 16 thousand people between 5-9 October.
And lastly Miami Beach will host more than 19 fairs
alone between November 28th and December 4th. On
top of all one does need a few friends to call to get on
list for the parties that will take place.

This all means that you are alive if you live in a city of
fairs and if not you just have to travel to one. Welcome
to a day and age where no other option is possible.

“Birgcok galerinin gelecekte edinecekleri

musterileri ¢cok cok cok mesgul insanlar.

Gercekten c¢ok cok zenginler ama c¢ok cok
mesguller.”

“The future clients of most galleries are

people who are really, really busy. They are

really, really wealthy—but they are really,
really busy.”

Marc Spiegler, Art Basel Yoneticisi /
Art Basel Director

AKBANK
SANAT
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" BU SENE FUARDA NELER VAR?

WHAT ONE CAN FIND AT THE FAIR THIS YEAR?

Evrim Altug
Sanat yazar1 / Art writer
“CI 11'de bildik, emek ve diinya gériislerine giivenilir isimlerin en yeni islerini kesfetmek gibi 'rutin’ bir
keyfi saymazsam, uluslararasi bir fuarda geziyor olusumu bana hissettirecek Londra, Paris, New York ve
Berlin mengeli kurumlarin 'vitrin'lerine 6zellikle dikkat edecek ve nasil bir Tiirkiye'ye, nasil bir sanati
deger bilip tagidiklarini gézleyecegim.
Eger isimlerden s6z edeceksek, koleksiyoner ve sponsor olmamama kargin kisisel olarak 'gdzlerimle
topladigim' bir ¢ok imza yine bu fuarda beni bekliyor olacak. Gelisigiizel bir yerli ve yabanci sirayla
(temsilci galerileri siz okurlarin bulmasini rica ederek) Sencer Vardarman, Adonis, Etel Adnan, Horasan,
Mike Berg, Ali Kotan, Hale Tenger, Sarkis, Cem Dinlenmis, Burcu Perg¢in, Elif Boyner, Memed Erdener,
Hasan Deniz ve Rafet Arslan, yapitlarindaki bicimsel ve politik ¢esitlilikle Tiirkiye agirlikli merak
seckimde ilk siralarda. Olgegim ise su: Fuarlar, kidemli imzalarin giincele gosterdigi 6zgiin reflekslere

M. Ozalp Birol

Suna ve Inan Kirag Vakfi Kiiltiir ve Sanat Isletmesi Genel Miidiirii /

General Manager, Suna and inan Kirag¢ Foundation Culture and Art Enterprises

"Contemporary Istanbul 2016'da en begendigim ve anlamli buldugum girisim, 2016-2017 egitim yilinin baginda hayata gecirilmesi
planlanan ilkokul projesine finansman saglamak i¢in diizenlenen destek sergisidir. Kilisli ve Suriyeli cocuklarin egitim siireglerini
saglikli bir sekilde siirdiirebilmelerini hedefleyen bu anlamli projeye yapitlariyla destek veren 62 degerli sanatgiy1 ve etkinligi
diizenleyen kurumlar: yiirekten kutluyorum."

“The initiative that I loved the most and found to be the most meaningful at Contemporary Istanbul 2016 is the support exhibition
planned to take place at the beginning of the 2016-2017 academic years. I would like to congratulate form the bottom of my heart
the sixty-two artists and the institutions organizing the event that supported this meaningful project, which aims kids from Kilis

and Syria to seamlessly sustain their education.”

MURAT GERMEN, VIBRATION OF RESISTANCE, 2013

Nazli Pektas

Sanat Tarihgisi, Sanat Elestirmeni, AICA Tiirkiye I"Iyesi / Art historian, art critic,
AICA Turkey member

“Bu yil fuardaki tiim solo sergilerin ilgiyle izlenmesi gerektigini digiinityorum. Bununla
birlikte tek bir is ve sanat¢i tizerinden bir 6neri getirmem gerekirse; Mark Hachem
galeride sergilenecek olan Matchstickmen olduk¢a dikkat ¢ekici. Wolfgang Stiller’in
Matchstickmen heykellerinin bu yil fuarda hayli ilgi gérecegini diigiiniiyorum. Stiller,
nesneleri kendi anlamlarinin ig¢inde metaforlarla iletisime gegirerek yeniden iiretir.
Yanmuis, titkkenmis erkek baglarina sahip kibritler, iki metreyi agan boylariyla bedenlenen
bir agac¢tan, yanan bir tahtaya oradan da kavrulan bir basa doniigiir. Bu doniigiim, yas
tutarak kavrulan bedenlerin sonu gelmeyen anma ritilelinin devinimini sahneler.
Tamamu erkek yiizlerinden olusan bu yanmig bedenler bir orduyu mu ¢agristirmaktadir?
Sanat¢inin Cin’de kaldigy donemde buluntu bambu aga¢ parcalarindan tretmeye
basladig bilinen bu heykeller; ilk Cin imparatoru Qin Shi Huang'in mezarinda bulunan
terakota asker heykellerini mi akla getirir? Sorular ve iligkiler ¢ogaltilabilir... Tirkiye,
Amerika Birlesik Devletleri ve Cin arasinda seyahat eden ve bu iilkelerde yasayan ¢aligan
sanat¢inin bildigim kadariyla Istanbul’da ilk kez gorecegimiz bu heykelleri farkli yer ve
zamanlarda ¢esitli bicimlerle sanat¢inin tiretimi icinde izlenmekte. Matchstickmen hem
etkileyici gorselligi hem de kavurucu anlamiyla fuarin dikkat ceken heykelleri arasinda
ilk siralarda yer alacaga benziyor.”

“I believe that all solo exhibitions should be paid close attention this year. If I must state
one name, and work; Matchstickmen that will be exhibited at Mark Hachem Gallery is
quite striking. I think that Wolfgang Stiller’s Matchstickmen sculpture will get major
attention at the fair this year Styles reproduce objects by having them communicate
through metaphors in their own meanings. Burnt, consumed matches with male heads,
transform into a tree that finds body with their over 2 m heights, then into burnt wood,
and then into a broiled head. This transformation exhibits the kinesis of the never-
ending memorial ritual of the bodies that broil in mourning. Made up of male figures,
do these bodies evoke an army? Do these sculptures known to be produced by the artist
during his time in China, made of bamboo tree pieces that he found; remind us of the
terra cotta soldier sculptures found in the first Chinese emperor Qin Shi Huang’s tomb?
The questions and the connections can be multiplied... Traveling between Turkey, the
US, and China, living and working in these countries, the artist exhibits his sculptures in
Turkey for the first time; they are being observed in his artistic production with different
forms in different times and places. It looks like Matchstickmen will be on the first rows
of the riveting sculptures at the fair with its expressive beauty, and torrid meaning.”

WOLFGANG STILLER, MATCHSTICKMEN, TAHTAI POLIURETAN, GUAS /
WOOD, POLYURETHANE, GOUACHE PAINT, 2016, MARK HACHEM

gebe alanlar. Ote yandan yiikselen sanatgi ve galerilerin de mevcut alanda kendilerine hak edilmis pay
cikarma rekabetine daldig: firsat mekénlari. Bu yiizden, bu isimler digindaki tiim sanat¢ilara da not
defterimde ve gezi giizergdhimda zaten, dogal1 geregi yeterince yer olacak. Maliim, fuarlar ayrica sanatin,
sanat¢inin maddi manevi 'agora'si. Hepsine bol kazanglar, yerinde ve zamaninda kesifler dilerim.”

“If I don’t count the ‘routine’ pleasure of discovering works of names whom world and labor perspectives
are trusted globally at the CI 11, I will pay special attention to the stands of London, Paris, New York and
Berlin based institutions’ ‘storefronts’ that will make me feel like I am visiting an international fair, and I
will observe which art they found valuable to bring to which Turkey.

If I should mention names, although I am neither a collector nor a sponsor, many names that I have
collected ‘with my own eyes’ will be at the fair waiting for me. In a random local and foreign order (and
I will ask dear readers to look for the representing galleries): Sencer Vardarman, Adonis, Etel Adnan,
Horasan, Mike Berg, Ali Kotan, Hale Tenger, Sarkis, Cem Dinlenmis, Burcu Per¢in, Elif Boyner, Memed
Erdener, Hasan Deniz and Rafet Arslan are in the first rows of my heavily Turkey based curiosity selection
with figural and political diversity. My criteria would be: Fairs are spaces where we expect authentic
reflexes by premier names to the contemporary. On the other side, they are spaces of opportunities for
emerging artists and galleries where they dive in a competition to take a well-deserved piece of the pie.
Therefore I will by nature make room for all the artists other than the aforementioned in my notebook
and visiting route. As we know, fairs are also art’s and the artists’ financial and spiritual ‘agora’ I wish all
of them a prosperous fair, and fit and proper discovery.”

Huma Kabakc1

Open Space Contemporary Kurucusu ve koleksiyoner / Founder,
Open Space Contemporary and Collector

“Oncelikle Tiirkiye'de gecirdigimiz zor bir déneme ragmen Ci
fuarinin her seye ragmen devam etmesi beni gok sevindirdi. Bu sene
fuarda Daire Sanat'tan 6nceki sergisinde goriip islerini begendigim
sanatg1 Cemre Yesil'in yeni eserleri varsa onlar1 merak ediyorum.
Bu sene Mixer’in gésterecegi sanatgilart merak ediyorum, ilging bir
seckileri oluyor genelde. Istanbul Modern sergisinden sonra Galeri
Nev Istanbul’un Inci Eviner ufak gizimleri gosterirse ilgimi gekebilir.
Bir giizel Canan Tolon da gérmek her zaman igin giizel oluyor
fuar ortaminda... Dirimart'in anladigim kadariyla sanatgi listesi
yenilendi ve degisti. Giiglii Oztekin’in yeni islerini gérmek ilgimi
cekecektir. Yurt digindan gelecek olan galerilerden ise NY'daki C24
Galeri'nin segkisi ilgimi ¢ekiyor.”

“It’s lighting me up that despite the rough times that we’re going
through in Turkey, the CI fair is still taking place. This year, I am
excited to see Cemre Yesil’s new works, whom I had seen the works
of at the exhibition before Daire Sanat. I am also curious to discover
Mixer’s artists; they usually have an interesting selection. Following
the Istanbul Modern exhibition, it would be interesting to see Inci
Eviner’s little drawings at Galeri Nev. To see a beautiful Canan
Tolon is always a pleasure in the fair scene... As far as I understand
Dirimart’s selection of artists was renewed. I will be excited to see
Giiglii Oztekin’s new works. From the foreign galleries, I'd like to see

, . CANVAS, 2015, C24 GALLERY
NY based C24 Gallery’s works.

HORASAN, ISIMSIZ / UNTITLED, 2006-7, KAGIT UZERI YAGLIBOYA, KOUR
KALEM, MUM / OIL, CHROACAL PENCIL, WAX ON PAPER, ARTON ISTANBUL

CHRISTIAN VINCENTE, RETURN, TUVAL UZERINE YAGLI BOYA / OIL ON
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Ummiihan Kazang

Sanat yazar1 / Art writer

“Melis Buyruk’un Despite everything, life goes on / Yasam her seye ragmen
devam ediyor isimli ¢alismasi Pg Art Gallery’nin standinda yer aliyor. 2016
tarihli, on bes parga, 17x12x 8 cm porselen heykellerden olusan eser, ilk olarak
porselen gibi zor bir malzemenin kusursuz ve bagarili kullanimiyla dikkatimi
cekti. Sanat¢i bu eserinde; insan tiiriiniin kendine ait kii¢itk yasam alanindan
uzaklasarak, yeryiiziinde yasamin kékiinden bu yana tiirlerin evirilerek bugiine
gelmesi ve (birey olarak) bizden sonra da devam edecegi gercegi ile yiizlesmeye
caligmis. Farkl: tiirlerdeki hayvanlar araciligiyla, nesillerin devamini saglayan
iireme pozisyonlarinin temsil edildigi ¢alisma, alisilagelmis estetik, iglevsiz, seri
iiretim porselen figiir temsillerinin tem tersine, sanatin sorgulayan, diisiindiiren
yoniine izleyiciyi yonlendiriyor.”

“Melis Buyruk’s work entitled Despite everything, life goes on is at Pg Art Gallery’s
stand. The work dated 2016, made up of fifteen pieces, 17x12x8 cm porcelain
sculptures, first drew my attention by its flawless and successful use of porcelain,
a fragile material. In this work, the artist tried to confront with the fact that
mankind have gotten away from their own small living spaces, the evolution
of species until today from the roots of life on earth, and that it will keep going
on after us (individually). The work where reproduction positions ensuring the
continuity of generations are represented through animals of different kinds,
contrary to the usual aesthetics, functionless, mass production porcelain figure
representations, moves the viewer to art’s questioning, preoccupying direction.”

MELIS BUYRUK, YASAM HERSEYE RAGMEN DEVAM EDIYOR/DESPITE EVERTHING LIFE GOES ON,
PORSELEN HEYKEL YERLESTRIME/PORCELAIN SCULPTURE INSTALLATION,HER BIRI 17X12X8 CM

EACH, 2016, PG ART GALLERY

MUSTAFA PANCAR GUNDUZ DEVRIYESI GEZI PARKI, KAGIT UZERINE KOLAJ/ COLLAGE ON PAPER, 28X41 CM, 2014, GALERIMIZ

Aysegiil Sonmez

Sanat yazar1 / Art writer

“Kemal Seyhan, Pi Artworks’e Giigli Oztekin, Nasan
Tur da Dirimart’a ge¢mis demek... Ilging... Galery
Artist, Omer Ulug’tan ne sergileyecek acaba? Bunun
disinda ihsan Oturmak’;, bir zamanlar Rotary
Sanat yarigmasinda oyumu ondan yana kullandigim
geng sanatgltyr bir Londra galerisinde, Karavil
Contemporary’de gérecegim icin  heyecanliyim.
Sololardan ise Galeri/MiZ’in temsil edecegi Mustafa
Pancar’t merak ediyorum. Bu arada her yil X-ist'in
standinda gérmeye alisik oldugumuz Ali Elmact da
Santiago'dan bir galeriyle, Isabel Croxatto’yla fuarda.
Giizel stirpriz!”

“Kemal Seyhan now works with Pi Artworks, Gugli
Oztekin and Nasan Tur for Dirimart... Interesting...
I wonder what Gallery Artist will exhibit from Omer
Ulug? Aside from that, I am excited to see works of
Ihsan Oturmak, a young artist whom I have voted for
once at the Rotary Art competition, under Karavil
Contemporary, a London based gallery. From the solos,
I am curious to see Mustafa Pancar’s works represented
by Galeri/MIZ. By the way, Ali Elmaci whom we’re
used to seeing at X-ist’s stand every year is now working
with Isabel Croxatto, a gallery from Santiago. Nice
surprise!”

Celenk Bafra

istanbul Modern Sanat Miizesi Kiiratorii, Istanbul Bienali
Eski Direktorii /

Curator, Istanbul Modern; Previously Director, Istanbul
Biennale

“Turkiye’den bir galeri sanatgisi secerek yapitina isaret
etmeyi Ozellikle tercih etmedim. Tirkiye’den tiim galeri
ve sanatcilarin caligmalarini ilgiyle izlemeye calisacagim.
Beni o6zellikle meraklandiran ise 2007 yilindaki Istanbul
Bienali'nde de yakindan caligma firsat1 buldugum bir sanatci
kolektifi: Moskova merkezli AES+ F. Grup adini sanatgilarin
soyadlarinin bag harflerinden aliyor; Tatiana Arzamasova, Lev
Evzovich, Evgeny Svyatsky ve Vladimir Fridkes, disiplinlerarasi
aras1 bir yaklagimla teknoloji ¢ag1 ve titkketim toplumuyla
dontgiime ugramig giiniimiiz killtiiriinii tam da buna uygun bir
gorsellik anlayisi ve yiksek teknoloji kullandiklari mitkemmel
prodiiksiyonlarla elestiriyor; bagka bir deyisle neo-liberal
politikalar1 ve popiiler kiltiirii yine kendi silahiyla vuruyor.
Galeria Senda’nin standinda yer alacak Inverso Mundus adli
C-baskilar fuar ziyaretcilerinin hemen dikkatini ¢ekecek,
zira gorsel olarak muhtesem ve ¢arpicilar; oysa bir o kadar da
tekinsiz ve rahatsizlik verici bir diinya tahayyiilii sunuyorlar.”
“I paid attention not to choose the artist of a gallery from
Turkey nor to pointat a specific work. I will try to watch closely
the works of all galleries and artists from Turkey. What excites
me the most is an artist collective that I had the chance to
closely work with in 2007 during the Istanbul Biennial: Moscow
based AES+ F. The group takes its name from the initials of
the artists’ last names. Tatiana Arzamasova, Lev Evzovich,
Evgeny Svyatsky and Vladimir Fridkes suggest a criticism to
today’s culture, transformed by the consumption society and
the technology era with an interdisciplinary approach, via
flawless productions they create, using a visual language, and
high technology in perfect accordance with this; in other words
they shoot neo-liberal politics and popular culture with their
own gun. The C-prints at Galeria Senda’s stand entitled Inverso
Mundis will draw visitors’ attention, yet they are visually
spectacular and striking; however they also envisage an eerie
and unsettling world.”

VOLKAN ASLAN, RAF BEYANI/SHELF DECLARATION, MIXED MEDIA INSTALLATION, 2016, P ARTWORKS
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Ali Kerem Bilge
Koleksiyoner, Collector
“Etkinlik gerceklestirmek agisindan bdylesine zor bir dénemde fuari
gerceklestiren Contemporary Istanbul y6netimini, katilan tiim galeri
ve sanatgilar1 tebrik ederim. Rh+’in yilin geng ressami yarigmasinda
yaklagik 7-8 sene 6nce Banu Colak’in ismini duymus ve iglerini almigtim.
Hi¢ tamigmamistik. Kayboldugunu diisiindiigiim bir sanatciyr bu sene
fuarda REM Art Space’de gormek benim i¢in heyecan verici. Akademik
yasantisini pek alisilagelmedik bir cografyada siirdiiriiyor olmasi,
normlardan uzak durdugu ve kariyeri i¢in 1srarla her firsat1 kullanmaya
calistigini gdsteriyor bence ve takdire sayan. Sanatsal gelisiminin geldigi
noktay1 merak ediyorum.”
“I would like to congratulate the Contemporary Istanbul management, all
the participating galleries and artists in tough times like these to organize
such events. I had heard of Banu Colak’s name 7-8 years ago from Rh+
Art Gallery’s young painters’ competition, and bought her works. We
never had the chance to meet. To see this artist under REM Art Space at
the fair was exciting as I thought she was lost. The fact that she pursues
her academic life in an unusual region shows that she wants to stay away
from the norms, and that she wants to earnestly use every opportunity for
her career; which is worthy of commendation. I am excited to see how her
artistic progress has evolved.”

BANU COLAK, ISIMSIZ / UNTITLED, TUVAL
UZERINE SULU BOYA /ACRYLIC ON CANVAS, CAP
/DIAMETER: 137 CM, 2105, REM ART SPACE

Merve Akar Akgiin
Art Unlimited Genel Yayin Yonetmeni / Art Unlimited Editor in chief
“Fuarin dev yerlestirmelerinden biri Pi Artworks standinda kargimiza ¢ikacak.
Gormeden gegemeyeceginiz bu eser Volkan Aslan’in yaklasik sekiz yildir
calisma odasinda kullandig1 metal raflardan yola ¢ikarak kurguladig bir eser,
ismi Raf Beyan1 (2016). Volkan Aslan yerlestirmeyi “Ge¢mis donemlere ait
islerin yani sira yeni yerlestirmeleri de i¢cinde barindiriyor. Kamu binalar1 ve
gesitli yerlerde gormeye alistigimiz gri renkli metal argiv raflar1 bu kurguda
bir zaman diliminin sahitligini ve hamiligini Gstleniyor diyebilirim. Her bir ig
ayr1 secildi ve tiretildi bu yerlestirme 6zelinde,” diyerek agikliyor”
“One of the biggest installation of this year’s fair welcomes us at Pi Artworks
booth. This installation that you just can’t escape, called Shelf Declaration
(2016), is fictionalized from the metal shelves that the artist uses in his studio
since eight years. “This work is new but it also involves some of the old works.
Coloured metal archive shelves that we used to see around especially in public
buildings are assuming the protectorate and witnessing a proper slice of time
in that kind of construct. Every piece is selected and produced one by one
especially for this installation,” says Volkan Aslan while explaining the work.”
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YUSA YALCINTAS, DEVICE OF THE LIVING MATTERS, KAGIT
UZERINE KALEM / PENCIL ON PAPER, 2016, 100X70CM, Pi

Banu Carmikli

Koleksiyoner ve sanat yazar1 / Collector, and art writer

“Fuarda beni en meraklandiran igler, Pi Artworks’ten Yusa Yal¢intag'in ¢aligmalari. Sanat¢inin gergek dist
mekan tasviri i¢erisindeki sembolik figiirleri, eserin kurgu ve alt metni agisindan kullanim bi¢imini ¢ok
basarili buluyorum. Mistik ritiieller, mitoloji, felsefe, inan¢ ve davranig bilimi gibi konulara deginisiyle
ilgimi ¢ekiyor. Resimlerinde biitlinliiklii bir gorsel ve kavramsal dil gézlemliyorum; bu anlamda benim takip
ettigim sanatcilar arasinda yer aliyor.”

“The works that excite me the most are Yusa Yalcintag’ works from Pi Artworkd. I find the artist’s way of
using the symbolic figures in the unrealistic space depiction, in terms of the work’s fiction, and the sub-text
to be very successful. The fact that he touches on subjects like mystic rituals, mythology, philosophy, faith
and behavioural science is really of interest to me. I observe visually a whole, and a conceptual language in
his paintings; he is amongst the artists that I follow in that sense.”

MURAT PALTA, MARS ATTACKS, PLEKSIGLAS UZERINE MONO
BASKI/MONOPRINT ON PLEXI, 95X76 CM, 2016, X-IST C-PRINT,

80X 80CM

Ela Atakan
Yazar / Writer

Oktay Tutus

Art Unlimited Genel Yayin Yonetmeni / Art Unlimited Editor in chief
“Bu sene fuarda solo olarak gosterilecek sanatgilardan biri de Murat Palta.
“Onceki ¢aligmalarimda geleneksel ve moderni bir catida birlestirip ortaya
cikanfiizyondaarananbelirlibir sey vardi. Budageleneksel sanatin kabugunu
nasil kirariz sorusuna aranan cevapti. Fakat bu soru daha ¢ok iglenen tema
uzerineydi. Bu sefer islenen konu yine popiiler kiiltiir ve sinema tizerine olsa
da teknik tizerinden bu soruya cevap arayacagim. Geleneksel sanatlar sadece
minyatiirden ibaret degil. Daha kesfedilmesi gereken ¢ok sey var. Bu ylizden
bu sefer farkli materyaller tizerinde yogunlasacagim. Bunun yani sira ayni
zamanda minyatiirdeki derinlik anlayisini da inceleyecegim,’diyen Palta,
sanat fuarlarini farkli yonlere egilme, farkli sanatgilarla tanigma ve degisik
deneyimler uygulama agisindan cesaret verici buluyor.”

“Murat Palta whose works will be exhibited solo at the fair this year said: “In
my previous works there was an attempt to combine the traditional and the
modern under one roof and to look for something in the resulting fusion.
This was the answer to the question of how we can break the traditional
art’s shell. Yet this question was rather more on the processed theme. This
time, although the theme is still on popular culture and cinema, I will try
to seek an answer via the technique. Traditional arts are not just limited to
miniature. There is still a lot to be discovered. Therefore this time I will focus
more on different materials. Alongside this, I will also analyze the depth in
miniature.” Palta finds art fairs to be encouraging in terms of moving towards
new directions, meeting different artists, and apply different experiences.”

MURATHAN OZBEK, HALET-I RUHIYE, 2016 C-PRINT, 80 X 80

CM, GALERI SIYAH BEYAZ

“Insan ruhu fotograflanabilir mi? Bir fotografin ka¢ katman altina inilebilir? Sanatginin anilari, ¢ocuklugu, annesinin mektuplari,
korkulari, duygulariyla kaybolmus yiizlerde, ikiye boliinmiis fotograflarda buluguruz. Murathan Ozbek, her seferinde bir bagka alisagelmisi
kirdigindan, bu sefer fotografi bize nasil okutacak merak ediyorum.”

“Can human soul be photographed? How many layers can we go under a photograph? We will meet in the artists’ memories, his childhood,
the letters from his mom, his fears, the faces lost in the feelings, the photographs divided in two. As he breaks down another habit each

time, I wonder how Murathan Ozbek will have us read photography.”

Mehmet Ali Bakanay

Sanat hukuku uzmani ve koleksiyoner / Art law specialist, collector
Uretiminde farkli disiplinler kullanan Sibel Kocakaya, eserlerini mekan algisi iizerinden igcinde bulundugu siiregle birlikte mekana ve
zamana gore yeniden kurguluyor. Eserlerinde kendibedenini de kullanan sanat¢i mekan-nesne-bedeniligkilerini ifade etmek istedigini fark
ettigi siirecleri igsellestirerek digsallagtiriyor. Son dénem islerindeki fotograf ve fotograf-resim olarak tirettigi kolaj caligmalarinda mekan
problematiginin daha derinlestigini gériiyoruz. Mekandan ayirdig1 bedeni ve nesneleri yeni bir mekan algisinin igine ¢ekerek bedenin ve
nesnenin-esyanin mekaniniyla yeniden bulusturuyor. Bern ve Paris'de yasayan ve uzun siireden beri takip ettigim Sibel Kocakaya'nin son
donem eserlerinden bazi 6rneklerini Ci'da bu yil REM Art Space gdsteriyor.
Sibel Kocakaya uses different mediums in her works, she rebuilts her pieces through space perception according to her process with space
and time. Using also her body the artist expresses by interiorizing process of space-object-painting relationships. We see clearly that lately
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she focuses more on space problem. She brings together what she push out once, the body meets the object world once again. This year
some of Sibel Kocakaya’s works (living in Bern and Paris) that I follow for a longtime, will be exhibitied at REM Art Space booth.
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Ali Esad Goksel
Koleksiyoner / Collector

Contemporary Istanbul...
Bu sene ikinci on yila bagliyor.
Onemli bir dogum giinii.

Her seyden 6nce kurumsallagti.

Bir gelenek olma yolunda.
Ali ve Rabia artik kiiltiir
tarihimizdeler.

Yakin ve uzak takipte
tuttuklarimin tiimiini bu civil
civil panayirda elimin altinda
buluyorum.

Bu benzersiz bir konfor:
Haberdar oluyor, 6greniyor,
takibe aliyorum.

Daha ne olsun...

Contemporary Istanbul...
This year in its second decade.
An important birthday.

It has most importantly
institutionalized.

It is becoming a tradition.

Ali and Rabia ar now in out
culture history.

I like to find those I follow
closely and those I keep afar
under the roof of this lively fair.
It is an unparalleled comfort:
I am informed, I learn, and
follow.

What else would I want?...

RADENKO MILAK & ROMAN URANJEK, OCAK / JANUARY 25 - 29, 2012, RAQS COLLECTIVE, A DIFFERENT

GRAVITY INDIAN ART FAIR NEW DELHI, 52 x 73 ¢m, 2016

SIBEL KOCAKAYA, UNTITLED (THE SPACE), FOTOGRAF BASKIYLA BIRLIKTE TUVAL
UZERINE YAGLI BOYA, OIL ON CANVAS WITH PHOTO PRINT, COLLAGE DIPHTYC,

HERBIRI 18X24CM EACH, 2016, REM ART SPACE

Cem Boliiktas
Sanat yazari ve danismani / Art writer and advisor
“Ufakbirmekéindagenisbirvizyonlaagilan Krank Art Gallery
olduk¢a iddiali ve heyecan verici sanatgilarla karsimiza
cikiyor bu fuarda. Yollar: bir sekilde Istanbul’da kesisen ve
uluslararasi kariyere sahip sanatcilarla ¢alisan Krank Art
Gallery, gegtigimiz yil Istanbul Modern’deki "Yok Olmadan"
sergisiyle genis izleyici kitlesiyle bulugan Brezilyali Camila
Rocha, 1993 Bienalinde iglerini tanima firsat: buldugumuz
Rus asilli Vadim Fishkin ve 6nemli koleksiyonlarda yer alan
Dogu Avrupali ikili Roman Uranjek ve Radenko Milak’
temsil edecek. Birbirinden farkli sanatsal tavirlari olan bu
sanatgilarin ortak noktasi sanat eserinin sadece estetik bir
obje degil ayn1 zamanda digiinsel bir nesne oldugunu ve
bir bilgi statiisiine sahip oldugunu islerinde sezdirmeleri.
Heniiz bu galeriyle tanigmamis olanlar1 giizel bir siirprizin
bekledigini simdiden séyleyebilirim.”
“Krank Art Gallery will be welcoming us in a small space
with great vision this year at the fair where it will exhibit
works of assertive and exciting artists. Working with artists
who have international backgrounds and whom paths
somehow crossed in Istanbul, Krank Art Gallery will be
representing Brazilian Camila Rocha who met with many
viewers at the Till It’s Gone exhibition in Istanbul Modern
last year, Russian Vadim Fishkin whose works we saw at the
1993 Biennial, and Eastern European Roman Uranjek and
Radenko Milak whose works were purchased by significant
collections. The common point of these artists with totally
different artistic attitudes is their consensus that the work
of art is not just an aesthetic object but also an intellectual
one, and that it has the status of information. I can say that
for those who haven’t met with this gallery previously a nice
surprise is waiting.”
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FUAR ONCESI VE

SONRASI NELER
YAPABILIRSINiZ2

WHAT TO DO BEFORE AND AFTER THE FAIR?

Fuardan cikip yiiriyerek ulasabileceginiz yerleri derledik.
We compiled a list of different locations around the fair area within walking distance.

SANAT GORMEYE DEVAM ETMEK iCiN...
STILL HUNGRY FOR ART?

ISTANBUL MODERN

Tirkiye'nin ilk modern mizesi Turkey’s first
modern museum istanbulmodern.org

PERA MUZESI

Eklektik bir eser seckisi icin For an eclectic art
selection peramuseum.org

SALT GALATA

Onemli arastirma merkezlerinden her zaman
gecici sergileri oluyor One of the most important
research centres, they always have temporary
exhibitions saltonline.org

iYi BiR KAHVE iCMEK iCiN...

NEED A GOOD COFFEE?

KARABATAK

lyi kahve ve samimi ambiyans icin Good coffee
and cosy athmosphere karabatak.com

M.O.C

Nisantasi'nin yerel kafelerinden One of
Nisantasi’s local coffee shops

mocistanbul.com

PETRA ROASTING

Mesrutiyet Caddesi iizerinde yeni bir kahveci A
new spot on Mesrutiyet Avenue 64 petrocoffee.
com

KRONOTROP

Cihangir’e gitmek icin bir sebep A reason to
walk to Cihangir kronotrop.com.ir

ALISVERiS YAPMAK iCiN...

NEED SHOPPING?

BEY KARAKOY

Geng Tirk girisimcilerin ach@i erkeklere 6zel
magaza, kiyafet ve aksesuvar A men’s shop

by young Turkish entrepreneurs, clothing and
accessoires beykarakoy.com

FIL BOOKS

Caniniz kitap okuyarak taze kahve icmek isterse
When you just fell like reading a book and
drinking a fresh cup of coffee filbooks.net

MUZ

Botanik keyifler icin For botanical pleasures
muz.se

TOHUM

Sadece randevuyla Only by appointment
tohumdesign.com

AFITAP 1982 En giizel Tirk markalarindan One
of the prettiest Turkish labels

ecejanadasi.com

SIK BiR AKSAM YEMEGI iCiN...

A CLASSY DINNER?

SPAGO

St Regis’in icinde yeni bir yeme mekani A new
fine dining spot at St Regis Istanbul spago.
thestregisistanbul.com.ir

NEOLOKAL

Mikemmel bir fizyon icin For a perfect fusion
dinner neolokal.com

YENI LOKANTA

Tirk mutfagina yeni bir yaklasim A new
approach to Turkish cuisine lokantayeni.com
ALANCHA

Istanbul’da tek! One and only in Istanbul
alancha.com

MUTHIS BiR OGLE YEMEGI iCiN...

A PERFECT LUNCH?

KANTIN

Ugramadan Istanbul’dan déniilmemesi gereken
bir mekan Do not leave Istanbul before visiting
Kantin kantin.biz

AKALI

Sokak arasinda bu sakin mekanda enfes tatlar
sizi bekliyor A calm spot in a residential street
offers you loads of tasty choices akali.co
GUMRUK KARAKOY

Semtin en orijinal adreslerinden biri olan
Gimrik'te ginin yemegini yemek gerek One of
the most original spots in the neighborhood; you
should try the daily specials
facebook.com/karakoygumruk/

MUNFERIT

Galatasaray’dan inerken karsiniza cikan bu
mekanda aksam degil de 6gle yemegi yemeyi
deneyin Try going there for lunch instead of
dinner for this restaurant you will see as you
walk down from Galatasaray towards Karaksy
munferit.com.ir

CARROT

Su yerine taze sikilmis meyve suyu icebileceginiz
saglhkl bir 8glen yemegi icin For a healhty lunch
with fresh home made juices instead of water
zomato.com/tr/istanbul/carrot-nisantasi-istanbul
KARAKOY 10

Eski Balikli Rum Hastanesi yeni otel, icine
girmeye deger Balikl Greek Hospital now a
hotel, worth having a look
morganshotelgroup.com/originals/10-karakoy

YEREL LEZZETLER iCiN...

SEARCHING FOR GOOD LOCAL TASTE?
HUNKAR

Geleneksel Tirk mutfaginin basarili drneklerini
tatmak icin To taste a good example of
successful Turkish cuisine hunkarlokantasi.com
TATBAK

1960'tan beri yerel ve iyi bir restaurant,
dzellikle lahmacunlari sehrin en iyisi olacak
kalitede Very local spot since 1960, you should
try their lahmacun, the best in town tatbak.com
MAHALLE

Topagacinin taze mekanlarindan, mahalle
sakinlerininin sevdigi bir nokta Fresh spot in
Topagaci, and a locals’ spot
timeout.com/istanbul/tr/restoranlar/mahalle-1
MAVRA

Galata’da siginmak icin ideal bir yuva An
ideal space to take shelter in when in Galata
facebook.com/Mavra-Galata

EGLENCELI BiR GECE iCiN...

ENVY FOR A GOOD NIGHT OUT?
KOZMONOT

Rezidansiyel sokakta gece cikma deneyimi,
gizel mizik A nightout in a residential street,
good music facebook.com/KOZMONOTpub/
URBAN

Yillarin mekani hic degismedi, iyi sohbet ve
bira icin Not changed a bit since many years,
nice talks around a beer theguideistanbul.com/
location/urban

KLEIN

Cok gec saatlerden itibaren After very late
hours facebook.com/istanbulklein

MITTE

Gérmek ve gérillmek icin To see and to be seen
mittekarakoy.com

PEYOTE

Bir gece klasigi A night out classic peyote.com.tr
FIVE COCTAILS & MORE

Gercekten eglenmek icin To have real good fun
timeout.com/istanbul/tr/restoranlar/5-cocktails-
more

FRANKIE

Nisantasi usiili gece ¢cikmasi Nisantasi style
night out frankieistanbul.com
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EDITORLERIN SECKISi EDITORS’ PICK

Eger daha énce gitmediyseniz Bomontiada'ya ugramadan dénmeyin, iceride sizi cok fazla sey bekliyor If you haven’t previously visited,
do not leave Istanbul wihtout passing by, there is a lot waiting for you there: Bomontiada bomontiada.com

Veganlar icin For vegans: Bi Nevi Deli binevideli.com

Cukurcuma’nin incisi The pearl of Cukurcuma: Cuma cuma.cc

Fuar cikisi cok acikan, sabri kalmayanlara If you feel very hungry after the fair and you can’t wait: Delicatessen delicatessenistanbul.com
Giizel kitapci arayanlar icin If you’re looking for a nice bookshop: Minoa instagram.com/minoabooksandcoffee/2hl=fr

Sanat icin harika bir alan An marvellous space for art: ARTER arter.org.tr

Géorillmesi gereken sergileri kacirmamak icin To catch must see exhibitions of the season: Galerist (Elif Uras) & Krank Art (Rodenko Milak -
Roman Uranijek)

* Ustelik Galerist Passage des Petits-Champs icerisinde Krank Art’'ta Tomtom mahallesinde! Galerist is in Passage des Petits-Champs

building and Krank Art in Tomtom, to see more! galerist.com.tr & krankartgallery.com

Eski bir Nisantasi pasajinin icerinsinmde nis bir kalem ditkkani A niche pen shop in an old urban passage in the heart of Nisantas:
Plumon plumon.com.ir
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INSIDE THE MUSEUMS, INFINITY GO

VOICES ECHO THIS IS WHAT SALVATION
BUT MONA LISA MUSTA'HAD THE HIGHWAY BLUE!
YOU CAN TELL BY THE WAY SHE SMILES '

BOB DYLAN (VISIONS OF JOHAN
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NOBOYOSHI ARAKI (1940 - ) TOKYO NOVELLE, 1995

Bob Dylan hayatindaki farkli mizag-
tan iki kadini karsilagtirdig: 1966 tarihli
siirsel parcasi “Visions of Johanna”da
bu sozleri mirildaniyor. Bu klasik par-
cada seslendirdigi, her birinin nitelikle-
rine ayri ayr1 duydugu minnete ragmen
tek bir kadina razi gelemeyen bir adamin
hikayesi. Tony Ventura'nin biiyiik kismi
siyah beyaz niilerden olusan fotograf
koleksiyonunda da béyle bir durum séz
konusu.

Koleksiyonuna 1980’lerde Oryantalist
resimlerdeki cazibenin izini siirmekle
baglayan Ventura’nin ilgi alani 2000’li
yillarin basinda fotografa kaysa da ana
temasi degismemis. Teknik farka karsin,
fotografin giinimiizde Oryantalist diig-
leri en giiclii sekilde karsilayabilen mal-
zeme oldugunu diisiinen Ventura bu
iki alan arasindaki ardigik iligkiye siki
sikiya inaniyor. Ona goére bu koleksi-
yon bir kendini tanima meselesi ve ken-
dinden bagka hi¢ kimsenin begenisini
yansitmiyor.

Baslangicta projenin fikir sahibi
koleksiyonu uzun yillardir iyi taniyan
Kéroly Aliotti olsa da giincel sergi ile
yayin fikri Nilifer Sagmazer’in projeye
dahil olmasindan sonra sekillenmeye
baglamis. Ikili, sergi mekaniyla etkile-
simi vurgulayan bir yerlesimde karar
kilmis. Her bir isin nerede yer almasi
gerektigi konusunda ortak bir algis:
olan es kiiratorler icin eserlerin ii¢ kat
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arasinda incelikle boliinmesi nispe-
ten kolay ¢oziimlenmis. Gerek Ventura
gerekse serginin kiiratorlerinin en zorla-
yic1 agama olarak fikir birligine vardik-
lar1 kisim kimi eserlerin elenmesi olmus.

Kisisel bir koleksiyon sergisi kurma-
nin bir takim ikilemleri beraberinde
getirdigi acik: k-Koleksiyonun en ¢arpict
halini ortaya koymak icin daha az giiclii
veya fazla baskin kabul edilen eserleri seg-
kinin diginda birakmak gibi yéntemler,
etik bakimdan koleksiyonun anlamini
bir biitiin olarak sunma yikiimliligini
tagtyan kiiratorlerin tarafsiz tutumla-
rin1 zora sokuyor. Bu durum $asmazer
ve Aliotti icin de gegerliligini korumus.
Belirli bir 6nermede bulunabilmek ama-
cyla seckiyi anlatimlar1 dogrultusunda
sinirlandirmak isterken, koleksiyonerin
kendi begenisini halad okunabilir birak-
mak en biiyiik kaygilar1 olmus. Bu dog-
rultuda sergi icin segtikleri bashik La
Ventura, kiratorlerin Tony Venturanin
kendi yolculuguna karg:1 ylkiimlilikle-
rine isaret etmek ister gibi... Ustelik bu
baslik yalnizca fotografa yapilan yol-
culugu degil, fotografik diinya i¢inde
bulunmus bir rotay: da niteliyor.

Alt kata girdiginde izleyiciyi basta
tekinsiz olarak nitelendirilebilecek bir
ambiyans ¢evreliyor. Buradaki islerin
tehditkar fakat merak uyandirici bir
tonu var. Patti Smith’in s6zleriyle, mah-
cubiyet duymadan, o6zgiir bir dogayla
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“insanin karanlik rizalarini” agiga vuru-
yorlar. Ama doga da bu béyle, belki de en
icten sekliyle.

Dar ve uzun koridorda Japonyanin
en azil1 ve iiretken fotograf sanatcilarin-
dan Nobuyoshi Arakinin 1988 tarihli
iki isi kargi karsiya yerleserek, gecitte
neredeyse bir sikigsma hissi yaratiyor-
lar. Izleyiciler Edo déneminden giinii-
miize aktarilan bir baglanma gelenegi
olan Kinbaku-binin apagik sahnelerine
daha yakindan bakmaya mecbur kaliyor.
Bagli kadin figiriin meydan okuyan,
utangtan yoksun bakiglari, disiplin,
itaat ve zevk gibi kavramlar1 bulanik-
lagtiriyor. Bu sert ve ug¢ bir esaret olsa
da istemsiz degil. Tamamen kargilikls.
Tipk: koridorun sonundaki kuytuda
yer alan, Jan Saudek’in 1988 tarihli Ar#
Nouveaw’sunda oldugu gibi... Bu ken-
dine has i i¢in segilen yer ise baglam ve
mimari arasinda anlik bir etkilesime yol
agarak, Ozlem Simgek ve Aram Alban’in
da fotograflarindaki gibi, gézlerden uzak
alanlarda deneyimlenen, ortitkk cinsel
arzulari akillara getiriyor.

Bagka bir bélimde, Cindy Sherman’in
1999 tarihli “Isimsiz#344” adli eseri
ortamdaki urkiingligii arturiyor. Yiiz
hatlar1 ve ojeli elleriyle tipik bir femi-
nen goériiniim sergileyen modelin tahrip
edilmis ve degistirilmis uzuvlar cinsi-
yet bakimindan anlagilmaz bir gériintii
yaratiyor. Ayni alanda  Joel-Peter

Witkin’den 1990 tarihli benzer bir ger-
¢ekiistii caligma olan, marazi ve dlimcil
egilimleri cagristiran Woman once a bird
yer aliyor. Witkin, kendi “sevgi ve kefa-
ret diinyasi”nda, izleyicilerin normallik
ve cinsellikle ilgili yerlesik kavramlarini
yap1 bozuma ugratmayi deniyor.

“Genele hakim olan nii ve giizellige
6vgil temas: cercevesinde bu iglere yer
vermek cok tartigilir bir karard:” diyor
Sasmazer. “Cuinkii geleneksel giizellik/
estetik normlarinin ¢ok disinda, tedirgin
edicibir tiniyasahipler”. Bununla birlikte
eserlerin yeralt1 benzeri bir mekandaki
yerlesimi bilincalt1 olan kadar, dinler
ve sado-mazosist kiiltiriin de o6nemli
Ogelerinden olan giinah ve zevk temala-
rin1 akla getiriyor. Cagdas fotografta bu
cinsel egemenlik hiyerarsisini siklikla
konu alan Robert Mapplethorpe’a ait
bir Lisa Lyon portresi (1982) ise yandaki
boliimde yer aliyor.

Mapplethorpe’un igleri arasinda daha
az kigkirtict bir imaj olsa da, Lyon’un
gogsiine silah dayadig: portresi oldukga
giclii. Tetigi tamamen ¢ekilmis bir
tabancayla, neredeyse erkeksi bir viicudu
profilden gosteren fotografta gogiisle-
rin yuvarlak hatlar1 ve hafifce belli olan
kasik tiiyleri modelin daha narin bir yani
oldugunu duyumsatiyor. Lyon, toplumda
kimligi ¢ogunlukla bir dezavantaj olan
kadini temsil ediyorsa da, sergi ve dola-
yisiyla koleksiyon, onun hem cinsel hem

ROBERT MAPPLETHORPE (1946 - 1989 ) LISA LYON, WOMAN WITH GUN, 1982

politik bir varlik olarak imgesine tak-
dirle yaklasiyor. Ne de olsa bu koleksiyon,
Yusuf Sevinglinin uzun zaman 6nce gegip
gitmis sehvetli bir hatirasini yasatan,
2007 tarihli Isimsiz 012 si gibi mahrem
Sykiilerin saklandig: bir kasa.
Atmosferdeki gerilim sergi mekani-
nin ikinci katina ¢ikildiginda bir anda
yatisiyor. Izleyicileri, kendilerini gozetle-
yen gozlere aldirmayan tavirlar i¢indeki
bir grup kadinin gériiniimleri kargiliyor.
Oyle ki bu kadinlar disiliklerinin naif bir
sekilde de olsa farkinda ve bununla 6vii-
niiyor gibiler. Willy Ronis’in 1949 tarihli
Le nu Provengal’i giindelik ama 6zel bir 4n1
izlenimci bir tislupla belgelerken, Michelle
Comte ve Horst P. Horstun fotograf-
lar1 George Michael’in “Freedom” vide-
osunu hatirlatircasina 1990’larin nege ve
ozgiirlesme duygulariyla dolu bir gorsel
estetigin iiriinii. Popiiler gibi gelseler de,
Ventura’nin da agiklikla dile getirdigi gibi
koleksiyonun 6zii ve itici giicii bu fotog-
raflar: “Bu resimler koleksiyonun kose
taslari, digerleri ancak tamamlayic1”.
Ancak serginin bu kisminda iki eser
anitsal kompozisyonlar:1 ile 6zellikle
dikkat c¢ekici. Erol Akyavagin niileri

zaman ve mekan bakimindan istisnai
sayilabilecek kosullariyla hemcinsleri-
nin kalabaligindan siyriliyor. Anlagilmaz
hikayeleriyle izleyiciyi derin diigiince-
lere daldiriyorlar. 537°deki ingasindan bu
yana Aya Sofyanin galerilerinde tama-
men ¢iplak dolasan bir kadinin fotog-
raflandigr muhtemelen tek an: Acaba bu
Theodora’nin hayaleti olabilir mi? Ya da
bu topraklarin kadinlari onlar1 en ¢ok
ezen din ve devlete ait mekanlarda yeni-
den giin yiiziine mi cikiyorlar? Konu ne
olursa olsun, Akyavagin Dogu ve Bati
ogeleriyle kurdugu 6zgiin bilesim, sanat
yagsami boyunca tekrar eden ve birbirin-
den ayrigmaz erotizm ve Sufizm temalar1
gibi devamlilik i¢inde.

Ikinci katin bahse deger bir diger eseri
ise Ralph Gibson’a ait 1974 tarihli The
nude with feather. 1zleyiciler siyah beyaz bu
fotografta kendi elleriyle mermerimsi kal-
calarini aralayan anonim bir kadin figiirii
tarafindan oyun dolu bir sahneye davet
ediliyor. Kismen soyunuk figiir, izleyi-
ciyi kagamak bir 4nin keyfini beraber siir-
meye tesvik ediyor. Gibson'un mitoloji-
deki Leda ve kugu gibi referanslarla ero-
tizm yiikli fotografi, koleksiyonun en haz

dolu kadinlarini 6rnekliyor.

Serginin t¢iincii ve son kismindaki
eserler, form ve ¢izgilerin ilk etapta hare-
ketli, ardindan statik ve son olarak biitii-
niiyle bir soyutlamaya vardirildig: bir sira-
lamayla yerlestirilmis. Tipki bir tiir aydin-
lanma gibi, kuytu olandan havadara gegis
bu siralamanin duyumsanabilir bir yonii.

Giris holiinde benzer iki kompozis-
yon katin yerlesimine 6nsoz niteliginde.
Birbirinden yaklagik bir asir aralikla
Franti$ek Drtikol ve Yusuf Sevinglinin
figiirleri hareketin ortasindaki anlik bir
kesintinin sonucu olarak neredeyse ayni
hareket ve gerilimi sergiliyor. Buna kargi-
lik bir sonraki odada Isabel Mufioz, Daido
Moriyama, Werner Bischof ile Masao
Yamamotonun fotograflarinda hareket
cesitleniyor ve daha elle tutulur bir nite-
lik kazaniyor. Bischof’un akil karigtirici,
Muioz’un ¢ekici ve egzotik, Moriyama’nin
bastan ¢ikarici, Yamamoto'nun hir¢in - bu
basina buyruk Amazon kadinlari kendi
bildikleri yolda ilerliyor.

Edward Weston, Eikoh Hosoe ve Ruth
Bernard’in heykelimsi bedenleriyse ne
neseli ne de tedirginler. Boylu boyunca
uzanmig, telagsiz  hallerine  Erwin
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Blumenfeld’in oturan kadininin eklen-
mesiyle, dingin bir ortam yaratiyorlar.
Az ileride Erol Akyavag, Frédéric Barzilay
ve Edward Weston’in yakin plan beden
fotograflarindan bir araya getirilmis bir
kompozisyona yer veriliyor. Ritmi gozle
goriiliir sekilde yavaglayan kivrimlar
yerini ¢izgisellige birakirken, cildin ytize-
yinde bedenleri canlandirip duyulari can-
landiran bir esinti ve 151k hissediliyor. Bu
fragmanlarin siisten uzak gériiniimlerinin
ardinda hemen géze ¢arpmayan bir enerji
bariniyor. Giderek aydinlanan, soyutla-
san fotograflarin doruk noktasi Harry
Callahan’a ait bir is. Koleksiyonda fotog-
raf olmayan Burhan Dogangay’in ayni
kompozisyona sahip bir deseni, sans eseri
her zaman her yerde var olan temanin hog
bir hatirlaticisi. “Nii, geleneginde esteti-
gin izini sirer” diye bahsediyor Aliotti,
“bununla beraber formu 6n planda tutan,
bu soyutlayici arayiglarda amaglardan biri
de goriiniirde estetik olani tinsel bir mer-
tebeye ulastirmak”.

Tony Venturanin kendi begenisine
iligkin alcakgoénilli tasvirine karsin, bu
konuyu daha kapsamli sekilde degerlen-
dirdigini anlamak miimkiin. Zira, kiira-
torlerin 6zgiin yorumu sayesinde ¢ok
yonli bir koleksiyon a¢iga ¢ikarilmig. Bu
durum, New York Filarmoni’nin y6netici
ve sefi Leonard Bernstein’in, Glenn Gould
ile aralarindaki uyusmazliga dair sordugu
soruyu akillara getiriyor: “Bir kongertoda
patron kimdir? Solist mi yoksa sef mi?”
Berntein’in Dimitri Mitropoulos’dan alin-
tiladig1, sanattaki bu “sportif 6ge; merak,
macera ve deneyim faktorleri” biz izleyi-
cilere yepyeni bir bakisi miimkiin kiliyor.

Aliotti ve Sagmazer’in katkisiyla, bas-
langicta kotiiciil olan zevke doniisii-
yor; zevk c¢ok gecmeden tinsel, uhrevi
bir duyuma ulagiyor... Tipk: Dylan gibi
Johannanin diigleri akillarimizi  ele
gegiriyor.

2Kasum’daacilan La Ventura26Kasim’a
dek Ark Kiltiir'de ziyaret edilebilir.

Bob Dylan sings as the lyrics at the
beginning, in his 1966 hit poetic “Visions
of Johanna”, wherein he compares two
women of different nature in his life.
Appreciating the qualities of each, Dylan
voices the story of a man who’s not set-
tling for a single woman in his classic. It’s
a similar case with Tony Ventura’s collec-
tion comprised predominantly of black
and white nude photography. Began col-
lecting in the 1980’s as quest for the allure
in Orientalist oil paintings, Ventura’s
medium of interest has shifted to pho-
tography in the early 2000’s but his main
theme of women remained. Albeit the
stark difference of technique, Ventura is
a firm believer in the sequential relation,
considering photography as the primary
medium capable of corresponding the
Orientalist reveries in our day. To him,
this collection is a matter of self-recogni-
tion and does reflect his own delectation
and none other.Well acquainted with the
collection for years, Karoly Aliotti was
the originator of the project at the outset.
It is however after Niliifer Sagmazer’s
inclusion that the actual exhibition with
publication began taking shape. They’ve
opted for an installation that emphasized
a coaction with the exhibition space. The
subtle division of works into three floors
has been relatively simple for the co-cura-
tors since they had a mutual apprehension
for the whereabouts of each individual
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work. It’s been, as all three would
concur, the elimination of certain
works that had been the most chal-
lenging phase.

Putting together a personal col-
lection show indeed bears certain
dilemmas: ploys like leaving the less
powerful or too-dominating pieces
aside in order to bring out the most
striking aspect of the collection
jeopardizes the unbiased stance of
the curators who ethically feel com-
pelled to speak for a collection’s true
merit in its entirety. So was the case
for Sagsmazer and Aliotti. While the
effort to deliver a certain statement
required them to narrow the works
down, maintaining the collector’s
own taste has been their top reser-
vation. La Ventura, the title they’ve
picked for the exhibition hence
indicates their engagement to Tony
Ventura’s own journey — and not
merely his journey to photography,
but rather to a trail found within
the photographic realm.Entering
the lower level of the exhibition
space, the viewer is surrounded by
what is initially an uncanny ambi-
ence. Works here exude a sinis-
ter yet intriguing quality. Quoting
Patti Smith’s words, they reveal “the
areas of dark human consent” with an
unapologetic and unconstrained nature.
But it /s nature, perhaps in its earnest. In
the narrow corridor, one of Japan’s most
notorious and prolific artists Nobuyoshi
Araki’s two works from 1988 face one
another while adding the passageway an
almost compressing feeling. Viewers are
left obliged to take a closer look at the
graphic scenes of Kinbaku-bi, a bond-
age tradition inherited from the Edo
period. The defying, shameless stare of
the bound woman blurs notions like dis-
cipline, compliance and pleasure. It’s a
harsh and extreme confinement but not
an involuntary one. It’s a give and take.
Just like Jan Saudek’s Art Nouvean (1988)
in a nook at the end of the corridor. The
curators’ choice of location for this pecu-
liar work creates an instant interplay of
the context and architecture, evoking the
disguised carnal desires in the private, as
also seen in the works of Ozlem Simgek
and Aram Alban.

In a different room, Cindy Sherman’s
Untitled#344 from 1999 enhances the
eerie sensation. While characteristically
feminine in the facial features and pol-
ished fingernails, the very same dummy’s
mutilated and modified bodily parts
create a gender-wise enigmatic image. In
asimilar, surrealist manner is the morbid,
macabre Woman once a bird (1990) by
Joel-Peter Witkin. In his “world of love
and redemption”, Witkin aims to decon-
struct the viewer’s preconceived notions
of normalcy and sexuality in the con-
temporary society.“These works’ inclu-
sion were exceptionally questionable
due to the prevailing theme of beauty
in nudes,” explains Sagmazer. “Not at
all pertinent to the canonical norms of
beauty and aesthetics, they have a rather
disconcerting ring to them,” she adds.
Yet, their juxtaposition in an under-
ground-like setting recalls what’s sub-
conscious as well as the themes of sin and
pleasure, substantial elements in reli-
gions as well as the sadomasochistic cul-
ture. Hierarchy of sexual dominance in

YUSUF SEVINCLI, GOOD DOG, 012

contemporary photography is more than
often addressed by Robert Mapplethorpe
whose portrait of Lisa Lyon (1982) is
included in the next room.

Although a less provocative work
in Mapplethorpe’s oeuvre, Lyon’s stag-
nant portrait with a gun to her chest is
a very strong image. It shows a body
from profile, an almost masculine one
with a pistol fully triggered. Yet the
curvy lines of model’s breasts as well as
a slightly apparent pubic hair indicate a
more delicate side to her. She represents
a woman whose identity in the society is
often a drawback. This exhibition space,
and ultimately the collection is where
her imagery as a both sexual and polit-
ical being is appreciated. The collection
is after all a safe where intimate tales are
kept, like Yusuf Sevingli’s Untitled 012
(2007), oozing a sensual moment that is
long gone by.Coming up to the second
tier of the exhibition space, the tension
in the atmosphere immediately subsides.
The viewers are welcomed by the images
of women who seem in a devil-may-care
attitude towards those who peep on them.
In fact these women seem like acknowl-
edging and praising their femininity in
a naive way. Le nu Provencal (1949) by
Willy Ronis documents a mundane but
intimate moment with an impression-
ist old master style whereas the works
such of Michelle Comte and Horst P.
Horst exhibit 1990’ visual aesthetic
charged with joy and liberty, reminis-
cent of the George Michael’s “Freedom”
video. Although they come across as
mainstream images, these works are the
epitome and the driving force behind
the collection of Ventura who is quite
candid about it: “They are the corner-
stones, the rest is but complementary”.
Two photographs in this curatorial sec-
tion however, are very distinguishable
in their monumental compositions. Erol
Akyavag’s nudes slip through the crowd
of their fellow creatures with their excep-
tional circumstances in time and space.
The images carry an unfathomable story,
urging the viewer to contemplate on

them. Since its erection in 537, it might
as well be the only time a completely
nude woman was photographed walking
in the galleries of Hagia Sophia: is that
the ghost of Theodora? Or do the women
of these lands finally surface in places of
worship and state that repressed them
the most? Whatever the case may be,
Akyavag’s unique amalgam of Eastern
and Western elements are continuous in
his photographic work, just as his ever-re-
curring and indissoluble themes of eroti-
cism and Sufism.

Another work worth mentioning on
this floor is The nude with feather (1974)
by Ralph Gibson. In this black and white
photography the viewer is invited to a
very playful scene by an anonymous
female figure whose marmoreal buttocks
parted by her own hands. Not completely
undressed, she gives the impression of a
fleeting moment, encouraging the viewer
to enjoy the sensation with her. Filled
with references like mythological Leda
and the swan, Gibson’s playful eroti-
cism exemplifies the collection’s most
delightful women.On the final section
of the exhibition, curators have arranged
the works in a manner that the forms
and lines in photographs are initially
vibrant, then static and finally reduced
altogether to an extent of abstraction.
The move from what’s secluded to airy,
like an illumination is also a perceivable
aspect of the sequence. In the vestibule
two similar compositions are introduc-
tory to the installation. A century apart
from each other, Franti§ek Drtikol and
Yusuf Sevingli’s figures exhibit almost
the exact same movement and strain that
results from the momentary cut between
the two phases of motion. Yet move-
ment becomes even more tangible and
varied in the next room with the works
of Isabel Munoz, Daido Moriyama,
Werner Bischof and Masao Yamamoto.
Bischof’s perplexing; Mufoz’ attrac-
tive and exotic; Moriyama’s seductive;
Yamamoto’s vicious — these Amazonian
women march to the beat of their own
drums. Edward Weston, Eikoh Hosoe
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and Ruth Bernard’s statue-like bodies
on the other hand are neither cheerful
nor anxious. Their unhurried, recum-
bent postures accompanied by Erwin
Blumenfeld’s anonymous sitter create a
calmer space. A little further, the viewer
finds a composition of several close ups
of the female body by Erol Akyavas,
Frédéric Barzilay and Edward Weston.
The rhythm of curves visibly slows down,
getting more linear while a light, breezy
feeling on the surface of skin revives the
bodies and arouses the senses. Despite
their unadorned appearance, a subtle
intensity is embedded in these fragments.
Harry Callahan’s work is the climax of
this increasingly illuminating, abstract-
ing, journey. A chance encounter, Burhan
Dogangay’s minimalist drawing of the
same fragment is a pleasant reminder of
the ubiquitous subject. “The nude tradi-
tionally trails the Beauty” notes Aliotti
“be that as it may, another aim in these
abstracting, form-oriented quests is to
deliver what’s visibly aesthetic to a spir-
itual level”.

Despite Tony Ventura’s humble illus-
tration of his own taste, it’s possible
to comprehend a greater appreciation
towards the subject. Owing to the cura-
tors’ novel interpretation, a multi-dimen-
sional collection is being unveiled. This
brings us to a critical question raised by
Leonard Bernstein, the director and con-
ductor at the New York Philharmonic,
regarding his discrepancies with Glenn
Gould: “In a concerto, who is the
boss? The soloist or the conductor?” As
Bernstain quotes Dimitri Mitropoulos,
it’s the “sporty element; that factor of
curiosity, adventure, experiment” in arts
that renders us the viewers a whole new
vision.

With the aid of Aliotti and $agmazer,
what’s wicked at first becomes pleasur-
able. Pleasure soon reaches a spiritual,
ethereal feeling. ... And just like Dylan,
these visions of Johanna conquer our
minds.

La Ventura is on display at Ark Kiltiir
on November 2 through November 26.
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FIGURES AT LIBERTY

11k kisisel sergisini agan Ada’nin rengarenk illiistrasyonlarina muhakkak daha evvel
bir yerlerde denk gelmissinizdir. Cizgilerinde Klee, Picasso ve Matisse ezgileri
sezinlenen iglerinden bahsederken zaten Ada’nin aslinda bu sanatgilara ne kadar
hayran oldugunu kesfediyorum. “Babam ressam oldugundan dolayi resimle i¢ ice
gecmis bir cocuklugum oldu. Babamin sanat algisi 6zellikle ergenlik ddSnemimde beni
¢ok domine etmisti. Tam o dénem bundan kurtulmak i¢in kendi resmimi gok farkl
bir sekilde konumlandirdim. Sonra da onunla barigmam ¢ok zor oldu. Zaman gegtikge
hep diisiindiim ve illiistrasyondan resme nasil kayabilecegim {izerinden ilerlemek
istedim. Acaba modernist ve ¢izgisel kalarak resimle bir bag kurmay: denemek
istedim. Cikanlar da etkilendigim isler dogrultusunda oldu,” diyerek anlatiyor bu sergi
6ncesi yagadigl liretim siirecini. Ressam Sabahattin Tuncer’in kiz1 olan Ada ekliyor
“Babamla bazi siirecleri agmak ¢ok zor oldugu i¢in,” diye acgikliyor yaptigi 5x5 cm yaglh
boya caligmalarini gésterirken. Tapinak sergisinde birkag yagli boya, kagit ve kumag
lizeri baski iglerin yani sira heykellere de rastliyorum. Ancak yine de sergide ki iglerin
cogu risograf. Riso baski kagit iizerine serigrafi gibi renkli baski alabilen ve soya
miirekkebi kullanan bir teknik. “Biraz da graviir etkisi yaratabilecegim ¢izgisel dijital
isler tiretmek istedim. Yagliboya transfer teknigini denemek istedim. Bu yine Klee’den
etkilenerek yoneldigim bir teknik oldu. Ancak bunun kendi teknigimle uyusmadigini
fark etmem uzun siirmedi,” diyerek tek tek her isle nasil ugrastigini anlatan Ada
Uzakdogu ritiiellerinde kullanilan farkli kagit parcalarini da manipiile ederek
sergisine dahil etmis. Islerinde hikayeden ve soyutlamadan gok disavurumcu figiirlere
yer veren Ada “figiirlerimi 6zgiirlestirmeyi ve soyutlagtirmay: denedim” diyor. Ada
Tuncer’in dijital ortamda iirettigi ¢izgisel igler ve seramiklerden olugan Tapinak isimli
sergisi The Empire Project’in teras katinda yer alan Poligon “The Shooting Gallery”de
12 Kasim’a kadar devam ediyor.
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ADA TUNCER, OTOPORTRE, DIGITAL BASKI/ SELF PORTRAIT, DIGITAL PRINT, 2016

You must have seen Ada’s colorful illustrations somewhere. Today, she is having her
first solo show. Speaking of her works where one senses the inspirations by Klee,
Picasso and Matisse, I discover that Ada has long been an admirer of those artists.
“Since my father was a painter, I was very close to painting in my childhood. My
father’s perception of art had really dominated me especially during adolescence.
During that period, I positioned my own painting in totally different form to be able
to rid of it. And then it was tough for me to make peace with it. With time I have
always thought about it, then I wanted to find a way to move from illustration to
painting. By remaining modernist and linear, I wanted to try to make a connection
with painting. The output was in line with the works I was inspired by” she tells me
about the pre-exhibition production stage. Painter Sabahattin Tuncer’s daughter,
Ada adds while showing her 5x5 cm oil paintings: “Since it was hard to get over some
stages with my father”. I see some sculptures along with oil paintings, and prints on
paper and fabric. Yet most of the works at the exhibition are risographs. Risograph is
a technique that can print paper on serigraphy and uses soy ink. “I wanted to produce
linear digital works that I can create a gravure effect with. I wanted to try the oil paint
transfer technique. Klee inspired me for this. Yet it didn’t take long until I realized it
wasn’t in harmony with my own technique” says Ada who engages in each work one
by one and adds that she included different paper pieces used in Far Eastern rituals by
manipulating them. Making space for expressionist figures in her works rather than
narration and abstraction, Ada states: “I tried to free my figures and abstract them.”
Ada Tuncer’s Temple exhibition of digitally produced linear works and ceramics can
be visited at the Poligon “The Shooting Gallery” on the terrace floor of The Empire
Project until the 12th of November.



62 Burcu Ezer

EVERYTHING ONE CAN DO

Yasemin Ozcan’in 22 Eyliil tarihinde .artSiimer'de acilan dordiincii kisisel sergisi Saadet Cikmazi sanatginin
son yillarda uzerine ¢alistigi kavramlara yogunlasiyor. Malzeme se¢imleriyle ve giinliik varoluslanyla dikkat
ceken calismalarin herbiri ayn bir hikayenin habercisi.

Yasemin Ozcan'’s fourth solo exhibition Dead-end of Bliss, started on September 22 at .artSiimer, focuses on
the concepts she has been working in the last few years. Each of the works at the exhibition that stand out
with their material selection and with their daily existence is the messenger of a different story.

SININ YAPABILECEGIHER S

Sanatg1 gegen yildan beri ellerini daha bir kullanir oldugunu sdyliiyor, seramik
caligmalarini yogunlastirip atolyelere baglamasi bunun en biiyiik 6rnegi. Hatta
ekliyor: “Gegen yil ilk tursumu kurdum bu bir tesadiif olamaz.”

Ozcan’in Elmasli Apt., iigyiizbir ve Banu Cennetoglu ile gergeklestirdigi Seni
Endigelendiren Ne? sergilerinin ardindan gelen Saadet Cikmazi; adalet, esitlik,
birlikte yagsama, toplumsal cinsiyet ve kiiltiirel kimliklere aidiyeti, kent-kutsiyet
baglaminda kurcaliyor. Kavramlar {izerine temellenen sergideki calismalar asla
bir agilis kosturmasinda kavranacak ve farkedilecek tiirden degil. Hepsine zaman
ayirip i¢lerindeki hikayeleri desmeniz gerekiyor. Ozge Ersoy tarafindan yazilan
“Dutluk muydu Buralar?” isimli sergi eslik¢i metni de kesifte size yol gosterici
olacaktir. Tabii Yasemin’i kolundan yakalayip tiim igleri ondan dinleme serefine
nail olursaniz ne 4la.

Serginin ilk habercisi olan Umut ya da Isik Stresi'nden bahsederken “bir direnig”
diyor Ozcan. Giderdeki tiim atiklar yolunu bulmaya galisirken tersine gitmeyi
tercih etmis bir fasulye filizinden bahsediyoruz. Ozcan’in eski evinin mutfaginda
yer alan eviye icinde kimseden habersizce filizlenen fasulye basitliginin yani sira
sessiz inad1 ve direnciyle serginin umut 1518101 tanimliyor belki de.

Adalet Cay Bahgesi adli ¢caligmasi igin ise “yolu adalet sarayindan gegen ya da
gecmeyen herkes icin” diyor Ozcan. Bu galigma gayin stoklama, yoklugunda ortaya
cikan olasi telag ve misafirlik kavramlariyla ironik baglantilar kuruyor. Adalet,
cay ve bahgesi kelimeleriyle yan yana siralanan ii¢ muntazam beyaz seramik
kavanozun igi ise sanilanin aksine tamamen bos. Her bir kavanozda sabit bir giil
deseni mevcut. Serginin belki de en gériiniir ve paylasilan imajlarindan biri olan
Adalet Cay Bahgesi, kiiltiir ve aligkanliklarimiz iizerinden bir hatirlatma.

Acilis gecesi lizerinden basilip gegilen, giriste ilk is olarak karsimiza ¢ikan ancak
belki de yerle bir olmasindan olacak ki farkedilirligi az olan Her seyi hatirlamak
bir tiir deliliktir ise, unutmak ve hatirlamanin aslinda ne derece uzak ve o derece
de i¢ ige gegmis duygular oldugunun altini gizer nitelikte. Bir tiyatro oyunundan
alint1 olarak karsimiza ¢ikan bu satir, yan yana yerlestirilmis biribirinden farkli
ebat, renk ve ylizeyde olan seramik karolardan olusuyor. Tek karonun iizerinde
yer alan ve hatirlamak ile unutmanin arasindaki ince (bir o kadar da kalin) ¢izgiye
vurgu yapan ciimle; hatirladiklarimizla unuttuklarimiz ve akililigimizla deliligimiz
arasindaki iligki ile tutamadigimiz yaslar iizerine bir karalama gibi.

“Cocugu olmayan kadin yarim kadindir” ciimlesini akillara getiren altin tabak da
tam ve yarim olmak haline vurgu yapar nitelikte. Bir ayna lizerine yerlestirilmis
yarim formda altin rengi tabaktan olusan Tam-Yarim adli ig ilk bakigta bir eksiklik
duygusunu ¢agristirsa da ardindan duvardaki yansimasinda eksiksiz, biisbiitiin
haliyle karsilagmamiz adeta yarimlik ve biitiinliik arasindaki keskin sinirlar
siliklestiriyor.

Aslanlarla Ceylanlarin Kucaginda adli galisma, Haci Bektés-1 Veli geleneginden
6diing alinan iki karakterle bulusturuyor bizi. Isin ilham aldig1 Haci Bektas-1 Veli
gelenegine yaslanan dort dize caligmaya referans oluyor. Bu dortlii dizenin son
ciimlesi: “Aslanlarla ceylanlar dost olur kucagimizda” Yesil renk hali formundaki
ceylan ve aslan “av miyiz, avc1 miy1z?” sorusunu akillara getiriyor. Caligma suglu ve
masum kavramlarinin temel varolus sebeplerini sorgularken {izerine oturmaya ve
konu iizerine sohbet etmeye davet ediyor.

Ozcan sohbetimiz sirasinda Haci Bektas-1 Veli geleneginde mitlerde evliyalarin
genellikle ceylan formunda viicut buldugunu anlatiyor. Kendi agzindan: “O
donemki adiyla Alaeddin Gaybi bir beyin ogludur ve okguluk yapar. Bir giin

ok atip bir ceylan vurur. Vurdugu ceylanin Abdal Musa tiirbesine girdigini

goriir, ardindan tiirbeye girer. Karsisinda Abdal Musa’y1 bulur. Gaybi bir ceylan
vurdugunu ve ceylanin tiirbeye girdigini séyler. Abdal Musa da kolunu kaldirip
oku ¢ikartarak Gaybi’ye verir. Bu aydinlanma ardindan Gaybi tiirbede kalarak
tiirbe miiridi olmaya karar verir. Abdal Musa’dan el alir ve Kaygusuz Abdal
mahlastyla yoluna devam eder” Ozcan bu hikayeden referansla Kaygusuz Abdal’t
Kaygulu Abdal Cikmazi adinda bir sokak tabelasina dénustiiriiyor. “Kaygili

bilge ¢ikmaz1” anlamina gelen is bir yol gosterici niteligi tasiyor. Birebir tabela

formatindaki ¢aligma bakir renginde viicut buluyor.

Sergide bir de aile miras: bulunuyor: Tek Eldiven. Tahmini en az 70. yagini
devirmis olan eldiven sergide ilk karsiniza ¢iktiginda onun iglevinin ne oldugunu
anlamaniz ¢ok kolay olmayabilir. Zira bu asirlik yolda ilerleyen ve kegi yiiniinden,
kok boyama ile yapilmus, bes sisle 6riilmiis eldiven ilk bakista bir siis objesini
andiriyor. Aile mirasi olarak tek bagina karsisina gikan ve Ozcan’1 ok etkileyen
eldivenin yillar sonra diger esinin de ailede oldugu anlagilmis. Ozcan’in ananesinin
adalet duygusuyla kiz1 ve gelinine birer esini verdigi eldiven serginin temel
kavramlarindan esitlik ve adalete en naif vurgu yapan objelerden biri.

Sergideki son ¢aligma ise adinin ¢ok sey ifade ettigi: Tek Kisisin, Sana Yeter.

Is ilhamuni sanatginin bosanmasindan sonra gerceklestirdigi bir dogum giinii
kutlamasinda aldig1 turuncu ve tek kisilik bir d6kiim tavadan aliyor. Mutfakta ¢ok
becerikli olmadigini séyleyen sanatgi bir arkadagina bu tavayla neler yapabildigini
sordugunda: “Tek kisinin yapabilecegi her seyi” cevabini aldigini s6ylityor. Ve bu
stiregte sik sik duydugu “tek kisisin sana yeter” ciimlesinden ilham alarak bir ig

ortaya ¢ikartiyor. Tavayr gordiigiiniizde sizi ilk olarak agirlig1 ve derinligi etkiliyor

sonra evet simdi fark etme sirasi: Bu tava tek kisilik!
Sergiyi gezmek i¢in son tarih: 26 Kasim.

The artist states that she has been using her hands more often since last year; her
ceramics works and workshops are great examples of this. And she adds: “I made
my first pickles last year, this cannot be a coincidence.”

Following her previous exhibitions Elmasli Apartment (2004), threehundredone
(2009) and What is it that you are worried about? (2014, collaboration with

Banu Cennetoglu), Dead-End of Bliss questions the concepts of justice, equality,
coexistence, gender, and cultural identity. Since the works at the exhibition are
based on concepts they are not the kind to be easily comprehended and realized
during the hassle of an opening night. The accompanying exhibition text “Was
here a mulberry grove?” written by Ozge Ersoy will become handy in your
discovery. Well, better if you get to drag Yasemin along and listen to all the works’
stories from the artist herself.

Speaking of the precursor of the exhibition Hope or Light Stress, Ozcan calls it
“a resistance”. We are speaking of a bean sprout that preferred to go the opposite
direction while all the waste in the drain is trying to find its way. Alongside the
simplicity of the bean sprouting without warning in the kitchen sink at Ozcan’s
previous home, it maybe defines the light of hope of the exhibition with its silent
stubbornness and resistance.

Her work Justice Tea Garden, she says, is for “everyone whose path crosses -or
not- with the justice palace” This work establishes ironic connections between
the storage, and the likely fuss in the absence of tea, and the concept of ‘being

a guest. The three neatly juxtaposed white ceramic jars with the words justice,
tea, and garden written on, are empty contrary to common belief. Below the
words are stable images of roses. One of the most visible and shared images of
the exhibition, Justice Tea Garden is a reminder on the basis of our culture and
habits. The first work as we enter entitled To remember everything is a form of
madness and maybe the least remarkable because it is level on the ground, is one
that underlines how far remembering and forgetting are distanced from each
other, and to the same extent how these two feelings are intertwined. This line
that is quoted from a theatre play, is written on ceramic tiles of different sizes,
colors and surfaces juxtaposed on the ground. The sentence situated on one single
tile, and emphasizing the thin (as much as thick) line between remembering and
forgetting; is like a scribble on the mourning that we couldn’t go into with the
relationship between what we remember and forget as much as our wisdom and
madness.

Reminding us of the sentence “a woman with no child is half a woman”, the golden
plate emphasizes the states of being whole and half. Although the work Whole-
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Half, made up of half a golden plate situated on a mirror, reminds us of the feeling of
lack at first sight, our encounter with its complete, whole state on its reflection on the
wall, makes the sharp edges between halfness and wholeness more transparent.

The work entitled Lions and Gazelles, greets us with the characters borrowed from
the Haji Bektash Veli tradition. Four verses from this tradition become references for
this work. The last sentence of these four verses: “Lions and gazelles become friends in
our laps”. The gazelle and the lion in the form of green carpets remind us the question
of “Are we the prey or the hunter?” While the work questions the basic existential
reasons of the concepts of guilty and innocent, it also invites us to sit and have a chat
over the subject.

During our conversation, Ozcan tells us that in the Haji Bektash Veli tradition;
evliya’s appear in the form of gazelles in myths. I quote: “Alaeddin Gaybi is the son of
a bey, and practices archery. One day he shoots a gazelle with his arch. He sees that the
gazelle enters the Tomb of Abdal Musa. He then follows it inside to find Abdal Musa
in front of him. Gaybi tells him that he shot a gazelle and that the gazelle went in the
tomb. Abdal Musa raises his hand, takes the arch out, and gives it back to Gaybi. After
this revelation, Gaybi stays in the tomb and decides to become a disciple. He “takes
hand” from Abdal Musa and continues his journey under the pseudonym Kaygusuz
Abdal (lighthearted dervish)” With reference from this story, Ozcan transforms
Kaygusuz Abdal into a street sign named Kaygulu Abdal Impasse. The work whose

YASEMIN OZCAN, KAYGULU ABDAL CIKMAZI, INSTALLATION, 2016, COURTESY OF ARTSUMER’IN IZNIYLE

name literally means ‘worrisome dervish impasse’ becomes a guide. It is built in
copper in the same size as a regular street sign. There is also a family heritage at the
exhibition: Single Glove. When you first encounter the more than 70 years old glove,
you might not easily guess its function. Because this glove made out of goat wool,
colored with madder, and woven with five broaches reminds us of a decorative object
at first sight. The glove that appeared as a family heritage on its own deeply affected
Ozcan who later learned that another family member had the other pair. Ozcan’s
grandmother had given her daughter and daughter-in-law one pair each with feelings
of justice; the glove is the object that lays the most naive emphasis on the concepts
of equality and justice. The last work means a lot with its name: Good for One. The
work is inspired by an orange iron cast pan for one that was gifted to her on one of her
birthdays after she got divorced. The artist who admits she is not very talented in the
kitchen, asks a friend what she can do with this pan and gets the following answer:
“Everything one can do.” The work is inspired by the statement she often hears later
on: It’s good for one. When you see the pan at first sight, you are impressed by its
depth and weight but later, yes; no it is time to realize: This pan is good for one!

The last date to visit the exhibition is the 26th of November.
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Deniz Giil'tiin kavramlarla
oynadigi, nesne, anlam
ve yansitma bi¢imleri
uzerine yeni onermeler
sundugu ug¢incu kigisel
sergisi Loyelow The
Pill'de izleyiciyle, ayni adl
romani ise Norgunk'tan
okuyucuyla bulustu.

Deniz Giil's third solo
exhibition Loyelow, where
she plays with concepts
and suggests new
proposals about objects,
meaning, and forms of
reflections met with the
viewers at the Pill, while
her novel of the same title
met with its readers via
Norgunk Publishing.

Sanatg1 i¢in yedi yillik seriiven 2009 yilinda yazdig:
metin 5 Kisilik Bufet ile bagladi. Ardindan Arter’de
gerceklesen 5 Kisilik Bufet sergisinden sonra, ayni
metinden hareketle Hyde Park Art Center’da ses
ve enstriimanlardan olusan bes kisilik kadroyla bir
performans gergeklestirdi. Galeri Mana’daki ikinci
solo sergisi B.I.M.A.B.K.Rnin ardindan Deniz
Giil iigilincii solo sergisi Loyelow ile The Pill’de yine
adin1 bilmedigimiz bir karakterin derinine inerek,
izleyiciyi tanikliga davet ediyor. Yedi isin yer

aldig1 sergide Uzay Mavi (Sellale) yerlestirmesinde
¢ocuklugumuzdan kalma karolar, bir tetris gibi
alistigimizin diginda sunulurken, ¢ay bardaklar
tanidik bir nesne olarak pilavlarla doldurulmus, bir
yandan da kupa-¢ekme eylemine referans veriyor.
Sanatcinin ilk video isi Altin Toz'da gliniimiiziin
otuzlu yaslarindaki bireylerinin 6zellikle toplumsal
giindemle hissettigi baski ve kirlenmiglik bir ingaat
kepgesinin karakterin tizerine romantik ve estetik
bir edayla attig1 toprakla temsil ediliyor. Kitapta
hortumlara dolanip suyun akmasini engelleyen
Geng Kahin ise sergi alaninda yesil bir hortum
olarak izleyicinin ayagina dolaniyor. Neondan
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parsellenmis harita ve i¢cindeki beton kaliplarla
hazirlanmis objeler karaktere dair doneler veriyor.
Deniz Giil bu sefer kalabalik degil tek karakterlik
bir sunumla Loyelow’da bir karakter tizerinden
sorularini soruyor.

Saliha Yavuz: Onceki projelerinde her sey bir
metinle basladi. Ya da Istanbul Bienali’ndeki El
Yazmalari1 Yanmaz yerlestirmen gibi aragtirmalarla,
bir antropolog gibi ¢alisiyorsun. Hep yazar miydin,
yazmaya merakli mrydin?

Deniz Giil: Ortaokul liseden beri bir seyler
yazardim, yazmak konusunda kuvvetli oldugumu
lisede makaleler yazarken fark ettim. Yani hep
duginiirdiim, yazardim, ifadeyi orada arardim ama
bunu hi¢ béyle ciddi bir is olarak diisiinmezdim.
Aslina bakarsan yazma istegi ¢ok diirtiisel bir
sekilde 2009°da ortaya ¢ikti. Apartman Projesi

ile otobiis ve trenle Giircistan, Ermenistan,

Azerbaycan ve Iran seyahati yapmistik. O seyahatin

donisiinde oradaki sesler ve goriintiilerle, bir

gece uyuyamadim ve yazmaya basladim. O
giinden beri yaziyorum. Agikgasi o zamanlar
paylasacagimi hi¢ diisiinmiiyordum. Iki sene kadar

siirdii bu eylem. Daha sonra 5 Kisilik Bufet sergisi
olugsmaya basladiginda bu organik iligkiyi fark edip
paylagsmak adina bir adim attim. Sonra devami
geldi. Ben de onun igerisinde konugmaya basladim.
Yazarken bende de bir seyler degisti. Nesnelerimi,
imgelerimi degistirmeye baglad..

Diger taraftan anlamlandirmadan siyrilmaya,
damitmaya ¢aligtyorum. Ciinkii hig¢bir seyin ilk
bakista anlagilmadigini ve kendi zamani, mekani
etrafinda bir alani oldugunu diigiiniiyorum.
Arketiplerin, bizi saran kiiltiirel sosyal

yapinin bireysel hayatlarimiza nasil s1zdigi,

i¢ mekanlarimiza/i¢imize nasil s1zdig, nasil
nesnelestigi, nesnelerde nasil izlerin gériilebildigini
aragtirryorum.

SY: Her ne kadar andigimiz projelerinde hep bir
metinle iligki olsa da genel olarak iiretimin sadece
metin kaynakli baglamiyor. Loyelow’da nasil gelisti
proje?

DG: Benim igin iiretim siireci bir fikir ya da
nesneden direkt ortaya ¢ikmiyor. Her sey i¢ ice
gelisiyor. 5 Kisilik Bufet’i yaptigim zaman ne
yaptigimi, nereye evirilecegini bilmiyordum. Sonra

bir izlek olusmaya basladi. Loyelow da onun devami
olarak ¢ikt1. Dolayisiyla yedi senedir boyle bir seyin,
kendi kaynagini kendi igerisinden olusturmus bir
seyin i¢indeyim. Bu tamamlandiktan sonra ben de
merak ediyorum nasil olacak diye. Gergi 5 Kisilik
Bufet seriiveni bu sergi ile tamamlanmiyor. Bir

kisi daha var aklimda ama yillar siirecek bir sey.
Kavramlarla ilgileniyorum. Peki kaynak nedir dersen;
hani medyada goériirsiin ya, igerigini bilmedigin,
okudugun ve okudugun seyi anlamadigin... Ama bir
his yakalarsin. O bir kaynak benim i¢in. Etrafimdaki
sozciik bulutu... Onun disinda da kavramlar benim
i¢in itici gii¢ olugturuyor. Mesela sergideki pilav...
Aligkanliklar... Yolda gordiigiim bir hortum da bir
seyleri cagirabiliyor.

SY: Loyelow karakterini nasil olusturdun? Tamamen
hayal giicii mii gézlem de var mi?

DG: Beni kusatan, toplumsal dinamikte ve gok merak
ettigim bir yerdi bu. Neresi? Hani otobiiste gegerken,
sokakta yiiriirken karsilagtigin oglan geteleri vardir

ya araba yanstirirlar. Tofag marka arabalari modifiye

ederler. Ben bu kitab1 yazarken, “bu nasil bir sey”
diye anlamaya ¢alisirken birisiyle ¢alistim: Murat

Aluglu. O da iiniversiteden yeni mezun, 24 yasinda ve

daha 6nceden tanimadigim biri. Her hafta bulugtuk.
O anlatiyor, ben ona gézlemlerimi aktarryorum, o
anlatiyor, ben hayal ediyorum... Gélge karakter gibi.
Acayip bir paylasim oldu.

SY: Yazarligin ve kavramsal, plastik liretiminden

bahsedelim istiyorum. Senin igin imgeler, kavramlar,

onlar1 nesnel kargiliklar bir biitiin olugturuyor.
DG: Yazarlik tarafimi da kesfettim aslinda, dyle
bir sey yoktu. 5 Kisilik Bufet’den beri 6yle bir

sey olustu. Genelde iiretim siireci paralel gidiyor.
Biri 6nce biri sonra degil. Ilk kitap S Kisilik Bufet
daha siirsel monologlardan olugsuyordu. Ama asla

karakterleri taniyamiyorduk. Derinine giremiyorduk.

Hepsi mobilyalarin igerisinde hapsolmustu.
B.I.M.A.B.K.R/de birbirinden kopamayan ii¢ kisiyi
betimledim. Bag harfleriyle andigimiz, tam olarak
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bireysel diinyalarina giremedigimiz kisiler. Loyelow
biraz daha diiz yazi1 / anlat1 seklinde. Daha derinlere
iniyoruz...

SY: Sergi ile birlikte ayn1 isimle bir de romanin
yayinlanacak.

DG: Evet. Norgunk’tan ¢ikiyor. Ayri bir mecra. Ifade
bi¢imlerini diigiiniirken medyaya bolmeyi seviyorum.
Ciinkii bir seye baktiginda “bir sey’, digerleriyle bir
araya geldiginde bagka ‘bir sey’, sonra bunun iizerine
mesela film medyumu girdiginde bagka ‘bir sey’
oluyor. Yani her sey anlatimin pargalari. Anlatinin
tamamu kitapta da degil, sergide de. Ben yaratim
durumuna biraz béyle yaklagiyorum: yapit fikrini
hep koruyarak ama pargalara ayirarak. Her seyin
¢ok pargali oldugu ve boyle parga parga bir yerlerden
tutunabildigimiz bir ¢agda yasiyoruz. Yani tek
mecrada bir sey anlatmak degil de farkli medyumlar
igerisinde o medyumun elverdigi olanaklarla nereye
kadar gidebilecegiyle ilgileniyorum.
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The artist’s seven-year long adventure started
with the text she wrote in 2009 entitled 5 Person
Buffet. Later following the 5 Person Buffet
exhibition at Arter, she made a performance
based on the same text in Hyde Park Art Center
with a group of five sound and instrument
players. Following her second solo exhibition at
Galeri Mana, B.I.M.A.B.K.R, Giil again focuses
in the depths of an unknown character and
invites the viewers to witness with her third solo
exhibition Loyelow at the Pill. In one of the seven
exhibited works, an installation entitled Cosmic
Blue (Waterfall), tiles from our childhood
memories are presented in an unusual Tetris like
form, while tea glasses are filled with rice as a
familiar object; they seem like giving reference to
the action of cupping therapy. In her first video
work Stardust, the oppression and the pollution
that the thirty-year-old individuals today feel
under social agenda, are represented with the
soil that an earth digger throws romantically
and aesthetically over the character. The Young
Prophet in the book who prevents the hose from
winding around in order to let the water flow,
appears in the form of a green hose and winds
around the viewers’ feet in the exhibition space.
A neon parcelled map and the objects within
made out of cement moulds give us data about
the character. This time, Deniz Giil asks her
questions with a one-character presentation
rather than a crowded one at Loyelow.

Saliha Yavuz: In your previous works, everything
started with a text. OR like in your Manuscripts
Don’t Burn installation at the Istanbul Biennale,
you start with research like an anthropologist.
Were you always a writer, were you always
interested in writing?

Deniz Giil: I have been writing since middle
school, high school; I realized I was strong at this
when I started writing articles in high school. I
had always thought, written, and looked for a
statement there, but I had never thought of it

as serious work. To be honest, the will to write
appeared impulsively in 2009. We did a bus and
train trip from Georgia to Armenia, Azerbaijan
and Iran with the Apartment Project. On the way
back, one night I couldn’t sleep because of the

noises and the scenery, so I started writing. I am
writing ever since. Frankly, I didn’t think I would
share these back then. This took me two years.
Later when the 5 Person Buffet exhibition started
to take form, I realized the organic relationship
and made the first step in order to share. Then
followed the rest. So I started to talk in it. Things
have changed within me when I wrote. It started
to change my objects, my images.

On the other side, I am trying to wriggle and
distil without trying to make sense of it. Because
I believe that everything is not understood at
first sight, and that everything develops a space
within its own time and space. I research how
archetypes, and cultural social structures that
wrap us around infiltrate in our individual lives,
in our internal mechanisms, how they objectify,
and what kind of traces can be perceived in the
objects.

SY: Although in the mentioned projects, there

is always a relationship with the text, in general
your creation does not start text-based. How did
it evolve in Loyelow?

DG: My production process does not start
directly from an idea or object. Everything is
intertwined. When I did the 5 Person Buffet, I
didn’t know what I was doing where it would
evolve. Then a theme started to take form.
Loyelow was the sequel of this. Therefore since
seven years, I am within something that has
created its own source. Once it will be completed,
I wonder where it will go. Though the adventure
of 5 Person Buffet will be completed with this
exhibition. There is one more person in my mind,
but it will take years. I am interested in concepts.
If you ask what the source is; you know you see
in the media, you don’t know the content, you
read and you don’t understand what you read...
But you catch a feeling. That is a resource for me.
The cloud of word around me... Apart from that,
concepts are a driving force for me. For instance
the rice in the exhibition... The habits... A hose I
see on the road can be evoking something.

SY: How did you build the Loyelow character? Is
it pure imagination or part observation?

DG: This was a place that surrounded me in

the social dynamics, I was really curious about.
Where? You know those boys gangs you see on

the bus, racing cars in the streets. They modify
their Tofas cars. I worked with someone when

I was writing this book, trying to understand
“what it is”: Murat Aluglu. A 24 years old, new
graduate that I hadn’t known from before. We
met with him every week. He told me things,

I told him about my observations, he told me
again, I imagined... Like a shadow personality...
There was a weird connection between us.

SY: I want to talk about your authorship, and
your conceptual, plastic creation. For you images,
concepts, and their objective equivalents form a
whole.

DG: I actually just discovered my writing side;

I didn’t have that before. This happened after

5 Person Buffet. In general, the production
process goes in parallel. Not one after or before
the other. The first book, 5 Person Buffet was
made of more poetic monologues. Yet we never
knew the characters. We couldn’t go deep within.
They were all imprisoned in the furniture. In
B.I.M.A.B.K.R I described three people that
couldn’t break apart from each other. People we
refer with their initials, whom we couldn’t go
deep in the individual worlds. Loyelow is rather a
prose / narrative. We go deeper...

SY: With the exhibition, a novel of the same title
will be published.

DG: Yes, published by Norgunk. A totally
different medium... I like to divide it in medium
when thinking about forms of expression.
Because when you look at something, you see
“something”, when it comes together with other
things, you see “something else”, and then when
the film medium comes on top, it becomes
“something totally else”. Everything is part of the
narrative. The whole of the narrative is neither
in the book nor in the exhibition. This is how I
approach creativity: by always preserving the
idea of work, yet also by segmenting. We live

in an era when everything is multipartite, and
we can hold on to things piece by piece. Thus I
am more interested in how far we can go with
the opportunities a medium provides us with,

in different mediums instead of expressing
something in one single medium.

LOYELOW SERGISINDEN DETAY / DETAIL FROM LOYELOW EXHIBITION COURTESY OF THE PILL CO IZNIYLE

LOYELOW ARAZILERI / FIELDS, 450 x 300 CM. NEON, PUDRA SEKER , DOKME BETON, SULFRIK ASIT / POWDER SUGAR, CONCRETE CASTS, SULFRIC ACID. FOTOGRAF / PHOTO: CHROMA
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CHARACTER'S FORTUNE

Tarkan Giveli ve Mark Erhan Ge¢im
¢ocukluk giinlerinde, birlikte yapbozun
kayip pargasini ararken, seneler sonra,
2008 yilinda giiglerini birlestirip Mat
Art Studio’yu olusturacaklarini tahmin
ederler miydi bilinmez. Ama aralarina
daha sonra katilan Ali Bilge Akkaya
ile birlikte ¢aligmalarini son siirat siir-
diirmekte, bugiinlerde 10 Karakéy A
Morgans Original’de “Bir ata kralli-
gim!” demekteler.

Sahne karardiginda fisilular artar.
Sahne yeniden aydinlandiginda Lady
Macbeth sagdan girer. Coktan uykuyu
6ldirmiis, elini kana bulamigtir bile.
Ruhunu ele gegiren kotiilitk onu yok
etmektedir.  Higkiriklar1  ¢ighiginin
icinde erirken, agzindan tiyatro tarihi-
nin o unutulmaz repligi dokulir “Cik
elimden korkung leke, ¢ik diyorum
sana!” Lady Macbeth kotiiliigiin batak-
Iigina saplanip kalmigtir. Oraya girmek
icin tek bir adim yeter. Shakespeare’in
yarattigl bir baska karanlik karakter
Kral ITI. Richard da en az Lady Macbeth
kadar acimasizdir. III. Richard’in 1597
yilindaki ilk quarto basimi, oyunu §éyle
tanitiyor: “Kral Ugiincii Richard’in tra-
jedisi; agabeyi Clarence’a karsi cevir-
digi haince entrikalar, masum yegenle-
rini acimasizca katledisi, krallik tahtini
zorbaca gasp edisi, bastan sona tiiyler
irpertici yagsami ve fazlasiyla hak ettigi
olumii.” Shakespeare’in oyunu yazar-
ken, Kralice Elizabeth’in génlinii fet-
hetmek i¢in III. Richard1 yerin dibine

sokmug olabilecegi gibi goriisler var.
Hatta Ingiltere’de bir dénem sirf bu
nedenle Kral Richard’t Aklama Dernegi
bile kurulmus.

Shakespeare’in  yarattugi karanlik
oyun karakterleri kotiiliiklerini birta-
kim gerekgelerle hakli géstermeye ¢ali-
sirlar: Kral Lear’da Edmund, diinyaya
pic olarak geldigi icin, Othello’da Iago,
kendisinin yerine bagkas: terfi ettirildigi
icin, Richard ise carpik oldugu, sevil-
medigi i¢in, yani ‘magduriyetleri’ nede-
niyle, bir anlamda ‘insanliga inat,” hem
diigman bildikleri kisilerden hem de
genel olarak diinyadan intikam almaya
girigirler. Ancak tiim Shakespeare tra-
gedyalarinda perde, daima bu karakter-
lerin trajik sonlariyla kapanir. Bu karak-
terler giiniimiize kadar taginmis; disip-
linlerarast sanat galigmalarinda tema
olarak saptanmugtir.

Geng  sanatgl  ve  tasarimci-
lar1  desteklemek amaciyla  kuru-
lan ARMAGGAN Art & Design

Gallery’nin, Maddenin Halleri 4 sergisi
bu yil III. Richard’dan ilham alan bir
isi izleyici ile bulusturuyor. 27 Eylil — 4
Aralik tarihleri arasinda 10 Karakéy A
Morgans Original’de sergilenen heykel
III. Richard’in “Bir ata kralligim!” rep-
ligini tasiyor. Can pazarinda, iktidar
hirsinin dize gelisini anlatan bu is Mat
Art Studio’nun elinden ¢ikmig. Tarkan

Guveli sergilenen ¢aligmalarini  su
sekilde anlatiyor:
Kral III.  Richard savag

MAT ART STUDIO, BIR ATA KRALLIGIM / MY KINGDOM FOR A HORSE, , METAL, 105 X 135 X 40 CM, 2016

meydaninda, 6lmeden hemen 6nce
“Bir ata kralligim!” diye bagurir.
Zamanla bir kalip haline gelen bu
climle koétiiciil giiglerin iktidar ve
giic hirsini anlatmak i¢in de kulla-
nilir. Basit ve 6nemsiz seylerin yeri
geldiginde kendisinden ¢ok daha
degerli seylerden de 6nemli olabi-
lecegine isaret etmek icin de kul-
lanilan bir deyime de doniigmiis-
tir bu s6z. Bir taraftan da haya-
tin, hayatta kalmanin ve yagamin
degeri ile ilgilidir... Bu iste ise;
III. Richard’in ka¢mak ve hayatta
kalmak icin bekledigi at1 da hayal
ettik biraz. Ayrica fiziksel 6nemi
ve tarihsel konumu tizerinden ¢ag-
rigimlarla da ilerledik.

Farkli disiplinleri bulugturan bir
sanat ve liretim atélyesi olan Mat Art
Studionun kurulug amaci;
lar ve farkli yonlerdeki tasarimcilar ile
¢oziim ortakligi yaratarak proje bazli
sanat ¢alismalar1 ortaya koymaktir. Bir
yandan da tlkenin kamusal alanindaki
sanat yoksunlugu ve tek dizeligi icin bir
seyler yapabilme amacini tagimaktadir.
Mat, hazirladig1 c¢aligmalardan bazila-
rin1 §6yle anlatiyor:

Uzun siiredir  Istanbul ve
Tirkiye’nin dortbir yanindaki otel-
ler, kurumsal yapilar ve 6zel kolek-
siyonlar i¢in ¢esitli yapitlar {ireti-
yoruz. 2016’da Anadolu grubun
Istanbul Kozyatagrndaki AND
plazas: i¢in ii¢ adet anitsal boyda
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demir heykel ¢aligmasi yaptik.

Yesilyurt Polat Otel’in girisi isin yine
demirden biiyiik boy bir heykele imza
attitk. Metex Design ile bir¢ok ortak
calisma yaptik. Ve simdi Matin son
isleri Bir ata kralligim! yine bir otelde,
10 Karakdy A Morgans Original’da ser-
gileniyor. Otel, 19. yiizyilda hastane
olarak kullanilan Biiyiik Balikli Han’in
ta kendisi. Bilyiik Balikli Han, Karakoy
Meydani yakininda Necati Bey Caddesi
tizerinde 1875 yilinda Rum Patrigi II.
Ioakim tarafindan yaptirilmis. Hanin
bulundugu arazide daha 6nceleri bulu-
nan Rum Hastanesi Fatih Sultan Mehmet
zamaninda yapilmis. Daha sonra liman-
dan gelen veba salginlar1 yiiziinden bu
hastane kaldirilmig. Dénemin Rum ban-
kerleri Zografos, Zarifi, Rali, Kazanova,
Hacapulo ve Koronos birleserek Balikli
Rum Hastanesine gelir getirmesi ama-
ciyla bu hani yaptirmiglar. Bat1 mima-
risi 6zellikleri tagiyan yapinin arkasinda
havuzlu bir avlusu ve bu avlu etrafinda
revaklar var. Bina sahip oldugu mimari
ozelliklere ve hafizaya sadik kalinarak
bugiin yeni bir kimlikle hayatina devam
ediyor.

Bir ata kralligim! adindaki heykel ile
sergilendigi mekan arasindaki iligkiyi
Mat Art Studio s6yle degerlendiriyor:

Isin sergilendigi bina orijinaline sadik
kalinarak restore edilmis ve diizenlen-
mig rustik ve tarihi bir bina. Heykelin
iiretim metotlarinda da bilgisayar prog-
rami kullanmadan bagka yiizyillardan

tekniklerle elle hazirlanmasinin mekénla
birlikte iyi yiriiyebilecegini diisiindiik.
Tabii serginin basligi Maddenin Halleri
oldugu icin malzemeyi kendi halinde
biraz ¢ig birakarak izleyiciyle bizim
iiretim asamasinda gordiigiimiiz, tecriibe
ettigimiz durumlar1 paylagmak istedik.
Bunun yaninda, otelin lobisindeki biiyiik
nisin i¢indeki bronz balik yerlestirmesi de
Mat’a ait. Bu i, mekanin gegmisi ile giinii-
miiz arasinda kurulmus bir koprii niteligi
tastyor.

At formu izleyicinin zihninde Truva
atin1 canlandiriyor. Omuzlarinda biiyiik
sorumluluklar tagiyan miicadeleci bir
gladyator veya savas ati imgelemi yara-
tiyor. Mat Art Studio olarak “Bir siire-
dir atélyede at formu/figurii tizerinde
caligtyoruz. Atin giicii, heybeti, bir hayli
yiiksek estetik Ozellikleri, medeniyet-
lere sagladig: biiyiik yararlar ve tarihsel
konumu etrafinda dolandigimiz konulari
olusturuyor,” diyorlar. Ayrica heykelin
iki yaninda kii¢iik araba tekerlekleri yer-
lestirilmis. Heykel, pozu ve genel tavriyla
klasik bir yapiti animsatiyor. Mat Art
Studio, isin i¢ine tekerlekleri sokarak 20.
ytzy1l modernizmi ile klasik tavri bera-
ber ylirtitmeyi diigiinmiis. Heykelin ser-
gilendigi binanin da klasik bir yap1 tize-
rine ¢agdas uygulamalar barindirmasi bu
fikirlerini besleyen &gelerden biri olmus.

Su an kentsel doéniigimiin yasan-
dig1  Goztepe Mabhallesi’ndeki
atdlyelerinde gerceklestiren
Mat Art Studio cevrelerindeki degisen

Sanayi
uretimini

MAT ART STUDIO, TARKAN GUVELI, MARK ERHAN GECIM, FOTOGRAF/ PHOTOGRAPHY: ELIF KAHVECI

goriiniimii su sekilde anlatiyor “Tiim gev-
remiz neredeyse tamamuiyla yikildi. Biz ise
Asterix’deki, ¢evresi Romalilar tarafin-
dan kusatilmis Galyalilar gibi h4la devam
ediyoruz. Fakat 6yle goriiniiyor ki sistem
bizi de yutacak ve yakin bir zamanda yeri-
mizi degistirmek zorunda kalacagiz.”

Mat Art Studio kisisel caligmala-
rint da ayr1 ayri siirdiirmekte. Bu yil,
Contemporary  Istanbul’da  Tarkan
Guveli, Redart; Ali Bilge Akkaya ise
X-ist ile islerini sergileyecekler. Mark
Erhan Gegim ise 2017°deki kisisel sergi-
sine hazirlaniyor. Bir ata kralligim! hey-
keli ise 4 Aralik 2016 tarihine kadar 10
Karakéy A Morgans Original’de izleyi-
ciyle bulusacak.

Kaynak: III. Richard, William Shakespeare, Remzi
Kitabevi, 2004, Istanbul (Ceviri: Biilent Bozkurt)

It is not certain whether Tarkan Giiveli
and Mark Erhan, back in their child-
hood when they were trying to find the
missing piece in the puzzle, would have
guessed that in 2008, they would gather
their forces together and found Mart Art
Studio. Yet today they pursue their efforts
along with Ali Bilge Akkaya who has
joined them, and they scream “My king-
dom for a horse” at 10 Karakdy A Morgans
Original.

As it gets dark on the scene, we hear
more whispers. When the lights are back
on, Lady Macbeth comes on the stage
from the right. She has already killed the
sleep, her hands full of blood. The evil

that confiscated her soul is destroying
her. While her weeping melts down in her
screams, those most memorable lines of
the history of theatre come out her mouth:
“Out, damn’d spot! Out, I say!”. Another
dark character created by Shakespeare,
King Richard III is as cruel as Lady
Macbeth. The first quarto edition of
Richard III in 1597 describes the play as:
“The Tragedy of King Richard the third.
Containing, His treacherous Plots against
his brother Clarence: the pitiful murder
of his innocent nephews: his tyranni-
cal usurpation: with the whole course
of his detested life, and most deserved
death.” There are views suggesting that
Shakespeare could have disgraced Richard
III in order to conquer Queen Elisabeth’s
heart. In fact at some period a founda-
tion was established in the UK to vindi-
cate King Richard.Shakespeare’s dark
play characters always try to justify their
evil acts with some excuses: they try to
get revenge from the world in general and
from the people they see as their enemies,
in ‘obstinacy to humanity’, and because
they are ‘victims” in King Lear Edmund
is a bastard; in Othello, Iago was a victim
because someone else was promoted; and,
Richard was deformed thus unloved. Yet
in all Shakespearean tragedies, the curtain
always closes with these characters’ trage-
dies. These characters were brought to our
days; they were pinned down as themes
in current interdisciplinary art works.
ARMAGGAN Art & Design Gallery,
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founded with the aim to support young
artists and designers, exhibits this year a
work inspired by Richard III at its States
of Material IV exhibition. Exhibited at
10 Karakdy Morgans Original between
September 27-December 4, the sculpture
is entitled “My kingdom for a horse”. Mat
Art Studio created the work depicting the
surrender of the hunger for power. About
the exhibited work, Tarkan Guveli states:
On the battlefield, King Richard
III screams “My kingdom for a
horse!” before he dies. This line that
became a template in time, is used to
describe the hunger for power and
government of evil forces. It has also
become an idiom used to point out
that simple, irrelevant things can
become more valuable than ‘valued’
things when the time comes. It is
also about the value of life, of sur-
vival. In this work, we have also
dreamt of the horse that Richard III
was expecting to escape and to sur-
vive. We also moved with associa-
tions over the physical significance,

and historical position.

The purpose for the foundation of
Mat Art Studio, as an art and production
studio gathering different disciplines; is
to execute project based works of art with
collaboration of architects and design-
ers in other fields. On the other hand, it
carries the purpose of doing something
about the lack of artistic production and
the monotony in the rest of the country.
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About some of the works it exhibits, Mat states:

It’s been a while since we have been producing
several works of art for different hotels, institu-
tions, and private collections in Istanbul and in
Turkey. In 2016, we produced three monumen-
tal iron sculptures for AND Plaza in Istanbul
Kozyatag: belonging to Anadolu Group. We also
produced a big iron sculpture for the entrance of
Yesilyurt Polat Hotel. We were involved in numer-
ous collaborations with Metex Design.

And today their latest work “My kingdom for a horse”
is exhibited in another hotel, 10 Karakéy A Morgans
Original. The hotel is situated in the building of the
Biyiik Balikli Han, used as a hospital in the 19+ cen-
tury. The Han was built on Necati Bey Avenue near the
Karakdy Square in 1875 by the Greek Patriarch Ioakim
II. The Greek Hospital situated on the Han’s zone was
previously built under Mehmet the Conqueror’s reign.
The hospital was then shot down due to plague infes-
tations originating from the port. The Greek bankers
of the time, Zografos, Zarifi, Rali, Kazanova, Hacapulo
and Koronos united their force to build the commer-
cial building for additional revenue to the Balikli Greek
Hospital. Featuring western architecture details, there
is a courtyard with a pool in the back of the build-
ing, and porticos around. The building was renovated
with respect to the original architecture features and
memory, and lives on today with a new identity.

About the relationship of the sculpture and the exhi-
bition space, Mat Art Studio states:

The rustic and historical building where the work is
exhibited was renovated with careful respect to its orig-
inal. We thought that instead of using a computer pro-
gram for the production method of the sculpture, we
should prepare it with ancient techniques by hand. As
for the title of the exhibition, States of Material; we
wanted to the leave the material a little raw in order
to share with the viewer the states that we have seen
and experienced during production. The bronze fish
installation inside the big niche at the hotel’s lobby
also belongs to Mat. The work functions as a bridge
between the history of the space and our day. The horse
form revives the Troy horse in the mind of the viewer.
It created an imagery of a combatant gladiator carry-
ing heavy responsibilities on his shoulders or a war-
horse. They say that they have been working on a horse
form/figure for a while at the studio. The power of the
horse, the glory, and the high aesthetic features; as well
as the benefits it brought to civilizations and its his-
torical position are amongst the subjects they revolved
around. Two car wheels are installed on the two sides of
the sculpture. The sculpture reminds us a classic work
with its posture and general attitude. Mat Art Studio
thought of carrying out 20+ century modernism and
the classical stance together by introducing the wheels
in the work. The contemporary application over the
classical building where the work is exhibited was one
of the elements nurturing the idea. About the chang-
ing view around their studio at the Géztepe Industrial
Zone where urban regeneration takes place, Mat Art
Studio states:

Almost everything is demolished around us. We are
like the Gaulois surrounded by the Romans in Asterix.
But it looks like the system will choke us down and
we will have to change our location. The members of
the Mat Art Studio are each individually working on
their own projects as well. This year Tarkan Guveli will
exhibit his works with Redart while Ali Bilge Akkaya
with X-ist at Contemporary Istanbul. Mark Erhan
Gegim is preparing for his solo exhibition in 2017.
The sculpture My kingdom for a horse will be exhib-
ited at 10 Karakdy A Morgans Original until the 4 of
December 2016.

Reference: Richard III, William Shakespeare, Remzi Publishing House, 2004,
Istanbul
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Melis Agazat, Maddenin Halleri 4 sergisine solo katilan isimlerden biri. Agazatin islerini bugiin
kapanmis durumda olan iki galeri iizerinden hatirlayabiliriz: Outlet — Ihrag Fazlasi Sanat’ta Bir Yaz
Giinii Ogleden Sonra ve Pilevneli Projects’te (imen Ezgisi. Genellikle dokunma hissi odakli islerini her
zaman koku ile beslemeyi tercih eden Agazat, elle boyanmig porselen harfler ve sarjiyla beraber gorii-
len bir diziistii bilgisayardan sonra simdi de deforme olmus paket formunda cam materyali iginden
cikan porselen Jelibon formlariyla karsimiza ¢ikti. Malzeme olarak porselen Agazat’in islerindeki
naifligi sembolize ediyor ¢iinkii kirilgan bir madde. Elle porselen boyama ise Agazat’in uzun zaman-
dir ilgi duydugu bir alan. “Porselen boyalar1 ve boyamalar: yapmak i¢in kullanilan yaglar, boyama
ritiielleri Ortacag’da nasilsa bugiin de ayni. Dogallik ve devamlilik bana cazip geliyor. Elimde onlar1
tek tek boyayarak teknoloji ve zamanin yarigmadigini ispatlamaya ¢aligtyorum. Her yere yetise-
bilmek ugruna adeta paralandigimiz bu dénemde benim igin bir es verme durumu olusturuyor ve
bundan besleniyorum,” diyor. Ortaya ¢ikan figiirler kisisel cocukluk hatiralarindan giinliik hayatta
sik sik kullandigimiz objelere kadar genisleyebiliyor. “Objeleri porselenlestirerek onlar:1 donduruyo-
rum, bir vitrin objesi haline getiriyorum. Biblolastirmak da diyebiliriz bu prosediire. Giincel olani
klasiklestiriyorum bir yerde,” diye devam eden Agazat'in Unutamzyorum isi aklima geliyor; yan yana
gelmis 12 porselen harf ve tizerlerinde tipki jelibonlarin tizerinde gordiigiim gibi mavi ¢icekler var.
Agazat’in kullandig: ¢igek desenleri canli ve estetik ama ayn1 zamanda hiiziinlii ve agirlar. Bellek
tizerinden gidildigi zaman pek ¢cogumuzda ayn1 duygular: uyandiracak bir ikilikten bahsediyorum.
armaggangallery.com iizerinden isi inceleyebilir, hatta satin bile alabilirsiniz.

Melis Agazat is one of the names participating solo to the States of Material IV exhibition. We may
remember Agazat’s work from two galleries that no longer exist today: Afternoon on a Summer Day
at Outlet — Leftover Art Export and The Grass Harp at Pilevneli Projects. Agazat who always likes to
nurture her tactile feeling-oriented works with odor, now appears with her porcelain jelly tots forms
coming out of a glass material in the form of a deformed package, following her laptop with hand
painted keyboard and battery. Porcelain symbolizes naivety in Agazat’s works because it is a fragile
material. Hand painting porcelain is another field Agazat has long been interested in. “The paintings,
the oils used for the painting, and the painting rituals of porcelain have remained unchanged since
the Middle age. The naturalness and the permanency have always appealed to me. By hand painting
them one by one, I try to prove that technology and time are not in competition. In this period when
we’re killing ourselves to reach out every direction, this helps me to make a pause, and it feeds me”
she says. The figures coming to life come from a wide range of objects from childhood memories to
daily life. “By producing the objects in porcelain I freeze them, make a window dressing out of them.
I transform the contemporary into a classic” she continues. I remember her work I Cannot Forget: 12
porcelain letters and blue flowers on top of them just like on the jellies. Agazat’s flower drawings are
alive and aesthetic but still sad and heavy. What I mention is the sort of duality that will arouse sim-
ilar kinds of feelings for most of us when take the path through memory. You may have a look at the
works and even purchase on armaggangallery.com.

MELIS AGAZ AT, ISIMSIZ I, PORSELEN, CAM / UNTITLED I, PORCELAIN, GLASS, 4X 12 X 13 CM, 2016

MARKA
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Xaviera Lopez sosyal medyanin yete-
nek avciligi yoniinden faydalanarak
sesini diinyanin bir¢ok noktasina ulag-
tirdi. Video ve animasyonla sanat oku-
lunda 6grenciyken tanisan S$ilili sanat-
¢inin yolu, 2013’te o zaman yeni ¢ikmis
olan Vine uygulamasi ile kesisiyor.
Boylece yaratici enerjisini 6 saniyelik
dongiilerle diinyayla paylagsmaya bag-
liyor. Uygulamanin, sadece uygulama
icinde liretmeye izin vermesi ve alt1 sani-
yelik siire kisitlamasi onu hayal giicii ve
yetenegin sinirlarini zorlamaya itiyor.
Tim bos vakitlerini Vine i¢in animas-
yon deneyleri yaparak gecirdigi bir yilin
ardindan marka isbirlikleri ve sergi tek-
liflerini degerlendirmeye bagliyor. Bir
animasyonunun uygulamada ‘editoriin
secimi’ olarak sergilenmesiyle bir anda
¢ok genis bir kitleye ulasiyor. Sili'nin bir
sanatg1icin pek gelecek vadeden bir sanat
ortami olmadigindan bu ani gelen gorii-
niirliigiin ona sagladig: iletisim olanak-
larinin oldukga farkinda. Sosyal medya
sayesinde diinyanin hi¢ tahmin etme-
yecegi noktalarina dokunmasini ‘sihirli
déngii’ olarak tanimliyor. Uretmek, pay-
lagsmak, ilham vermek ve benzer ruhlara
sahip insanlar1 kendisine ¢ekmek... Alt1
saniyeye s1gdirdig1 zihin diinyas: kadar

SIHIRLI

LOPEZ'IN

ISTANBU

XAVIERA LOPEZ'S MA¢
BE EXHIBITED IN IST

F

XAVIERA LOPEZ, WELL DONE, 50X70 KAGIT UZERINE MUREKKEP / INK ON PAPER, 2015

sihirli bir déngii bu onun i¢in.

Sanat¢inin animasyonlarindaki devi-
nim parlak bir glines huzmesi gibi giri-
yor izleyenin zihnine. Sézleri gibi ani-
masyonlar1 da insana, ruhlara ve evrene
duydugu coskulu meraki yansitmak
konusunda olduk¢a bagarili. Sanatgi
teknolojiyi, dogadan imgelerin modern
insanin imge hafizasina karigtig1, bicim-
lerin eridigi ve donistiigii bir evren
yaratmak icin kullaniyor. Insani, diin-
yay1 ve evreni, onlarla ilgili degismeyen
tek kural olan degisimin kendisini mer-
keze alarak agiklamaya, yorumlamaya
calisiyor. Sanat¢inin bu agiklama cabasi
kendi ruhunu anlamlandirma istegin-
den koékleniyor. Bunu hemen hemen her
isinde kendi imgesini kullanmasindan
anlamak miimkiin. Iglerine otobiyogra-
fik bir o6zellik kazandiran bu gozlerini
kocaman a¢ilmig esmer kiz, hepimizde
var olan ama sakladigimiz veya bilme-
digimiz i¢ diinyalarimizi aydinlatma
cabas1 olarak beliriyor. Bunun yaninda
bu kadin figiirii, sanat¢inin geng kizlara
kendilerini sevmeleri konusunda vermek
istedigi mesaji da samimi bir gekilde
iletiyor.

Lopez, sanatsal yolculugundan bah-
sederken 1ilgili egitiminin haricinde

ozellikle kendi igsel arayis siirecine
deginiyor. Bu sanat¢inin caligmalarini
yorumlamak i¢in ¢ok faydali bir arag
¢iinkii sanat: hayattan ve kendi benli-
ginden ayrn diisiinemeyen, her seyi bir
biitiiniin bilesenleri olarak algilayan bir
sanatgidan bahsediyoruz... Yoga sanat-
cimin hayatinda bir déniim noktast.
Insanin bedenine ugrayarak ruhuyla ile-
tisime gectigi bir pratik olarak yoganin,
sanat¢inin animasyonlarindaki yalin ve
samimi ifade dilini sagladigini séylemek
mimkiin. Her giin diizenli olarak yap-
ugini soyledigi yoga pratiginde denge
icinde hareket eden beden, yaratilarinda
insanin yagam hevesini ve hayal diinyasi-
nin olasiliklarini teshir ediyor. Bedenin
ve bi¢cimin degisimiyle zihnin olanakla-
rin1 miljdeliyor. Sanat¢1 her zaman derin
denizlerde dolanmiyor tabi... Islerinde
sanat gondermeler sezmek
miimkiin. Ayrica Internet sayesinde
diinyayla entegre olmus bir toplumda
olmanin hakkini vererek bolca popiiler
kiiltiirden besleniyor. Animasyonlarini
izlerken yakaladigimiz o samimiyet ve
tanidiklik hissinin buradan kaynaklani-
yor olmasi muhtemel.

Sanat¢1 animasyonlarinin ¢ikis nok-
tasini eskiz defterinin sayfalarindan

tarihine

yakaladigini soylityor. Cizim yapmaya
dort yasinda baglayan sanat¢inin bu
alana olan ilgisi babasinin da etkisiyle
uzun yillardir artarak devam ediyor.
Oyle ki animasyon formatinda isler iire-
tirken siirecin merkezinde c¢izgiler yer
aliyor. Alt1 saniyelik bir animasyonun
tiretim siirecinde sekiz ile yetmis iki saat
arasinda bir siireyi sadece ¢izim kapli-
yor. Cizdigi figiirleri ise stop motion tek-
nigi ile hareketli goriintiilere doniistiirii-
yor. Sanatc1 bugiin kisisel projelerine es
zamanli olarak urtin reklamlari, kitap
illustrasyonlari, filmler ve miizik video-
larin1 kapsayan genis bir yelpazede iiret-
meye devam ediyor...

Xaviera Lopez insanin, hayatin ve
olasiliklarini  kutlayan bir
sanat¢l. Ayni sanat¢inin Vine seriiveni
gibi yine bir sosyal medya mecras: saye-
sinde, yakinda Istanbullu sanat izleyicisi
de bu kutlamaya ortak olacak. Lopez’i
Galeri BU’da sergi agmasi icin davet eden
Umut Yalim onu Instagram’dan kesfet-
mis... Sosyal medya sinirlar1 yok ededur-
sun, Xaviera Lopez’in enerji dolu ¢alis-
malarini 28 Ekim - 20 Kasim tarihleri
arasinda Galeri BU’da izleyebilecegiz.

evrenin

XAVIERA LOPEZ, SPIRAL BRAID, 100X100 KAGIT UZERINE MUREKKEP /INK ON PAPER, 2016

Xaviera Lopez managed to reach to
many different places in the world by
taking advantage of social media’s talent
scout nature. Chilean artist, who came
across with video and animation in her
art school years, was introduced to Vine
in 2013, a newly released application at
the time. Then she started to pour her cre-
ative energy into six-second video loops
and share them with the rest of the world.
After one year she utilized her every spare
moment to experiment on producing ani-
mations on Vine, she started to review
brand collaboration and exhibition pro-
posals. After one of her animations was
showcased as ‘editor’s choice’ on Vine, she
suddenly reached to a very big audience.
She is well aware of the communication
opportunities that lie within this sudden
visibility, as her country does not have a
very promising arts scene. She defines
this situation as a magic cycle: to produce,
share, inspire and attract souls with sim-
ilar interests... It is as magical as her col-
orful mental world that fits into only six
seconds.

The feeling of motion enters to viewer’s
minds like bright sunlight. Just like her
words, her animations are pretty success-
ful in reflecting her enthusiastic curiosity
towards humans, souls and the universe.
She uses her technical abilities to create a
universe where images of nature mixes to
the images in modern person’s memory,
where forms melt and transform to each
other. She tries to explain and to comment
on the humans, world and universe by
using the only stable rule they have, which
is the change itself. This effort explains
and comments on these concepts stem
from her desire to explore her own inner
world. It is possible to track this from her
own image that she uses in almost all her
work. This brunette with eyes wide open,
which also adds to an autobiographic fea-
ture to her work, appears to be an effort
to enlighten our hidden, invisible inner
worlds. Besides, this figure acts as a sin-
cere tool that conveys the artist’s message
to young girls about loving themselves.

The artist specifically mentions her own
inner quest apart from her education and

experiences. This appears to be a useful
tool to interpret Lopez’s work because
she is an artist who perceives art, life, her
character and everything in between, as
components of a bigger picture. Yoga con-
stitutes a turning point in her life. As a
practice where the person communicates
with her soul through her body, it is pos-
sible to say yoga helped her in creating the
vivid yet warm style of expression. Body,
flowing with balance in her everyday yoga
practice, exposes the enthusiasm towards
life and possibilities of imagination in
her animations. The transformation of
forms and body ushers in the possibili-
ties of mind. She does not always wander
in the depths of human soul though... It
is possible to track art history references
in her works. Besides giving due to living
in a world integrated through Internet,
she draws inspiration from the popular
culture. That is fairly the reason why the
viewer feels a sense of acquaintance when
they observe her work.

The artist finds her departure point
from her daily journals. Drawing since
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age four, her interest towards drawing and
sketches has continued increasingly with
the effect of her father. Lines constitute
the center of her animation works. Such
that, for the production of a six second
animation a time between eight and sev-
enty two hours is allocated just for draw-
ing. Later she gives her drawings move-
ment with stop motion technique. The
artist today, apart from her personal work,
produces in a wide variety of fields includ-
ing product advertisements, book illustra-
tions, film and music videos.

Xavier Lopez celebrates the possibilities
of human, life and the universe. Thanks to
social media, art lovers from Istanbul will
be able to join this celebration very soon.
Umut Yalim who invited her to Galeri BU
for a solo exhibition tells that he discov-
ered her on Instagram and immediately
fell in love with her work... While social
media continue to eliminate borders, we
will be able to watch Xaviera Lopez’s ener-
getic works at Galeri BU between October
28th and November 20th.
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Vis Sanat yeni sezona geng sanatgl
Deniz Sagdi¢in Ready-ReMade projesi
ile giris yapt1. Isik Gengoglu kiratorli-
glinde 4 Ekim 2016’da baslayan sergi,
13 Kasim’a kadar Vis Sanat’ta ziyaret
edilebilecek.

Deniz Sagdig, Ready-ReMade proje-
siyle, sanati, kavramsal ve pentiir olarak
ayrigtiran  tartigmaya  odaklaniyor.
Sanatgi, ¢alismalarinda gérece tiiketil-
mis giinliitk kullanim nesnelerini terk
edildikleriyerden ‘devralip’ sanatin yara-
tic1 dogasinda yeniden var etmeyi amag-
liyor. Sagdig, sanatin kavramsallig: ile
ilgili tartigmalar tizerine yogunlasirken
ayn1 zamanda sanatginin bu siiregteki
rolii izerine olan hesaplagmaya da dikkat
gekmek istiyor. Yiiriirlikte olan sanat
yaklasimi sadece sanati degil sanatciy1
da eser tizerinden tanimlaniyor. Sagdig,
yasadig1 dénem, hayata getirdigi bi¢im
ne olursa olsun sanat¢inin, ilk giinden
beri diisiincesiyle var olduguna vurgu
yapiyor. Sanat¢inin, Ready-ReMade pro-
jesi kapsaminda ortaya cikardigi eser-
lerin her biri birbirinden bagimsiz ice-
riklere sahip. Bir ¢alismasinda evrensel
insan davraniglar1 sorunsallagtirilirken,
bir bagka ¢aligma giincel siyasal hayata
yo6nelik elestiriler tasiyor. Kimi nesne ise,
yalnizca Sagdi¢cin kendilerine atadig:
isimler cergevesinde farkli bir igerige
baglamlaniyor. Sagdi¢in projeyle ilgili
soyledikleri ise son derece agiklayici:

Hazir yapim nesnenin sanata
dahil olmasiyla yaratici eylemin
yerini ditgiinceye biraktigina yone-
lik, kabul edilmis yaklasim; sanat1
yalnizca eser lizerinden degerlendi-
ren bir sanat tarihi okumasidir. S6z

DENIZ SAGDIC, VIS SANAT’IN [ZNIYLE/ COURTESY OF VIS SANAT

konusu yaklagim eseri de sadece
bicim c¢ercevesinde incelemekte-
dir. Béylece hazir yapim nesneyle
bi¢im unsurlarindan siyrilan sana-
tin sadece diigiinceyle, 6nciil ve saf
halini kazandig: ileri siiriilmiigtir.
Ben, Ready-ReMade’de hazir yapim
nesneye bicimsel miidahalelerde
bulunarak s6z konusu yaklagimla
bu anlamda bir ‘hesaplagsmaya’
girisiyorum.

Deniz Sagdi¢ kimdir?1982, Mersin
dogumlu sanatgi 1999 yilinda Mersin
Universitesi Giizel Sanatlar Fakiitesinde
sanat egitimine bagladi. Fakiiltedeki
ikinci yilinda Mersin’de kendi atélyesini
kurdu. Daha 6grencilik yillarinda kendi
atdlyesinde resim egitimleri verdi ve
gesitli sergilere katildi. 2003 yilinda ayni
tiniversiteden, fakiilte birincisi olarak
mezun oldu. Caligmalarini Istanbul’da
sirdiirmeye bagsladigi donemde sanat
cevrelerinin dikkatini ¢ekmekte gecik-
medi, koklii sanat kurumlariyla ortak
galigmalarda bulundu. Cok geng yasta
olgunlastirdigi kendine 6zgii plastik
islubu, kisa zamanda sanat¢inin imzasi
haline geldi. Yapatlari, bir¢cok i¢ mekan
mimari dekorasyon Ogesi ve tasarim
uriinii olarak, farkli sanatgilar tarafin-
dan yeniden iiretildi. Pentiiriin diginda
video, fotograf, yerlestirme yontemle-
riyle iirettigi galigmalar1 da bulunan
sanat¢inin, son dénemde cesitli mekan-
lara 6zel urettigi ti¢ boyutlu ¢aligmalar
da dikkat ¢ekicidir. Bugiine dek dokuzu
kisisel olmak tizere uluslararasi ve ulusal
bir¢ok projede yer alan gen¢ sanatgl
calismalarini Istanbul’daki atélyesinde
stirdiirmektedir.

Vis Sanat started the new season with
artist Denis Sagdi¢’s Ready-ReMade proj-
ect. Curated by Isik Gengoglu, the exhi-
bition that opened its doors on the 4 of
October 2016 can be visited until the 13+
of November at Vis Sanat.

With the Ready-ReMade project,
Deniz Sagdi¢ focuses on the debate that
decomposes art as conceptual and pein-
ture. In her works, the artist ‘takes over’
the relatively consumed daily objects
from the places they were left off, and
aims to bring them to existence in the
creative nature of art. By focusing on the
debate of art’s conceptuality, Sagdi¢ also
wants to draw attention to the payoff on
the artist’s role in this process. Whatever
the period, or the forms that the artist
brings to life, Sagdi¢ believes that the
artist exists with his/her opinion from
the very beginning. Each of the artist’s
works as part of the Ready-ReMade proj-
ect has an authentic context. While in
one of her works, global human behav-
iors are problematized; another one crit-
icizes the daily political life. And some
objects are contextualized to different
contents around names that Sagdi¢ has
given them. What she says about the
project is utterly descriptive:

The granted approach towards
the idea that creative action leaves
its place to opinion with the par-
ticipation of the ready-made object
into art; is a way of reading art his-
tory, evaluating art solely based on
the work of art. The said approach
analyzes the work solely in the
framework of form. It is suggested
that the work of art, wriggling itself
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out of the ‘ready-made’ object, and
‘form’ components, earns itself
through sole opinion, a ‘precursor’,
and ‘pure’ state. I settle my accounts
with this approach in that sense, by
interfering the ready-made object
in form.

Who is Deniz Sagdig?

Born in 1982, in Mersin, the artist
started her training at Mersin University
Faculty of Fine Arts. In her second year
at the faculty, she founded her own
studio in Mersin. While studying, she
started teaching painting in her studio,
and participated to exhibitions. In 2003,
she graduated from the same university
as the top of her class.

It wasn’t too late until she was discov-
ered by the art scene, as she undertook
her work in Istanbul; she did collabo-
rative works with established art insti-
tutions soon after. Her unique plastic
genre that she developed at an early age
became the artist’s signature in no time.
Her works were reproduced by differ-
ent artists, as interior design decoration
and design objects. The artist, who also
produces video, photography, and instal-
lation works other than paintings, has
recently created custom 3D site-specific
objects that drew major attention. With
nine solo exhibitions behind, the young
artist who was involved in many interna-
tional, and local projects, today pursues
her works at her studio in Istanbul.

DENIZ SAGDIG, TAY. AL, 2016, BULUNTU TV, RENKLENDIRILMIS KIRIK AVIZE KRISTALLERI, AYDINLATMA /FOUND TV, COLORED BROKEN CHANDELIER CRYSTALS, LIGHTING, 102 X 66 X 15 CM.

DENIZ SAGDIC, UMRAN, 2016, BULUNTU KASET KAPAKLARI, BOYANMIS PERDE PARCALAR,
CASSETTE COVERS, OIL ON CURTAIN PIECES, 103 X 100 CM.

DENIZ SAGDIC, SIR / SECRET, 2016, BULUNTU BAVUL, HAM KETEN UZERI
YAGLIBOYA, METAL AYAKLAR, FOUND VALISE, OIL ON RAW LINEN, TABLE LEGS
, YERLESTIRME /INSTALLATION , DEGISKEN OLCULERDE / VARIABLE SIZES
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GALERIST

Finlandiya’nin renk

skalasi gridir

Finland’s colour range is grey

Merve Akar Akgiin

Fotograflar/ Photography: Elif Kahveci

MELEK MAZICI, A TOUCH OF YELLOW | BIR TUTAM SARI, 2013, 100 X 100 CM, ACRYLIC ON CANVAS | TUVAL UZERINE AKRILIK

Melek Mazici, Galeri Nev Istanbul’da yedinci kisi-
sel sergisini Beyaz iizerine renkler adi altinda 30 Eylil-
29 Ekim tarihleri arasinda gergeklestirdi. Beyaz iize-
rine renkler sergisi 2016 yilinin en huzurlu sergilerin-
den biriydi. Iskandinav ferahlig: iizerimize serpilirken
Mazicrnin renkleri nasil kullandigini kegfettik. Sergide
yer alan eserleri Goztepe’de sakin ve bol 151kl1 bir atol-
yede tamamlayan sanat¢iyla Marmara Denizinin kiyi-
sinda bulustuk, kimlik, ev, graviir, resim ve Tiirkiye
hakkinda konustuk.

Merve Akar Akgiin: Helsinki’den sonra uzun siire-
dir Istanbul’da olmak ve bu defa burada iiretmek nasil
hissettiriyor?

Melek Mazici: Ben ¢ok seviyorum buralari. Cabuk
ev edinebilen bir insan oldugum icin yagiyor oldugum
yere hemen evim diyebiliyorum. Gé¢men ruhum bana
verilen yeri evim yapiyor. Istanbul’u ¢ok 6zliiyorum,
sadece ii¢ saat uzaklikta olmama ragmen. Resimlerimi
yaptiktan sonra onlara bakarak oturup diiginiriim;
neden béyle cikti bu resimler? Sanirim her defasinda
bilingaltima iniyorum. Helsinki’de ¢alisirken sapsari
ya da kipkirmizi kullandigim zaman oturup diisiinii-
yorum. Ciinkii Finlandiya’nin renk skalas: gridir; sar1
ve kirmizi oralarda zor kullanilan renklerdir. Bazen de
ne kadar ¢ok gri kullanmisim béyle diyorum. Demek
ki benim i¢in 6zlem baglamis, Istanbul 6zlemi... Bu iki

kaltiriin arasinda siirekli gidip gelmek hosuma gidi-
yor. Finlandiya’da bana “Tam bir Akdenizlisin,” burada
da “Sen Iskandinavlagmigsin,” diyorlar. Benim igin bu
capraz denklemin ¢ok pozitif bir algis1 var.

MAA: Bir sanatgi igin iki kiltiir arasinda yasamak
oldukga zenginlestirici olmall.

MM: Evet, 35 yil bir yerde yasayip “Hi¢ degisme-
dim ben; ayniyim,” demek olmaz. Eger oyle ise ¢ok
yazik. Zenginligin yani sira bu ikilik beni 6zgiirlestiri-
yor. Ciinkii bazen de higbir yere ait olmadigimi hissedi-
yorum. Ne o kiiltiire bagliyim ne de bu kiiltiire... “Ben
kimim?” diye soruyorum giiniin sonunda ¢iinkii gercek-
ten sadece bunu merak ediyorum. Bilmedigim seyleri
kesfediyorum. Resimlere baslarken de ayn1 6zgiirliik ger-
cevesinde bagliyorum, kontrol resmin ortasina geldikten
sonra bana geciyor sanki... Eskiz bile yapmadan bagliyo-
rum, bir noktada kendime sinirlar ¢iziyorum. Hatta bir
dénem transparanlik konusu ¢ok ilgimi cekmisti.

MAA: Transparanlik tizerine bir kitap da yaptiniz
ve o kitap Finlandiya'nin en giizel sanat kitabi se¢ildi.
Acaba ne kadar daha i¢ini gérebiliriz sorusunun gevre-
sinde diisiinmek ¢ok giizel. I¢ini gérmek sadece objele-
rin degil, kendinizin de olabilir. Seffaf, yani tamamen
6biir tarafl, oldugu gibi gorityor. Ama seffaf, demek ki
ne olursa olsun arada bir sinir barindiriyor. Aslinda
o seffaflik mutlaka aradaki bir sinirla var oluyor. Bu
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anlamda kitabin arasinda kullanilan gramofon kagitlari
¢ok yerinde goriiniiyorlar. Sizin isleriniz i¢in de béyle bir
sey gecerli midir? Seffaf, tamamen beyaz ama araya ¢ek-
tiginiz bir sinir var midir?

MM: Evet, biliyor musun simdi diigiiniiyorum, bazen
arada bir sinir var diyebilirim. Bazen ise geffafliktan
kompakt bir sekilde ayriliyor ama bagka bir yerden agi-
liyor. Bir senfoni orkestrasi gibi, 6nce hepsi beraber ¢ali-
yorlar, sonra bir keman solo yapiyor, sonra tekrar hepsi
beraber basgliyorlar ama sonra yine bir klarneti solo
duyuyorsunuz. Her zaman bu ritimleri acaba gorselde
nasil tagtyabilirim duygusu var bende.

Higbir sey diisiinmeden bagladigim resimler zamanla
yavas yavas toparlaniyorlar. Bu sergide beyaz renk beni
cok etkiledi. Beyazin iizerine beyaz boyamak ise her
zaman ¢ok ilgimi ceken bir seydi. Bu rengi daha farkli
kullanmak istedim ve béyle bir tema se¢tim kendime,
hemen hemen biitiin resimlerimde beyaz var. Sonra
elbette diisiindiim ben niye beyaz yapiyorum diye ve su
sonuca vardim: Herhalde hayatimda en ¢ok gordiigiim
renk beyaz, Finlandiya’da karin rengi ve karin beyazi-
nin tonlari... Aralik ayindan Nisan ayina kadar sadece
bunu goriyorum.

MAA: Mimar Sinan Giizel Sanatlar Fakiiltesinden
mezun olduktan sonra Finlandiya'ya gidip orada graviir
lizerine egitim alma ve sonra boyaya ge¢me siireci nasil



gelisti?

MM: Graviir, yani baski tizerine bes y1l egitim aldim.
Ik sergilerim burada da graviir alaninda oldu. Hatta
Tiirkiye’de bilinen bir cok sergimde biiyiik boy graviirler
vardi. Sonra bir sene de Isve¢’e burslu gittim. Tiirkiye’de
resim okudugum i¢in, graviirler yaparken bir anda resim
yapma 6zlemim tuttu ve bir giin ani bir karar verdim;
ben artik graviir yapmak istemiyorum, resim yapaca-
gim dedim. Graviirde de resimsel seylere yonelmistim.
Yani boyle klasik baskilar yerine son derece 6zgiir bas-
kilar yapiyordum. Boyutlari ¢cok bityiiktii. Karar verdik-
ten sonra biitiin atélyeyi degistirdim ve resim atélyesi
yaptim.

MAA: Bu karardan memnun musunuz?

MM: Evet ciinkii ¢ok daha 6zgiiriim. Graviir ¢ok
teknik bir alan. Ne kadar o teknikleri yikip resme de
gitsem, yine graviir tekniginin yoluyla gitmek zorun-
daydim. Bu beni sikiyordu. Akademiyi bitirip atélyemi
actiktan sonra resim yapsam da yapmasam da memur
gibi sabahtan atélyeme gider 10 saati doldurmadan eve
dénmezdim. Ciinkii giin 15181 benim i¢in ¢ok 6nemli,
onu ¢ok kullaniyorum. Benim resmimde 151k tek bir
yerden degil her yerden gelir. Isik altinda caligmak
resmin ince tabakalarini gérmek i¢in faydalidir.

MAA: Sizin i¢in Helsinki’de bir giin nasil geciyor?

MM: Sabah uyanir uyanmaz kahve icmek zorunda-
yim; o sirada da gazete okurum. O anlar benim diin-
yayla baglandigim zamanlardir. Bagkalarinin ne yap-
tigina bakarim, sonra kendi resimlerimi diigiiniiriim.
Kalkip atélyeye giderim ve dedigim gibi aksam olma-
dan ¢ikmam. Atdlyede ¢ok miizik dinlerim. Miizik dig
diinyayla benim arama bir duvar 6rer ve ben resmime
konsantre olurum. Daha ¢ok klasik miizik dinlerim.
Ozellikle Bach hayraniyimdir. Helsinki’de gehir rutin-
lerim arasinda at6lyem ile evim arasinda bulunan bir
kafede kahve icmek vardur.

MAA: Galeri Nev’'de ag¢ilan bu yedinci kisisel sergi
kag senelik bir siirece yayiliyor?

MM: Ben Galeri Nev’le 1990’larin basinda, Beral
Madra sayesinde tanigtim. Ilk islerimi Beral’e goster-
mistim; o da begenmis ve “Haldun’la konugmalisin,”
demigti. Okulu yeni bitirdigim senelerdi, tiim islerimi
Haldun’a gotiirdiim ve o da begenince yavag yavas ser-
giler yapmaya bagladik. Yani Tiirkiye benim hayatimda
hep oldu. Bana hep sorarlar “Orasi mi, buras1 m1?” ama
ben her zaman “Ikisi de,” derim. Her iki taraf da benim
islerimi besler.

MAA: Yedi kigisel sergi uzun bir siirece yayiliyor ve bu
demektir ki siz oradaki liretiminizi burayla dikisleyerek

ilerliyorsunuz. O gidis gelisler sizi etkiliyor mu, burasi
i¢in ¢alisiyor olmak size farkli bir sey katiyor mu?

MM: Muhakkak. Ben bu sene ¢ok heyecanliyim
ciinkii 35 sene sonra hayalim gerceklesti. Gegici bir
stireligine de olsa burada da bir atélyem oldu. Ben daha
ziyade orada yaptigim isleri buraya getirdim hep. Isler
cok sakin, dingin ama kuvvetli bir kontrast var icle-
rinde. Sakinligin i¢cinde patlamalar gibi... Bu gelis gidis-
ler bana da, islerime de &yle yansiyor diyebilirim.

MAA: Kitabinizda “Ben resimlerimi anlatmaya ¢alig-
miyorum,” demissiniz, zaten konustugumuz gibi serbest
cagrisimlarla gelen baglangiclarin sonucu ¢ikiyor.

MM: Resimlerimi anlatmak istemiyorum derken
sunu da kastettim, insanlar olarak hepimiz birbirimize
¢ok benziyoruz yani birbirimizden ¢ok farkli degiliz;
hemen hemen ayni seylere agliyoruz, ayni seylere giilii-
yoruz. Ben bir sey yapiyorum ve yaptigim sey kendi
deneyimimden geliyor ama ben bu deneyimleri anlata-
mam. Siz, seyirci olarak benim islerime baktiginizda siz
de kendi deneyimlerinizden yola ¢ikip bakiyorsunuz.
Seyirciyle benim ¢iktigim yol farkli ama bulustugumuz
ortak bir nokta var. Bu hosuma gidiyor. Ozgiirliik ala-
nimi, kendi hikayem ya da ¢ikis noktamla kapatmak
istemiyorum. Sanat herkese agmaktir bence; kapatmak
degil.

MAA: Tiirkiye’nin yarisi kadar yiiz 6l¢iimii olan ama
ormanlarla kapli, niifusu bes milyon olan bir iilkede
yastyorsunuz, nasil kargilagtirirsiniz iki tilkenin sanat
ortamini?

MM: Cok farkli. En basit 6rnek olarak sunu verebili-
rim; Finlandiya’da konserler genelde Gicretsizdir ¢iinkii
miizik herkesin hakki olarak goriiliir. Ayda 60 Avro 6de-
yerek ¢ok iyi bir sanat egitimi alabilirsiniz. Boyle temel
farklara ragmen aslinda Tiirkiye’deki sanat ortamini da
suan ¢ok iyi buluyorum. Iyi sanat¢ilarimiz var. Ben 80’li
yillarda Tiirkiye’den ayrildigim zaman bu kadar ¢ok
olanak ve galeri yoktu, Bienal yoktu. Ama Tiirkiye her
zaman sanatgilar i¢in ¢cok besleyici bir yer olmustur. Bes,
alt1 sene 6nce yurtdigindan bir siirii sanatg1 Istanbul’a
gelmek ve Istanbul’da yasayip iiretmek istiyorlardi.
Miithis bir enerji vardi. Simdi ortam daha farkli.
Finlandiya’da da ¢ok iyi sanatcilar var tabi ki. Orada
sanatgilar1 destekleyen fonlar var. Bu fonlar her zaman
devlet fonlar1 degil, kurum fonlar: da var. En giizel yani
ise karar komitelerinde her zaman sanatcilar da var.
Sanatc1 yalniz degil. Projenizi verdiginizde kurumlar
ilk 6nce sizin ne yaptiginiza bakiyorlar ve size inaniyor-
lar. Siz sonrasinda kimseye tesekkiir etmek zorunda da
degilsiniz. Bilmem anlatabiliyor muyum?
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Melek Mazicr’s seventh solo exhibition titled Colours
on White was open at Galeri Nev Istanbul between
September 30 and October 29. The serenity surround-
ing the exhibition marked 2016 as one of the best in its
own league. Taking a deep breath of Scandinavian fresh-
ness, we explored how Mazici treats the colour range.
The artist had completed her works within a calm and
bright studio located in Goztepe. Meeting by the Sea of
Marmara, we had the opportunity to talk about the con-
cepts of identity, home, engraving, painting and Turkey.

Merve Akar Akgiin: How does it feel tolive in Istanbul
and create here again after a chapter in Helsinki?

Melek Mazici: I love it here. I am that kind of a
person who can immediately call a new place home. The
migrant within me turns everywhere home. And I am
missing Istanbul a lot, although it is mere three-kilome-
tre distance. Once a painting is done, I simply sit and
stare — what it is that actually created them?

I think it is the subconscious that takes control. When
it is full yellow or pure red in Helsinki, I pause and think
twice; because Finland’s common colour range is mostly
grey, yellow or red would hardly appear in paintings
there. There are times when I get surprised how perva-
sive the colour of grey is in my works. That is when I
realize that I am missing Istanbul. It is like commuting
between two cultures. There they tell me “you are a pure
Mediterranean”, whereas I am called “a Scandinavian”
here in Turkey. This equation is what inspires me all the
time.

MAA:In-betweennessshould beafruitfulforce, right?

MM: True. You can’t spend 35 years somewhere and
claim you haven’t changed. It would great pity. Not only
it’s fruitful, it’s also liberating. I feel like I don’t belong
to anywhere; it’s neither here, nor there. I end up asking
“who I am?” because that’s what makes me curious. I
keep exploring all that I don’t know. Starting to paint is
somewhat similar, I freely start. It’s only on the half way
that I take control. I get started even without a sketch,
and then I find my framework. There was a time when I
was very much interested by the concept of transparency.

MAA: You also prepared a book on transparency
and it was selected as the best book on arts in Finland.
Questioning how far and deep we can see is a wonderful
thing. You don’t only see through objects, but also your-
self. Transparent, in other words, the other side is there
to fully see. Yet there exists a border, no matter how thin
it is. Transparency is indeed only possible with a border
in-between. That’s why your use of crepe paper in your
book looks just felicitous. Do these also apply to your a



works? Transparent, completely white, yet there exists a border?

MM: Yes, you know what? Now that I think, I can easily say it sometimes exists.
Yet it has sometimes nothing to do with it, but then it gets involved again. Like a sym-
phonic orchestra... They start altogether, and you have a violin solo, then they play
together again, but then you hear a clarinet solo. I always try to achieve this in my
works.

When I start painting right away, without an initial plan, the theme gradually finds
itself. In this exhibition the colour of white affected me deeply. The idea of painting
on a white background had always attracted me. I wanted to use this colour somewhat
differently and chose this as my theme; now I have white in almost all my paintings.
Then I asked myself why I chose white and here is the answer: I think this colour is
everywhere in my life; the colour of white snow in Finland, and all its shades. From
December till Aprilit’s all I see.

MAA: Graduating from the Faculty of Fine Arts in Mimar Sinan University, going
to Finland for an education on engraving, and starting to paint... How was it?

MM: Engraving, in other words printing... I was trained for five years. My initial
exhibitions in Finland were again mostly engravings. Many of my exhibitions here in
Turkey had big engravings. Then I received a grant and went to Sweden for a year. As I
studied painting in Turkey, but was engaged in engraving alone, suddenly I was caught
by a desire to paint again — and I reached a decision: I am not engraving anymore; from
now on I only paint. I was already getting close to painting in my engravings. Instead
of big scale paintings, I was printing in a much freer way. They were quite big in size.
Following my decision, I re-design my whole studio and prepared it for paintings.

MAA: Are happy with this decision now?

MM: Yes, because I have more freedom. Engraving is a highly technical field. No
matter I much I try to ignore them, somehow I had to stick to them. And it bothered
me. After I finished the Academy and opened my studio, whether I paint or not that
day, I would go there and do not leave before ten hours like a full-timer. Daylight holds
a crucial position for me, and I use it a lot. In my paintings light is not limited to a
single angle, it’s everywhere. Working under the light helps you see subtleties in your
painting.

MAA: How do you spend a regular day in Helsinki’?

MM: I need to drink coffee as soon I wake up; in the meanwhile I read newspapers.
That is when I connect to the rest of the world. I check what others are doing, and then I
start thinking on my own paintings. Then I leave for my studio and as I told you earlier,
I don’t come back until the evening. I listen to music in the studio all day long. It builds

certain wall between me and the rest of the world, and I concentrate on my
paintings. I mostly listen to classical music. I am a big fan of Bach. In my
routine in Helsinki, I drop by at a coffee shop between home and studio.

MAA: How long did it take you to prepare your seventh solo exhibition
for Galeri Nev?

MM: I met Galeri Nev in early 90’s, thanks to Beral Madra. I had shown
my early works to Beral; she liked them and told me to “talk to Haldun”. I
was a fresh graduate, and took all my worked to Haldun. He liked them as
well, and we started exhibitions. So I was always connected to Turkey, some-
how. They always ask me “here or there” but my answer is always “both”.
Both sides contribute to what I do.

MAA: The seventh solo exhibition is a long term project, then. So you
produce and progress in both countries. Does commuting affect you? Does
it contribute to you as you work for Turkey?

MM: For sure. I very much excited this year and my dream came true after
thirty five years. I had a studio here, albeit temporarily. I mostly brought
here the works produced in Finland. They are calm and still, yet they present
a striking contrast. Like explosions within calmness... Commuting contrib-
utes to me to my works in this way, I should say.

MAA: In your book you say “I am not trying to explain my paintings”.
They are, as we were talking a moment ago, the outputs of free associations.

MM: Here is what I meant when I said I don’t want to explain my paint-
ings: humans are quite alike; there are not many radical differences between
us. What makes us cry and laugh is roughly the same. Here I do something,
and it is connected to my own experience; but I cannot tell you these expe-
riences. Looking at my works, you (the viewer) look at them through the
glasses of your own experiences. Our starting points (mine and that of the
viewers) are different but we share something common. And I like this. My
space of freedom should not blur anyone’s vision through my story or my
starting point. Art should open up different paths to different people, not
restrict them into a single option.

MAA: The surface are of forest of Finland corresponds to half of Turkey. And
the country’s population is a mere five million. How would you compare the art
settings in both countries?

MM: Quite different they are. Here is a simple example: Concerts in Finland
are usually for free because music is deemed as a right. You can receive art train-
ing with a monthly amount of sixty Euros. Despite these basic differences, I
actually find the art setting in Turkey quite good at the moment. We have good
artists. When I left Turkey during 80’s, the number of opportunities and galler-
ies was quite low; there was no Biennial. But Turkey has always been a good spot
nurturing artists. Five or six years ago there were quite many artists willing to
come, live, and produce in Turkey. That was an amazing energy. Now it is some-
what different. Of course there are very good artists in Finland, as well. Finland
also offers funds supporting artists. And they are not necessarily state sponsored,
different institutions offer them. The best part is that there are always artists
within the organizing committees. Artists are not alone. When they apply with
a project, committees are primarily interested in what you have already done;
and they believe in you. And then you don’t have to feel thankful to anyone. Do
you see what I mean?

MOZAIK
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Kendi ayagina
kursun sikmak

Shooting ourselves in the foot

Miijde Bilgiitay Fotograf / Photography: Elif Kahveci

Elgiz Miizesi koleksiyonundan eserlerle Basak Senova

kiiratorligiinde Yunanistan’in Midilli adasinda agilan Gegis Cizgilers

sergisi hem carpici kiirasyonu hem de i¢inde bulundugumuz

tarihsel donem nedeniyle, i¢ basinda ve yurt disinda biiyiik ilgi

uyandirdi. Bu baglamda yeniden giindeme gelen Elgiz Miizesi’nin

kurucusu, mimar Can Elgiz ile koleksiyonerligi, koleksiyon

miizeciligini ve Tiirkiye'deki ¢cagdas sanat ortaminin gelecegini

konustuk. Yazinin bagligi, geldigimiz noktay: 6zetliyor...

Bolgesel bir savas tehdidi (en azindan bizim 6miir
stiremiz i¢inde) hi¢ olmadig:1 kadar yakinken, Elgiz
Miizesi'nden eserlerle Yunanistanin Midilli adasinda
acilan In Media Res veya Gegis (izgileri sergisi, “bellek”
ve “alg1” vurgusu yapan bir “diyalog girisimi” olarak da
okunabilir. Kiiratérliigiinii Bagak Senova’nin yaptigi
sergide, Can ve Sevda Elgiz koleksiyonundan Tracey
Emin, Rebecca Horn, Gilbert & George ve Nan Goldin
gibi yabanci ustalarin yani sira, Tirkiye’den Burak
Delier, Giilsiin Karamustafa, Hera Biiyiiktagciyan,
Hale Tenger ve Komet gibi isimlerin resimden hey-
kele, enstalasyondan objeye, fotograftan film ve vide-
oya kadar cesitli mecralardaki yapitlari yer aliyor. Can
ElgiZ’in biiyiik dedesi, Osmanli déneminde Midilli’de
mutasarriflik yapan Halim Bey’in Mytilene belediyesi
tarafindan sanat galerisi olarak diizenlenen konaginda
acilan sergi tarihsel ve mekansal kurgusuyla, bugiin
Tiirkiye’nin Ege kiyilarindan adaya gegen miilteci ger-
cegi ve Lozan tartigmalari kargisinda, ortak gecmise ve
ortak gelecege vurgu yapiyor. 11 Kasim’a kadar devam
edecek olan sergi, hem carpict kiirasyonu hem de
icinde bulundugumuz tarihsel dénem nedeniyle, hem

Curated by Basak Senova with artworks from Elgiz Museum
collection, the Lines of Passage (In Media Res) exhibition at the Greek
island of Lesbos has attracted a lot of attention both in Turkey and

abroad not only because of the current refugee crisis in the region

but also with the impressive artworks on view. We met the founder

of Elgiz Museum, architect Can Elgiz to talk about the exhibition

but ended up discussing art collecting, museum collections and the

future of Turkish contemporary art scene. The above title sums up

i¢c basinda hem de yurt diginda biiyiik ilgi uyandirdi.
Bu baglamda yeniden giindeme gelen Elgiz Miizesi’nin
kurucusu, mimar Can Elgiz ile koleksiyonerligi, kolek-
siyon miizeciligini ve Tiirkiye’deki ¢agdas sanat orta-
minin gelecegini konugtuk.

Miijde Bilgiitay: Oncelikle Midilli’deki sergiden
baglayalim. Sanirim orasi sizin aile ocaginiz...

Can Elgiz: Midilli benim anne tarafimin geldigi
yer. Biliyorsunuz oradaki biitiin Tiirk niifus 1920’lerde
Miibadele ile Anadolu’ya ge¢misler. Bizimkiler de o
zaman orayl terk etmis fakat ¢ok sevilen bir aile ve
orada mutasarriflik yapmaiglar yiiz sene kadar, en son
1900’lerin baglarinda bitmek iizere. Son mutasarrif
Halim Bey. Halim Bey benim dedemin babasi. Halim
Bey’i cok sevdiklerii¢in onun yasadigi konagi, ki anne-
min de dogdugu yer, Halim Bey Konag1 adiyla bir sergi
alani yapmuiglar. Biz yakin zamanda, biraz da ailemi-
zin yagadig yerleri gdrmek icin Midilli'ye gidip gel-
meye bagladik. Bizim sergi alanimiz, Elgiz Miizesi ve
cagdas sanata merakimizi bildikleri i¢in orada sergi
yapmamizi 6nerdiler. Birkag¢ aydir programliyorduk.
Ilkbaharda yapacaktik, yetistiremedik, sonbaharda

our conclusion...

yapiyoruz. Sergi fikri oradan dogdu, yani bizim sanat
merakimiz ve onlarin da adada bdyle uluslararasi bir
sanat aktivitesi yapma talepleriyle bir araya gelindi.

MB: Bakalim nasil bir geri doniisii olacak, ¢cok ilging
bir sergi aslinda...

CE: Cok ilgi uyandirdi, hem Tiirk basininda hem
de yurt diginda. Uluslararas: sanatin Midilli’de olmasi
6nemliydi, c¢linkii onlar daha c¢ok yoresel seyler yapi-
yorlardi, uluslararasi, yurt dis1 sanatgilarla pek fazla
bir irtibatlar1 yoktu. Ada yakin zamanda ulusla-
raras1 sanat diinyasinda biraz taninmaya bagladi.
Tirkiye’den ¢ok sayida gecen miilteciler var biliyorsu-
nuz. Cinli sanat¢1 Ai Weiwei adada bir stiidyo kurdu
ve miiltecilerin bu acikli durumunu canlandiran birta-
kim igler yapti. Hem enstalasyonlar yapti hem de orada
bir anit yapma ¢aligmasinda diye biliyorum.

MB: Siz Tirkiye’nin ilk 6zel cagdas sanat miizesini
2001’de kurdunuz. Belki de aklinizda Turkiye’deki
cagdag sanat ortamina katkida bulunmak gibi bir fikir
vardi...

CE: Evet. Bizim sanatla olan baglantimiz tabii ki
koleksiyonerlik baglaminda. Sanat¢i olmak ya da

galericilik anlaminda degil. Ama bu arada bir 6nceki
paragrafla ilgili bir sey daha eklemek istiyorum. Bana
sanata olan merakimin nereden geldigi soruldugunda,
mimar oldugum, mimarlik egitimi alirken sanat egiti-
minin de kuvvetli olmasi, ailemin de sanatsever olmasi
diyor idim ama, son iki ti¢ senedir Midilli’ye gidip gelir-
ken, dedemin babasi Halim Bey’in de bir filantrop oldu-
gunu 6grendim; hem filantrop hem de sanat destekgisi,
belki kismen de koleksiyoner. Detayin: fazla bilemiyo-
ruz ama ciddi bir meraki varmis o zaman.

MB: Genlerde var o zaman... Peki bu miize bir risk
miydi, 2001 yilinda Tirkiye’de ¢cagdas sanat ortami
nasil gériiniiyordu? Gegen 15 seneye doniip baktigi-
nizda ne goériiyorsunuz?

CE: Her sanat koleksiyonerinin riiyasinda koleksi-
yon paylagma fikri vardir aslinda, ama bizim 2001’deki
baslangic noktamiz koleksiyon paylagmaktan Steydi.
Kurucu direktérligimizii Vasif Kortun yapiyordu.
Geng sanatgilara biraz yer agmay1 amagladik. Ciinkii
ondan 6nce biz koleksiyon i¢in yurt disina gidip gelir-
ken tanistigimiz sanatseverler Tiirkiye’de ¢cagdags sanat
var m1 diye soruyorlardi. O kadar kapaliydik ki 15-16
sene once yurt diginda higbir yerde kimse Tiirkiye’deki
cagdas sanat1 tanimazdi. Bunun Tirk sanatgilar icin
biiyiik bir eksiklik oldugunu, onun giderilmesi igin
de Tiirk sanatcilarin galerilerin digindaki mekanlarda
gozitkmesi gerektigini o zaman kendi kendimize fark
ettik. 2001’de bagladigimiz kiiratoryel sergiler de zaten
koleksiyondan olmayan ama galerilerde de goriilme-
mis sanatgilarla oldu ciinkii galerilerin sanatcilara sergi
yapmasi onlarin atilabilirligiyle dogru orantili bili-
yorsunuz. Bir de Tiirkiye’deki galeriler, tabii hepsini
kapsamis olmayayim ama ¢ogunlugu bilinen sanatgi-
larla ¢aligmay1 tercih ederler; sanat¢1 kesfetme riskine
girmeyi ikinci planda tutarlar. Oyle olunca da geng
sanatcilarin, galerilerde sergilenmemis, adi bilinme-
yen sanatgilarin yer bulma sans1 olmuyordu. Biz bu tip
sanatgilara destek amacli bagladik. O giinlerde yaptigi-
miz sergilerde gériinen sanatgilara doniip bir bakarsa-
ni1z hakikaten ¢ogunun sonradan bir yerlere geldigini
goriiyoruz. Bu ¢ok giizel bir mutluluk. Demek ki yapti-
g1miz seyleri dogru yapmisiz.

MB: Sizce 6zel bir miize koleksiyonu nasil olmali?
Koleksiyonerlerde bir kronolojik gitme egilimi var...

CE: Dogru degil halbuki... Tabii bir egitim kurumu-
nun ya da devletin yaptig1 miizenin bir kronolojik sira-
lamasi, bir baglantilar zinciri olmasi lazim. Bir iilke-
nin veya o kurumun ya da her ne ise onun sanat tari-
hini yansitmasi lazim ama koleksiyoner miizesinde ayni
sey degil. Ciinkii koleksiyoner hi¢bir zaman dama tah-
tasinda bosluk doldurur gibi sanat eseri almaz. Benim
bu karem bos, yani su sanat¢inin su dénemi bende yok,
onu da almalryim gibi bir yaklagim olmaz. Koleksiyoner
her zaman begendigini, sevdigini, mali olarak erisebil-
digini alir. Her seyi gérmesi, her seyi siralamasi, birbi-
rine eklemesi gibi bir kural yok. Onun i¢in koleksiyoner-
lerin miizelerinin veya koleksiyonlarin genelde eklektik
bir yapisi vardir derler. Ki, dogrusu da budur. Bizim de
koleksiyon yapimizda ayni durum var. Neticede bir-
birine baglanti kurmadan edindiginiz ve koleksiyona
dahil ettiginiz eserlerden farkli kiiratérler, farkli baglik-
lar altinda farkli sergiler yapabiliyorlar. Isin giizel tarafi
da bu zaten. Dedigim gibi belli bir tarihsel siraya bagh
olmak sart olmaksizin bir kiiratoryel sergide, koleksi-
yonun derinligine ve zenginligine bagl olarak bir siirii
alternatif ¢ikartabilirsiniz.

MB: Satin alma ve koleksiyona dahil etme kararini
biraz agabilir misiniz? Nasil karar veriyorsunuz? Mesela
bir kiiratére danigiyor musunuz?

CE: Biz alim tercihlerimizi kullanirken kendimiz
karar veriyoruz. Ama sonra koleksiyon i¢inden sergi
diizenlerken bir kiiratorle ¢alisiyoruz. Alim siirecinde
6yle bir danigmanlik veya bilgi arayisina ihtiya¢ yok
clinkii aslinda biz de ¢ok calisiyoruz. Bir sanatseve-
rin oncelikle ¢ok kuvvetli bir kitapligi olmasi lazim.
Yiizlerce kitap, bir siirii dokiiman okumak ve bir¢ok ser-
giyi de gezmek lazim. Zaten koleksiyon olusturmak dyle
bir siire¢ ki, miithis bir sermayeyle ortaya ¢ikip da ben
koleksiyon yapacagim demek veya birilerini gérevlendi-
rip glizel ne varsa al demekle olmuyor. O miimkiin degil.
Cunkii o donemde birbiriyle beraber durabilecek eserler
satista olmayabilir; bu yillarin birikimi.

MB: O se¢im siirecinin duygusunu merak ediyorum,
bir de geriye doniip baktiginizda sizi hangi temalar
cekmis, eliniz nelere gitmis...

CE: Geriye doniip baktiginiz zaman, bazi eserler
icin bunu almigim ama bugiin sergilemiyorum diyorsu-
nuz ama elden ¢ikartmaya da kiyamiyorsunuz. Oyle de
bir sey var. O giin begenerek almigsiniz ama her aldi-
giniz1 dogru aldiniz diye bir kural yok. O kadar da
kuralc1 olmamak lazim. Bu biraz keyifle, i¢cinde bulun-
dugunuz kiiltiirle ve egitimle ilgili. Kendinizi egitirse-
niz sanat alaninda daha dogru alimlar yapabiliyorsu-
nuz. Sonugta aldigimiz hi¢bir eser i¢in niye bunu aldim
demiyorsunuz.

MB: O zaman bu eseri sevdim, fiyat1 da uygun, dyleyse
altyorum diyorsunuz. Bu mudur?

CE: Aslinda budur. Fiyat olarak da erisebilir, ulagabi-
lirseniz, bagka bir kriteriniz yok. Eskiden duvara sigdira-
bilir miyim, eve sigdirabilir miyim kriterimiz de vardu.
Simdi o yok. Fakat biz o sigdiramama durumundan ¢ok
istifade ettik. Koleksiyondaki birkag tane 6nemli, biiyiik
boyutlu eser bu sekilde geldi. Eseri begeniyorsunuz ama
erkenden satilmig olabiliyor. Fakat elimizde bir iki tane
boyle eser var ki alanlar higbir sekilde evlerine sigdira-
madiklar1 i¢in jade etmek zorunda kalmuiglar.

MB: Istanbul gegtigimiz bu 10-15 yil i¢inde diinya
sanat sahnesinde 6nemli bir yer edinmisti. $imdi bak-
tiginiz zaman, hem ekonomik, hem siyasal hem de kon-
jonktiire bagli durumlar nedeniyle bir diigiis var mi1? Ne
gorlyorsunuz?

Bu hem dogru hem de cevaplamasi zor bir soru.
Gelismis ve kokli iilkelerde bir sey yapmak zor, siir-
diirmek kolaydir. Tiirkiye’de yapmak da bir sekilde zor
ama slirdiirmek yapmaktan daha da zor. Bunun degisik
sebepleri var fakat mesela, Tiirk ¢cagdas sanatinin yurt

disinda bilinir olmasi... Bahsettigim gibi biz 2001’de
Proje 4Lyi ilk a¢tigimiz zaman, yurt disinda gittigimiz
fuarlardaki yabanci koleksiyonerler Tiirkiye’de ¢agdas
sanat mi var, niye biz gérmiiyoruz diyorlard: ve bize ¢ok
ac1 geliyordu bu. Bizim Tiirk ve yabanci eserleri yan yana
asmamizin sebebi de zaten, birbirinden geri kalmaya-
cak sekilde mukayese edilebilir olmalari. Hatirliyorum,
ilk kez Sotheby’s’de galiba Haldun Simavinin ¢abasiyla
bir Tirk sanatgilar: satis1 yapildi. Yillar sonra da, rah-
metli Alican Ertug’un cabasiyla yine ya Sotheby’s veya
Christie’s’de (hangisinde oldugunu su an hatirlamiyo-
rum) Tiurk sanatgilar miizayedesi yapildi. Fakat her-
halde hem Alican’in kaybi hem de Tiirk koleksiyonerle-
rin Sotheby’s, Christie’s gibi yurt dis1 miizayedelerdeki
Tiirk sanatgilara ilgi gostermemeleri, belki ben bunu
sanat¢inin kendisinden alirim demeleri veya sanatgila-
rin kendilerinin de direkt satis yapmay: diisiinmeleri bu
firsat1 yok etti...

MB: O ucuza kapatayim kafas1 bizde hep var degil
mi... Emlakeiyi atlatayim, sahibinden alayim...

CE: Ayni onun gibi bir gey... Sotheby’s’e, Christie’s’e o
komisyonu vermeyeyim, sanatgiy1 taniyorum zaten yan
sokakta oturuyor veya Turkiye’deki galerisini bulurum,
pazarlik ederim filan... Ama sanatgilar da bir yerde kendi
ayaklarina kursun sikmig gibi oldular, ¢iinkii sadece
Tiirk sanatgilara yonelik miizayedeler varken, simdi 2-3
sanatciyla Orta Dogu Sanatrnin bir kdsesinde sikigtik
kaldik. Bu iste tamamen mevzi kaybettik. Birdenbire
o koseye itildik. Hep beraber, koleksiyoner, galerici ve
sanatg1 gabasiyla. Kooperatif bir ¢alisma yani! Inanilir
gibi degil. Tiirk sanatcilara yonelik ka¢ tane miizayede
yapildi. Burada tanitimlari yapildi, Ingiltere’de tani-
tuld1. Bu noktaya geldikten sonra kagirilmamasi gereken
bir firsatti.
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While the possibility of a region-wide war is closer
than ever (at least in our lifetimes) the Lines of Passage
(In Media Res) exhibition which was opened at the
Greek island of Lesbos last month can be well read as
a “dialogue initiative” that underlines “memory” and
“perception”. Curated by Basak Senova with artworks
from Elgiz Museum collection, the exhibition features
paintings, sculptures, installations, videos and objects
created by international artists including Tracey Emin,
Rebecca Horn, Gilbert & George and Nan Goldin,
together with well-known Turkish artists like Burak
Delier, Giilsiin Karamustafa, Hera Biiyiiktagciyan,
Hale Tenger and Komet. Hosted at the historical man-
sion of the island’s last Ottoman governor Halim Bey
who was also Can Elgiz’s great-grand father, the exhi-
bition underlines a common past and a common future
with its historical and spatial construct, in the face of
the current refugee crisis at the Aegean Sea and dis-
cussions about the Lausanne Treaty. Having drawn
a lot of attention both in Turkey and abroad not only
because of the current political situation in the region
but also with the impressive artworks on view, the exhi-
bition will continue until November 11 at the Halim
Bey Mansion which was renovated as an art gallery by
the island’s Mytilene municipality. We met with the
founder of Elgiz Museum, architect Can Elgiz to talk
about the exhibition but ended up discussing art col-
lecting, museum collections and the future of Turkish
contemporary art scene.

Miijde Bilgiitay: First, let’s start with the exhibition
in Lesbos. I think you have family ties there...

Can Elgiz: My mother’s ancestral line comes from
Lesbos. As you know the Turkish population at the
Aegean Islands had to leave for Anatolia in 1920s after
the population exchange agreement with Greece. So my
mother’s family had to migrate but since they were the
island’s governors until early 1900s, they were much
loved by the islanders. The last governor Halim Bey
was my great-grand father. Because the islanders loved
Halim Bey, they renovated his old mansion -where my
mother was born- as an art gallery. Lately we have vis-
ited the island a couple of times to see the places our
family had lived. Since they knew about our exhibition
space, the Elgiz Museum and our interest in contem-
porary art, they offered us the mansion to organize an
exhibition. We have been planning this for months. It
was supposed to be in Spring but we couldn’t meet our
deadline so we’re doing it in Fall. This is how the exhibi-
tion idea came about, in other words our interest in art
and their plans to organize an international event at the
island brought us together.

MB: I am really curious about the feedback, it is
indeed a very interesting exhibition...

CE: It draw a lot of attention both in the Turkish
media and abroad. It was important to have an inter-
national event in Lesbos as they had been organizing
mostly local events and had no connections with inter-
national artists. The island began to be known in the
international art scene very recently because of the
refugees crossing the sea from Turkey. Chinese artist
Ai Weiwei established an art studio at the island and
came up with pretty striking works that reanimate the
distressful situation of refugees. He also made instal-
lations and as far as I know he is preparing to build a
monument.

MB: You established the first private contemporary
art museum in Turkey back in 2001. Perhaps you were
thinking of contributing to the development of Turkish
contemporary art scene...

CE: Yes. Our relationship with art is of course lim-
ited to collecting; we are not gallery owners or artists.
But before that, I want to add something to the above
paragraph. When I was asked about the origins of my
interest in art, I used to say that I was an architect and
the art education at the faculty was very good, or I used
to mention my family’s interest in art, but in the past 2
or 3 years, during my visits to Lesbos I learned that my
great-grand father Halim Bey was a philanthropist; he
was a philanthropist, he supported art, and in a sense,
he was an art collector too. I don’t know any details but
he was really into art.

MB: Art is in your genes then... Was opening the
museum a risk in 2001? How was the Turkish contem-
porary art scene in those days? When you look back at
the past 15 years, what do you see?

CE: In fact every collector dreams about sharing their
collection but our starting point in 2001 was beyond
collection sharing. Our founding director was Vasif
Kortun. We wanted to make space for young artists.
Because during our visits abroad, the art lovers we met
used to ask us if there was contemporary art in Turkey.
We were so detached from the world that nobody knew
anything about Turkish contemporary art 15 or 16
years ago. We then realized that this was really unfair
for Turkish artists and in order to remedy the situation,
we thought Turkish artist should be visible not only in
galleries but in other contexts too. In fact the curato-
rial exhibitions we began in 2001 featured young art-
ists who were not in our collection and were not seen
in galleries before, since there is a direct relationship
between the salability of the works of an artist and the
gallery’s readiness to organize an exhibition for them. I
don’t want to make generalizations but most of the gal-
leries in Turkey prefer to work with established artists;
discovering new talents is a risk and has been deemed of
secondary importance. Since this was the case, young,
unknown artists, those who had not taken part in gal-
lery exhibitions, could not find any outlet. Our primary
aim was to support such talents. When you look back
at our past exhibitions, most of the artist who partook
in them are pretty well established now. This is such a
bliss... It means, what we did was right.

MB: How do you think a private museum col-
lection should be conceived? Collectors tend to go
chronologically...

CE: But this is not how it should be... Of course a
state museum or the museum of an educational institu-
tion has to have a chronological system, a chain of con-
nections. It should represent the art history of the coun-
try or the institution, but the same does not apply for
collector museums. A collector never buys an art work
as if capturing the squares in a checker board. This
square is empty so let’s fill it, meaning I don’t have a
piece from this artist’s that period, so I should buy one...
This is not the right approach. Collectors always buy
what they want, like, and afford. They don’t have to see
everything, organize everything and piece everything
together. Therefore it is said that collector museums or
collections have an eclectic structure and this is how
they should be. Our collection is the same. After all, dif-
ferent curators may come up with different exhibitions
with different themes with the unrelated artworks you
have bought and included in the collection and that’s
the beauty of it. As I said, in a curatorial exhibition,
depending on the depth and richness of the collection,
you can come up with a lot of alternatives that may not
necessarily conform with a certain chronological order.

MB: Can you elaborate on the purchasing decision?
How do you decide, do you consult with a curator for
instance?

CE: We make our own purchasing decisions. But
later, when organizing an exhibition we work with cura-
tors. There is no need for such consultation or informa-
tion in the purchasing process because we study very
hard too. First of all an art lover should have a very good
library. You need to read hundreds of books, a lot of doc-
uments and also see a lot of exhibitions. In fact showing
up with an impressive capital or assigning someone to
buy everything that is suitable is not how you build a
collection. That would be futile. Because artworks that
may get along together may not be on sale in a given
period; a collection is built over the years.

MB: I am really curious about the emotional aspect
of the purchase; which themes have attracted you over
the years, what sorts of works you have been inclined
to...

CE: Looking at the past, there are a few art works
that we bought and don’t prefer to exhibit at the moment
but when it comes to selling them off, we don’t have the
heart to do it. This is a reality too. You may have bought
something because you liked it at the time but not every
decision has to be a right decision. You don’t have to
be that prescriptive. It is more about enchantment, the

culture and education you have accumulated. You can
make better art decisions if you educate yourself. At the
end you never regret buying an artwork.

MB: Then if you like an artwork and think it is
affordable, you buy it. As simple as that...

CE: In fact, yes. And if it is affordable, then you don’t
have other criteria. In the past we had to take into con-
sideration the dimensions of it, if we had enough room
at home or not. But now this is not a problem for us any-
more. On the contrary we have taken advantage of that
space problem quite a few times. We've been able to
include a few very large and important artworks in the
collection because of that. You see the work, you want
to buy it, but it may have been already sold. But since
the buyer cannot make room for such a large piece they
have to return and this is where we come in.

MB: In the past decade Istanbul have proven itself as
a center of attraction in the world art scene. Do you see
a standstill or backlash because of the economic, politi-
cal and social state of affairs? What do you see?

CE: This is a good question but also a difficult one to
answer. In developed and long established countries it is
not easy to make something but once made, it is easier
to sustain. In Turkey making something is not easy too,
but it is harder to sustain. There are various reasons for
that but for instance the visibility of Turkish contem-
porary art in the world scene... As I mentioned before,
when we first opened Project 4L back in 2001, the col-
lectors we met at international art fairs used to ask us
if there was contemporary art in Turkey and why they
couldn’t see any art works, and it hurt us very much. The
very reason why we exhibit Turkish and international
artworks side by side is the fact that they are second to
none and perfectly comparable. As far as I remember
the first auction dedicated to Turkish art was organized
by Sotheby’s thanks to the efforts of Haldun Simavi.
Years later, with the help of the late Alican Ertug,
Sotheby’s or Christie’s (I don’t quite remember which
one was it) organized another auction for Turkish art-
ists. However, unfortunately we missed that oppor-
tunity not only because of dear Alican’s passing away
but also because Turkish collectors were not interested
in buying artworks from international auction houses
like Sotheby’s or Christie’s, perhaps because they were
thinking of buying the work directly from the artist
or the artists themselves preferred to sell their works
directly to collectors...

MB: I guess that mindset of getting everything at
a bargain price never goes away... Getting around the
middleman...

CE: Exactly... Let’s not pay that commission to
Sotheby’s or Christie’s, we know the artist, they live
a few blocks from our house anyway, we can find the
Turkish representative and haggle about the price...
But in a way the artists have shot themselves in the foot
because while in the past we used to have auctions dedi-
cated solely to Turkish art, now we are stuck in a corner
of Middle Eastern Art with 2 or 3 well known artists.
We lost our position completely. All of a sudden we were
pushed away to some corner. But this is our own fault,
the result of the collective efforts of the artists, collec-
tors and gallery owners! This is really unbelievable.
There had been auctions solely dedicated to Turkish art-
ists, publicized and promoted both in Turkey and the
United Kingdom. This was an opportunity we shouldn’t
have missed.

NEW BALANCE
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Nil Yalter ile

“Aslinda bu ne kadar sanat, ne kadar belgesel,
ne kadar arsiv... Hepsi tartisilir. Ben bakan-
lara birakiyorum ama surasi kesin ki anlagil-

kayit dis1
kalanin kayd1

Recording oft the record
with Nil Yalter

masl1 cok kolay.”
—Nil Yalter

Nil Yalter’in Tirkiye’de bugiine dek yapilmis en kapsamli sergisi olma
ozelligini tastyan Kayit Disi (Off the Record), ARTERde Ekim ayinda
agild1 ve Ocak ayinin ortasina dek devam edecek. Serginin kiiratorii
Eda Berkmen. Bu sergiyi sanatci ve kiiratorden dinlemek i¢cin, Yalter’in
Tiirkiye'ye geldiginde konakladigi, kardesinin evinde bulustuk. Ikiliyle
cinsel kimlik, kadin, feminizm, 68 olaylari, Paris, savaslar ve go¢ lizerine
konugstuk. Hayatini Paris’te geciren Yalter bu sergi i¢cin Berkmen’le son bir
buguk senedir beraber ¢alisiyordu. Sohbete de beraber calistigiinsanlardan
ne kadar memnun oldugunu anlatarak baglad:.

“Calisan ekip o kadar iyi ki her sey cok giizel gidiyor. Eda ile ser-
ginin ana kavramini ortaya ¢ikartmamiz uzun zamanimizi aldi. Eser
seckisini benim onaylarimla Eda yapti. Bu siirecte diinyanin farkl
yerlerinde bulunan miizelerden ve koleksiyonerlerden 6diing aldigi-
miz isler Istanbul’a geldiler.”

Eda Berkmen, Nil Yalter’le 2011 yilinda Galerist’te ¢aligirken tanismig
ve iligkisini hi¢ kopartmamis. Eda, Nil Yalter’in islerini yakindan taniyan
biri ve gectigimiz seneler icinde sanatginin Ingilitere ve Fransa’da agtigi
sergileri yakindan izleme firsati1 yakalamis. Yalter bunun 6zellikle 6nemli
oldugunu, atdlyesi buyiik olmadigindan her seyin kutular i¢inde muha-
faza edildigini soyliiyor. Dolayisiyla isleri beraber gormenin zor oldugu-
nun altini ¢iziyor: “Ancak bir miize veya galeri ortaminda isler gercekten
goriilebilir.” Uzun siiredir Nil Yalter’le beraber bir sergi diizenlemek iste-
yen ARTER’le bir araya gelisleri ¢ok da zor olmamis. Bugiin ARTER’in
Istiklal Caddesi tizerindeki giizel binasinda izleyebildigimiz Kayt D1z ser-
gisinin temelleri atilmig. Nil Yalter Turkiye’de bir¢ok grup sergisine katil-
mis olmakla beraber ¢ok fazla solo sergi yapmamis. 1994 yilinda Akbank
Sanat’ta Productive Memory ve 2011 yilinda Galerist'te 20. Yiizy:l - 21. Yizy:l
isimli sergilerinden sonra Kay:t Dis:, sanatginin tiglincii solo sergisi ve

hepsinden daha kapsamli olma 6zelligini tasiyor. Sergide Turkiye’de daha
once hi¢ gosterilmemis (Deniz Meslekleri, 1982) islerin yani sira bugiine
kadar hi¢bir sanat mekaninda sergilenmemis bir is de var: Deniz Gezmis
(1972). Eda bu isten bahsederken heyecanlaniyor.

Deniz Gezmis Nil'in 1972 de yaptig1 bir is. 1972 yilinda Tiirkiye’ye
geldigi zaman Deniz Gezmis, Hiiseyin Inan ve Yusuf Aslan’in idam-
lar1 giindemde fakat idamlarin yirtrlige konmasi i¢in meclis tara-
findan onanmasi gerekiyor. Nil bu siireci Istanbul’da kaldig1 yakin
bir arkadaginin odasindan devamli olarak takip ediyor. Dolayisiyla
ortaya cikan isin i¢inde kendi arsivlemis oldugu gazete-dergi kupiir-
leriyle bu odada yapmis oldugu resimler var. Bu isin 6zelligiyse
Nil’in Paris’e déndiikten sonra kalmis oldugu o oday: birebir ayni
sekilde Paris’te tekrar kurmasi. Saint-Germain-des-Prés bolgesinde,
Rue Mazarine’de buldugu tuhaf bir apartmanin doérdiincii katin-
daki i¢cinde ne tuvalet ne de mutfak olan, koridora agilan bir kapidan
ibaret oday: alt1 ay kiraliyor. Burada yaptig: resimleri tekrar odanin
duvarlarina astyor. Bunlarin arasinda kasap kagitlari tizerine ¢izilmis
formlar var, yaz1 var, sifreler var, pentiir var... Nil odanin zeminine
bir tahta koyup tizerinde bir silte seriyor. Bir acte de présence [mevcu-
diyet eylemi] yaratiyor. Son derece kavramsal ve 6nemli bir is. Nil o
dénemde bu odada yagamiyor ama siirekli gidip geliyor ve ¢evresinden
insanlara gosteriyor. Isin mekanla iligkiye gegmesi agisinda ok ilging
clinkii aslinda Nil’in daha sonraki ¢aligsmalarinda aslinda hep geri
doénen bir mekan var. Bu Topak Ev’de (1973) var, Gegici Meskenler’de
(1974-1977) var... Islerin isimleri bile genellikle bir mekani isaret
ediyor; tipki Harem’de (1979 — 1980) oldugu gibi. Sanki o mekanlara
yerlesmek, o mekanlara sahip ¢ikmak istiyor, bir siire i¢in bile olsa.

Bir buguk senelik ¢caligma doneminde Eda, Paris’e sik sik gidip gelmis.
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Nil Yalter de bir yandan diger sergilerine ¢alismis. Paris bulugsmalarinda
Eda ve Nil sabahtan aksama kadar beraber olup, yogun bir sekilde ¢alis-
muiglar. Onun diginda da konugmak igin bolca yeni teknolojilerden yarar-
lanmiglar. Yeni Tate Modern’in agilisinda Londra’da yan yana gelmisler.
Hatta acgilig giiniit ARTER ekibiyle Skype tizerinden toplanti yapilmis ve
bu ekibin yiiziinii gillimseten hos bir an olmusg. Keza Nil Yalter’in Gegici
Meskenler isimli yerlestirmesi yeni Tate Modern’in koleksiyonunda yer
aliyor ve agilis sergisinde de Yasayan Sehirler temasi igerisinde bes diger
sanat¢inin igleriyle beraber yer buldu. Yalter’in alt1 ekran ve yedi kolajdan
olusan bu isi 20 metrelik bir duvar tizerinde sergilendi.

Mekan

Nil Yalter’in diinyasinda tiim isleri birbiriyle baglantili, hepsi birbirine
dogru akiyorlar. Eda ve Nil Yalter Paris’in tam gobeginde yer alan atdl-
yede Deniz Gezmis iizerine galigtiklar: sirada sokaktan sesler duyuyorlar.
Asagrya baktiklarinda, meydanda Cumartesileri yapilan gosteri yiiriiyts-
lerinden birini goriiyorlar. Kiirt haklar1 savunucular bir araya gelmigsler,
masalar kurmus bayraklar1 ¢ikartmis bagiriyorlar. Agresif bir sey degil
ama bir haykirigs var. Tam da Deniz Gezmis'ten bahsederken... Tekrar
‘mekan’ olgusu belirginlesiyor... Nil Yalter, 68 6grenci olaylar1 sirasinda
Paris’te bulunmus. Bu yasanmigligin isleri tizerindeki etkisinin hissedile-
bilirliginden bahsediyoruz. Belki de tekrar ve tekrar ayn1 hisler su iizerine
cikiyor.

“Benim mahallemde yasayan ¢ok Tirkiyeli Kirt vardi. Tirld
islerle ugragirlardi; kimi kahvehane agmis, kimi eskiden konfeksiyon
isinde kagak isciymis simdi yerlesik olmus... Ama birgogu da calis-
tiklar1 konfeksiyon yerlerinin miidiirii olmus. Cok kahve a¢an vardi
o dénem, ¢ok Kiirt vardi o mahallede.”

Serginin ad1 Kayzt Dig1, Ingilizcesi Off the Record. Bu iki deyis arasinda
farklar olabilir. Off the Record Nil Yalter’in inceledigi gesitli kisilere, bilgi-
lere ve mekanlara gonderme yapiyor. Bunlar kayda gegmemisler yani off
the record kalmiglar ¢iinkii bu yaganmigliklar: kayit altina almak, gé¢men
sorununa yakindan bakmak, bu insanlarin yasayis bi¢imlerini ele almak
kimsenin igine gelmemis. O insanlarin kayit dis1 bir taraflar1 var ¢iinkii
cogu yasadisi olarak yasiyor sozii gecen topraklarda. Bir de kayit dis1 kal-
may1 secmek var. Goruldigii gibi o giinden bugiine hicbir sey degismemis.
Yalter’in iglerinin siirekliligi de aslinda buradan geliyor. 44 sene 6nce yapi-
lan isler bugiin de giincelligini koruyor. Bir diger mucizevi taraf ise tiim
bunlarin bugiine kadar saklanabilmis olmalari.

“Bana iglerimi bugiine kadar konserve edebilmem konusunda
¢ok yardimci olan kurumlar oldu. Mesela BNF yani Ulusal Fransa
Kiitiiphanesi biitiin eski videolarimi revize edip dijitale ¢evirdi. Bir
arsiv de degil sanki bir Nil Yalter video kiilliyat: yaptilar. O sayede
isler bu zamanlara kadar gelebildiler. Garip bir sekilde herkes bu

RAHIME, TURKIYE’DEN KURT BIR KADIN, 1979, FOTOGRAFLAR, VIDEO VE QIZIMLERLE YERLESTIRME, 11 ADET CERCEVELIIS, BEZLER, KAIDE, TV MONITORU, DEGISKEN BOYUTLAR
RAHIME, KURDISH WOMAN FROM TURKEY, 1979, INTALLATION WITH PHOTOGRAPHS, VIDEO AND DRAWINGS, 11 FRAMED WORKS, FABRICS, PLINTH, TV MONITOR, VARIABLE DIMENSIONS

islerin ¢ok taze oldugunu séyliiyor. Onu ben sdyleyemem bilmiyo-
rum. Ama sdylemeliyim ki bu isleri ilk yaptigim vakit de ¢ok 6nemli
yerlerde gosterebildim. Ancak sonradan biiyiik bir ara oldu. Ciinkii
gosterildiler fakat sevilmediler. Koleksiyonerler, galeriler sevmedi-
ler ¢iinkii hakikaten off the record idi. Kimsenin gormek istemedigi
seylerdi. Paris ve civarinda yasayan Tiirk ve yabanci is¢ilerin video,
desen ve fotograflarini Paris Bienalinde gosterdim. Gelen gegen
“Kim koyar bunu duvarina,” ya da “Bu sanat degil politika,” dedi.
Simdi birden bire o kadar kaginilmaz bir olay oldu ki biitiin sanat
diinyasi bu konu iizerine diigtii. Aslinda sadece 40 sene evvel olmasi
ilging. Hi¢ bir degisim olmamuis; sorunlarin bazi ayni, nedenleri biraz
degismis. Benim ¢alistigim gruplar zamaninda ekonomik nedenden
gelmislerdi. $imdi bu nedenler arasinda savas da var... 1983 yilinda
Musée d’Art Moderne’de kisisel bir sergi yaptim. Mesela orada da
daha ¢ok Kiirt ve izinsiz konfeksiyon isinde c¢alisan isciler vardi.
Onlarin ekonomik ve ayni zamanda politik nedenleri de vardi.”

Nil Yalter her zaman 6telenmis mevzulara bakiyor. Bunun 6nemini vur-
gulamak ¢ok 6nemli. Bu 6telenmislik ve 6tekilestirilmislik ayni zamanda
zenginlik de getiren bir sey. Sergide yeterince ¢esitleme oldugu i¢in
Yalter’in bu meselelere bakis acisini kavramak ¢ok da giic degil. Sanatgi
hep anlasilir olmus, beraber ¢alistig1 isci gruplarini hep miizelere, galeri-
lere getirtmis. Hatta Yalter hos bir fotograftan bahsediyor: “Elimde giizel
bir fotograf var, Paris’te gekilmis. Iste yer alan herkes gelmis ve duvarda
asil1 olan kendilerine bakiyorlar. Ben bunu hep bilhassa yaptim. Higbir
zaman bu insanlara ben sanat yapiyorum diye yaklagmadim. Aslinda bu ne
kadar sanat, ne kadar belgesel, ne kadar argiv... Hepsi tartisilir. Ben bakan-
lara birakiyorum ama surasi kesin ki anlagilmasi ¢cok kolay.” Eda Berkmen
6nemli bir yerin altini ¢iziyor: “Nil ¢ok 6nemli politik meselelere deginiyor
ama hicbir zaman militanca degil.”

Kadin

Nil Yalter 1975 yilinda Paris’te Dorothée Selz ve Isabelle Champion-
Métadier ile beraber Lutte des Femmes (Direnen Kadinlar) isimli grubu
kurarak feminist savaslar vermis. La Roquette, Kadinlar Hapishanesi (1974),
Rahime, Tirkiyeli bir Kiprt Kadin (1979), Les Rituels (1980 - video perfor-
mans), Ev Kadinlar, Calisan Kadinlar (1981) gibi videolar, sanat¢inin
Bagssiz Kadin veya Gobek Dans: videosunun gosterimi sirasinda tanistigi
Nicole Croiset’yle kadinin hapsi, tére ve go¢men isciler iizerine gergekles-
tirdigi videolardan sadece birkagi. O dénemler yaptig1 calismalarin ardin-
dan mutlulukla ekliyor Yalter:

“Eger bugiin diinyada kadin sanatgilar ¢ok daha rahat galisabili-
yorlarsa benim gibi Avrupa’nin, Amerika’nin, diinyanin farkl yer-
lerinde kadinlarin yapmis oldugu biiyiik ¢aligmalarin kugkusuz
olumlu rolii olmugtur. $imdi déniip bakinca hakikaten eylemcilik
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yapmuisiz diyorum. Kadinlar konusunda sadece Amerika biraz daha
farkliydi ama kalan yerler ayniydi: Kadin sanatgilar1 kimse kabul
etmiyordu. Grubumuzdan iki arkadasimizin vazifesi galeri ve miize-
lerde, biiyiik tematik sergileri gezerek kag erkek, ka¢ kadin katilimei
var diye saymakt1. O zamanlar galerilerde 20 sanat¢1 varsa ya sadece
biri kadindi ya da hig¢biri kadin degildi. Biz tiim bunlarin arsivini
yaptik. Diinya boyleydi. Kadin sanat¢iya giivenilmezdi.”
Kadinlarin hor gériilmesi asirlardir siiregelen bir durum. Erkek her
zaman ustiin olmus. Nil Yalter’in kesinlikle katilarak aktardig: sey var;
o da yeni Tate Modern’in miidiresi Frances Morris’in ¢agdas sanat diin-
yasin1 Boys Club olarak tanimladig1. Bugiin Morris yaptig: sergilemelerde
sanatcilarin yarisini kadin yarisini da erkeklerden segiyor ve bu Avrupa’da
ilk defa oluyor. Bunun iizerine Yalter ekliyor:

“Alman ressam Baselitz kadin ressam olamaz diyor. Yeryiiziinde
iyi bir kadin sanat¢1 yok diyor. Kiyamet koptu. Adam 80’inde ama
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diran kigilerin ortalama %91’i erkek.* Centre Georges Pompidou’da, H'MT [] ”H F[]EME ﬂE q $ b
2009 yilinda, elles@centrepompidon adindaki sergide (Nil Yalter’de sergiye HASAN HUSEYIN & ,
Bagsiz Kadin ve Gobek Dans: ile katilmigti.) Guerrilla Girls’iin gok meshur . 2 :
bir isini ilk defa gérmiistiim. Is 1989 tarihli ve ismi Do Women Have To Be : :
Naked To Get Into the Met. Museum? Biiyiik bir posterin iizerinde Ingilizce,
Kadinlar Metropolitan miizesine girebilmek i¢in soyunmak zorundalar
m1? yaziyor ve devam ediyor: Miizenin modern sanat boliimiindeki sanat-
cilarin %5’ten az1 fakat niilerin %85’i kadin. Bunun konuya ¢ok giizel bir
ornek oldugu hakkinda hemfikir oluyoruz.

Cinsiyet
Islerin giiniimiizde de giincelliginden bahsederken sadece gécten bah- EL KAPILARI (SU GURBETLIK ZOR ZANAAT ZOR SERISINDEN), 1983
settigimizi fark ettik. Halbuki Yalterin ARTER’de yer alan islerinden FOTOGRAFLAR, YAGLI BOYA, BRONZ PIGMENT VE MUKAVVA UZERINE ISTAMPA, 150 CM (CAP)

ESTRANGED DOORS (FROM EXILE IS A HARD JOB SERIES), 1983

Chevalier d’Eon (1978) bir erkegin cinsiyet degisimi girisimini gosteriyor. PHOTOGRAPHS, OIL PAINT, BRONZE PIGMENT AND RUBBER STAMPS ON CARTON, 150 CM (DIAMETER)

Cok erken bir ig. Bugiin bir Caitlyn Jenner var, tiim diinya ondan bahse-
diyor. Konu tekrar giindemde ve tartigiliyor. Cinsiyet tizerinden devam
edersek Amerika’da fransgender tuvaletler giindemi var. Cinsiyet temelli
sorunlarin dogustan oldugu fikrine gitgide yaklagiliyor c¢tinkii giinii-
miizde iig, dort yaslarinda trans ¢ocuklar var ve kesinlikle o bedende ¢ I ; ~ ® 2 ® e

olmak istemediklerini séylityorlar. En biiyiik 6rnek olarak Angelina Jolie ger ugun un y a a

ve Brad Pitt’in ¢ocuklar1 var: Shilo. Kiz ¢ocugu olmasina ragmen toplum

g6zii 6niinde bir erkek profili ¢iziyor. Yalter bu yaklagimin feminist sanat-

cilarin ortaya ¢cikmasiyla bagladigini ileri stiriyor: “Mesela ilk feminist k d t 1 k
sergilerden biri olan WACK! Art and the Feminist Revolution (MOCA) ser- a 1 n S an a g 1 ar 9 O

gisine sanat¢1 Katharina Sieverding, kocasiyla cinsiyet degistirme {izerine

bir isle dahil olmugtu. Ardindan Juan Vicente Aliaga’nin kiirat6rligiinii L I

yaptig1 bir sergi Ispanya’da acildi. Bu da bir kadin sanatgilar sergisiydi t -

fakat bu sefer birkac tane de kendine ayni sorular: soran erkek sanatgi a a ra a a 1 a 1 1

vard1l.” Kimi trans, kimi egcinsel... Yalter’e gore “onlarin da sergide olmasi

cok ilgingti.” Bu konugmalardan sonra tekrardan Yalter’in islerinin kabul b b b

gbérmeyen, 6telenmis konulardan yola ¢iktigini tekrarlayabiliriz, tipk: az y Or arsa e I I 1 I I I gl 1 v -
evvel de degindigimiz gibi Yalter’in hayatinda bunlarin higbiri birbirin-

den kopuk, ayrik degil, hepsi bir arada isliyor ve birbirlerine akiyorlar. ; . 5

“Kadinlarin sanat camiasinda gii¢ almasi belki bu gender sorunlarinin da A k

gliclesmesine paralel gitti, belki bir kesisim var, belki de yok ama ben var rup a n 1 n b ) merl a n 1 n b )
gibi hissediyorum,” diyor sanatgi.

Sokak oo

Nil Yalter, ilk ciddiye aldig1 galeri teklifi olarak 2011 yilinda dahil d f kl 1 -
oldugu Galerist’i séylityor. Daha 6nceki galeri deneyimleri ise tatmin edici u nyan 1 n ar 1 ye r e
gecmemis. Kisisel sergilerini miizelerde yahut kiiltiir evlerinde agmis bu
sebeple. Cok zorlandig1 yillarin basinda ise Paris’e yerlestigi ilk yillar, yani °
1965 ve onu takip eden yillar gelmis. “O zamanlar siz Istanbul’u, kiiltiir rlnde kadlnlarln Yap -
acisindan, tahmin bile edemezsiniz. Ben Robert Kolej’den mezunu oldum.
20 yasindaydim. O dakikadan sonra iiniversiteye gidecek halim yoktu.” v .o .o
Paris’e geldigi yillarda Yalter ‘sokak’la yakinlasiyor. Caligmalar, manifes- 1 d b k
tolar, olaylar... Belki de biitiin bu yaganmislik yillar sonra hayata gecirdigi m 1 § O ug u uyu g a_
afisleme isinin temelini olusturuyor. Nazim Hikmet’in “Su gurbetlik zor
zanaat zor” dizesini ortaya koydugu bir takim afislemeler yapma diisiin-
cesi ilk defa 2012 yilinda Ispanya Valencia’da [ed. espaivisor.com] viicut 1 1 k k
buluyor. Nil Yalter bu dizeyi 1983 yilinda bagka bir isinde de kullanmus; 1 §ma ar ln u§ usuZ
isin ad1 da dize gibi Su gurbetlik zor zanaat zor. Afigleme posterlerden olu-
suyor. Uzerlerinde dért kiigiik kiz, bir kar1 koca ve ogullari ile beraber i »
ti¢ kadin ve ¢ocuklarinin fotograflari var. Bu fotograflar lizerine desen- O u I I I u rO u O l I Iu§tur.
lerle kolajlar yapilmis. Posterlerin lizerinde de afislendigi iilkenin dilinde
Nézimin dizesi yaziyor, kural bu. Ana fikir de bu posterleri guerrilla usulia
sokaklara afiglemek. Fikir galericinin hoguna gidince ilk orada, galerinin
oldugu yorede yapmiglar. Muhitin biraz mutenalagmaya baglamis oldu-
gunu belirterek devam ediyor sanatci:

“Afisleri koyduk, aksam yemegine gittik, dondiik baktik yirtmis- °
lar posterleri hemen. Mahalleli yirtmis. Ertesi giin polis geldi. Cok _Nll ! alter
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SU GURBETLIK ZOR ZANAAT ZOR, ISTANBUL'DA SOKAK AFISLEME SURECINDEN BIR KARE / A STILL FROM WHEN THEY PASTED THE POSTERS IN ISTANBUL

rica ettik, bari agiligta kalsin dedik, tamam dediler ve ertesi giin gelip
hepsini kaldirdilar.”

Ikinciafisleme Hindistanin Bombay sehrinde gergeklesmis. Tanimadig:
bir kiiratériin Nil Yalter’e gotiirdiigii teklif {izerine Yalter DVD iizerinde
Hintge ve Ingilizce olarak hazirladig afisleri gondermis. Tek sart ise afis-
lerin 6ncesinde ve sonrasinda fotograflanmasi olmus. Siire¢ cok iyi islemis
ve halk posterler iizerine eklemeler yapmis. Ugiincii afisleme Viyana’da
gerceklesmis. Yalterin Avusturyali galerisi [ed. galeriewinter.at] sehrin
miize semtinde yer aldig1 i¢in isleyisin daha farkli olacagini bagtan tahmin
etmigler. Afis daha galerinin 6niine asilir asilmaz iri bir Viyanali gelip
avaz avaz bagirmaya baslamis: “Biz burada yabanci istemiyoruz!” Galeri
sahibi Hubert afisleri kaldirmak durumunda kalmis. Ertesi giin afisler
Tirk, Pakistanli ve Kuzey Afrikali gé¢menlerin yasadigi semtlerde duvar-
lara yapistirilmis ve sonug: Posterler kaliyor, eklemeler yapiliyor ve fazla
yirtilma olmuyor. Dérdiincii deneyim Fransanin Metz kentinde, banliyé
semtlerinden biri olan Borny’de hayata gecmis. Borny’de Anadolu Kiiltiir
Merkezi adinda ve yogunlukla Alevi Tirk ve Kiirt kadinlarla oturma
izinleri verilmis Suriyeli miilteci kadinlarin galistig1 bir mekanla isbirligi
icinde yiiriitiilityor ve miithis bir siire¢ yagsaniyor. Kadinlar isi cok benim-
siyor ve bagarili bir afigleme gerceklesiyor. Ancak Yalter son olarak uygula-
diklar1 afislemenin Istanbul oldugu ve ona gére en basarili siirecin burada
yasandigini soylityor. Bu siireci birebir yoneten Eda sézii aliyor:

“Afislemeyi daha ¢ok Beyoglu civarinda yapalim dedik ama
sadece sanat gevresinin ve galerilerin oldugu bir yerden ziyade Omer
Hayyam Caddesinden Tarlabagrna uzanan mahallelere yo6neldik.

Buralarda gé¢men biirolar1 da var ama Levantenlerden kalanlar
var; ¢ok daha 6nceden goég etmis topluluklar da var ama yeni gelen
Suriyeliler de var. Sanki katman katman farkli gézlerden olugmusg
farkli mahalleler gibi hissettik. Buralarda ilk kargilagmalar hep s6yle
gecti: ‘Ay ne yapiyorsunuz duvar mi1 kalmadi?” deyip yaziy1 okuduk-
tan sonra ‘A-a ben de gé¢menim; neredenim sormuyor musun?’ ‘A-a
ne giizel yaptiniz. Yapin, evet, gogmenlik ¢ok zor gergekten,” diyenler
cok oldu. Her goren ¢ok dikkat etti, izledi, mahalleme ne yapiyor diye
hassasiyetle bakti. Burada o sahiplenme de ¢ok var. Tepkiler nega-
tiften benimsemeye gecti ve afigler yeterince uzun kalabildi. Birkag
giin sonra bazi afiglerin iizerine biri ‘Ikametgah izni icin arayiniz’
diye kendi telefonunu yapistirmis. Ilanlar iizerinde, Umut Pansiyon
gibi yatacak mekan reklami yapanlarin miidahalelerini izledik. Nil
zamaninda ayn1 isi Brezilya’da yapmak i¢in de teklif almigt: mesela
ama diinya kupasinin ertesinde Brezilya’da durumlar ¢ok karigikti.
Favelalarda oturanlarla beyaz Portekizliler arasinda miithis gerilim-
ler vardi. Projeyi yapmak isteyenler korkup vazgegtiler. Istanbul’da
ise gayet iyi isledi. Oniimiizdeki Nisan ayinda ise Briiksel’de yer alan
cagdas sanat merkezi WIELS’in projesi olacak.”

Afisleme aslinda bagli bagina bir tez konusu olabilecek kadar genis ve
hassas bir konu. Nil Yalter kendi tirettigi bu projeden bahsederken tam
olarak isimlendiremiyor: “Yerlestirme degil, sokak sanati degil, perfor-
mans hi¢ degil!” Istanbul Modern’de 2011 yilinda gergeklesen Hayal ve
Hakikat - Tiirkiye’den Modern ve Cagdas Kadin Sanatgilar sergisinde Yalter
bu projeyi o6nerdiginde miize kiiratdriinden billboard kiralama fikri

cikmig. Yalter, “Bu isi orada da anlatamadim,” diyor. Oyle ¢ok katmanli
bir is ki bu... Uyumlanan ya da uyumlanamayan bélgeler var; kitadan
kitaya, iilkeden iilkeye, sehirden sehre, hatta sokaktan sokaga degisiyor.
Bu ¢ok katmanli yap1 sosyolojik bir analizi hakkediyor. Bir guerrilla hare-
ket olarak adlandirabilecegimiz afiglemeyi, FRAC Lorraine’in koleksiyo-
nuna katma stirecinden bahsediyor Yalter:
“Ben bu isi ¢ok seviyorum, ¢ok mutlu oluyorum béyle yayildikga.
Bu afislemeler ne kadar giderse gitsin sonunda bir kitap yapmak
istiyorum ama sdylemeden ge¢emeyecegim, bu olayin en yiiksek
noktast FRAC Lorraine olacak. FRAC zaten Fonds Régional d’Art
Contemporain demek yani hem miize, hem de vazifelerinden biri o
bolgenin koleksiyonunu yaratmak. Baginda Béatrice Josse adinda
miithis bir kadin var. Miize ekibi alimlar yapryorlardi ve bana geldik-
lerinde ‘Biz sanal alimlar yapiyoruz ve sizin afisleme projenizi, her
yerde, istedigimiz zaman yapma hakkini almak istiyoruz, dediler.
Anlastik ve is aliyor gibi bir 6deme yaptilar. Kontratimiz var. Tim
sartlar ayni, ayni ciimleyi kullanarak kullandiklar: yerin dilinde
yapacaklar afiglemeyi. Ben de istedigim zaman yapmaya devam
edebiliyorum. Bunun alinmasi tuhaf geldi bana, ben daha evvel
goérmemistim.”

Nil Yalter “Su gurbetlik zor zanaat zor”un kitabini yapmayi arzu ediyor,
tek bekledigi bagka yerlerin de deneyimlenmesi. Briiksel’de gerceklesecek
olan afisleme onu biraz da tedirgin ediyor: “Biliyorsunuz, orada tehlikeli
semtler var. Belki de oray1 segecekler, bu inanilamayacak kadar cesurca.”
Baslangigta tek baglarina yaptiklari bu eylem simdi miize kiiratorleri

tarafindan talep gériiyor. Iki 6rnegi var: Biri ARTER, ikincisi WIELS. Bu
is ortaya ¢iktiginda Suriye meselesi yoktu ama bugiin var. Is anlam kay-
betmiyor; aksine... Cekinceyle belirtiyor Nil Yalter: “Suriye konusunu bazi
hiikiimetler firsat olarak gdriir mii? Bundan kag¢inmak isterim. Diinyada
bu kadar dram olmasaydi yine bu kadar ilgilenirler miydi? Clinkii bu
Suriye isi ¢cok biiyiidii, ii¢ milyon insan ne demektir? Kitalar arasi savag
sebebi olabilir. Bundan dolay: da ilging olur diyen olabilir,” diyor.

Sergi kitab:

ARTER’in yayimladig: Nil Yalter Kayzt Dzys: kitabinda agirlikli olarak
sergiden gorseller ile beraber yazilar da var. Eda Berkmen’in sergiyi sunug
yazisinin yani sira Nil Yalter’in 1973 yilinda tanisip beraber galistig1 ve
etnolojik metotlar1 6grendi etnolog ve antropolog Bernard Dupaigne’in
Gegici Meskenler izerine yazdig: ve sergideki iglerle paralel isleyen yazisi,
avukat Bagak Ertir’iin Chevalier d’Eon’u hukuksal bir bakis agisindan
inceledigi ve cinsiyet degistirme meselesini hukuki a¢idan ele aldig1 yazisi,
Fatos Ustek’in Rahimenin Tiirkiyeli bir Kiirt Kadin isi iizerinden Tiirkiye
is kadinina odaklandig1 yazis1 ve son olarak felsefeci ve tarihgi Philippe
Artiéres’in Yalter’in islerinin geneline baktig: ve iglerde aktivizm, sanat
ve politikanin bir arada nasil islendigini anlattig1 yazisi bulunuyor. Kitap,
Nil Yalter’i anlamak igin okunmasi gerekenlerin 6z bir derlemesi olarak da
goriilebilir.

*artnews.com/2015/10/24/november-postwar-contemporary-auctions-boys-club
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Nil Yalter’s most comprehensive exhibition in Turkey so far, entit-
led Off the Record, opened its doors in October 2016 at ARTER and will
remain open until mid-January 2017. Eda Berkmen curated the exhibition.
In order to hear about the exhibition from the artist, and the curator, we
met at Yalter’s sister’s home where she stays when she is in Turkey. I spoke
with the duo about sexual identity, women, feminism, May 1968 events in
France, Paris, wars, and migration. Yalter who lives in Paris, has been wor-
king with Berkmen for the last year and a half. She started the conversation
by stating how pleased she is with the people she has been working with:

“Our team is very qualified, so everything goes very well. It took
Eda and I a long time to come up with the main concept of the exhi-
bition. Eda did the selection of the works with my approval. During
this process, works that we borrowed from various museums and col-
lectors around the world have come to Istanbul.”

Eda Berkmen met with Nil Yalter in 2011 when she was working at
Galerist, and they have been in contact ever since. Eda is well acquainted
with Yalter’s work as she got to closely follow her exhibitions in the UK and
in France during the past years. Yalter indicates that this was crucial since
her studio is not big enough, and her works are mostly preserved in boxes.
Therefore, she states that it was challenging to see the works all together
in close-up: “Works can only really be viewed in a museum or gallery.” It
wasn’t a coincidence that they teamed up with ARTER since the institu-
tion had always wanted to organize an exhibition with Yalter. The founda-
tions for the Off the Record exhibition that can be visited today at ARTER’s
beautiful building on Istiklal Street were laid back then. Although she has
been involved in numerous group exhibitions, Yalter had not done many
solo exhibitions in Turkey. Off the Record is the artist’s third and most
comprehensive solo exhibition following Productive Memory in 1994 at
Akbank Sanat, and 20th Century — 21st Century in 2011 at Galerist. Along
with works that were not previously shown in Turkey (Les Métiers de la Mer,
1982), we will also get to see a never exhibited work: Deniz Gezmis (1972).
Eda gets excited talking specifically about this work:

“Deniz Gezmis was done by Nil in 1972. In 1972, when she comes
to Turkey, the execution of Deniz Gezmis, Hiiseyin inan and Yusuf
Aslan is on the agenda yet for the death penalty to be applied by the
parliament, the decision first needed to be affirmed. Nil follows this
process from a small room where she stays in Istanbul, belonging to
a friend. Therefore the work includes archived newspaper-magazine
clippings, and the paintings she did in that room. Another feature of
this work is that Nil, when she gets back to Paris, reinstalls the same
room there, in the exact same way. In the room that she rents, with
neither kitchen nor toilets, and a single door opening to a corridor on
the fourth floor of a bizarre building on Rue Mazarine in the Saint-
Germain-des-Preés region, Nil hangs on the wall the paintings that
she creates there as well. Amongst these are forms painted on butch-
er’s papers, texts, passcodes, peinture... Nil puts a piece of wood on
the ground of the room and lays down a mattress. She creates an acte
de présence. It is an ultimately conceptual and important work. At that
period, she doesn’t live in that room but comes and goes very often;
she shows it to the people around her. This is very interesting in terms
of the relationship of the work with the space because in her other
works, there is always a recurring space. We observe this in 7opak Ev
(1973), in Temporary Dwellings (1974-1977)... Even the names of the
works refer to a space, like in Harem (1979-1980). It’s as if she wants
to reside in those spaces, she wants to protect them, even if for a tem-
porary period.”

During one and a half years, Eda often went to Paris. Nil Yalter on the
other hand, kept working on various other projects as well. Eda and Nil got
together and worked for intensive hours. When not in Paris, they made use
of modern technology to be in contact. They got together at the new Tate
Modern’s opening in London. On the opening day, they organized a Skype
meeting with the ARTER team, as they shared a pleasant memory: Nil
Yalter’s Temporary Dwellings was included in the new Tate Modern’s collec-
tion and exhibited at the opening exhibition under the Living Cities theme;
the work made up of seven collages was exhibited on a 20m wall that day.

Space

In Nil Yalter’s world, all works are inter-connected, as if they flow
towards each other. While Eda and Nil Yalter are working on Deniz Gezmis
in the studio at the heart of Paris, voices are heard from the street. When
they look down, they see one of the Saturday protest walks at the square.
Defenders of Kurdish rights were gathered together, set up tables, and were
shouting with their flags. Not aggressively but rather with exclamation.
Right when they were talking about Deniz Gezmis... Again the notion of
‘space’ becomes evident... During the May 1968 events Nil Yalter was based
in Paris. We speak about how the effect of this true-life experience can be
felt on her works. And maybe those feelings reappear again and again.

“There were many Kurds from Turkey living in my neighborhood.
They were in different jobs; one was running a coffee shop, another
illegally working in apparel manufacturing now in legal status... But
most of them have today become managers in those manufacturing
facilities. Many of them opening coffee shops, many Kurds in the
neighborhood...”
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HAREM, 1979, SIYAH BEYAZ VIDEO, 42”
HAREM, 1979, BLACK & WHITE VIDEO, 42”

Off the Record is a reference to the numerous people, spaces and data Nil
Yalter has been analyzing. These have remained off the record because no
one dared to record them, to look closely at the problem of migration, or to
approach these people’s ways of living. Those people have an off the record
side to them because most of them live in illegal status in those regions.
Some also choose to remain off the record. As it seems, today nothing has
changed. This is where the actuality of Yalter’s works comes from. Works
that were created 44 years ago are still current. What’s miraculous is that
all of these were preserved until today.

“There have been many institutions that helped me to conserve my
works until today. For instance BNF, The French National Library,
revised my old videos and turned them into digital. What they did
was not an archive, rather the corpus of Nil Yalter videos. That’s how
the works survived until today. Weirdly enough, I hear people saying
the works are very fresh. I cannot say that, I don’t know. But I must
say when I first created these works; I achieved to exhibit them in
significant places. Then there was a gap. The works were exhibited
but not appreciated. The collectors, and the galleries didn’t really like
them because really they were off the record. They were things no
one wanted to see. I exhibited videos, drawings, and photographs of
Turkish and foreign workers living in and around Paris at the Paris
Biennale. The viewers said, “Who would put these on their walls?” or
“This is not art but politics™. Today it has become so inevitable that
the whole art world started to work over this issue. In fact, it is very
interesting that it was just 40 years ago. Nothing has changed; some
of the problems are the same, only the causes have changed a bit. The
groups I worked with had migrated because of economic reasons at
the time. Now war is one of the reasons... I held a solo exhibition at
Musée d’Art Moderne in 1983. There were also Kurdish and illegal
workers in apparel manufacturing. They also had economic and polit-
ical reasons.”

Nil Yalter is always interested in marginalized subjects. It is crucial to
emphasize the importance of this. The marginalization enriches us. With
enough diversity at the exhibition it is not so hard to comprehend Yalter’s
point of view on these matters. The artist has always been understandable;
she brought the groups of workers she worked with to the museums, and
galleries. She tells us a pleasant memory: “I have a beautiful photograph,
taken in Paris. All of the workers involved in the work are in the museum
and are looking at themselves on the walls. I did this on purpose. I never
approached these people telling them I do art. It can be debated how much
of this is art, documentary or archive... It all can be debated; I leave it to
the viewers... But one thing is certain: that this is easily understood.” Eda
Berkmen emphasizes: “Nil touches upon very important political matters

but it’s never militantly done.”

Woman

Nil Yalter founded Lutte des Femmes together with Dorothée Selz and
Isabelle Champion-Métadier in 1975 and fought feminist wars with them.
La Roquette, Prison des Femmes (1974), Rahime, Kurdish Woman from Turkey
(1979), Les Rituels (1980 - video performance), Women at Work, Women at
Home (1981) are some of the videos that the artist produced along with
Nicole Croiset whom she met during the screening of the The Headless
Woman or the Belly Dance on the imprisonment of women, honor crimes,
and immigrant workers. Following the conversation on her works of that
period, she cheerfully adds:

“If today women artists can more comfortably work in the world, women
like myself who accomplished substantial works in Europe and America,
must have played a major role. Looking back, I can say that we did pure
activism. Only America was a little different in terms of women but the
rest of the world was the same: Nobody accepted women artists. Two of
our friends from the group had the mission to go to museums and galleries
to count how many artists were men and how many women. Back then; if
there were 20 artists in a gallery, just one of them was a woman or none. We
did an archive of all this. The world was such a place. Women artists could
not be trusted.”

Women have been underrated for centuries. Men were always believed
to be superior. Nil Yalter indubitably agrees with Frances Morris, new
director at Tate Modern, when she defines the world of contemporary art
as the Boys Club. Today Morris chooses half of the exhibited artists from
women and the other half from men and it is the first time that this hap-
pens in Europe. Yalter adds:

“The German painter Baselitz says that there cannot be a woman painter.
He says there is no good woman artist on earth. The guy is 80 years old yet
he is an important figure on the contemporary art scene. Nothing new.”

Yes it’s not. On a recent article I read about a research stating that %91
of people raising flags at auctions are men.* In 2009, I had seen Guerrilla
Girls’ well-known work at the e/les@centrepompidou exhibition where Yalter
had her The Headless Woman or the Belly Dance exhibited. The work was
called Do Women Have to Be Naked to Get into the Met? and was dated 1989.
Less than 5% of the museum’s modern art sections are made of women
while 85% of the nude paintings are of women. We agree that this is a great
example for the matter.

Gender

We realized that talking about the contemporaneity of the works we
were solely speaking about migration. Yet one of Yalter’s works, Chevalier
d’Eon (1978) exhibited at ARTER shows the attempt for the gender trans-
formation of a horse. A very early work. Today we have Caitlyn Jenner;
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Northern Africa live and the result: The bills remain, additions made, and
no more tearing down. The fourth experience was in Borny, in the sub-
urbs of Metz, France. The process is undertaken in collaboration with the
Anatolian Culture House, where mostly Alevi Turkish and Kurdish women
as well as legal Syrian immigrants are working and the result is just won-
derful. Women are really involved in the work and the bills are successfully
posted. Yet Yalter adds that the most successful one was in Istanbul. Eda
who personally managed this process begins to tell us about it:

“We wanted to do the work in Beyoglu but not in the gallery dis-
trict; we rather went into the neighborhoods from Omer Hayyam
Avenue towards Tarlabagi. There are immigration offices here but
also buildings remained from the Levantines, communities that
have immigrated long ago, but also newly coming Syrians. It felt
like a neighborhood made up of different layers of drawers. The first
encounters always went like this: “What the hell are you doing? Isn’t
there anywhere else to hang these?’ followed by ‘Oh I'm an immigrant
as well; won’t you ask where I'm from?’ ‘Oh you did great. Do it, yes, to
be an immigrant is very tough really.” Every viewer paid great atten-
tion, and carefully watched what was going on in their neighborhood.
They embraced the work. The reaction went from negative rejection
to embrace and the bills stood there for a long while. A couple of days
later, someone wrote ‘Call for residence permit’ on the posters and
put up his own cell phone number. We watched the interventions of
hostels like Umut Pansiyon on the bills. Nil had gotten the permit to
do the same in Brazil, but following the world cup things were com-
plicated there as well. There was great tension between those living
in the favelas and the white Portuguese. Those who first wanted to
do the project gave up, as they were later scared. It went really well in
Istanbul. Next April, the contemporary art center WIELS in Brussels
will undertake a project.”

Billposting is such a delicate and broad subject that it can further be stud-
ied for a thesis. While speaking about her own project, Nil Yalter cannot
properly name it: “It is not an installation, nor street art, not performance
art at all!” In 2011 when she suggested this project during the Dream and
Reality - Modern and Contemporary Women Artists from Turkey exhibition at
Istanbul Modern, the curators suggested renting a billboard. Yalter says
that “she couldn’t properly introduce the project there either.” It is such a
fragmented work... There are regions where it can be applied; it all changes

Exhibition catalogue

On the exhibition book, Off the Record, published by ARTER, there
are texts as much as visuals from the exhibition. In the book, along with
Eda Berkmen’s introduction of the exhibition, Bernard Dupaigne, ethnolo-
gist and anthropologist whom Yalter met and worked in 1973, and learned
the ethnologic methods from, wrote about Zemporary Dwellings and the
works in the exhibition; lawyer Bagsak Ertiir analysed Chevalier d’Eon and
undertook the matter of gender transformation from a lawyer’s perspec-
tive; Fatos Ustek wrote a text focusing on women at work in Turkey lead-
ing from the work Rahime, Kurdish Woman from Turkey; and finally phi-
losopher and historian Philippe Arti¢res wrote a general review of Yalter’s
works, and explained how activism, art and politics are co-functioning in
her works. The booklet can be perceived as a core-compilation of all the
things that need to be read in order to comprehend Nil Yalter.

*artnews.com/2015/10/24/november-postwar-contemporary-auctions-boys-club

from continent to continent, from country to country, from city to city, or
even from street to street. This multi-layered structure deserves a sociologi-
cal analysis. She tells us about FRAC Lorraine’s addition of this billposting
project that we may call to be a guerrilla move, into its collection.

“Ilove this work, I love that it spreads around. However long it may
take, in the end I want to make
a book out of it; I cannot stop NIL YALTER, TOPAK EV, 1973
but tell you that the highest
point will be FRAC Lorraine.

FRAC is Fonds Régional d’Art
Contemporain, meaning it’s
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the whole world speaks of her. The subject is back on the agenda and still
debated. We now have transgender restrooms in the USA. We are get-
ting closer to the consensus that gender based problems are there by birth
because we see three, four-year-old trans kids and they definitely do not
want to be in their bodies. A very good example is Shilo; Angelina Jolie
and Brad Pitt’s child. Although she is born a girl, she is portraying herself
as a boy in front of the public eye. Yalter claims that this approach started
with the appearance of feminist artists. At one of the first feminist exhi-
bitions, WACK! Art and the Feminist Revolution (MOCA), artist Katharina
Sieverding exhibits with her husband a work on gender transformation.
After that, an exhibition curated by Juan Vicente Aliaga opens its doors
in Spain. This is another women artists’ exhibition yet this time, there are
a couple male artists asking themselves the same questions. Some of them
are transmen, some gay. According to Yalter “it was very interesting for
them to be involved”. After all these talks, I may repeat that Yalter’s work
focuses on the unaccepted, marginalized subjects; like previously said,
none of these are disconnected, they all process together, and flow towards
each other. “The empowerment of women in the art world was maybe in
parallel to the empowerment of the gender issues; maybe there is an inter-
section and maybe not but I feel like there is one” says the artist.

Street

Nil Yalter says that the offer she got from Galerist in 2011 was the first
serious offer. Her previous gallery experience had not been satisfactory.
That is why she opened her solo exhibitions in museums or culture houses.
The years when she struggled the most were her Parisian years; 1965 and
so on. “You cannot even imagine Istanbul at the time, in terms of culture. I
graduated from Robert College. I was 20 years old. I couldn’t have gone to
college here after that.” During her years in Paris, Yalter gets closer to the

‘street’. Conflicts, manifestos, events... Maybe all of these life experiences
have laid the foundation of her poster works. The thought of creating bills
with Nazim Hikmet’s “Exile is a hard job” written on first appears in 2012
in Valencia, Spain (ed. espaivisor.com). Nil Yalter used this verse in 1983
in a different work; that was also the name of the work itself. The bills are
made of posters. There are the photographs of four little girls, a husband
and wife, and their son along with three women and their kids. Collages
are made on these photographs with drawings. On top of the posters,
Nazim’s verses are written in the language where the bills are posted; that
is the rule. The gist here is to put these bills up in guerrilla moves. When the
gallery owner liked the idea, they started posting in the region where the
gallery is. Stating that the region had started to being gentrified, she adds:
“We posted the bills, went to dinner; when we came back we real-
ized that the posters were torn down. The neighbors had done it. The
next day police came by. We kindly asked to keep them atleast during
the opening night; they said OK and the next day they tore them all
down.”

The second billposting took place in Mumbai, India. Upon the offer of
an unknown curator, Yalter sent the bills that she prepared in Hindu and in
English on DVD’s. The only condition was to photograph them before and
after. The process went really well and the public has done some additions
on the posters. The third one took place in Vienna. Since Yalter’s Austrian
gallery (ed. galeriewinter.at) was situated in the museum district of the city,
they thought the process would be slightly different. As soon as the bills
were posted on the wall in front of the gallery, a heavily-built Viennese man
came by and started yelling: “We do not want foreigners here!” Hubert, the
gallery owner had to remove the bills. The next day, the bills were posted
on the walls of the districts where immigrants from Turkey, Pakistan and

NIL YALTER, EL KAPILARI (SU GURBETLIK ZOR ZANAAT ZOR SERISINDEN), FOTOGRAEF, YAGLI BOYA, BRONZ PIGMENT VE MUKAVVA UZERINE ISTAMPA /

PHOTOGRAPHY, OIL PAINTING, BRONZ PIGMENTS AND INKING PAD ON CARDBOARD CAP/DIAMETER: 150 CM, 1983, DETAY / DETAIL
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CROISET RAHIME
TURKIYELI KURT KADINI
/ KURDISH WOMAN FROM

both a museum and one of its
missions is to create the col-
lection of a specific region. A
wonderful woman is directing
it: Béatrice Josse. The museum
team was doing some buying,
and when they came to me
they said: “We are doing vir-
tual buying and we want to
buy your posters project; we
want to buy the rights to per-
form this project whenever and
wherever we want. We made a
deal and they made a certain
payment. We have a contract.
All the conditions remain; they
will use the same verse and in the language of the country where it is
applied. I can continue doing it myself as well. This was weird to me,
it is the first time that I experienced this.”

Nil Yalter wants to make a book out of ‘Exile is a hard job’; all she expects
is other places to be experienced as well. The poster project in Brussels wor-
ries her: “You know there are very dangerous neighborhoods there, maybe
they will choose one of them; it is very courageous.” Museum curators, now
demand this action they performed by themselves at the beginning. There
are two examples: One of them is ARTER, and the second is WIELS. When
it first appeared the Syrian issue was not on the agenda but today it is. The
work does not lose of its meaning; on the opposite... Nil Yalter states with
reservation: “Would some governments see the Syria subject as an oppor-
tunity? I would want to abstain from it. If there weren’t so many dramas in
life would they still be interested? Because the subject of Syria got bigger:
three million people! It may be a cause for inter-continental war. There
maybe people who think this is interesting because of this”.

Topak ev

Yalter sanat hayatina 1956’11 yillarda bale, pantomim, tiyatro gibi o dénem i¢in
atipik seylerle baglamis. Organik bir gecis olarak tanimladig: siiregte soyut resimler
yapmaya baglamis ve Paris’e gidince de tiim bunlarin digina ¢cikmis. O dénemde kav-
ramsal sanatgilar1 taniyip, islerin ¢ok baska yerlere gittigini fark etmis. 18 yasinda
Simone de Beauvoir okuyan bu geng kiz, feminizmi sadece kendine bakis olarak
tanimlamamis, kendisini Marksist-feminist olarak konumluyor. Konusurken ken-
diliginden hatirliyor “Insanlar bana Cadi1 neden yaptigimi sorduklari zaman;
cevap veremiyorum. Tam Deniz Gezmis'ten sonra... Nigde’ye gittim... Cadirlarda
oturdum, evet. Ondan sonra baktim ki ¢cadirlarda oturan kadinlarin kocalari, erkek
kardegleri ya Istanbul’a gecekondulara ya da Almanya’ya gitmisler. Gecekondu
orada gegici mesken oluyor. Almanya’ya gidince de gog oluyor... Bilmiyorum ¢adir1
tam olarak neden yaptim. Tuvalden ¢ikip ¢adir yaptim. O zaman ismi yerlestirme
de degildi, environmental art deniyordu. Kendimi daha iyi ifade edebildigimi diigii-
niiyordum. Beni fotografa iten de bu olmugtur her zaman. $imdi analizini yapinca
bunlar ¢ikiyor.”

Yalter started her art in 1956, with atypical activities such as ballet, pantomime,
and theatre. During this transition that she calls organic, she started doing abstract
paintings and when she went to Paris, she completely changed direction. By getting
to know the conceptual artists of the time, she realized that things are going another
direction. This young girl reading Simone de Beauvoir at the age of 18 did not just
define feminism as a look at her self; she defined herself as Marxist-feminist. While
we were chatting, she reminded herself: “When people ask me why I did the tent, I
cannot answer. Right after Deniz Gezmis... I went to Nigde... Yes I satin tents. Then
I saw that the husbands and brothers of those women sitting in tents either went to
Istanbul to live in slums or to Germany. The slums are temporary residences. When
they go to Germany it is called immigration... I do not exactly know why I did the
tent. I went out of the canvas and did the tent. Back then it wasn’t called an instal-
lation, it was called environmental art. I thought I could better express myself. This
was also what led me to photography. I can see this now that I can observe myself.”
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ozun gorduguni

Can cuqtals

Crac

yes already se

Naz Cuguoglu

Ayak bileklerime kadar bal¢iga batmisim. Hep kag-
maya ¢aligmisim ama bagaramamisim. Yillardir sakla-
maya calistigimiz tium kirler, atiklar simdi yavag yavas
beni igine ¢ekiyor. Kagmaya ¢alismak anlamsiz. Bu
balgikta ilerlemek imkansiz.

Insanligin orta gagdan beri gérmezden gelmeye
calistigi, burun kivirdigi, kendine ait gérmedigi lagim
artik bu sehrin tiim deliklerinden ¢ikarak bana dogru
yaklagiyor. Kentin haritasini ¢ikariyor, ge¢misin tarihi
bu defa siibjektif olmayan bir sekilde Oniime seri-
yor. Bu kentin kiiltiirel mirasini, ge¢mis davranigla-
rimizin tiim sonuglarini i¢inde tagiyor. Tarihimizden
kacamay1z, yavasca anliyorum. Yasadigimiz cograf-
yada yasanmis ve halen yasanmakta olan acilar1 gor-
mezden gelmeye ¢alistigim gibi gézlerimi kapiyorum.
Lagimin kokusu burnuma doluyor. Aci kokar, anliyo-
rum. Suyun olusturdugu kabarciklar insan kitlelerinin
¢ikardig1 derinden gelen sesi animsatiyor. Aci seslidir,
hissediyorum.

Halbuki ben zamanin sonsuzluguna dogru akan,
berrak bir su hayal etmistim. Tam tersine ¢ikan balon-
cuklar, zamanin akigkanligini sekteye ugratiyor, tipki
uzaktan sesini duydugum savagin aci dolu sesi gibi,
tipkt dogdugu topraklardan bilinmeyen diyarlara gég
etmeye zorlanan insanlarin iizerinde yolculuk yaptigi
karanlik su gibi. Ayni denizden kopup gelen bu dere, o
insanlarin sesini bana ulastirtyor.

$imdi ben evimden getirdigim, ucu dantelli, beyaz
bir perde ile bu suyu kapatmaya ¢alisiyorum. Bu perde
evimin mahremiyetini, son zamanlarda tizerinde kont-
roliinii kaybetmekte oldugum kamusal alanlarin kay-
bolmakta olan kiitlesiyle yiizlestiriyor. Beyaz perde,
golgelemeye calistig1 derenin lizerinde yavascga salinir-
ken gizlemeye ¢aligtig1 pisligin bir parcasi haline geli-
yor. Birbirlerine degdikleri noktada biiyiik bir anlas-
mazlik yaganmaya bagliyor. Perdenin gegirgen yiizeyi
bu kiri sadece maskeleyebiliyor, tamamen ortmeyi
basaramiyor. Tipki bizim de maruz kaldigimiz acilar1
tamamen gizlemeyi bagaramadigimiz gibi...

Ozgiil Arslanin Maruz isimli mekana 6zgii, kamu-
sal yerlestirmesi derenin kirligini értmeye ¢alisirken
g6z ard1 edilmesi miimkiin olmayan sorunlari da gorii-
niir kiliyor. Evine ¢cok yakin olan ve biz Kadikéyliilerin
¢ok sevdigimiz semtimizi anarken yok saymak istedi-
gimiz Kurbagali Dere’nin 1slah olmayan yapisindan
yola ¢ikan Arslan, derenin giiniimiizdeki durumunu
yansitirken bir yandan da kentlesme, kiiltiirel miras,
glincel sosyo-politik durum gibi konulara referans-
larda bulunuyor. Kurbagali Dere’yi hem 6zne hem de

ide what'the

nesne olarak kullanarak izleyicileri igerisinde yasadik-
lar1 kentle ve cografyayla, mikroda ekolojik bir durum-
dan -insanlarin atikla olan iligkisinden- yola ¢ikarak
makroda ekonomik, toplumsal ve politik acilardan
ylizlesmeye davet ediyor.

Arslan, sergi metninde insanligin kendi atig iceri-
sinde yasamas: durumunun tarihini su sekilde 6zet-
liyor: “Insanligin ¢6p ve digkilarindan kurtulmanin,
onlar1 gériinmez kilmanin yollar1 uygarligin varolus
bi¢imini belirlemigtir. Fakat bu kurtulma ya da goriin-
mez kilma gayreti, uygarligin gelismesi ve insanlarin
sehirlesmesi ve yasayacak daha ¢ok alana ihtiyag¢ duyul-
masiyla daha da zorlagmistir. Goriinmez kilinan seyler
kaybolmamais, tersine “modern diinya insan1” ¢opliik-
ler ve digkilariyla i¢ ice yagsamaya maruz kalmigtir.”

14. Istanbul Bienali paralel etkinlileri gergevesinde
sergilenmis olan bu ¢alisma, bienalin kavramsal ¢erce-
vesi olan tuzlu su kavramina da farkli bir bakis agisi
getiriyor ¢ilinkii Kurbagali Dere’de yasandigi gibi
bazen su sizamiyor, tam tersine bir birbirinin i¢ine
ge¢me durumu yasaniyor. Sanatginin dere iizerine yer-
lestirdigi beyaz perde de bu durumun altini ¢iziyor,
derenin igerisinde tagidig1 atikla iligki i¢erisinde sergi-
lenen perde suya degdigi noktada zamanla bir bakima
hastalanmaya bagliyor. Perdenin gegirgen yapisinin
atiklar1 saklamak yerine gélgelemesi, onun bir pargasi
haline gelmesi, izleyicileri igerisinde yasadiklar1 cog-
rafyada seyirci olduklari, gizlemeye ve gérmezden gel-
meye caligsalar da bagarisiz olduklari, parcas: haline
geldikleri, savaslar, acilar ve yikimlar tizerine diisiin-
meye davet ediyor.

Ug ana béliimden olusan serginin ilkinde derenin
goruntilerinin soyuta vardig: ayrintili fotograflar ser-
gileniyor. Ikinci béliimde, ii¢ farkli videoyla doga-in-
san algisi izleyicinin deneyimine sunuluyor. Ugiincii
ana bolimde ise yaklasik kirk fotografin yerlestiril-
mesiyle yerlestirmenin ve derenin farkli doga kosulla-
rinda verdikleri tepkiler yer aliyor. Serginin alt boliimii
olan “sosyal medya tepkileri” izleyiciyi hem sanatsal
iretime istemeden dahil olan insanlarin yorumlariyla,
hem de yerlestirmenin sanatsal boyunu tartisan pro-
fesyonellerle yiizlestiriyor. Sergi bu haliyle, Kurbagali
Dere’den yola ¢ikarak onu soyutlastiriyor, bugulu bir
hale getiriyor, bu sayede de izleyicileri derenin ken-
disinden ¢ok, makro diizeydeki sebepleri ve sonuglari
tizerine diigiindiirityor.

Estetik Miidahale sergisine mekan olan Operation
Room belirsiz bir anlami da igerisinde barindiriyor.
Sergi mekaninin isminde yer alan iyilestirmeye yonelik
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anlamsallik sanat¢inin miidahalesinde de kendini gos-
teriyor. Sanatg1 yillardir 1slah olamayan dereye yaptigi
estetik miiddahalenin yetersizliginin ve basarisizliginin
caresiz sonucunu sunarak “ameliyat” yapmay1 oneri-
yor. Sadece fiziksel maskeleme yapmaya yarayan este-
tik miidahalenin aksine derinlere inmeyi, problemi
kokiinden ¢6zmeyi 6neriyor. Ancak bu sekilde kirleri-
mizden arinabilecegimizi 6ngdren sanatgi, izleyiciyi de
bu siireci gozlemleyerek parcasi olmaya davet ediyor.
Seda Yavuz'un kiiratérliigiinde gergeklesen Ozgiil
Arslan’in - Estetik  Miidahale isimli  kisisel sergisi
24 Kasim - 21 Ocak tarihleri arasinda Amerikan

Hastanesi Operation Room’da gériilebilir.

Not: Istanbul sehrinin en yogun yasam bilgelerinden biri olan Kadikiy cografyasinin
dogala dair nadir kalan unsurlarindan biri olan Kurbagalidere'nin uzun zaman islah
edilemeyip zaman zaman foseptige, zaman zaman ¢ipliige varan kirlilik sorununu oda-
$na alan ve kendisi de bir Kadikiy sakini olan Arslan, 2015 Agustosunda Kurbagali Dere
zizerine uzanan dev bir ev perdesi yerlestirdi. Perdenin degisimini sosyal aglarda #maruz
ile #exposure etiketleriyle 2 ay boyunca paylasts ve perdenin degisimiyle beraber kamuoyu
tepkisini goizlemlemeye baslads.

Kasim ayina dek asil kalan gipiirlii perdenin cevre kirliligiyle olan iliskisini forog-
raf ve video olarak belgeleyen sanatgr, kamuoyunun sosyal aglarda ayn: etiketlerle yaprigr
paylasimiar: da projeye kattr. Seda Yavuz'un kiiratirliigiinii iistlendigi Estetik Miidahale,
tiim bu materyallerin “Operation Room’a ozgii yeni bir kurguyla belgelenme niteligini
tasiyor. 24 Kasim 2016°da agilacak olan sergiye paralel olarak hazirlanan kitabin tasa-
rima Ulas Ugur'a ve sergi yiiriitiiciliigii Ilgin Deniz Akseloglu'na ait.

I am stuck in mud up to my ankles. I have always
tried to escape, but couldn’t succeed. All the dirt, the
waste that we tried to hide all these years now sucks
me in. It is meaningless to escape. It is impossible to
move in this mud.The sewage that humanity has tried
to ignore, and pulled a face at since the middle age, now
floods from all the holes of this city, and draws near
me. The history of the past prints a map of the town,
and puts it in front of me, only now in a non-subjective
way. It carries the cultural heritage, and all the conse-
quences of our past behaviors in it. We cannot escape
from our history, I slowly understand. I close my eyes,
as if trying to ignore all the pain that was lived and still
is lived in our region. The smell of the sewage fills my
nostrils. Pain stinks, I understand. The bubbles made
by the water remind me of the deep sound made by the
human crowds. Pain is noisy, I feel it. Yet I had dreamt
clear, transparent water flowing through the end of
time. On the opposite, the bubbles that come out are
interrupting the fluidity of time, just like the sound of
war I hear from afar, just like the dark water on which
people are forced to migrate from their birth lands
towards unknown regions. This stream detached from
the same sea, transport the sound of those people to
me. Now I try to hide this water with a cheap white lacy

OZGULARSEAN, ESTETIK MUDAHELE, YERLESTIRME DE TAY1/DETAIL FROM AESTHETIC AB#NTER VENTIONINSTALLATIO

RURBAGALIDERE, 2015 KURBAGALI DERE (CAN,BE TRANSLAFED AS RROGGY STREAM)"
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curtain that I brought back from home. This curtain
forces the privacy of my home to face the dininishing
mass of public spaces that 'm beginning to lose control
over recently. While the white curtain slowly sways over
the stream it tries to hide, it becomes part of the dirt
that it in fact wants to cover. A great conflict starts at
the point where they touch each other. The transparent
side of the curtain can only mask the dirt, yet cannot
fully conceal. Just like us, who cannot fully hide the
pains that we are exposed to. Ozgiil Arslan’s site-spe-
cific public installation, entitled Exposure, makes the
problems that are impossible to be ignored visible again
while trying to cover up the dirt of the stream. Setting
off from the irredeemable nature of Kurbagali Dere
(Froggy Stream) which is very close to where he lives
and which is something we the inhabitants of Kadikdy
are desperate to ignore when talking about our beloved
neighborhood, Arslan refers to issues like urbaniza-
tion, cultural heritage, contemporary socio-political
situation and so on while displaying the current state of
the stream. By using Kurbagali Dere both as a subject
and an object, she invites the viewers to confront the
city and the geography they live in beginning from an
ecological point of view in the micro —the relationship
of people with waste- towards an economical, social
and political point of view in the macro.

In the exhibition text, she summarizes the history
of humanity’s living in its own waste: “The methods
people have been using to get rid of their waste and feces
and how they tried to make them invisible have defined
the form in which our civilizations hasve come to exist.
Yet this struggle of disposing or hiding becomes more
and more difficult with the progress of civilizations,
the urbanization, and the increased need for further
residences. What was tried to make invisible was not
lost, on the opposite the “man of the modern world”
was forced to live side by side his own waste and feces.”

KURBAGALIDERE, 2015 KURBAGALI DERE (CAN BE TRANSLATED AS FROGGYSTREA.'IVI)

The work that was exhibited during the parallel
events at the 14+ Istanbul Biennale brings a different
point of view to the concept of salty water which was
the conceptual framework of the biennale, because just
like in the case of Kurbagali dere, sometimes water
cannot leak out and on the contrary, interpenetration
happens as underlined by the white curtain placed on
the stream by the artist; the curtain exhibited in rela-
tion with the waste carried in the stream, starts to
become ill as it touches the water. The shadowing of
the transparent composition of the curtain; instead of
hiding the waste, and becoming a part of the waste,
invites the viewers to think over the wars, pains and
destructions that they spectate, that they try to avoid,
but in the end become a part of.

In the first of the three sections of the exhibition fea-
tures almost abstract photographs of the stream. In the
second section three different videos present the per-
ception of human-nature. In the third and main sec-
tion, nearly forty photographs exhibit the different
reactions given by the installation and the stream. The
sub section of the exhibition entitled “the social media
reactions”, has the viewers confront with the criticism
of people involuntarily involved in artistic produc-
tion as well as with professionals discussing the artis-
tic dimension of the installation. In its own way, the
exhibition renders Kurbagali Dere abstract beginning
from the stream itself; it blurs the stream, hence lets the
viewers think more over the causes and consequences
on the macro level rather than the stream itself.

The exhibition space, Operation Room carries a
special ambiguous meaning as well. The semantic-
ity towards healing that is present in the exhibition
space also shows itself in the artist’s intervention. The
artist suggests an operation by presenting the desper-
ate consequences of the insufficiency and failure of the
aesthetic intervention she applies on the stream that

cannot be cleaned for years. She suggests going deeper,
and solving the problem from its roots rather than an
aesthetic intervention that serves to simply physically
mask the problem. The artist who foresees that this is
the only way we can be purified of our dirt, invites the
viewer to observe and become a part of this process.

Curated by Seda Yavuz, C)zgiil Arslan’s solo exhibi-
tion entitled Aesthetic Intervention can be visited from
the 24+ of November to the 21+ of January 2016, at the
American Hospital Operation Room.

Note: Focusing on the pollution problem of Kurbagalt Dere (Froggy Stream), a rare
nature element in Kadikéy, one of Istanbul’s busiest neighborhoods, and its irredeemable
structure that sometimes turns into a cesspit, and sometimes into a wasteland, Arslan, a
Kadikiy resident himself, installed a home curtain extending along the stream in August
201S. He shared the change of the curtain in social mediums with the #exposure hashtag for
2 months and started to observe the public reaction.

The artist who documents the relationship of pollution with the lacy curtain that
remained hung until November in photography and video formats, added the documents
that the public shared with the hashtag to the project. Curated by Seda Yavuz, Aesthetic
Intervention, documents these materials in a setup specific to the “Operation Room’.
Prepared in parallel to the exhibition thar will open its doors on the 24th of November 2016,
the book was designed by Ulas Ugur and the exhibition coordinator is Ilgin Deniz Akseloglu.

ARTER
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rilyalarindan
hamile
gezintilere:

From shopping mall dreams to
pregnant strolls:

Elif Uras’in sanatinda modernligin
goruniimleri ve yeni kadinlar®
Appearances of modernity in Elif Uras’ art and
the new women*

Ahu Antmen

“Her yerde, her ulusal/kiiltiirel ortamda “[E]verywhere, at every
modernligin bir degil, national/cultural site,
bir¢ok goriiniimii var; modernity is not one but
modernlik aslinda yeni degil, many; modernity is not
eski ve tanidik; new but old and familiar;
modernlik heniiz tamamlanmamig bir durum, modernity is incomplete and
ister istemez Oyle.” necessarily so.”
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ELIF URAS, GOKKUSAGI, 2016, TUVAL UZERI YAGLIBOYA, 30 X 30 CM, FOTOGRAF: CHROMA ‘RAINBOW', 2016, OIL ON CANVAS, 30 X 30 CM, PHOTO: CHROMA

Elif Uras, yeni sergisi Hayal Meyal’de Tiirkiye’nin son
yirmi yillik degisimine ayna tutuyor. Tirkiye’de sinif
ve cinsiyet temelinde yasanan hareketlilik, aynaya yan-
styan temel goriintiiler arasinda; dolayisiyla giindelik
yasamda karsilastigimiz yeni bir kadin imgesi, bu resim-
lerin ana izlegini olugturuyor. “Yeni kadin” derken: 19.
yuzyildan giiniimiize, belirgin kiiltiirel doniigiim siirec-
lerinde giindeme gelen “yeni kadin” imgelerinden sé6z
ediyorum. Tanzimat’tan Mesrutiyet’e uzanan dénemin
getirdigi gorece ozgiirliiklerle yeni bir ¢ehre kazanan da
Cumbhuriyetinilanindan sonralaik, modern bireyin sim-
gesel unsuru haline gelen de hep “yeni” olarak tahayyiil
edilen kadindir. Ibrahim Call'nin resimlerinde modern
kiyafetleriyle yaninda eslik¢i olmadan kir gezintile-
rine ¢ikar; sonra deniz hamamlarinda ve dansli eglen-
celerde goriiliir. 19. Yiizyil Fransiz resminin yaygin sab-
lonlarindan biri olan “jeune fille” (geng kiz/geng kadin)
temsillerini andiran bu resimler, Osmanlr’nin “zamane-
lesmesi’nin baglica ipuglar1 arasindadir. Kadin imgesi,
Cumbhuriyet’in ilanindan sonraki resimlerde, bir misyon
tistlenmeye baglar. Ornegin Call'nin resimlerindeki

“yeni kadin”larla Seref Akdik’in 1930’lara tarihlenen
resimlerindeki “yeni kadin”lar1 kargilagtirmak ilgingtir:
Koyu renk dopiyesli kadinlar bagértiilii, salvarli kadin-
lara okuma O6gretirken, artik resimlerdekiler, yavag
yavas acilan bir toplumda gorece ézgiirlesen kadinlar
degildir. Kentsel/kirsal koken gibi ayrimlar iizerin-
den Cumhuriyet ideolojisinin ideal bireyinin insa siire-
cinde 6greten/6grenen, ilerleyen/ilerleten bir eylemlilik
halinde gosterilen/giidiimlenen kadinlardur.

Bu perspektiften baktigimizda Elif Uras, Hayal
Meyal sergisindeki resimlerle, modern Tiirk resminin
kadin imgesi silsilesine kendi yasadigi dénemin goéz-
lemleriyle katiliyor. Giiniimiizde siyasetten popiiler
kiiltiire belirgin bir kiiltiirel yonelimi ifade eden Yeni
Osmanlic1 zihniyetin bagat simgesi sayilabilecek renkli,
goz alici, “marka” esarplara dikkat cekerek, yeni(den)
bir kadin imgesinin, nasil olusmakta oldugunu irdeli-
yor. 1990’lardan giiniimiize tiirbanin siyasal Islam’in
bayragi olmaktan ¢ikarak zenginlesen muhafazakér bir
orta sinifin simgesi haline gelisini giindeme getiriyor.
Dolayisiyla bu resimler, yasadigimiz toplumda kadin

ve imgesinin, cogu zaman kendi disindaki siyasi-kiiltii-
rel etkenlerle nasil yenilenip durdugunun da gostergesi.
Yillik yaklasik 40 milyon dolar ile tesettiir giyim harca-
masinda son derece iddiali olan giinlimiiz Tiirkiyesinde,
dergilerde, defilelerde, billboardlarda éncelikle gengligi
ve guzelligiyle dikkat ¢eken esarplilar1 Uras, baglarin-
daki esarplar kadar rengarenk atmosferler i¢inde, seyir-
lik nesneler olarak temsil ediyor. Zaman zaman sagirtici
espriler iceren mizahi bir tavir illistratif yonii agir basan
resimlerinin belirgin bir 6zelligi. Uras, bu mizahi tavri,
soyut resimlerinde de siirdiirliyor. Marka esarplarin
motiflerinden esinlenerek gerceklestirdigi soyutlamalar,
figiir cagrisimlar: ve alaca bulaca renk etkileriyle say-
kodelik ve pop bir hale sokulmus esarp desenlerinden
bagka bir sey degil. Dekoratif duvar karolarini andiran
bu resimlerde kadin bedeni kivrimlari goriir gibi olmak,
hem seyreden hem seyredilen agisindan ortiiyle teshir
arasindaki psikolojik sinirlar1 da akla getiriyor.

Hayal Meyal sergisi, bir yoniiyle, “melez desenleri’yle
Tirkiyenin giincel durumunun gorsel bir yorumu.
“Melez desen”, sosyolog Niliifer Géle’nin yakin zamanin
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ELIF URAS, VENUS NIS; 2016, SIRALTI BOYA,SERAMIK , 179 X 29,5 X 59 CM, FOTOGRAF: RIDVAN BAYRAKOGLU, VENUS NICHE’, 2016, UNDERGLAZE PAINTED STONEPASTE, 179 X 29,5 X 59 CM, PHOTO: RIDVAN BAYRAKOGLU

Tirkiyesini tarif etmek i¢in kullandig1 bir kavram.
Cumbhuriyet modernlesmesinin orta ve kentli sinif-
lara niifuz ederken bir dizi degisimi beraberinde getir-
digine isaret eden Gole’ye gore, muhafazakarlarla
modernler, karma desenler olusturacak sekilde melez-
lenmektedir. 20. yiizy1l boyunca ve giiniimiizde Islam
ve modernite arasindaki iligkinin gesitli yénlerini irde-
leyen Gole, kadinlarin bu iligki iizerindeki etkisine
ozellikle vurgu yapar. Elif Uras’in sergisinde de desen,
aslinda benzer bir metaforik iglev gériiyor. Resimlere,
duvarlara, yerlere, nesnelere sirayet eden ve 6ziinde ser-
ginin biitiiniine hakim olan desenler, gelenekle iligkili
ama giincellenmis motifler, sabit bir modernlik tani-
muni degil, siirekli olusum halinde bir modernlesme
algisini akla getiriyor. Bu siirecin daha goriiniir olma-
sin1 saglayan baglica unsur, kadinlar.

Tirkiyenin giincel  ekonomi politiginin ideal
imgesi olan kadinin nasil bir kadin oldugunu sorgula-
yan Uras, resimlerinde bu kimlige dair yiizeysel kod-
lar1 desifre ediyor. Kadinlarin yalnizca kilik kiyafetleri
tizerinden modern ya da muhafazakér olarak damga-
laniglarinin yuzeyselligine dair ironik ipuglar1 veri-
yor. Uras’in sanatinda yerel ortamdaki yiizeysel kodla-
malarin 6tesinde, Bat1 ve Dogu arasindaki kliselesmis
bakis trafigini de izlemek miimkiin. Bedenlesmis vazo-
larda, hamam ¢agrisimli mekanlarda Oryantalist fan-
teziler hem dile geliyor, hem ironiyle tersyiiz ediliyor.
Dogu’ya ve Batrya 6zgii motifleri melezleyerek, neye
Dogulu, neye Batili, neye muhafazakar neye modern
dedigimiz lizerine diisiinmeye ¢agiran goriintiiler ve
nesneler, vazoyla heykel, ¢cini motifleriyle soyut sekiller
arasindaki gelgitler iizerinden, bugiin kiiltiirler aras:
cizgilerin gérsel anlamda ne kadar belirsiz oldugunu
gozler oniine seriyor.

Kiiresel ekonominin ve kitle kiiltiiriiniin giinde-
lik hayatlara yansiyan yonii, yerel ile kiiresel arasin-
daki iligki, bunlarin iiretim ve titketim bicimlerine
yansimasi, Hayal Meyal sergisinde 6ncelikle deginilen
konular. Tiurk sanatinin ¢agdaglasmas: siirecinde bir
kirilma noktas: olugturan 80 kusaginin bir mensubu
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olarak Elif Uras, tanik oldugu toplumsal celiskile-
rin ve catismalarin farkindaligini yansitirken, yine
kendi kusaginin bir 6zelligi olarak, sinif ve toplumsal
cinsiyet gibi olgulara y6nelimi, politik bir durus tasi-
maktan ¢ok, sosyolojik bir merak barindiriyor. Uras,
sermaye, emek, bedelsiz ev emegi, ¢calisma kosullari,
kiiresellesme gibi konulara deginirken, bunlarin top-
lumsal olarak nasil deneyimlendigi, kimlikleri, 6znel-
likleri nasil gekillendirdigiyle daha ¢ok ilgileniyor.
Sergide bu konulara cinsiyetli bir perspektiften bakan
pek ¢ok resim, kadinlari cinsellikleri ve dogurganlik-
lar1 Gizerinden “tiiketici” olarak kimliklendiren kapi-
talist modernlesme ile muhafazakar zihniyet ara-
sindaki fikir birligini konu aliyor. Sergideki biiyiik
boyutlu resimlerden AV M Riiyas: (2016) bu fikir bir-
ligine dair ¢arpici bir gérsel yorum. Tiirkiye’de neo-li-
beralist ideolojinin baglica gostergelerinden AVM’nin
her kesimden kitleleri kucaklayisina goéndermeler
iceren bu resim, ¢ok renkliligi ve zengin Oriintiile-
riyle uzun bir seyir deneyimini hak ediyor. Fonda
bir kosu halinde yiizlerce kadin gdriintiisi, izleyiciye
bakan yiizlerce goz ve hatta resmin biitiiniine hakim
olan bir baykus formu, belli ki 6n planda resmedilen
kadin portrelerinin arkasindaki diizeni diginmeye
cagiriyor. Bilindigi gibi baykus, karanlikta gérebilme-
nin, farkindaligin simgesi ve sanki bu resimde diinyevi
zevklere kendini fazlasiyla kaptirmis bir kitlenin hayat
bicimlerini sorguluyor. Yine biiyiik boyutlu bir resim
olan Hamile Gezinti (2016) ise, erkek egemen siyasetin
kiirtaja, ocuk sayisina, hatta sokakta hamile gezmeye
dair tutumuyla kadinlar tizerinde baski uyguladig: bir
iilkede, acik ya da kapali ama hepsi hamile kadinlarin
el ele, gobek gobege sokagi, kenti ele gegirdikleri renkli
bir iitopya niteliginde. Bu resim sergiye feminist bir
damar da kazandiriyor.

Yari gercek, yar1 hayali atmosfer kurgusu i¢inde his-
sedilen mizahi yaklagim Uras’in sanatinin belirgin bir
ozelligi ve onu, Tirk resminin sira dis1 figiirlerinden
biri sayabilecegimiz Cihat Burak’la ruh akrabasi yapi-
yor. Burak, Tiirk resminde “pentiir gelenegi” olarak

adlandirilan bicime odakli, anlatidan uzak moder-
nist yaklagimin tiimiiyle disinda bir figiir olarak Tiurk
sanatinda farkli bir soluktu. Tirkiye’nin degisim dina-
miklerine odakli bir ressam olarak 1970’lerden 80’lere
gecis siireci belki de en keskin ifadesini onun resimle-
rinde buldu: Tirkiye’nin modernlegsme siirecinde yeni
zenginligin yarattigi sonradang6rmeligi, kic gorselligi,
ici bogaltilmig kiiltiirel degerleri yorumlarken en giiclii
yonii resimsel becerisi degil, keskin zekasini1 digsavuran
gorsel yaraticiligl ve kendine 6zgii bir imge diinyas:
kurabilmesiydi. Tirkiye'nin sanat tarihinde Urasin
resmine bir yer arayacaksak, Burak’in resmi bir kiilti-
rel girizgah niteliginde sayilabilir; hatta bu sergideki
baziresimlerde Uras, Burak’in resimlerini kendine mal
ederek, buruh akrabaliginiteyitediyor. Burak’in Sultan
Sofras: (1984) 1980’lerin Ozal Tiirkiyesi'ni resmederek
bir Tirkiye portresi gizer, Urasin Sultan Sofras’nda
(2016) belli bir iktidar odag1 gozle goritnmese de son
derece klostrofobik bir mutfakta envai gesit yemek
hazirlayan kadinlar iizerinden, iktidar1 goriir gibi olu-
yoruz. Burak’in en ilging resimlerinden biri olan ve
bir tiir Istanbul portresi sayilabilecek Kesik E/ (1984)
ise, Elif Uras'in Hayal Havuzu (2016) resminde, beton
yiginina déniismiis bir Istanbul’u kargimiza getiriyor.
Burak’in resmindeki garip kara 6riimcek, Uras’in res-
minde ag oren bag1 ortiilii digi bir 6riimcek goriinii-
miinde ki bu 6genin, tarih boyunca mizojiniye maruz
kalarak “dciilestirilen” kadin imgesine bir gdnderme
oldugu disiiniilebilir. Cemal Tollu’dan Cevat Dereli’ye
ve Cihat Burak’a, adeta Batili degerlerin klige bir sim-
gesi gibi olan balerin imgesini ise, Uras da Burak gibi,
esprili bir bi¢imde kullaniyor. Gergekle hayalin, far-
kindalikla bilingaltinin i¢ ice gectigi bu resimlerde Elif
Uras’in gergekiistiicii ifade bigimine ilgi duydugu agik;
simgelerden besleniyor, ama o simgeleri ayn1 zamanda
altiist ediyor, Kkisisellestiriyor, giincel goézlemlerden
beslenen ve toplumsal mesajlar veren resimlerinde yine
de hayali bir alem kuruyor.

Hayal Meyal sergisinde resimlerinin yani sira bir
anlamda imzasi haline gelen Iznik iiretimli yeni
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seramik heykellere, resimli tabaklara ve bu nesnele-
rin yerlestigi meké4n diizenlemelerine de yer veren Elif
Uras’in zengin bir sanatsal deneyim sunabilmesinin,
farkli gorsel ifade bigimlerine yonelik arayislariyla
ilgili oldugu sdylenebilir. Uras, toplumsal hassasiyet-
lerinin, sanatsal hassasiyetlerin oniine ge¢mesine izin
vermiyor, sanat yapmakla ilgileniyor. Gorselligi fikir-
leri illistre etmek i¢in kullanmuyor, illiistrasyon, deko-
rasyon, siisleme, bunlar, simgesel birer dil ve gorsel
kod olarak Elif Uras’in sanatinin anlam katmanlarina
ekleniyor. El emegi de Gyle: Boyayla dokunurcasina
emek yogun bir siirecte gergeklestirdigi biiyiik ebath
resimleri ve heykelleri, sanat ve zanaat arasindaki ilis-
kiyi hem igeren, hem diisiindiiren bir boyuta sahip.
Geleneksel sanatlar semsiyesi altinda diisiinebilecegi-
miz tretim bi¢imlerinin yalnizca turistikleserek var-
Iigini siirdirmeye mahkum olmadigini disiindiiren
yapitlarinda ¢ini is¢iligiyle graffitiyi, ince firgayla pis-
toleyi bir araya getiren sanatgi, giindelik olanla sanat-
sal olan, ya da sanat ve tasarim arasindaki kiltiirel
ayrimlarin sorgulanmasina dair pencereler de agiyor.
Pek ¢ok yapitini Iznik Vakfrnda galisarak gerceklesti-
ren Uras’in bedensel bigimler verdigi heykelleri ayrica,
kendi deyimiyle, “bir gelenegi alt etmesinin, sekiiler-
lestirmesinin kendine has bir yolu.” Uras, Iznik vazo-
larini, hem bi¢imsel olarak hem yiizeydeki siisleme
itibariyla cinsiyete ve cinsellige biiriindiiriiyor, soyut
bir dili tersyiiz ediyor, yeni anlamlara kavusmasini
sagliyor. Goriiniimlerinin 6tesinde, iiretim siireciyle
de Iznik’te bugiin bir gelenegi canlandirmaya cali-
san atdlyelerde geleneksel cinsiyet rollerinin degiserek
cogunlukla kadin emeginin istihdam edilmekte olu-
suna dikkat ¢ekiyor olmalar1 da bu yapitlarin 6nemli
bir 6zelligi.

Elif Urasin yedi yilik uzun bir aradan sonra
Istanbul’da agtig1 Hayal Meyal sergisi, bir kez daha,
kendi kiiltiirel verilerine merakla ve yaraticilikla
bakan bir sanat¢inin birikimini bir araya getiriyor.
Hem ¢ok net goriinen, hem daha bilingaltina itilmis
insanlik hallerine yer veren renkli, esprili ama ayni

zamanda diigiindiiriicii bir imge diinyasi, zengin bir
sanatsal deneyim olanagi sunuyor.

1. Dilip Paramemeshvar Gaonkar, Alternative Modernities (Durham&JLondra:
Duke University Press, 2001): 23.

2. Nilifer Gole, Melez Desenler-Ilam ve Modernlik Uzerine (istanbul: Metis
Yayinlari, 2000).

3. Elif Uras ve Amy Smith-Stewart, “Elif Uras: Nicaea” (sergi brosiirii) (The
Aldrich Contemporary Art Museum, Ridgefield, Connecticut).

Bu yazi Galerist tarafindan Elif Urasin Hayal Meyal sergi katalogunda

yayimlanmisgtir.

Elif Uras, in her new exhibition Hayal Meyal, holds a
mirror to the changes that have taken place in Turkey
over the last twenty years. The fluctuations experi-
enced around social class and gender in Turkey are
among the primary images reflected in this mirror;
therefore, the image of a new woman we encounter in
everyday life forms the main theme of these paintings.
This “new woman” refers to the images of the “new
woman” that has emerged on the national agenda from
the 19 century to the present day, at distinct periods
of cultural transformation. It was always the woman
imagined as “new” who acquired a new face with the
relative freedoms introduced by the period extending
from Tanzimat (Reorganization, 1839) to Mesrutiyet
(the First Constitution, 1876), and became a symbolic
constituent of the secular, modern individual after the
declaration of the Republic (1923). In Ibrahim Callr’s
paintings, this new woman, in modern attire, takes
walks in the country without a companion, and is then
seen bathing at sea and dancing at parties. These paint-
ings resemble representations of the “jeune fille” (young
girl/young woman) a popular stereotype in 19+ cen-
tury French painting and are among the leading clues
of Ottoman “contemporization”. In paintings made
after the declaration of the Republic, the female image
was charged with a mission. For instance, it is inter-
esting to compare the “new women” in Callr’s paint-
ings and the “new women” in Seref Akdik’s paintings
from the 1930s: As women in dark-coloured two-piece
suits teach women wearing headscarves and salwars
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how to read and write, the figures in the paintings are
no longer the relatively emancipated women in a soci-
ety slowly opening up. Via distinctions such as urban/
rural origins, they are women shown/manipulated in
a teaching/learning, progressing/leading condition of
agency, during the construction process of the ideal
individual of Republican ideology.

When seen from this viewpoint, Elif Uras, with her
paintings in the exhibition Hayal Meyal, contributes to
the genealogy of female images in modern painting in
Turkey with observations of the period she lives in. By
drawing attention to colorful, eye-catching, “designer”
scarves that could be perceived as the dominant symbol
of the Neo-Ottomanist mind-set that today represents
a distinct cultural orientation from politics to popu-
lar culture, she investigates how a new female image is
(once again) taking shape; and reveals the transforma-
tion, from the 1990s to the present day, of the head-
scarf from the banner of political Islam to a symbol
of the increasingly wealthy conservative middle class.
Therefore, these paintings are also an indicator of
how the image of women is also renewed in the soci-
ety we live in--not only due to political-cultural factors
that go beyond it. In present-day Turkey, the conser-
vative clothing industry has reached a highly-impres-
sive annual turnover of around 40 million dollars, and
Uras depicts women wearing headscarves, who stand
out, first and foremost, with their youth and beauty
in magazines, at fashion shows and on billboards, in
environments as colorful as the headscarves they wear,
and as objects to be looked at. A humorous attitude
that at times contains surprising quips is an outstand-
ing feature of the predominantly figurative paintings.
Uras sustains this humor in her abstract paintings as
well. Abstractions she creates with inspiration from
the motifs of designer headscarves are in fact noth-
ing but scarf patterns rendered pop and psychedelic
with multi-colored treatment and allusions to figures.
Imagining that one can discern the curves of a female
body in these paintings that resemble decorative wall
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tiles also recalls the psychological boundaries between covering and revealing both for
the viewer and the viewed.

With its “hybrid patterns”, the exhibition Hayal Meyal is, in one aspect, a visual inter-
pretation of the current situation of Turkey. “Hybrid pattern” is a concept sociologist
Niliifer Gole has used to describe Turkey’s condition in recent times. Gdle points out
that Republican modernization, as it pervaded the middle and urban classes, brought
along a series of changes, and that in this process, conservative and modern sections of
society hybridised to form mixed, hybrid patterns. Investigating various aspects of the
relationship between Islam and modernity throughout the 20+ century and today, Géle
specifically underlines the influence of women on this relationship. In Elif Uras’ exhibi-
tion, pattern serves a similar metaphorical function. Patterns that permeate the paint-
ings, walls, floors and objects, and in essence, dominate the entire exhibition, motifs
that are related to tradition but are presented in a contemporized manner, bring to mind
not a fixed definition of modernity, but a perception of modernization in a state of per-
petual becoming. The primary element that renders this process visible is women.

Uras examines the nature of the woman that has become the ideal image of the cur-
rent political economy of Turkey, and in her paintings deciphers the surface codes of
this identity. She provides ironic clues regarding the superficiality of branding women
as modern or conservative merely on the basis of their dress code. In Uras’ art, beyond
surface codes in the local environment, it is also possible to track the traffic of clichéd
gazes between the West and the East. In anthropomorphised vases, and spaces that
evoke hammams, Orientalist fantasies are both expressed and reversed through irony.
By hybridizing motifs unique to the East and the West, these images and objects invite
us to reconsider what we choose to call Eastern or Western, and conservative or modern.
They reveal how visually ambiguous borders between cultures are today through an
ebb-and-flow between vase and sculpture, tile motifs and abstract forms,

The aspect of global economy and mass culture that reflects upon everyday lives, the
relationship between the local and the global, and the impact of such issues upon forms
of production and consumption constitute the outstanding subject matter of Hayal
Meyal. As a member of the ’80s generation that experienced a breaking point in the
contemporization process of art in Turkey, Elif Uras, reflects her awareness of the social
contradictions and conflicts she has witnessed, and again displaying a characteristic
of her generation, acts with sociological curiosity rather than a political stance in her
orientation towards phenomena such as class and gender. In focusing on issues such
as capital, labour, unpaid domestic work, working conditions and globalisation, she is
more interested in how they are socially experienced, and how they shape identities and
subjectivities. Many paintings in the exhibition that treat these issues from a gendered
perspective focus on the unity of vision between capitalist modernization, that identi-
fies women as “consumers” on the basis of their sexuality and fertility, and the conser-
vative mind-set. AV M Riiyast/Shopping Center Dream (2016), a large-scale painting in the
exhibition, is a striking visual comment on this unity of vision. This painting features
references to the manner in which the ubiquitous Shopping Mall, a primary indicator of
neo-liberal ideology in Turkey, embraces masses from all social sections, and deserves
an extended experience of observation for its use of a wide spectrum of colours and rich
patterns. In the background is an image of hundreds of women running, hundreds of
eyes looking at the viewer, and the shape of an owl that dominates the entire surface
of the painting clearly invites the viewer to contemplate the system behind the female
figure and the mannequins in the foreground. The owl, a symbol of the ability to see in
the dark, or of awareness, appears to be questioning the life styles of a mass of people
that have lost themselves in worldly pleasures. In a country where patriarchal politics
oppresses women with its stance on abortion, the number of children, and even going
out into the street when pregnant, another large-scale painting, Pregnant Stroll (2016)
appears as a colorful utopia where pregnant women, wearing headscarves or not, take
over the city hand in hand, belly to belly.

Her humorous approach, perceived within the semi-real, semi-fantastic atmosphere
she creates, is a distinct characteristic of Uras’ art, and suggests a spiritual kinship
between her and Cihat Burak, who we could consider an extraordinary figure of paint-
ing in Turkey. Burak had brought a different lease of life to art in Turkey, as a figure
completely outside the modernist approach in painting in Turkey, who focused on form.
This was alien to the existing narrative then, and was referred to as “the peinture tradi-
tion”. As a painter focused on the dynamics of change in Turkey, the transition pro-
cess from the 1970s to the 80s perhaps found the sharpest expression in his paintings:
In interpreting the upstart attitude created by new money during the modernization
process of Turkey, its kitsch visuality, and its emptied cultural values, his most power-
ful aspect was not his painterly ability but his visual creativity that revealed his acute
intelligence, and his success in constructing a unique world of images. If we are to seek
a place for Uras’ painting in the art history of Turkey, Burak’s painting could be consid-
ered a cultural prologue; and in fact, in some paintings in this exhibition, Uras appro-
priates Burak’s paintings to confirm this spiritual kinship. Burak’s Sultan Sofrasi/The
Sultan’s Table (1984) depicts Turkey in the 1980s during the term of Prime Minister
Ozal, offering a portrait of Turkey; while Uras’ Sultan Sofrasi/The Sultan’s Table (2016)
we seem to discern the powers that be by women preparing myriad dishes in a claus-
trophobic kitchen, although a centre of power is not represented. Kesik El/The Severed
Hand (1984), one of Burak’s most interesting paintings that could be considered a por-
trait of Istanbul, on the other hand, could be juxtaposed with an Istanbul that has been
transformed into a pile of concrete in Elif Uras’ Hayal Havuzu/ Fantasy Fountain (2016).
This element, a bizarre black spider in Burak’s painting, and a female spider, wearing a
headscarf and spinning a web in Uras’ painting, could be considered a reference to the
image of the “demonized” woman who has been subjected to misogyny throughout his-
tory. From Cemal Tollu to Cevat Dereli and Cihat Burak, the image of the ballerina has
been treated almost as a cliché symbol of Western values, and here, Uras, like Burak,
appropriates the image in a humorous manner. In these paintings where fantasy and
reality, awareness and the subconscious merge, it is clear that Elif Uras is attracted to

surrealistic expression; she is inspired by symbols, but she also overturns and person-
alizes them, and nevertheless succeeds in constructing an imaginary universe in her
paintings that draw from contemporary observations and convey social messages.

In her exhibition titled Hayal Meyal, Elif Uras presents, in addition to her paintings,
also her new ceramic sculptures produced in Iznik, which have become her signature
works, painted plates and installations featuring these objects. One could suggest that
Uras is able to present a rich artistic experience because she conducts experiments in
different means of visual expression. Uras does not allow her social sensitivities to over-
take her artistic sensitivities; she is interested in making art. She does not use visuality
to illustrate ideas. Illustration, decoration and ornamentation are all articulated to the
layers of meaning in Elif Uras’ art as symbolic languages and visual codes. The same
goes for manual labour: Her large-scale paintings and sculptures realized in a labour-in-
tensive process, both contain, and invite the viewer to consider the relationship between
art and craft. Her works suggest that forms of production often considered under the
umbrella of traditional arts are not sentenced to continue their existence only by pro-
ducing objects for touristic consumption. She brings together the fine brush and the
paint gun, and opens windows for a questioning of the cultural distinctions between
the everyday and the artistic, or art and design. Uras produced many of her works at
the Iznik Foundation, and her sculptures given anthropomorphic forms are also, in
her own words, “her way of subverting or secularizing this tradition”. Uras reverses
an abstract language and lends new meanings to it. Another important aspect of these
works, beyond their appearances, is the fact that they draw attention to the widespread
employment of female labour in workshops striving today to reinvigorate a tradition in
Iznik, displaying a reversal in traditional gender roles in the production process.

After a long, seven-year gap, Elif Uras’ new exhibition in Istanbul, Hayal Meyal, once
again brings together the accumulated work of an artist that views her own cultural
heritage with curiosity and creativity. A colorful, humorous yet also thought-provoking
world of images, featuring diverse human conditions — some that appear crystal clear,
others cast to the depths of the subconscious — offers the opportunity of a rich artistic

experience.

Dilip Parameshwar Gaonkar, Alternative Modernities (Durham&Londra: Duke University Press, 2001): 23. Niliifer Gole, Melez
Desenler-Islam ve Modernlik Uzerine/Hybrid Patterns-On Islam and Modernity (Istanbul: Metis, 2000). Elif Uras and Amy Smith-
Stewart, “Elif Uras: Nicaea” (exhibition brochure) (The Aldrich Contemporary Art Museum, Ridgefield, Connecticut).* This article

has been published for Elif Uras’ Hayal Meyal exhibition catalogue by Galerist.

ELIF URAS - ‘HAYAL MEYAL, 2016, YERLESTIRME GORSELI, GALERIST, ISTANBUL, FOTOGRAF: RIDVAN
BAYRAKOGLU / INSTILLATION VIEW, GALERIST, ISTANBUL, PHOTO: RIDVAN BAYRAKOGLU
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Seksenlerde

devr‘i alem(4)

Being queer in the 80’s"

Yakilacak Yazar: Arslan Yiizgiin

Arslan Yiizgiin 1950 dogumlu. Istanbul Universitesi
Iktisat Fakiiltesinden 1973 yilinda mezun olup Ziraat
Bankasr'nda denetmenlik ve mifettiglik yapmus.
1982°de kurumdan istifa ettiginde kendini yazmaya
vermis. Yazdig: ilk iki kitap egitimini aldig1 ve dokuz
yil galistig1 alanla ilgili. 1982 yilinda “Cumbhuriyet
Doénemi Tirk Bank Sistemi”, 1984 yilinda “Genel
Denetim Yaklagimi1” adli kitaplari yayinlanmus.

1985 yilinda gelindiginde Arslan Yiizgiin 6nemli bir
caligmayi baslatmis ve 223 egcinselle yetmis yedi soru-
luk bir anket yapmis. Anket sonuglarini ve ¢ok daha
fazlasini da 1986 yilinin Agustos ayinda Tirkiye'de
Egcinsellik (Diin, Bugiin) adiyla bastirms.

Sonrasinda olanlar1 bir sonraki kitabi Ugurum’un
sunusunda anlatir.

Agustos 1986°da Tuirkiye'de Escinsellik (Diin, Bugiin)
adli kitabim yayimlandiginda yaptigim basin toplanti-
sinda ‘Elinizdeki kitap olay olacaktir,” diyerek, olasi bir
gelismeyi 6nceden agik¢a vurgulamistim. Gergekten
de beklentimiz dogrultusunda kitabimiz genis yanki-
lar uyandirmus, siirekli olarak s6z edilerek glindemde
kalmigtir. Hemen hemen tiim gazeteler genis bicimde
kitabimizdan s6z etmis, en yiiksek tirajli ciddi gaze-
teler bize ve kitabimiza tam sayfa ayirmistir. Gazete
ve dergilerden 6te tek tek bize sozlii olarak yoneltilen
elestiriler genelde olumlu bir ¢izgide siirmiis, olumsuz-
luk ¢ok az gézlenmigtir. Yine, posta kutumuza gonde-
rilen mektuplarda ilging begeni sozlerine yer verilmig
ve agik¢a bu konuyu ele almig bulunmamiz, sorunlari
cesaretle islemis olmamiz nedeniyle yiizlerce tesekkiir
alinmigtir. Yine yurt disindan geviri onerileri alin-
mis, Hollanda’da yapilacak uluslararasi bir konfe-
ransa konugmaci olarak katilmamiz istenmigtir.Kitap
o giine kadar yapilmayan bir seyi yapmis, escinsel-
lige dair tibbi, hukuki, edebi, adli ve kiiltiirel pek ¢ok

konuda bilgiler vermeyi amaglamistir. Kitabin béliim

Serdar Soydan

basliklar1 igeriginin zenginligini ortaya koyuyor.

“Escinsellige Genel Bir Yaklagim”, “Escinsel ligskilerde
Yoéntem”, Eglence Yasamlar1”, “Sanatta Egcinsellik”,
“Escinsellik Olgusuna Toplumsal Yaklasim”, “Yasal
Yorum”, “Emniyet Orgiitiiniin Escinsellere Yaklagim1”
“Tip ve Escinsellik”, “Sosyo-ekonomik ve Sosyo-
politik Coziimler.” Goriildiigii iizere kitapta yok
yoktur. Yiizgiin kitapta pek ¢ok konuda 6nemli bilgiler
derlemis, yaklagimi ve bazen ¢ok kisisellesen degerlen-
dirmeleri bugiinden bakildiginda ilkel ve fobik gériin-
mekle beraber mithim bir is basarmistir. Kitapta escin-
sellik, escinsel/biseksiiel erkekler ve trans kadinlari
kapsayan bir iist baslik olarak kullanilmigstir. Fakat
kitap kisa siire icinde Bagbakanlik Kiiciikleri Muzir
Negriyattan Koruma Kurulunun dikkatini c¢eker.
Arslan Yizgiin bu durumu, kitab:r yiiziinden siyasi
subelere kadar gidisinin 6ykiistinii de anlatir.

Ancak tim bu olumlu gelismelere karsin bazi ¢ok
olumsuz gelismeler, komplolar, girisimlerle de karsi-
lasmis bulunuyoruz. Daha ilk giinden, i¢ki satmakla
gecinen bir “zavalli escinsel’in ihbari ile siyasi subelere
kadar gidilmek zorunda kalinmigtir. Bu Ceylan adli
kisi; ‘Kitapta polislere hakaret ediliyor, devlet giigleri
kiiciik diistiriilityor, basbakanimiza p.... yapilmis,” gibi
savlariardiardina polise siralayip bir giizel jurnalcilik’
yapmis ancak pek sonu¢ alamamuis, subeden elimizde
kitaplarimizla ¢ikma bagarisi gosterilmigtir. Daha
yasayls bicimini ve kitabimizi algilayamayan bu kisi-
nin ¢irkin ve pis tutumunun sonug¢ vermemesi sasirtici
olamaz. Profesorlii, dogentli on bir kisilik Bagbakanlik
Kiiglikleri Muzir Nesriyattan Koruma Kurulu bile
bakanliklarin ‘6zel talimatlarr’ ile incelemeye aldig:
kitabimizda tek bir su¢ unsuru bulamamis, ‘miisteh-
cen’ sozcik de saptayamamigtir. Goriilmektedir ki,
lzerinde genis tartigmalar yapilan, agikga elestirilen
yasa ve yasaya dayanilarak olusan ‘Kurul’ bile kita-
bimizin ‘bilimselligini’ dolayli yénden onaylamig

bulunuyor. Kendini, polis ve kurul iiyesi yerine koyan o
zavalliya ne halt etmek diisiiyor?Yiizgiin’iin bu acikla-
masinda oldugu gibi, kitabinda da sik¢a ‘zavallr, ‘aciz’
ve benzeri kisisel nitelemeler, bilimsellikten uzak yak-
lagimlarla kargilagiriz. Arslan Yiizgiin bazen yorumla-
makta, bazen sik4yet ya da kritik etmektedir. Béylece
kitap sikici bir anket sonucu kitab1 olmaktan da ¢ikar.

Bu arada Muzir Kurulu, Yiizgiiniin yukaridaki
sunusu yazdigt Ugurum adli kitabinin ¢ikmasindan
kisa siire sonra Tiirkiye’de Escinsellik (Diin, Bugiin)i
sakincali bulacak, kitabin posete konularak satilmasi
gerektigine karar verecektir.

Arslan Yiizgiin pek ¢ok gazeteye 6nemli réportaj-
lar verir kitabin gérdiigii ilgiden ve posetlenmesinden
sonra. Cumburiyet’teki réportaj “Toplum bu isi hor
gormiiyor,” Milliyer'teki “Egcinsel olmanin hi¢ 6nemi
yok!”, Hiirriyetteki “Istanbul’da 500 bin egcinsel
varmus,” baghgyla ¢ikar. Gines, Tan, Hafta Sonu gibi
daha magazinsel gazete ve dergiler kitabin ve Arslan
Yiizgin’in agiklamalarinin spekiilatif taraflarini 6ne
cikartir. Fakat her ne olursa olsun, Yiizgin’in kita-
biyla ‘escinseller’ birden giindeme oturmugtur. Hem de
bu defa sorunlariyla, sikayetleri ve tiim sosyal hayatla-
riyla giindeme oturmustur.

Milliyer'ten Yener Siisoy, Yuzgin'le yaptigi ropor-
tajda yazarin cinsel yonelimini israrla giindeme getirir
ve 6grenmek ister.

Siisoy: Sayin Yiizgiin... Madem escinselligi ayip bul-
muyorsunuz, ben de size sunu soruyorum: Siz egcinsel
misiniz?

Yiizgiin: Benimle ilgili a¢iklamalarin, bu séylesi-
mize yararli olacagini sanmiyorum, bunun i¢in soru-
nuzu yanitsiz birakiyorum.

Siisoy: Bu sorudan neden
anlayamadim?

Yiizgiin: Efendim, benim i¢in escinsel olmak veya
olmamak hi¢ 6nemli degildir. Hi¢ kimsenin béyle bir

kagryorsunuz,
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ayrim ic¢inde olmamasi tezini savunuyorum ben kita-
bimda. Kisilerin ugkurlariyla ugragilmamas: tezini
inceliyorum.

Siisoy: Kusura bakmayin, ben de ugkurla ugrasmiyo-
rum. Sadece béylesine ilging bir kitabin yazari olarak
escinsel olup olmadiginizi agik¢a soruyorum? Madem
utanilacak bir sey degil, neden yanitlamiyorsunuz?

Yiizgiin: Yener Bey... Benim iligkilerim sonsuz. Ben
hepsine istedigim bigcimde, istedigim zaman girerim.

Siisoy: Boyle bir kitabi escinsel olmayan birinin yaz-
masina olanak yok.

Yiizgiin: Yener Bey, elbette, haklisiniz, ona siiphe yok.
Bir bagka kisinin yazacagim diye 100 sene ugragsa, olay1
bu boyutlarda incelemesi, en ince noktalarina kadar
gormesi olanaksiz. Bu sozlerinize katilmamak miimkiin
degil.”

Stisoy’un tavr: tacizkar, Yiizgiin’iin tavri ise tartig-
malidir. Zira yukaridaki sunugsunda da goérildiigi gibi
baska escinselleri adiyla ifsa etmekten ¢ekinmemekte-
dir yeri geldiginde. Ancak konu kendi cinsel yénelimine
geldiginde ¢ekingen davranmaktadir.

Cumburiyete verdigi roportajda, anketine dayanarak
escinsel say1sin1 nasil hesapladigini da anlatir.

Ben anketimde §6yle bir soru yoneltiyorum: Bugiine
kadar kag defa escinsel iliskiye girdiniz? Ilging sorudur.
Ben bu kisilerin ne kadar yozlastigini géstermek ya da
onlar1 kizartip bozartmak i¢in sormuyorum ama istatis-
tiksel olarak bir takim sayilardan hareket ederek escin-
sel sayisini ele gecirmeye ¢alistim. Orada on bin, yirmi
bin gibi sayilar ele ge¢ti. Diigiiniin, 24 yasinda bir geng,
20 bin escinsel tanimig. Bunun anlami... A) 20 bin, B)
15 bin, C) 100 kisi tanimig. Bunlari ele alin... Bir ista-
tistiksel formiille 450-500 bin gibi bir ana kitle ¢ikiyor
Istanbul’da.Karisik bir hesap!

Tabii bu réportajlarda ¢ok 6nemli ve degerli mesajlar
da verir. Ornegin neredeyse her réportajda polis baski-
sina, fislemelere deginir.
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“Bir kere polisin elinde hi¢bir yetki yoktur. Tiirk Ceza
Yasasrnda egcinsel yagam bi¢imini siirdiirmek sug degil-
dir... Onlar da ne yapiyor? Sag kesiyor, bilmem nereye
stiriiyor, figliyor, hastanelere sevk ediyor, karakollarda
tutuyor... Ve bu iglerden dolayi hi¢ hesap sorulmuyor. Bu
ne perhiz, bu ne lahana tursusu...”

Biilent Ersoy’un o yillarda halen siiren pembe kimlik
miicadelesine de destegini aciklar. Biilent Ersoy’un
durusunun ne denli onurlu oldugundan bahseder.

Tiirkiye’de Escinsellik (Diin, Bugiin)’ sirastyla Ugurum
(senaryo, 1986), Mavi Hiiviyetli Kadinlar (6yki, 1987),
Yakilacak Yazar (belgesel, 1988), Pembe Yolculuk (gezi-a-
ni-deneme, 1988) ve [t Tapinag (dykil, 1989) izler.
Yiizgiin’iin yaptig1 her seyden 6nce dénemine tanik-
lik etmektir. Zira o senaryo ve Oykii kitaplarinda bile
“ozgiirliige ve ozellikle de “cinsel ozgiirliige’ su ve hava kadar
onem veriyor, diinya insanini evrensel boyutlars ile ele alryor,
kendisinin bir yazar, bir edebiyatr oldugunu savunmuyor-
dur. Dogrular: yakalayip insanimiza gistermeye calisiyor™
dur.Yine yasaklanmak ve posete konulmak konusunda
da Ugnrum ve Mavi Hiiviyetli Kadinlar ilk kitabi izler.
Ugurum, 16 Mart 1987°de posete konur. Mavi Hiiviyetli
Kadinlarinsa 2. Asliye Ceza Mahkemesince miisteh-
cen bulunarak, miisadere ve imhasina karar verilir. Yani
kitap toplatilacak ve yakilacaktir. Bunun iizerine kirk
yayinevi ortak bir bildiriyle bu karari elestirir.Arslan
Yiizgiin, cesitli yayinevleri yoneticileriyle diizenledigi
basin toplantisinda, “Simdiye kadar yazdigim biitiin
kitaplari toplattilar, 6zgiir yasayan bir aydin olarak
benim beynim ve kalemimle para kazanmami engelli-
yorlar,” der.

Arslan Yiizgiin, 2. Asliye Ceza Hakimi Hiiseyin
Cengiz’in durugsmadan sonra aslinda kitabin miistehcen
icerikli bulunmadigini, sadece Arslan Yiizgiin'iin cinsel
tabular1 yikma konusundaki cabalarinin frenlenmesi
i¢in bu karari aldiklarini séyledigini de aktarir basina
verdigi demeglerde. 1989 Mayisinda kitabi hakkinda

miistehcen karar1 veren Muzir Kurulw'nun raporunu
Taksim Anit1 6niinde yakmak isterken polis tarafindan
gozaltina alinir.

Arslan Yiizgin'in kitabinin miistehcen bulunmasin-
dan sonra kararin bozulmasi i¢in Yargitay’a bagvurmus,
Yargitay’in karar1 bozmasi izerine de Muzir Kuruluw'nun
raporunu Taksim Anit1 6niinde yakmak istemistir. Tiim
bu olan bitenin ardindan Yakzlacak Yazar adl1 bir belge-
sel kitap yayimlayarak tiim bu yasaklanma ve aklanma
stirecini detayl: bir sekilde, belgelere dayandirarak anla-
tir. Devletle tiim miicadelesi, yazismalar1 belgelenmis
olur. Kitab1 yayimlandiktan sonra yaptigi aciklamada
“Iginde benim, kurula kars1 vermis oldugum miicadele,
kurul raporlar: ve benim yasal dilekgelerim yer aliyor,”
dedigi kitabinin da yakilmasina karar verildigi takdirde
miicadelesini yasal yollardan yapacagini, eger basari-
s1z olursa da kendisini Cagaloglu Basin Miizesi 6niinde
yakacagini soyler.

Yiizgiin, tiim bu siirecte polis baskisiyla kars: kargiya
kalir. Iki kere de saldiriya ugrar. Bu saldirilarin ilki 28
Mart 1985’tedir.

Saat 18.30 sularinda 18-20 yaslarinda alt1 kiginin Yap:
Kredi Bankasi Galatasaray Subesi 6niinde yiiriirken Dr.
Yiizgiin’e saldirdiklar1 ve Yiizgiin'iin yiiziine vurulan
darbelerle agir sekilde yaralandig bildirildi. Taksim
ilk Yardim Hastanesine kaldirilan Yiizgiin, buradan
Cerrahpaga Tip Fakiiltesi Acil Servisine kaldirilarak
ameliyat edildi. Yiiziindeki doért kirik, telle baglanan
Dr. Yiizgiin’iin durumunun iyiye gittigi ve saldirganla-
rin aranmastna baglandigi bildirildi.Ikinci saldir1 ise 24
Nisan 1990 yilinda yapilir.

Taksim’den evine giderken Kazanci Yokusunda
kimligi belirsiz kisilerce saldiriya ugradigini belirten
Yiizgiin, saldirinin ardindan yaptig1 agiklamada “Simdi
daha o6nce siirekli olarak savundugum marjinal kesim-
ler tizerindeki yasadigt baskilar: siirdiiren ceteleri koru-
yan bir emniyet amirinin milyonlarca kisinin gozleri



114

6niinde TV kanaliyla saldirganlar1 desteklemesi, olay1
bu noktaya getirmistir. Bu yiizden emniyet gorevlile-
rini suglular1 ivedi olarak yakalamaya ve amaglarini
ortaya ¢ikarmaya davet ediyorum,” der.

1990’dan sonra Arslan Yiizgiin’iin ismine, LGBT1
goriiniirliitk  ve varolus anlaminda rastlanmaz.
Muhtemelen tiim yasadiklarindan dolay1 yorulmus,
yipranmis ve kabuguna cekilmisgtir.

A writer to burn: Arslan Yiizgiin

Arslan Yiizglin was born in 1950. After graduat-
ing from Istanbul University’s Faculty of Economics
in 1973 he worked as a bank examiner and auditor at
Ziraat Bank until 1982 when he resigned and dedicated
himself to writing. The first two books he wrote was
on the field he was educated and worked in. He pub-
lished Turkish Banking System in the Republican Era in
1982 and General Auditing Approach in 1984.

In 1985 he began an important project by conduct-
ing a 70 questions survey among 223 homosexuals. He
published Homosexuality in Turkey (Yesterday and Today)
in August 1986 with the results of his survey and much
more.

He explains what happened afterwards in the pref-
ace of his next book 7he Abyss:

At the press conference for the launching of my
book Homosexuality in Turkey (Yesterday and Today)
in August 1986, I had clearly emphasized a very
likely development by saying “This book in your
hands will raise hell”” Indeed as we expected our
book had a broad repercussion and remained pop-
ular as it was constantly mentioned in the media.
Almost all newspapers gave extensive coverage of
of our book, including full-page reports even in the
most respected dailies with the highest circulation.

Beyond newspapers and magazines, the indi-
vidual critics we verbally received from people had
been mostly positive with a very few negative ones.
Similarly the letters sent to our post office box had
some very interesting words of appreciation and we
received hundreds of thanks for having dealt with
this subject very openly and tackled such issues
bravely.

Also we received translation proposals from
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abroad and were invited to give a speech at an inter-

national conference in the Netherlands.

The book did something that had never been done
before and tried to give as much information about
homosexuality as possible including medical, legal, lit-
erary and judiciary aspects. The chapter titles of the
book attest to the richness of its content.

“A General Approach to Homosexuality”, “Homo-
sexual Intercourse Practices”, “Nightlife”, “Homo-
sexuality in Art”, “A Societal Approach to Homosex-
uality”, “Legal Interpretation”, “Law-Enforcement

> <

Officers’ Attitude Towards Homosexuals”, “Homosex-
uality and Medicine”, “Socioeconomic and Sociopolit-
ical Solutions.”

As one can see, the book is quite extensive. Yiizgiin
had compiled very important information in a number
of issues and pulled off an important job, although
the way he approached the subject and his comments
which could be quite subjective sometimes seem a bit
primitive and phobic today. The book uses the term
homosexuality as a category title that includes homo-
sexuality, homosexual/bisexual men and trans women.

However it did not take a long time for the Prime
Ministerial Board for Protection of Minors from
Obscene Publications to notice the book. Arslan
Yiizgiin tells about this and how he had to answer to
the political offenses department of the police.

However despite all the positive developments, we
have faced some very negative developments, con-
spiracies and attempts too. Right at the beginning
we had to go to the political offenses department
thanks to a complaint made by a ‘miserable homo-
sexual” who makes his living by selling liquor. This
person called Ceylan asserted claims like “The book
insults the police force, humiliates notable states-
men, our prime minister is shown as a p... to the
police just as the ‘snitch’ he was, but he couldn’t get
any results and we successfully left the department
with our books. It is not surprising to see the dirty
and ugly behaviors of this person who is not able
to grasp his lifestyle and our book had yielded no
results. Even the Prime Ministerial Board for Pro-
tection of Minors from Obscene Publications which
is made up of eleven experts including professors

and assistant professors had scrutinized our books
as specially instructed by ministries but could not
find any crime element or even a single “indecent”
word. It is obvious that even a much debated and

openly criticized legislation and a “Board” estab-

lished on the basis of that legislation have indirectly

approved the “scientific nature” of our book. Now
what the heck that miserable person who thinks he
was the police or a board member will do?

Similar to his above statement Yiizgiin frequently
uses subjective characterizations and nonscientific
approaches such as “miserable” or “helpless” also in his
book. He sometimes interprets and sometimes com-
plains and criticizes. This way the book goes beyond
being a boring survey report. By the way, just after
the launching of his next book 7he Abyss for which he
wrote the above preface the Obscene Board would find
Homosexuality in Turkey (Yesterday and Today) harmful
and decide the book should be sold in a nylon bag (that
conceals the book cover). After the book became very
popular and the following nylon bag decision Arslan
Yiizgiin gave a number of important interviews to
many newspapers. The headline of the interview pub-
lished in Cumburiyer was “The society does not despise
this” while Milliyer’s headline was “Being homosex-
ual is not important at all!” and Hiirriyet’s was “There
are said to be 500 thousand homosexuals in Istanbul”.
Tabloids like Giines, Tan and Hafta Sonu highlighted
the sensational aspects of Yiizgiin’s statements. In any
case, thanks to Yiizgiin’s book “homosexuals” instantly
became the hot topic of the day and this time with their
problems, complaints and their social life.

In his interview with Yuzgiin, Milliyet’s Yener Siisoy
insists on questioning the writer’s sexual orientation:

Stisoy: Mr. Yiizgiin... Since you think homosexu-
ality is not a disgrace, I am asking you this: are you a
homosexual?

Yiizgiin: I don’t think statements about myself will
be beneficial for this interview and therefore I am not
answering this question.

Siisoy: Why you try to evade this question, I don’t
understand?

Yiizgiin: Sir, being a homosexual or notis notimport-
ant for me. In my book I argue that nobody should be

subjected to such discrimination. The thesis I am assert-
ing is, no one should interfere with others’ sex lives.

Siisoy: With all due respect, I am not interfering with
your sex life. I am only frankly asking you, the writer of
such an interesting book, if you are a homosexual or not.
If it is not something to be ashamed of, why don’t you
answer?

Yiizgiin: Mr. Yener... I have endless relationships. I
enter all kinds of relationships the way I like and when-
ever I want.

Siisoy: It is impossible for someone who is not a homo-
sexual to write such a book.

Yiizgiin: Mr. Yener, of course you have a point there,
there is no doubt on that. It is impossible for someone
else to investigate this subject in such depth, down to
the last detail, even if they had tried for 100 years. It is
impossible not to agree with what you’ve said.”

Siisoy’s attitude is harassment but Yiizgiin’s attitude is
questionable. Because, as it is evident in his above pref-
ace, he does not refrain from explicitly naming other
homosexuals when he wants to. But when it comes to his
own sexual orientation he acts timid.In the interview he
gave to Cumburiyet he also tells how he calculated the
number of homosexuals based on his survey.

In my survey I asked this question: How many
homosexual intercourses you had to date? It is an
interesting question. I am not asking this question to
show how degenerate these people are or abash them
but I tried to come up with the total number of homo-
sexuals by looking at some statistical numbers. I cap-
tured numbers like then thousand, twenty thousand.
Think about it, a young man of 24 had met 20 thou-
sand homosexuals. What it means is... he met A) 20
thousand, B) 15 thousand, C) 100 people. Now take
these numbers... By using a statistical formula we
arrive ata main body of 450-500 thousand in Istanbul.
A complicated calculation indeed!

Of course he gives very important and valuable mes-
sages in his interviews. For instance in almost all his
interviews he brings up the issue of police oppression
and blacklists.

“To begin with, police has no authority whatsoever.
Conducting a homosexual lifestyle is not a crime accord-
ing to Turkish Penal Code... So what they do? They shave

heads, they banish them to God knows where, blacklist
them, refer them to hospitals or keep them under deten-
tion... And nobody calls them to account for what they’ve
done. What a paradox...”

He also declares his support for Biilent Ersoy’s strug-
gles at the time for obtaining a pink ID. He says how
honorable Biilent Ersoy’s stance was.

After Homosexuality in Turkey (Yesterday and Today) he
wrote The Abyss (screenplay, 1986), Women with Blue IDs
(story, 1987), A Writer to Burn (documentary, 1988), The
Pink Journey (travel-memoir-essay, 1988) and The Temple
of the Dog (story, 1989). What Yizgiin did was above
all to be a witness to the period he lived in since even
in his story books and screenplays he “deemed freedom
and especially ‘sexual freedom’ as important as air and water,
approached people of the world from all dimensions and did
not argue that he was a writer or a man of letters.”

As for being banned and put into a nylon bag, The Abyss
and Women with Blue IDs followed their predecessor. The
Abyss was put in nylon on March 16+ 1987. The 2+ Crim-
inal Court of General Jurisdiction found Women with
Blue IDs obscene and decided that it should be confis-
cated and exterminated. In other words the book would
be pulled off the shelf and burned. In response, 40 pub-
lishing houses made a joint declaration and denounced
the court decision. In a press conference co-organized by
Yiizgiin and the executives of various publishing houses
he said “They have confiscated all the books I have writ-
ten to date, they are not letting me to earn my living by
using my brain and my pen as a free intellectual.”

In his following press statements Arslan Yiizgiin also
reminds that, after the hearing, the 2~ Criminal Court
Justice Huseyin Cengiz had told him that in fact they
had not found the book obscene and the decision was
aiming to choke back his efforts to break sexual taboos.

In May 1989, while he attempts to burn the Obscene
Board report declaring his book to be obscene in front
of the Taksim Monument, the police takes him into
custody.

After his book was found obscene he had appealed
to the Supreme Court and since the Supreme Court had
reversed the judgment, he wanted to burn the Obscene
Board’s report in front of the Taksim Monument.

Afterallthathadhappenedhe publishesadocumentary

book entitled 4 Writer To Burn and explains and docu-
ments the banning and acquittal processes in detail. This
way he documents his battle with the state and his cor-
respondences. In a statement after the publishing of the
book he says if this book in which “my struggle against
the board, board reports and my legal petitions are fea-
tured” was to be banned too, then he would continue
his battle within the legal framework and if he failed
he would burn himself in front of the Press Museum in
Cagaloglu.

In the course of all that had happened he had to face
police oppression and he was attacked two times. The
first one comes on March 28+, 1985.1t is reported that
Dr. Yiizgiin was attacked by six men around 18-20
years of age as he walked by the Galatasaray branch of
Yap1 Kredi Bank around 6:30 pm and he was severely
injured by the hits to his face. He was taken to Taksim
Emergency Hospital and then sent to the Emergency
Service of Cerrahpasa School of Medicine for an oper-
ation. It is reported that, the four broken bones in his
face were secured with wires, he was recovering and the
search for the attackers began.

The second attack comes on April 24+ 1990.0n
the way from Taksim to his home, he was attacked by
unknown assailants at Kazanci Street. In a statement
after the attack Yiizgiin says “The fact that a police com-
mander who happens to protect those gangs that con-
tinue to harass the marginal groups I have been defend-
ing all this time had supported these attackers on TV,
in front of millions of viewers, had been the reason for
this escalation of violence. Therefore I call on the police
force to urgently to arrest the perpetuators and unveil
their motive.”

After 1990 the name Arslan Yiizgiin cannot be heard
of in terms of LGBT visibility and existence. Probably
he was tired of everything he had to go through, he was
exhausted and retired into his shell.



ARKA KAPAK
LOUIS VUITTON



