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BENI BUL
Otoportreye ¢agdas dokunuslar

1 - Karsilasmalar

ILk kez bir resmin bana baktigini gordigimde, hentiz ilkokul
4. siniftaydim. Ben de ¢ocuklarin ¢ogu gibi okulda bana
ogretilenleri biraz teredditle sindirme asamasindaydim.
Atatirk siirleri, yerli mallari haftasinin sinirli kuruyemisleri,
kalp carpintilari icinde ¢alistigimiz sozlu sinavlarin heyecani,
glnlik olarak hazirladigimiz hava durumu rapor grafikleri,
mevsimine gore cizip suluboya ile acemice boyadigimiz
resimler, Hun Imparatoru Atilla’'nin basinda taciyla profilden
yapilmis portresi, diinya Ulkelerinin ezbere bildigim
bayraklari; yani hayatin acemisi her ¢cocuk gibi ben de
ogrenerek hizla biyiyordum.

“Bir glin bir portre gérdiim, hayatim degisti!” desem, abartmis
olmam. Milliyet Sanat dergisinin Milliyet gazetesinin eki olarak
verildigi donemlerde, yasamin acemisi bir cocugun kalbini
calan o bakisla karsilastigimda yeni bir dinyanin kapilari
ardina dek acilmisti. S6zini ettigimiz yillarda ne diinyada
postmodernizm vardi ne de ¢cagdas sanat buglinkd bi¢imini
almisti. Resimler ge¢cmise ait izler, gazete ve takvimlerde yer
alan fotograflar ise yasadigimiz giinleri anlatiyordu bizlere.
Takvimlerin sayfalarini kaplayan ve bir yil boyunca adeta
bizleri hipnoz eden manzaralar ise ileride olusacak estetik
gorisumuzu bicimlendirmek i¢cin zemin hazirliyordu.

hicbir akademik egitim almadan once amator bir ruhla yaptigi
“Kadehli-Pipolu Portresi”, bir yandan resim sanati izerinden
kendisiyle kucaklasmasini gosterirken, diger yandan da Turk
resim tarihinin 6zgiin ve asla unutulmayacak yapitlarindan
birinin dogusunu mujdeliyordu. Gercekten de portredeki
ruh tahlili, vermis oldugu poz, tuvaline tasidigi isigin niteligi
ve renk kullanimindaki ¢arpici uyum tipki bir Rembrandt
portresi gibi etkileyici dzelliklere sahipti. Elbette ben bir
Guzel Sanatlar Akademisi 6grencisi oluncaya kadar bu yapitin
icine ustalikla katilmis olan estetik czelliklerin farkina asla
varamayacaktim. Ama yine de bu ¢ocuk halim resimdeki
olaganusti ve etkileyici atmosferi sezmeme engel degildi.

Bizim (1980) kusagin en biyik avantajlarindan biri de
¢ocuklugumuzun gectigi donemlerde, firmalarin yaptigi
duvar takvimlerinin cogunda Tirk ve dinya resim tarihinden
orneklerin kullanilmasiyla bizde yepyeni algi boyutlarinin
acilmis olmasidir. Kendiliginden gelisen bu gorsel sirecg,
yalnizca ¢ocuklarin degil, yetiskinlerin de yasamlarina

FIND ME
Contemporary takes on the self-portrait

1 - Encounters

Time is our face: We wear it constantly like a mask that we keep
looking at. Not satisfied, we even take pictures of it. Like most
kids, | was somewhat hesitantly trying to assimilate what was
being taught to me in school: poems about Atatirk, little packets
of nuts you got during “Buy National Week”, the heart-in-your-
throat agitation of oral exams, the weather report charts that we
made every day, the season-themed pictures that we drew and
daubed with watercolors, the profile portrait of Emperor Atilla
the Hun wearing his imperial crown, the flags of the different
countries that I'd been made to memorize. Just like every other
child unversed in life, | too was learning and growing up fast.

If | were to say “| saw a portrait one day and it changed my life!”
it wouldn’t be an exaggeration. This was back in the days when
the newspaper Milliyet published a weekly supplement devoted
to the arts. When | encountered that gaze capable of stealing the
heart of a child still unfamiliar with life, the doors of a new world
suddenly swung open. I'm talking about a time when there was no
“Postmodernism”, when “contemporary art” had not yet become
what it is nowadays; a time when paintings spoke of the past while
newspaper and calendar photographs told us about our own day
while the landscapes that filled the leaves of calendars seemed to
hold us spellbound for a year and provided the bedrock on which
our future aesthetic sensibilities would take shape.

When Hiseyin Avni Lifij painted Self-Portrait with Glass and
Pipe in 1906 he was only 20 years old and he created the picture
with the spirit of a talented amateur who had yet to receive any
academic training whatsoever. This painting not only revealed the
artist’s own grasp of the painting but also proclaimed the glad
tidings of the birth of a masterpiece of Turkish art. The spiritual
insightfulness, the subject’s pose, the quality of light imbuing
the canvas, and the arresting harmony in the use of color are all
features that are at least as impressive as those of a Rembrandt
portrait. To be sure, it was not until | became a student at the
Academy of Fine Arts that | would really be able to appreciate all
of the aesthetic features which had been so masterfully worked
into this painting but even though | was just a fourth-grader that
did not keep me from sensing the extraordinary and fascinating
atmosphere of this painting.

One of the biggest advantages that our generation (1980] enjoyed
was the brand-new dimensions of perception made possible for
us by publishers’ use of examples of Turkish and world artin most
of the wall calendars that were produced when we were young.



pozitif degerler katmaktaydi. Kendileriyle sohbet ettigim
sanat¢l arkadaslarimin bir¢cogundan, bu takvimlerde ve
Hayat dergisi gibi donemin onemli dergilerindeki yapitlardan
ilham alarak resim ya da grafik egitimine yoneldiklerini sik¢a
duymusumdur.

Bugin mobil cihazlarimiza, internet araciligiyla
bakabilecegimiz sanat tarihinden on binlerce resim gizlenmis
de olsa, hicbiri 30 giin boyunca karsimizda duran duvar
takvimleri kadar etkili olmamistir. O takvimlerin gorsel
zenginligimizi artirma ve sanata bakisimizi olusturma yolunda
yaptigi katkilari asla yok sayamayiz. Orada gordigimiuz
resimler ve fotograflar, gorsel kiltirimizin nadide ilk
parcalari olarak estetik algimizin gelismesi konusunda bize
buylk faydalar saglamistir.

karsilasmam da ilk goriisimin tzerinden heniiz dg¢-dort yil
gectikten sonra bir ila¢ firmasinin takviminde yer alan ayni
portre araciligiyla olmustu. Yine onemli Tirk ressamlari
tarafindan betimlenmis eski evlerin golgesinde mezarlik
manzaralari, Haydarpasa'da kiylya baglanmis mavnalari,
¢ciceklerden ve meyvelerden kurulmus natlirmortlarin
arasinda bu resmi gormustim. Bu kez resmin altinda yazan
“otoportre” aciklamasini da net bir bicimde hatirliyorum.
Ikinci karsilasmamda kisik gozleriyle bizi sizen adama daha
dikkatle bakmistim. Bu resmi hi¢ bir zaman unutmadim.
Unutamadim.

Resim sanatinin tarihi, manzara ve natirmortlarla birlikte
portrenin de tarihidir. Portre fotografi araciligiyla ressamin
modeli ile sanatsal bakisi Gzerinden kurdugu iliski, yapitin
kaderini de belirler. Aslinda resmi yapilan, model degil,
ressamin modeli ile kurdugu iliskinin psikolojik bir siireg
tzerinden aldigi bicimdir. Bazen uzlasim, bazen de gerilim
resmin seyrini belirler. Tipki bir uzayip bir kisalan zaman ve
resmi bitirmek adina son tuse icin verilecek karar ani gibi.
Tuval, firca ve boya ise burada yalnizca birer aractirlar.

Dinya resminde farkli asamalardan gecerek evrilen portre
gelenegi, Viktorya doneminde farkli bir sanatsal boyut
kazanmis On-Rafaello’cu (Pre-Raphaelite Brotherhood)
ressamlardan, ginimuize kadar gelen akiskan bir rotayi
meydana getirmistir. Ozellikle giindelik yasama ait
siradanmis gibi goriinen ve buyuk bir incelikle resmedilmis
bu sahneler, aslinda gelecekte Ingiliz Resim Sanati tizerinden
daha sonra ortaya ¢ikacak bircok gorsel stilin de belirleyicisi
olmustur. Resim sanatinda verilen pozun an ile kesisen

That use started a self-perpetuating visual process that added
value not just to children’s lives but to those of adults as well.
Whenever talking with my fellow artists, one thing | frequently
hear mentioned by most of them is that they were inspired by
and drawn into the study of pictorial and graphic arts by such
calendars and by works appearing in leading magazines of their
day such as Hayat.

Nowadays thanks to the internet, our computers and mobile
devices can harbor tens of thousands of images from the history
of art but | doubt that any of them make as much an impression
as did those wall calendar pictures that confronted us for thirty
days or so at a time. We can’t ignore the contributions which
those calendars made towards expanding our visual richness
and fostering our attitudes towards art. As the precious first
kernels of our visual culture, their paintings and photographs
were tremendously beneficial in the development of our visual
perception.

The second time | encountered that extraordinary portrait of
Hiseyin Avni Lifij was just a few years after the first when it was
included in a calendar put out by a pharmaceuticals company.
| saw it this time among scenes of graveyards shadowed by old
houses, barges tied up along shore at Haydarpasa, and still-
lifes of flowers and fruits. It was also around this time that
I can distinctly remember being informed by the caption beneath
the image that this was actually a “self-portrait”. In this second
encounter | looked more closely at the man sizing me up with
his louche gaze. Never did | ever forget that painting thereafter:
-l was unable to.

The history of pictorial art is the history of portraits as well as of
landscapes and still-lifes. In portraiture, it is the relationship which
the artist creates between his subject and his artistic sensibility
that determines the outcome of his work. What is actually being
shown to us in portraits is not so much the subject but rather
the outcome of the psychological process that is informed by the
relationship between artist and model. Sometimes collaboration
is what determines how an image goes; sometimes it's tension;
sometimes it’s the final brushstroke that’s decided upon to finish
a painting that’s been dashed off quickly or whose completion has
take a long time. In all such cases, paint, brush, and canvas are
merely tools.

While portraiture traditions have gone through many different
stages in the course of their long evolution in the history of world
art, it was artists of the Pre-Raphaelite Brotherhood who, during
the early Victorian era, introduced a new approach whose influence
continues even to the present day. While the images produced by
these artists are deceptively mundane in their appearance, they

dinamigi, daha sonra tipki Degas’in islerinde gorilecegi gibi
fotografik enstantanelerden resme giden yolu da acacakti.
Neredeyse kibizmin Braque ve Picasso tarafindan unutulmaz
ornekleri ortaya ¢ikincaya kadar, ressamin durdugu noktanin
koordinatlari, resmin dinamizmini de belirleyecekti.

Bu rota, gliniimizin resim ve fotograf anlayislarinda var
olan portre gelenegini de belirlemistir. Edward Hopper'dan
Lucian Freud’a kadar, otoportrenin dayanilmaz cekiciligini
bircok sanatg¢inin resminde ayrintili bir bicimde gorebiliriz.
Tiirk resim sanatinda da Hale Asaf'tan Nuri lyem’e uzanan
otoportre geleneginin seckin drneklerinin Gretilmesiyle
izleyiciler de baska bir tinsel dizlemin varligina tanik
olmuslardir. Ressamlar hem kendileriyle yiizleserek ruh
tahlili yapabilmek hem de i¢ bakisin farkini anlamak igin
-tipki mizisyenlerin ¢aldiklari mizigi duyabilmek i¢in
kullandiklari monitor hoparlorlerden yararlanmalari gibi-
kendi otoportrelerini yapmislardir. Otoportre resmin icinde
ressamini da gostermesi nedeniyle 6zel bir alanin varligina
dikkati cekmis ve resim tarihinde siklikla islenen konulardan
basinda gelmistir.

2 - Ressamin dogasi

Her sanatci o glin geldiginde, yapitlarinda kendisi disinda her
seyi betimlemeye calistigini gorir. Iste o zaman bir bicimde
kendi portresini yapmak i¢in karsi konulmaz bir istek duyar.
Hatta yaptigi resmin icinde bir figir olarak varligini gostermeyi
secer. Bu ylzyillar oncesinden glinimuze gelinceye kadar
hep bdyle olmustur. Jan van Eyck’in “Arnolfini’nin Evlenmesi”
(1434) ve Diego Velazquez'in “Las Meninas” (Nedimeler) (1656)
tablolari, erken donem eserleri olarak ressamlarin kendilerini
resmin bir yerine ilistirme arzularinin lizerine kurulmustur.

Otoportre konusunda verilen poz ile resmeden sanatci
arasindaki bakis tek noktadan gerceklesir. Kendini géremeyen
ressam, varligini oldugundan daha ¢ok dislnerek resmini
tamamlamaya calisir. Onceki ¢alismalarinin aksine, nerede
duracagini, yani son fir¢a darbesini ne zaman vuracagini
daha iyi bilir. Kendini gorebilecegi tek nesne ise gercekle
hayal arasinda yalan soyleyerek arabuluculuk yapan aynadir.
Ressam, burada tek basina satran¢ oynayan, kendisine karsi
hem hamle hem de savunma yapan bir oyuncudan baska bir
sey degildir. Her seyin kontrol altinda olmasi gorinirde en
biyulk kazancidir. Ama burada kazanan kimdir, kaybeden kim;
bu sorunun yaniti asla bilinemeyecektir.

Otoportre, ressamin resimde kurgulanmis olan “bir basina
olma” eylemidir. Bu durumda, bir modelin resmin yapilis

are executed with tremendous attention to detail and they are
really the forerunners of many visual styles that were later to
emerge in British art. The dynamic interaction between artistic
pose and the immediacy of the moment in these images led to
the practice of painting from photographs, such as in the case of
Degas’ work. Until the appearance of quintessential examples
of Cubism by the artists Braque and Picasso, the coordinates of
the artist’s stance literally determined the dynamics of painting.

The Pre-Raphaelites” approach also informed the portraiture
traditions that existin our own day’s attitudes towards painting and
photography. The irresistible allure of the self-portrait manifests
itself to the utmost in the work of numerous artists ranging from
Edward Hooper to Lucian Freud. In Turkish art, outstanding
examples of a self-portraiture tradition extending from Hale Asaf
to Nuri lyem allowed their viewers to peer into a singular visual
world. In away similar to musicians’ practice of using headphones
to listen to the music that they're playing, artists do self-portraits
in order both to engage in a spiritual analysis and to diagnose
theirinner gaze by confronting themselves. Because it reveals the
artist’s presence in the context of his own work, self-portraiture
is a unique yet frequently-employed genre in art history.

2 - The nature of the artist

The day comes for every artist when he realizes that he's trying
to depict something that’s beyond himself in his work. That is
when he feels an irresistible urge to do his own portrait one way
or another. He may choose to do this by including himself as one
of the figures in a picture that he's making. This option has always
existed and still does even today. Jan van Eyck’'s The Arnolfini
Wedding (1434) and Diego Velazquez's The “Las Meninas” (1656)
are just two of the better-known early examples of Western artin
which the artist appears as an intruder in his own work.

In a self-portrait, the gaze between the posed subject and the
portraying artist emerges and returns to a single point. Unable
to see himself directly, the artist must think even more than ever
about his own existence in his efforts to complete hisimage. Unlike
in his otherwork, he has a much better idea of where to stop, which
is to say where and when he’ll put the final brushstroke. The only
object which might help him see himself of course is a mirror,
a notorious liar that mediates between reality and imagination.
In such cases the artist becomes a solitary chess-player sitting
ataboard and making moves and countermoves against himself.
While the biggest advantage to this is that everything is seemingly
under his control, the question of who’s winning and who's losing
is one that can never be answered.

Self-portraiture is an autonomous action that an artist performs
through the practice of his art. In such self-realization, there are



sirecinde saglayacagi avantajlarin hicbiri yoktur. Ressam,
kendi kendine kapris yapamayacag! i¢in Usimeyecek,
yorulmayacak, kizmayacak ve sikilmayacaktir. Var olan uzayi
tek basina degerlendirme durumunda kalacaktir. Bir kuklaci
gibi oynattigi iki ayri karakteri tek basina seslendirecektir.
Buglne kadar sanatinda gostergelerle calisan sanatc¢i, simdi
kendi bedeni Gzerinden yeni kesiflere dogru yola ¢ikacaktir.
Alisik olmadigi bir duygunun esiri olacak, gizleyecekleri ile
gosterecekleri arasinda bir karar vermek zorunda kalacaktir.
Yapit ise bu iki ruh halinin icinde yavas yavas mayalanacaktir.

Bu durum kendini ceken fotografc¢i icin de pek farkl
degildir. Sirec icinde fotograf¢idan modele donlisecek olan
kahramanimiz, bu kez kendi gorintisinin sinirlariicinde
en iylyi yapmaya calisacaktir. Cogu kez kisilik bolinmesi ile
sonuc¢lanan bu silreg, suretiyle bas basa kalan fotografciyi
bir sorgulamaya yoneltecektir. Bu bicimde fotografci asla
fotografin nerede bittigini ve modelligin nerede basladigini
bilemeyecektir. Ama buradaki esas trajedi, sanat¢inin model
rolini Uzerine aldiginda, algilama bi¢iminin bulundugu
edilgen konumdan dolayi degisiminde yatmaktadir. Acimasiz
fotografci, simdi bolinen benligi icin ne yapacaktir? Iste
hesaplasma tam da bu noktada baslamaktadir.

Fotograf makinesinin bulundugu yerin cografi anlamda
bir koordinata karsilik gelmesi gibi, kendisini fotograf
ile tanimlamak isteyen sanatcinin da deklansore bastigi
anda yerylzinun bir zaman araliginda konumlandigini
bilmesi gerekir. Zamanin icinden koparilan bu an, sonsuza
dek bir daha asla kipirdamamak lzere sabitlenmis ve
sonrasinda yalnizca izleyicilerin yorumlariyla birlikte sanat
elestirmenlerinin okumalarina kalmistir. Neden-sonuc iliskisi
ve daha uzun vadeli olan gelecege kalma konusu da, artik
adina “sanat tarihi” dedigimiz bir ara alana devredilmistir.

Zaman kuramlari icinde, tek bir noktada ayni anda iki
olayin gerceklesme durumu tim bilimsel gerceklerle
fenomenolojik anlamda celismesine ragmen, konu sanat
oldugunda kendine basariyla yer bulmaktadir. Tipki kibist
resimlerde oldugu gibi iki ayri mantik, baska bir deyisle
cellat ve kurbani ayni dizlemde -ama esit sartlarda-
bulusabilmektedir. Belki de fotografcilar, kendi varliklarini
test etmek ve o gline kadar sakladiklari egolarini gorinir
kilmak i¢in otoportrelerini cekerler. Yiizlesme ve itiraf,
her sanat dalinda sanatg¢iyla izleyici arasindaki en onemli
kopriyd olusturur.

Fotografcilarin otoportrelerini cekmeleri, cekecek model

none of the advantages that normally arise from having a model
to work from. Moreover the artist can’t act capriciously, can't
complain that he’s cold or tired, and can’t get angry or bored.
He’s obliged to interpret what lies before him all by himself. He's
like a puppeteer manipulating two puppets, both of whose lines
he must speak himself. Having hitherto had recourse to external
signals in the practice of his art, the self-depicting artist now has
to make new discoveries about himself. He becomes a prisoner
of unwonted emotions and is forced to choose between what he
will conceal and what he will reveal. Steeped in these two distinct
spiritual states, the work he produces will slowly take shape.

The situation is not really very different in the case of a
photographer taking his own picture. Seeking to transform
himself from photographer to photographed, our hero will try
to do the best he can within the constraints of his own image.
In most cases the outcome of this process is a kind of split
personality in which the solitary photographer interrogates
himself and in which the photographer can never be sure where
the photograph ends and the model begins. When a photographer
assumes the role of model however, the real tragedy lies in the
transformation that takes place owing to the passive nature of the
form of perception. What is a ruthless photographer to do with his
newly-split personality: That is the point at which the reckoning
really gets under way.

Justasthe place where his camerais located sets the geographical
coordinates of his image, a photographer taking his own picture
must realize that the moment he pushes the shutter button also
positions that image at a particular pointin time. Plucked from the
flow of time, that moment is fixed and will never move again for all
time. Henceforth it will be at the mercy of viewer's interpretations
and art critics’ readings. Both the cause-and-effect relationship
and long-term survivability of the moment are both shunted into
the realm of that which we refer to as “art history”.

In the philosophy of space and time, the simultaneous occurrence
of two distinct events at a single place is universally deemed to
be a phenomenological contradiction but where art is concerned,
such things can and do happen all the time. And not just in
Cubist art: it’s quite possible for example for two quite disparate
rationalities—say executioner and victim-to conjoin in the same
space and on completely equal terms. Then too, perhaps
photographers also take self-portraits in order to put their own
existence to the test or to render visible egos which up to that
moment they kept concealed. In every branch of the arts, the most
important bridge connecting artists and viewers is the one called
“Confrontation & Confession”.

Photographers take self-portraits not because they can't find

bulamamalarindan degil, kendi ustaliklarini verecekleri pozla
birlestirip kendi suretleri Gzerinden hatirlanmak istemeleriyle
ilintilidir. Fotografcinin otoportresini sanatinda kullanma
eylemi, genelde bu disincenin Uzerine kurulmustur.
Fotografcilarin objektiflerini kendilerine yoneltmeleri,
modelin poz verme eylemi sirasinda neler hissettiklerini
anlamak acisindan da onemlidir. Poz verme siireci, sanatcinin
komutlari veya modelin kendi diinyasini gorintu dizlemiyle
tasimasiyla gerceklesir. Fotografcilar otoportrelerini, kendi
dinyalarina ait verileri diinya ile paylasmak adina ¢cekerler.
Sanatcinin otoportresini cekmesi, ayni zamanda biricikligini
sanata donlstirerek, tek basina var olabileceginin de
kanitidir. Sanatci, yapitini iretene kadar yapayalnizdir ve
dinyanin da bunu bilmesini ister.

Sanatta onemli olan kalmaktir. Sanat tarihi icinde sozi edilen
sanat yapitlarinin timd, bircok engeli asarak bir bigimde
glinimiuize kadar gelmis eserlerin arasindan ¢ikmaktadir.
Bazen sanatcinin gozlemci olarak objeleri Gizerinden sanatini
yapmasi yeterli olmaz. Sayisiz yapita imza atan ve ¢evresinde
hayranlik uyandiran kisi bile olsa, ismiyle birlikte kendi
gorintisinun de tarihe kalmasini ister.

Elbette, neredeyse her sanat¢ida olan yeterince
anlasilamama sendromu ve zaman zaman da haksizliga
ugradigi hissi, ona bu konu tizerinden yeni yapitlar dretmesini
saglayan degerli malzemelerdir. Bu ylizden, resim tarihine
cok farkli bir yapiti armagan etmis olan Jan van Eyck,
s0zlind ettigimiz “Arnolfini'nin Evlenmesi” tablosunda yer
alan aynanin tzerinde Arnolfini ¢iftiyle birlikte kendisini
yansitmakla yetinmemis, ayrica arka plandaki duvarin en
gorindr yerine Latince “Johannes de Eyck fuit hic” (Jan van
Eyck da buradaydi) yazmistir.

3 - Kiirk Mantolu Madonna

Sanatlarin kardesliginden konusurken farkli bir girisi
de edebiyat lUzerinden yapabiliriz. Bilindigi gibi edebiyat,
duygu ve dislincelerin diger sanat dallarina gore ayni dili
konusan insanlar arasinda daha anlasilir bir bicimde ifade
edilebildigi sanat dalidir. ilk bakista resim ve miizik daha
kolay algilanabilir gibi gozikse de tim sanatlar en sonunda
yazi dizlemine indirgenerek ortak bir anlasma zemininde
ele alinir. Ayni dili konusanlar i¢in daha once tanimlanmis ve
anlami kabul edilmis sozclkler, gereken anlasma zeminini
hazirlar.

Tirk edebiyatindaki en 6nemli yapitlarindan biri olarak kabul
edilen Sabahattin Ali'nin 1943 yilinda yazdigi “Kiirk Mantolu

something else to shoot but because they want to be remembered
in terms of masterfully-posed images that reveal their skills. The
use of self-portraiture in the practice of a photographer’s art
generally arises from this consideration. When a photographer
turns his lens on himself, the act also provides important clues
about what he might be thinking when a model poses for him.
The process of posing is the outcome sometimes of the artist’s
directions and sometimes of the model’s expression of his own
world at the visual level. Photographers take self-portraits in
order to give the world clues about their own worlds. For an artist,
the act of taking a self-portrait is also proof that he can exist all
on his own by transforming his individuality into art. Not only was
the artist utterly alone until he produced this work of art, he also
wants the world to know about it too.

What's important in art is to endure. Every work of art of which the
history of art speaks is something whose survival today is due to its
having overcome many obstacles. Sometimes it’s not enough that
artists just practice their art solely as observers of objects: even
someone who's created countless numbers of works and who
inspires admiration in those around him will want his own image
accompanied by his own name to be passed on to the future.

Of course just about every artist will complain about not being
sufficiently understood and occasionally that he’s being treated
unfairly but such feelings are sources of precious material that
he can transform into new works. Thus for example when Jan van
Eyck, who contributed many other exceptional works to the history
of art, included his own reflection in the mirror behind the married
couple in The Arnolfini Wedding, the intrusion of hisimage into the
scene was not enough: he also felt it necessary to add “Johannes de
eyck fuit hic 1434" ("Jan van Eyck was here 1434" as an inscription
placed prominently on the rear wall of the room.

3 - Madonnain a Fur Coat

One way in which to embark upon a discussion of the fraternity
of the arts is through literature. Among the arts, literature is one
that permits emotions and thoughts to be expressed, shared, and
understood through the medium of a common language. While
it might seem that arts such as painting and music are more
universally accessible because they are not “language-bound”
the way that literature is, every discussion of any form of art must
ultimately be reduced to language that is grounded in words
and expressions which the participants have agreed upon and
understand.

Madonna in a Fur Coat, one of the most important works in the
history of Turkish literature is a novel by Sabahattin Ali that
appearedin 1943. In terms of both its theme and the treatment of



Madonna” romani, gerek konusu, gerekse edebi anlamda
islenis bicimiyle sira disi bir eserdir. Berlin sehrinin fon
olarak kurgulandigi bu yapitta, Alman edebiyatinin en 6nemli
romancilarindan Thomas Mann’'in izlerini ve romantizmini
de gormek miumkindir. Romanin kahramani Raif Efendi,
kaderin ona ordugu aglari, yabanci bir ilke ve siginmaya
calistigr dilinin gurbetinde yeniden sorgular. Hassas bir
insanin gordigl bir resimle diinyasinin karismasinin
ve gercek ile kurmaca olanin arasindaki sinirin kalktigi
an yasananlarin gizel bir 6zetini icerir bu roman. Ama
basroldeki ne Raif Efendi ne de olayin anlaticisi yazardir;
basrolde bir resim, baska bir deyisle sanatin ta kendisi
vardir.

Dind bugine tasiyan, sir dolu bir defterdir bizi olaylardan
haberli kilan. Blylk tragedyalarin makus talihi bir Olympos
tanrisi gibi Raif’i de bulur. Gittigi resim sergisinde bir kadinin
resmedildigi portreye vurulur ve her giin onu izlemeye
gider. Bu bir otoportredir ve kahramanimiz -omri boyunca
esi bulunmaz bir sadakatle bagli kaldigi- Maria Puder’in
kendisinden once portresine asik olur. Bu ylizden yanina
kadar sokulan kadinin, hayran oldugu resimdeki kadin
oldugunu anlayamaz. Bir yapitla yasanan ask, dinyevi olanin
oniine gecmistir. Ustelik telastan portredeki kadini annesine
benzeterek kendine ddipal bir kacis rotasi da cizer Raif. Sanat
yapitinin mutlak gizelligi, bir kez daha resmedilen nesnenin
oniine ge¢mistir.

Sevgi arayisinda olan Raif’in tablo ile kurdugu analoji,
Ronesans’in dnemli eserlerinden Andrea del Sarto'nun
“Madonna delle Arpie” eseri Gizerindendir. Meryem Ana
da annedir ve artik Maria Puder’in otoportresi ile birlesip
bir pentimento olusturarak sonsuza dek Raif’in hatirasi
olarak kalacaktir. Raif’in, yani kederle kutsanmis marazi
cocugun hayatinda unutulmaz bir yer edinecek olan bu
tablo, Kiirk Mantolu Madonna'ya doniserek onu 6limine
dek birakmayacaktir. Raif, kendi carmihini ¢atmis, ondan
sonra da élimine kadar sirtinda tasimistir. Sabahattin
Ali'nin bu romani, bir otoportreye saplanmis ve tim
hayatini pismanlikla gecirmis bir adamin goge yukselis
hikayesidir.

Romanin gercek kahramani anlatici degil, anlaticinin
gozinden tim yasami otopsi masasina yatirilan Raif
Efendi'dir. Ask Uzerinden aciya talip olmus ve gurbetteki
yalnizligini kendisine bictigi cile ile birlestirmistir. Sonraki
yillarini, Maria Puder ile konustugu -artik onun icin

its subjectitis an extraordinary work indeed. With the city of Berlin
as its background, the novel reveals the influences and reflects
the romanticism of Thomas Mann, a leading figure in German
literature. The novel's protagonist is Raif Efendi, who, suffering
from the homesickness of a foreign country and language in
which he’s trying to take refuge, ponders anew the tangled web
that fate has woven for him. Madonna in a Fur Coat beautifully
sums up what can happen when the world of a sensitive person is
thrown into confusion by a picture he’s seen and when the border
between reality and fiction is erased. And yet the leading actor in
this book is neither Raif Efendi nor the story’s narrator:itis in fact
a painting, which is to say, art itself.

An enigmatic notebook does service as the portal to a flashback
in which Raif is revealed to us as if an ill-fated hero of some
great Greek tragedy. At an exhibition of contemporary art that
he happens upon he becomes so spellbound by a portrait of a
women that he returns again and again to the gallery in order to
admire it. This is in fact a self-portrait and Raif falls head over
heals in love with it long before he ever meets its creator, Maria
Puder. Eventually when the artist introduces herself to him, he
doesn’t realize that she and the woman in the painting are one
and the same: infatuation with the representation surpasses
infatuation with the represented. Indeed Raif's obsession even
takes on Oedipal overtones when he rashly says the woman in the
portrait resembles his mother. The absolute beauty of a work of
art once more transcends the object being depicted.

Searching for love, Raif compares the woman in the portrait
to the figure of the Virgin Mary in “Madonna of the Harpies”,
a work by Andrea del Sarto who was a major painter of the High
Renaissance. Mary was of course a mother too and, coalescing
with Maria Puder’s self-portrait in a pentimento-like process, the
two become indelibly imprinted in Raif’'s mind as “Madonna in
a Fur Coat”, a morbidly fascinating image that will remain with
him for the rest of his life: it is a cross onto which Raif has nailed
himself and thus will bear until his death. Sabahattin Ali’s novel
then is the story of the ascension to heaven of a man whose life
first becomes mired in a self-portrait and who subsequently
spends the rest of that life ruing the day.

The real protagonist of the story is not the narrator poring through
Raif Efendi’s notebook and relating what he reads but rather
Raif Efendi himself, whose life is laid out before us like a corpse
undergoing an autopsy. Succumbing to pain for the sake of love, he
fuses his loneliness in a foreign land with the sad fate that he has
meted out for himself. In his later years he takes refuge in German,
a language that becomes a sacrament in his mind because that
is what he spoke with Maria Puder. Finding employment as

kutsal olan- dile, Almancaya siginarak, terciman olarak
gecirmistir. Ustelik hem ailesinde hem de calistigi is
yerindeki asagilamalara cevap dahi vermeden yasamayi
surdirmdustir.

Resim veya fotograf, tiyatro ya da sinema; sanat her ne
kadar kurmaca da olsa, i¢cinde yer alan her edimin gergek
hayatta karsiligi vardir. Dinyaya ait veriler ve gozlemlerle
resim ya da fotograf sanatinda otoportreye bakildiginda;
birey olmak, varligi sorgulamak, kendini bulmak, baskasinin
yerine gecmek, gercek ile fantezi, birey ile toplum ve oyun
ile sanat gibi kavramlar lGzerinden daha saglam okumalar
yapilabilecektir. Aslinda her otoportre uUretimi, bireyin
kendini yepyeni koordinatlarla sanat tzerinden bir kez daha
var etmesinden ve mitolojilerde siklikla yer alan yeniden
dogustan baska bir sey degildir.

4 - Portre gelenegi ve otoportre

Cumhuriyet doneminden glinimiuze Tiurkiye'de fotograf
anlayisi, basindan beri hep insan odaklidir. Aslinda
fotograflarda yer alan insanlar, oniinde cekildikleri yapi ya da
manzaralar i¢in hem kerteriz olurlar hem de tim durgunlugu
hareketlendiren unsurlari olustururlar. Caddelerde,
sokaklarda yasami anlatan insan odakli fotograflar baska
ulkelerin fotograflarina gore Ulkemizde sayica daha
fazladir. Deniz kiyisinda, caddelerde, dikkanlarin onlerinde,
otomobillerin yaninda, sehrin hizli devinimleri iginde yer
alan insanlar, organik ogeler olarak adeta sehrin plazmasini
olustururlar.

Ozellikle koyden kente gociin yarattigi dinamizm de 1960l
yillardan sonra farkli bir gorsel kirilma yaratarak sehir
fotografciligr Gzerinde belirleyici olmus, insan ve insanin
biraktigi yasanmislik izleri de bir daha yok olmamak tzere
Tirk fotografindaki saglam yerini almistir. Zaman icinde
gecekondulardan gokdelenlere uzanan gorsel arka planin
onundeki insan da degisime ugramis, siniflarin tipolojik
ozellikleri sonu¢ gorlntlyl belirlemistir. Boylelikle konu ve
anlatim ogeleri belirlendikten sonra, fotografcilarin yorum
ve yaklasim bigimleriyle, sosyoloji tizerinden yeni bir bakis
diyalektigi olusmustur.

70°li yillarin ilk yarisinda hakim olan fotograf bakisi, agirlikli
olarak tarihi ve arkeolojik konular ile manzara odakli
fotograflari kapsiyordu. Turizm olgusunun giderek onem
kazanmaya basladigi bu yillarda, dne cikarilmak istenen
sehirlerin etkileyici fotograflarina gereksinim vardi. Bu
durum, amator fotografciliktan yola ¢ikip cazip bir is koluna

a translator, the image becomes his reason for living despite the
contempt and derision of his family and fellow workers.

Be it a painting or a photograph, a theatrical stage or a movie
screen, every aspect of art will have a counterpart in real life
no matter how “fictitious” the work may seem to be. Looking
at self-portrait paintings and photographs with an eye for real-
world knowledge and observations it becomes possible to come
up with more valid reasons involving such concepts as being an
individual, questioning existence, finding oneself, putting oneself
in someone else’s place, and investigating what separates reality
from fantasy, the individual from the group, or entertainment
from art. Essentially every act of self-portraiture is nothing less
than the individual's using art to position himself once again with
brand-new coordinates and to achieve a reincarnation of the sort
that one encounters most often only in myths.

4 - Portraiture traditions and self-portraits

Photographyin Turkey has concentrated on the human figure almost
exclusively from the very outset and this attitude changed but little
(if at all) after the advent of the Republic. Even when photographers’
subjects were buildings or landscapes, people tended to be included
in them as reference points and/or as elements animating an
otherwise static scene. It's safe to say that photographs showing
streets and avenues dotted with people as they go about their
everyday lives are numerically more common in our country than
in others. People captured and framed by the seaside, on a street,
in front of a shop, next to a vehicle, or moving through the urban
bustle are the cells that make up the plasma that is the city’s lifeblood.

Powered by the dynamics of mid-20th-century migration from
village to town, a new visual trope emerged after the 1960s
that influenced urban photography in Turkey in particular to
a considerable degree. People and evidence of their existence
became firmly-indeed irradicably-entrenched in Turkish
photography. In the course of time, the people amidst visual
backgrounds ranging from slums to skyscrapers changed as the
typological features of social classes became the determinants
of the ultimate image. With their subjects and narrative elements
thus determined, photographers’ interpretations and approaches
informed a new, sociologically-grounded dialectic of seeing.

During the first half of the 1970s however, Turkish photography’'s
gaze was largely redirected towards landscapes and historical
and archaeological subjects. These were years in which Turkey's
tourism industry was becoming increasingly more important and
there was a need for impressive pictures of existing or possible
attractions. This gave birth to a potentially lucrative business line for
amateur photographers, who were quick to pack up their cameras
and lenses and hit the road as they travelled around the country.



donuserek fotografcilari Anadolu'nun yollarina distrmustu.
Elbette insansiz fotograf olmazdi. Anadolu fotografinin bir
parcasi olan insan, giderek fotograflarin ana 6gesi olmaya
basladi. Cobanlar, gocerler, koyliler, ¢cocuklar, yaslilar
fotograflarda daha fazla yer almaya basladi.

Agirlikli olarak buyuk sehirlerin arka sokaklarr ile
Anadolu'nun tarihi ve arkeolojik glizellikleri arasina mekik
dokuyan Turkiyeli fotografcilar, bu kiymetli malzemeyi
sonuna kadar kullandilar. Takvimlerin, kartpostallarin, acilan
sergilerin bu epik ve pastoral tatlar tasiyan fotograflara
gereksinimi vardi. Bu arada fotografcilar, ozellikle 70°li
yillardan sonra da fotografta belgeselden sanata dogru
bir egilim gostermeye basladilar. An fotografinin yaninda,
disinceden yola cikilarak teknik ve estetik acidan daha
farkli anlatimlar iceren fotograflar olusturuldu. Kurgulanmis
fotograflarin sayisi da giderek artmaya basladi. 80°Li yillara
gelindiginde ise diinyadaki postmodernizm riizgarinin
Turkiye'deki kirilmalarla kesismesiyle fotografin yapisi da
degismisti. Bireyin psikolojisi, ¢cekilen fotograflarda daha
fazla hissedilir olmustu.

Turkiye'de otoportre gelenegine bakmadan once,
otoportrenin uygulama alanlarini incelememiz gerekir.
Baslangigta ihtiyaca gore arkadaslar ya da asistanlar
tarafindan cekilen portre fotograflari vardi. Baska bir
secenek olmadigi icin fotografci tim ayarlari yapar, sonra
da asistani ile yer degistirerek fotograflarini cektirirdi.
Fotograf endistrisindeki teknik gelismeler zaman icinde,
fotografcinin cektigi fotografin icinde olmasina daha fazla
olanak tanidi. ILk zamanlarda havayla calisan uzun kablo
deklansorler fotografcilarin en biiyiik yardimcisiydi. Ucayak
tzerine makinesini koyan fotografci, artik fotografini ¢ektigi
grupla birlikte poz verebiliyor, yaninda kimse yoksa da kendi
fotografini cekebiliyordu.

Zaman icinde makinelerin lzerinde yer alan mekanik
dizenekler yani “selftimer”lar, ardindan elektronik
zamanlayicilar ve kizilotesi kumanda ile calisan otomatik
deklansorlerle insanlar kendilerini cekmeye basladilar.
Boylece fotografcilar, dinyadaki 6rneklerde oldugu gibi
kendilerini bir performansin parcasi yaparak fotograflarinin
icine yerlestirmeye basladilar. Ayni fotografin icinde hem
fotograf¢i olarak olusturdugu kompozisyon hem de model
olarak kendisi yer almaya basladi. Artik bir portre cekmek
icin, fotografcinin baska birisine gereksinimi yoktu.

Fotografin baslangicindan beri ayna da, otoportre cekmenin

Of course you couldn’t have a photograph without someoneinitand
before long the people dwelling in and around the tourist attractions-
shepherds, nomads, villagers, children, and old folks—-increasingly
ceased to be merely props and became subjects instead.

As they shuttled back and forth between the back streets of big
cities and Turkey’s historical and archaeological treasures, these
photographers built up a vast store of precious material that they
exploited to the maximum. Not just tourism ministry posters and
brochures but also calendars, postcards, exhibitions, and businesses
were in need of the epic and pastoral views that photographers
captured. Meanwhile the photographers themselves were moving
away from purely documentaryin the direction of art photography. This
was particularly true in the latter half of the decade, when, in addition
to the snapshot, they began taking photographs incorporating idea-
based narratives that were technically and aesthetically different.
One consequence of this was a steady increase in the number of
manipulated photographs. With the intersection of these trends with
the rise of Postmodernism in the 1980s, the nature of photography
also changed as photographers focused more on the psychological
state of the individual.

Before proceeding on to the practice of self-portraiture in Turkey,
there are a number of practical issues related to it that we first
need to consider. The earliest examples were probably not really
self-portraits at all but rather pictures taken by a photographer’s
friends or assistants because there simply was no other way.
A photographer would set up the camera, make all the necessary
adjustments, and then change places with whoever actually took
the picture. In time, developments in photographic technology
made it easier for a photographer to appear in a picture that he
actually took himself. One of the earliest and most helpful of
these was a long cable that used pressurized air to trigger the
shutter of a camera that was supported by a tripod. This allowed
the photographer to pose himself along with others and to take
his own picture even if nobody else was around.

Eventually cameras were equipped with mechanical self-timers
and later with electronic timers and shutter releases that could
be triggered by means of infrared light. These and other advances
made it possible for Turkish photographers to include themselves
in their photographs as one of the elements of a performance,
a practice already common elsewhere in the world. They could
now appear as a model in a photograph that they had composed
as a photographer. What all of this meant was that a photographer
wishing to take a self-portrait no longer needed anyone else
todoit.

The mirror was also an important tool of photographic self-
portraiture, probably from the very outset. A photographer

en onemli nesnesiydi. Eline fotograf makinesini alan
fotografci aynanin karsisina geciyor ve kendi fotografini
cekiyordu. Ama ister istemez kullandigi, tstelik markasi
tersten yazan bir fotograf makinesi ile tarihe geciyordu.
Boylece ne zaman bir aynada elinde fotograf makinesiyle
sanatcinin yansimasi yer alsa, o gine kadar bilinen ayna
ile ilgili tim metaforlar once sanatc¢inin sonra da izleyicinin
basina musallat oluyordu. Ayna, isaret ettigi baska bir uzayin
varligi ile fotograf¢inin ayagina tarih boyunca adeta pranga
oluyordu.

Otoportrelerde siklikla portre ve yiiz olmak lizere bedenin
bir parcasi, farkli malzemeler tzerindeki yansimalar,
birakilan izler ve sanatcinin gélgesi yer alir. ifade yiiziin
sonsuz olanaklarini sergiler, cinki her mimigin psikolojik
bir karsiligi vardir. Fotograf¢inin kendisini yansitma bicimine
gore, izleyici de yapit karsisindaki durusunu belirler.
Golgeler, dogal ya da yapay 1s1gin oldugu her yerde vardir.
Yizu yoktur golgelerin, ilk bakista kimin golgesi oldugunu
tanimlamak dahi zordur. Isigin gelis acisina gore uzayip
kisalirlar. Bazen bir sokakta baglilikla sahibini takip eder,
bazen de fotografi cekilen nesnenin lzerine diiser. Golge,
kiligina girdigi her seydir.

5 - Yasadigimiz giinler

Robert Cornelius'un 1839°da cektigi portresi, fotografta ilk
otoportre olarak tarihe ge¢mistir. Man Ray, André Kertész
gibi diinyaca unlu fotografcilarin sayisiz otoportreleri vardir.
Jo Spence fotograflarinin icine 6lime hizla giden bedenini
ustalikla sigdirmistir. Cindy Sherman “isimsiz Film Kareleri”
serisiyle otoportreyi ¢ok ilerilere tasimistir. Sophie Calle
kendisini projelerinin icine siklikla dahil etmistir. Andy
Warhol ve David Hockney ise fotograflarin icinde olmayi hep
sevmislerdir. Yasumasa Morimura, Frida'dan Che’ye kadar
bidrindigu kisiliklerin arkasina gizlemistir portresini. 21.
ylzyilin en siirpriz ismi ise bir giz gibi sakladigi fotograflarinin
oluminden sonra bulunup yayinlanmasiyla adeta Robert
Frank’e rakip gelen, yasadigi mahallenin diikkan camlarinda
ozenle kendini fotograflayan cocuk bakicisi Vivian Maier
olmustur.

Ulkemizin otoportre tarihine resim iizerinden hizlica géz
attigimizda sayisiz 6rneklerin oldugunu goririz. Bunlarin
kimi stidyolarda, kimisi de dis mekanlarda ¢ekilmistir.
Cumhuriyet doneminin onemli fotografcilarindan Othmar
Pferschy'nin 30°lu yillara ait otoportreleri ilk ornekler olarak
dikkat cekmektedir. Sinasi Barutgu'nun meshur otoportresi,

could take a self-portrait just by setting up his camera opposite
a mirror. Unfortunately this might also mean that his image
would be captured for posterity standing behind or holding
a camera sporting a label written back-to-front. Indeed for both
photographer and viewer, the appearance of the reflection of
a photographer with a camera in a mirror is forever fraught
with all of the metaphors with which mirrors are encumbered.
Because they point to the existence of another space, mirrors are
like shackles insofar as a photographer is concerned.

Besides the photographer’s face and other parts of his body, self-
portraits often include not only other physical elements but also the
implications of such elements including the artist’'s own shadow.
The human face is tremendously expressive and even the minutest
twitch can signal a psychological state. Depending on how the
photographer reveals himself, the viewer will determine what his
own reaction to the work will be. Shadows occur wherever there is
natural or artificial light. But shadows have no faces and it can be
difficult to identify someone just by the shadow they cast. Shadows
shorten and lengthen according to the angle of impinging light.
Sometimes a shadow trots faithfully behind its owner as he advances
along a street; sometimesiit falls on the object being photographed:
a shadow can become whatever it assumes the shape of.

5 - Self-portraiture today

The oldest-known example of a photographic self-portrait is
a daguerreotype that Robert Cornelius took in 1839. Many world-
famous photographers such as Man Ray and André Kertész have
taken countless self-portraits. Jo Spence masterfully caught the
drama of her rapidly-approaching death from leukemia in her
work. In her “Untitled Film Stills” series Cindy Sherman took self-
portraiture in an entirely new direction. Sophie Calle frequently
included herself in her projects. Both Andy Warhol and David
Hockney loved being in their own photographs. The appropriation
artist Yasumasa Morimura produces hybrid self-portraits in
which he disguises himself in the identities of other personalities
as diverse as Frida Kahlo and Che Guevara. An artist whose self-
portraits burst onto the scene only recently is Vivian Maier, a part-
time photographer and full-time nanny whose long-ignored but
carefully-composed images of herself in front of neighborhood
shop windows rivals the work of Robert Frank.

Taking even a brief look at self-portraiture here in our own country
we encounter countless examples of it in the history of art. Some
of these were taken in studios, others in outdoor settings. Among
some of the earlier examples from the Republican period that
may be mentioned is the work of Othmar Pferschy in the 1930s.
Sinasi Barutcu's famous self-portrait is probably better known
than anything else he ever did. Sahin Kaygun and Ahmet Oner



cektigi tim fotograflardan daha cok hatirlanmaktadir.
70l yillarin ikinci yarisindan itibaren $Sahin Kaygun ve
Ahmet Oner Gezgin, 80°li yillarda ise Nuri Bilge Ceylan ve
Mustafa Kocabasi'nin da i¢lerinde bulundugu fotografcilarin
unutulmaz otoportreleri vardir. Ginimiuizin ¢agdas
sanatcilari da objektiflerini kendilerine dogrultmaktan ve
gerceklestirdikleri performanslarin kahramani olmaktan da
bidyuk haz duymaktadirlar.

Yasadigimiz giinlerin en dnemli 6zelligi teknolojinin altin
devrini yasiyor olmasidir. Kaliteli fotograf cekmesi ve
goruntuyu iletmesi, basta cep telefonlari olmak lzere tim
mobil cihazlarin ana islevi olmustur. Bu bicimde, ginlik
yasamin gereksinimlerinin fazlasini karsilayan gelismis dijital
fotograf makineleri ve mobil aygitlarin varligiyla insanlar
objektifi kendilerine daha fazla yoneltmeye basladilar. Bu
bicimde “selfie” tizerinden kendileriyle ylizlesen insanlar,
ideal acilarini bulma yarisina girdiler. Artik cirkin olan
hicbir sey kalmamisti. Insanlarin toplumsal olaylar ve
baskilarla zedelenen giivenleri yerine gelmis ve kendileriyle
barismislardi. Ustelik filtreler araciligiyla zihinlerinde
yarattiklari renk ve tonlari kendi imgeleriyle birlestirmekte her
gecen gln daha ustalasiyorlardi.

Artik “Cirkin ¢ikmisim, beni iyi ¢cekemedin, bu fotografi
sevmedim!” gibi gerekceler cok gerilerde kalmisti. Iste
onlarca yildan sonra otoportrelerini ¢eken, kendilerini
obje olarak kullanip projeler yapan fotografcilarin neler
hissettiklerini daha iyi biliyor insanlar. Her gin yeryuziine
milyonlarca fotograf pompalaniyor ve bu fotograflar sosyal
medyada blylk bir cesaretle paylasiliyor. Andy Warhol,
yillar once bir giin herkesin 15 dakikaligina meshur olacagini
soylememis miydi zaten?

Cagimizda gorintiler diinyasinin ast-ist iliskisi kalmamis,
durum esitlenmistir. Ustelik bu yogunlukta olusan
fotograflarin hangisinin daha nitelikli oldugunu anlamak,
siradan olanla seckin olani ayirmak ¢ok glclesmistir. Ustalik
ile olasilik hesaplari yan yana geldiginde niceligin niteligi
golgelemesi kaginilmazdi. O kadar fotografin arasindan
elbette yepyeni ve carpici bircok is cikacakti. “Selfie” kod adi
altinda gerceklesen halk hareketi en azindan yasadigimiz gin
icinde otoportreler Gzerinden savasi kazanmis gibi gozikduyor.

6 - Son yerine

Insanin kendisini ifade etmesinin bircok yolu vardir.
Bunlardan en onemlisi sanattir. Sanat¢i yasamla olan
ara kesitte yapitlarini tretir. Otoportre ¢cekmek, aslinda

Gezgin produced unforgettable self-portraits in the second half
of the 1970s as did Nuri Bilge Ceylan and Mustafa Kocabasi in the
1980s. As the stars of their performance art, contemporary artists
of our own day take no less enjoyment in turning their lenses on
themselves.

One of the most important elements of the present day is the
Golden Age that technology appears to be caught up in. Taking
good-quality photographs and sharing them has become an
essential feature of the mobile phone and every other mobile
device. Digital cameras and mobile devices equipped with
technical capabilities that are more than adequate for everyday
needs are making it easier than ever for people to take pictures
of themselves. People encountering themselves in the “selfie”
now compete with one another to find the best shot angle.
No thing and no one is “ugly” any more. However shaken by
social and political events people may be, the selfie helps them
restore their confidence and come to terms with themselves.
What's more people are becoming increasingly more skilled
in the use of filters to transform the colors and tones of their
images to what they see in their mind’s eye.

Complaints like “Oh | look awfull” or “I didn’t take that right”
or “I hate that picture” are things of the past. People in general
nowadays have a much better understanding than ever before of
what a professional photographer goes through when he uses
himself as a model and takes a self-portrait. Hundreds of millions
of photographs are being churned out each and every day and
are intrepidly being shared through social media. Decades ago
Andy Warhol said something about everyone having “15 minutes
of fame” in the future. Could this be what he meant?

In the world of imagery today, hierarchical relationships have
ceased to exist: everyone is equal. But with such a flood of
images abounding it's also become very hard to tell what's
good quality and not, to distinguish between the ordinary and
the exceptional. In any confrontation between photographic skill
and luck, quantity is inevitably going to beat quality. From such
a torrent of photographs, much that is original and striking must
necessarily emerge. “Selfie” is a codeword for a civil movement
which appears to have won the self-portraiture battle, even if only
for the time being.

6 - In conclusion

While there are many ways in which human beings may express
themselves, art must be one of the most important. The
intersection between self and life is where artists produce their
works. For an artist taking a self-portrait however, the point
of intersection becomes one’s own identity: photographer and
subject coalesce into one individual and then part company with

sanatcinin benligiyle oynamasidir. Fotografi ceken ve poz
veren kisi ayni noktada bulusur ve sonra da ayrilirlar. Geriye
kanit olarak yalnizca yapit kalir.

“Beni Bul” sergisi 23 sanatc¢i ve bir kolektifin yapitlarinin
yaninda, katilimcilarin sergi boyunca Instagram uzerinden
gonderecekleri “selfie”lerle zenginlesecek. Ceken ve ¢ekilen,
yani sanatci ve objesi ayni karede birlesiyor.

Sergi, farkli fotografik egilim ve yaklasima sahip olan
sanatcilarin fotograf makinelerini i¢ dinyalarina bedenleri
ve suretleri Gzerinden dogrulttuklari, dinyaya bakis ve
algilayislarini felsefe, psikoloji, sosyoloji ve sanat lizerinden
sorguladiklari ve orada bulduklarini fotograf Gzerinden
yorumladiklari islerin “Beni Bul” basligi altinda bir araya
gelmesinden olusuyor.

Roland Barthes, fotografin basyapitlarindan Camera Lucida
kitabinda, portre fotografini bir “kapali kuvvetler alani” olarak
yorumlar ve fotografci ile modeli arasindaki iliskiyi basarili bir
bicimde ozetler.

Freud ise id, ego ve slper ego arasinda kurdugu Ucgen ile
bizlere bambaska bir zihinsel yapinin varligini isaret eder.
Sanatginin kendine dogrulttugu makinenin narsisizmini
korukledigi ve egosunu oksadigi kacinilmaz bir gercgektir. Bu
noktada model ile fotografci, birbiriyle diello yapan iki rakip
gibidir. Ayni zamanda koca bir sanat tarihi de hemen yani
baslarinda bilirkisi olarak pusuda beklemektedir.

“Beni Bul” sergisi, 6zetle fotograf sanati lzerinden
sanatc¢ilarin kendilerini arayislari ve buluslarinin gorsel bir
oykusu ve iki ayri benin diellosudur.

Merih Akogul

the only evidence remaining of the encounter being the work
itself.

Although “Find Me” starts out as an exhibition of works contributed by
23 artists and one collective, during the course of the show these will
be enriched by additions in the form of selfies that the contributors
submit via Instagram. Photographer and photographed, which is to
say artist and object, unite in the same frame.

“Find Me” therefore is the name of a show in which artists
with different photographic preferences and approaches peer
into their inner worlds by pointing their cameras at their own
bodies and faces in order to interrogate their worldviews and
perceptions in the contexts of philosophy, psychology, sociology,
and art and then gather together and interpret what they find
through photography.

“The portrait-photograph is a closed field of forces” wrote Roland
Barthes in Camera Lucida, a 1980 inquiry into the nature and
essence of photography in which he elegantly summed up the
relationship between photographer and model.

Sigmund Freud for his part pointed to the existence of a three-
part psychic apparatus consisting of the Id, the Ego, and the
Super-Ego. Certainly-and inevitably-any camera which an artist
turns on himself is going to inflame his narcissism and stroke
his ego. At an intersection where model and photographer are
exchanging shots as if in a duel, lying in ambush immediately
nearby is a judgmental expert with a vast trove of outstanding
examples of self-portraits: the history of art.

Avisual narrative of artists searching for and finding themselves
through the portrait-photograph, “Find Me” is an exhibition
in which this duel between two separate identities is played out.

Merih Akogul
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DENIZ ACIKS0Z

Fonda hafif bir riizgar esiyor. Kis biraz tereddiitle de olsa yiiziini ilkbahara dogru dontyor. ki el birlikte isiniyor, tirperme yerini
guven duygusuna birakiyor. Kardes, kardesiyle bulusuyor. Dongl tamamlaniyor.

Deniz Aciksoz, neredeyse 25 yil sonra kardesi Derya ile ayni giysileri giyerek el ele tutusuyor ve gecmisi bir kez daha dustnuyor.
Her sey olmasi gerektigi gibi. Ruhlar ayri, gortnus ayni. Pembe dislerin gelecegi, cocuklugun sahilinde bir kez daha birlesiyor.
O glnlerin, saclarini ucuran simdiki zaman oldugunu herkesten daha iyi biliyor. Artik kimse onlari karistirmiyor.

A slight breeze blows in the background. Albeit a bit hesitantly, winter turns its face towards spring. Two hands clasping each
other for warmth, a shiver gives way to a feeling of confidence. Sister meets sister. The circle is complete.

Wearing the same clothes for nearly twenty-five years, Deniz Aciksoz holds hands with her sister Derya and mulls over the past
once again. All is as it should be: spirits different, appearances the same. The future of rose-colored dreams comes together
once again on childhood’s shore. Better than anyone else does she know that the here and now is what's scattering her hair.
No one mixes them up any more.




Deniz ve Derya | Deniz and Derya, 2017
C-print Diasec, 80x120 cm, Ed. 1/5
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BURCU AKSOY

Zaman, geceleri daha yavas mi ilerler? Ginduz ile gece, icinde var oldugumuz evrenin birbirine sirtini donmus iki zit karakteri
gibi birbirleriyle stirekli savasir. Gece insanlari, tebdil-i kiyafet aramizda dolasirken, onlarin kim oldugunu hic kimse bilmiyor.
Yasam bir trapez ise, Yin ve Yang gibi her sey dengede.

Geceleri, kirmizi ve isiktan bir pelerine sarinarak dolasiyor Burcu Aksoy. Mekan, fotografi belirliyorsa eger, bir psikologun
kanepesinin yerine banyonun kiveti neden olmasin? Hele sonucta “Evreka” diye aradigini bularak ¢ikiyorsa banyodan. Saatin
yerini damlalarin sesi almis, sessizliginde gecenin. Saat: Tam 03.05. Artik tek gercek, zamanin gecmekte oldugudur.

Does time advance more slowly at night? Day and night: Like two opposing characters who've turned their backs on each other
in the universe in which we exist, they're constantly fighting. Night people pass amongst us incognito and no one knows who
they are. If life is a trapeze, everything is in balance like Yin and Yang.

Cloaked in red and light, Burcu Aksoy walks by night. If setting is what determines a photograph, why not let it be a bathtub
instead of a psychiatrist’s couch? Especially if you're going to shout “Eureka” and leap up once you've found what you're looking
for. In the silence of the night, the ticking of a clock is usurped by the dripping of water. It's exactly 03:05 and the only reality
now is that time is past.
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Seri 35 - Bastan Cikarma Kurami: Saat 03:05
Series 35 - Seduction Theory: 03:05 AM, 2017
C-print Diasec, 150x85 cm, Ed. 1+1
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KEZBAN ARCA BATIBEKI

Anne, o en cok gittigimiz yol. Sevginin yalin hali. Varlik ile yokluk arasindaki tinelimiz. Glinesin dogma, aksamin olma nedeni;
yorgun seferlerimizden eve ddnerken, yasamin firtinalarina karsi siginmayi sectigimiz ogttlerden bir liman. Ve yalnizca
kendimize sakladigimiz anilar.

Kezban Arca Batibeki, yapitinda bir anne ile cocugunu farkli bir uzay-zamanda yeniden bir araya getirerek yepyeni bir mitolo]
yaratiyor. Uc farkli zamani tek cercevenin icinde topluyor. Yasam ve olumin Uzerine yeniden dogusu da ekleyerek donguyu
tamamliyor: Soyler misin ustam; bir anne ve bir gemi ayni bicimde mi ayrilir limandan?

Mother: Our most-trodden road. The nominative case of love. Our tunnel between being and non-being. The reason the sun
rises and the night falls. A haven of advice that we choose to take refuge in against the tempests of life as we return home
exhausted from our voyages. And memories that we share with no one but ourselves.

Bringing a mother and her child back together again in a different space-time, Kezban Arca Batibeki creates a brand-new
mythology in her work. Gathering up three different times in a single frame, she adds rebirth to the circle of life and death and
thus brings it to completion. Tell me sir: Do mothers and ships both leave port in the same way?
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Alunmamis Yol | The Road Not Taken, 2016
Dijital kolaj, 3 mm Forex lzerine monte edilmis, 75x105 cm, Ed.1/3
Digital collage, mounted on 3 mm Forex, 75x105, Ed.1/3
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SADIK DEMIR0OZ

Zamani bolmektense nesneyi parcalamak yegdir. Hayat bir tiyatroya benzer ve biz dagitilan rollerimizi itirazsiz oynariz.
Bir Munch ¢igligi ile kacinilmaz oldugunda tepkimiz, adrenalin depolarimiz gelecek programi heyecanla bekleyecektir.

Ve sahne Sadik Demiréz'in... EGer zaman assolistiyse bu gazinonun, bize de en cok uvertir olmak diser. Ne kalp carpintisi kalir
ardindan, ne seyirci korkusu. Séylenecek séylenmis, ¢iglik sonimlenip fisiltiya dontsmiistir. Ve biz ne zaman “SON” dersek,
oyun o zaman bitecektir.

Breaking up objects is better than dividing up time. Life is a stage and we play the roles given to us without objection.
When a Munch-Llike Scream becomes inevitable, our reaction and adrenalin reserves will await the Coming Attractions excitedly.

On stage is Sadik Demiroz... If time is this nightclub’s star, we can be no more than an overture. No palpitating heart,
no trepidating spectator remains. All that can be said has been said and the scream has subsided into a whisper. The show isn’t
over until we say “THE END".
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Ciglik - Ozportre | The Scream - Self Portrait, 2004
C-print, siyah beyaz Fine Art baski, 70x70 cm, Ed.10/25,
C-print, black and white Fine Art print, 70x70 cm, Ed.10/25




AHMET ELHAN

Parcalanir zaman, saniyelere bolindr. Devinimin ilkesi degismez. Fotografci saptar ya da vazgecer. Joseph Nicephore
Niepce'in izledigi, David Octavius Hill'in gozledigi, Eadweard Muybridge'in parcalamayi denedigi, minimalizmin bekledigi ve
postmodernizmin ozledigi bir bulustu fotograf.

Ahmet Elhan, kendi diyalektigini sanatci varolusu ile birlestiriyor ve makineyi yok edip Ucayaginin Uzerinde yeni kareler ariyor.
Epeydir gozin yerine gecen kameraya nazire, baslangicta oldugu gibi yalnizca gozlerle cercevelenen bozulmamis bir dinyaya
bakiyor. On alti adimda adeta bir saman dansinin figurlerini paylasiyor bizimle.

Time is broken up, divided into seconds. The principle of motion is invariable. The photographer either catches it or decides
not to. The photograph: What Joseph Nicephore Niepce watched, what David Octavius Hill observed, what Eadweard Muybridge
endeavored to break into pieces, what minimalism anticipated, and what postmodernism longed for.

Eliminating the camera while searching for new frames over a tripod, Ahmet Elhan unites his own dialectic with an artist’s
being. On a parallel where the camera hasn't long-since usurped the eye, he views a primal and unspoiled world framed only
by the human eye. In sixteen steps he imparts the movements of a dancing shaman.
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f/OTOPORTRE, 1982
C-print, 100x150 cm, Tek baski
C-print, 100x150 cm, Unique

Sanatci ve Zilberman Gallery'nin izniyle | Courtesy the artist and Zilberman Gallery
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AHMET ONER GEZGIN

Ve otel odalari, ana rahmi gibi givenle korur, saklar ve biriktirir izlerimizi. Her yeni musterinin hikayesi eklenir bir dncekine.
Bir yatak, bir masa ve bir sandalye ile birlikte aynasinda yansidigimiz bir Sirkeci otelindeyiz hepimiz.

Faruk Nafiz Camlbel’in Han Duvarlari, Edip Cansever’in Oteller Kitabi ve Ahmet Oktay'in Isparta Oteli siirine kardes geliyor,
Ahmet Oner Gezgin'in fotografi. Artik yerinde yeller esen Edremit Oteli'nin 413 numarali anahtarina tam bir yil boyunca sahip
olmustur Gezgin. Simdi aradan 40 yil gectikten sonra, dismis bir mozaigi yerine koymanin tam vaktidir.

Much like a mother's womb, a hotel room accumulates, retains, and conserves the traces of our presence. Each new occupant

adds his story to that of his predecessor. Each and every one of us is in a transients’ hotel, reflected in a mirror along with one
bed, one table, and one chair.

Ahmet Oner Gezgin's poetic photography is akin to Faruk Nafiz Camlibel's Han Duvarlari, Edip Cansever’s Oteller Kitab,
and Ahmet Oktay’s Isparta Oteli. For a whole year he held onto the key of room number 413 at Edremit Oteli, which has since
vanished. Now, forty years on, it's time to replace a bit of mosaic that fell out.
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Hotel, istanbul / Sirkeci, 1978
C-print, 53x53 c¢m, Ed.1/10
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H-ART COLLECTIVE

Bir zamanlar, baska bir dinyadan bu dinyaya bakmistik. Suretlerimiz karanlik bir zeminde yansimisti. Tektik, hictik, heptik.
Niyetimiz iyi, yazgimiz belirsizdi. Cizgi filmlerdeki gibi yasar, maceradan maceraya kosardik. Sanki biz, “Voltran"i olusturmak
icin vardik.

H-art Collective (yeleri (Sevil Alkan, ilknur Can, Gékhan Degirmenci, Emrullah Eyvallah, Giiney Tepe), ellerindeki
cep telefonlariyla evrenin gizlerini ararlarken, bir ara durakta kendileriyle karsilastilar. Ekho ile Narkissos'un hikayesini mobil
olmanin kendilerine verdigi yetki ile uygulamalar tGzerinden fotograf dizlemine tasidilar. Ve itk demansimizda bir Daguerreotype
ile g6z goze geldigimize bizi inandirdilar.

There was a time when we used to view this world from another one, a time when our surrogates were reflected in a dark
ground. We were singular, nothing, always. Our intentions were good, our fate uncertain. We lived the lives of cartoon heroes
racing from one adventure to the next. It was as if we existed to unite as Voltron.

Sevil Alkan, Ilknur Can, Gékhan Degirmenci, Emrullah Eyvallah, Giney Tepe: As members of the H-art Collective, they plumb
the secrets of the universe with their mobile phones and encounter themselves at a way-station. They transport the story of
Echo and Narcissus into the realm of photography through the power invested in them by their mobility. And we were convinced
of it when, in our initial insanity, we came face to face with a Daguerreotype.
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H-art Kafasi | H-art’s Headscape, 2017
Fine Art baski, her biri 40x40 cm, Ed.1/5
Fine Art print, each 40x40 cm, Ed.1/5

Emrullah Eyvallah, Itknur Can, Giiney Tepe, Gokhan Demirci, Sevil Alkan
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GUL ILGAZ

Tas ve Ten ayni karede uyum icinde ve neden boylesine kirilgan, ruhuma eslik eden bedenim... Yizim yok, giyinik degilim;
tekinsiz ufuk ve uzayacak endisesiyle biyografimi daha ne kadar yanimda géturebilirim? Gerildim glnesin ¢armihina,
tim gunahlarimla. Kayitlara gecsin istedim.

Gul Ilgaz, yolunu sasirmis bir tas ile yercekimini yok edip kendi ufkunu bir daha isaretliyor. Arkasi donuk, sanki evrene kis
ama yine de tasin menzilini bize hatirlatircasina duruyor. Bir Magritte resminde, glnesi ararken hepimiz kayboluyoruz.
Tas donduysa, zaman da durdu demektir.

Stone and flesh harmonious in the same frame: so why is the body accompanying my soul so fragmented? |'ve got no face,
I'm not dressed. For how much longer can | anxiously bear my life-story towards a sinister horizon that draws farther away?
Nailed to the crucifix of the sun with all my sins, | wanted there should be a record.

Negating gravity with a stone that's gone astray, Gil Ilgaz sets a mark on her own horizon once again. Her stance reminds us
of someone with their back turned, affronted by the universe, but showing us how far the stone has gone. Searching for the sun
in @ Magritte painting we all get lost. If the stone seems frozen it's because time is.
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Tas ve Ten | Stone and Skin, 2012
Aliminyum Uzerine C-print, 55x100 cm, Ed.1/3
C-print on aluminum, 55x100 cm, Ed.1/3
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HUSEYIN ISIK

Kimyasi icinde tek basina bir insan-laboratuvar ile muhurlenirdi glinlerimiz. Gin i1siginda gerceklesirdi islem, yarasalar gibi
karanligi aramazdik. Bir bucuk dakika sonra acar, rivayet oldugu tzere goriintu gelisene kadar sallardik. O glinlerde, 90 saniye
ile sinirli sabrimiza saygi duyan tek icatti Polaroid.

Hiseyin Isik, gelenegi cagdaslastirmayi eski malzemeyi yeni anlatimlarinda kullanmayi seviyor. Bir test pilotu gibi durup durup
dinyanin polaroidlerde nasil ¢ciktigina bakiyor. Uygulamalari bir otopside birlestiriyor ilk ve son kez. Sonra killerinden yeniden
doguyor.

There was a time when our days were captured in a self-contained chemical laboratory. You didn't have to wait until dark like
a bat because everything took place in broad daylight. A minute and a half later it would appear, and-it was rumored-you had to
wave it about until it did. Back then the only contraption that catered to our 90-second attention span was the Polaroid camera.

Huseyin Isik likes modernizing traditions, to use old materials in new narratives. Like a test pilot he keeps trying to see how
the world appears in Polaroids. For the first and only time he brings the results together and autopsies them after which he is
reborn anew from the ashes.
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Otopsi | Autopsy, 2000
C-print pleksi, 120x120 cm, Ed.1/1
C-print on plexiglass, 120x120 cm, Ed.1/1

|
=
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BALKAN NACI ISLIMYELI

S6z ediyoruz; kimsenin kendi hikayesini anlatmadigindan

Evrenin akisindan, birey olmadan topluluk olunamayacagindan
Guzelligin estetigi ile siddet arasinda yipranan insanin ruhundan...
Narin icinden suyun degil, kanin aktigindan

Konusuyoruz, konusur gibi tersine akan irmaklardan.

Balkan Naci islimyeli, baslangictan beri hep suretlerin pesinde. Kendi gorintisy tuvallerinin mutat konugu. Her ylzlesme,
kendi Uzerinden insanlikla kucaklasma. Gelenek cagdaslasirken insan da degisiyor. Ve hala kaniyor olmamiz yasamakta
oldugumuzun en dnemli gostergesi degil midir?

We talk about how no one can tell their own story

How you can't be a community in the universal flow without being an individual

How the human spirit is consumed when caught between the aesthetics of beauty and violence...
How it's not juice that flows from a pomegranate but blood

We speak. Of streams that flow backwards and seem to speak.

Since the very outset, Balkan Naci isLimyeli has always been in pursuit of likenesses. His own image is a customary guest in his
canvases. Every encounter is an embrace of humanity through himself. The more modern traditions become, the more so do
people also change. Is not the fact that we can still bleed the most important evidence that we are alive?
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Nar ve Kan (Suret Serisi'nden)

Pomegranate and Blood (from “Suret Series”), 1988
Tuval Uzeri dijital baski, 91x126,5 cm, Tek baski
Digital print on canvas, 91x126,5 cm, Unique
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ALI KABAS

Isik varsa, golgenizden kacamazsiniz. “Platon’'un Magarasi“dir bu evren bizim icin, biz magaranin kapisina arkamiz doniik
oturdugumuz icindir, hayal gicimuzdeki gemi aziya alan bu zenginlik. Ve bazen gormek icin, olabildigince yikselmek gerekir.
Blylk resim bize evrensel gercegi soyler.

Ali Kabas, rizgari kardesi yapip paramotoruyla bazen caddelerin, bazen hoyiklerin, bazen de denizlerin Uzerinden ucup rotasi
icinde yer alan her seyi kusbakisi saptamayi seviyor. Bu kez de Seyhan Nehri'nin Akdeniz'e dokuldugu yeri golgesiyle puntoluyor.
Bize rizgarin sesini, doganin selamini getiriyor, yiksekligin ona verdigi yetkiye dayanarak.

If there’s light, you can't escape your shadow. For us this universe is Plato’s Cave. It's because we're sitting in a cave with our
backs to the entrance that our imaginations run riot with their richness. Sometimes we must go as high as we possibly can in
order to see. Big pictures speak universal truths to us.

Seated in his paraglider and fraternizing with the wind, Ali Kabas loves to take a bird’s-eye view of everything he sees below
as he charts a course now over streets, now over hills, now over seas. Once he marked the point where the Seyhan river joins
the Mediterranean with his own shadow. Empowered by altitude, he brings us the voice of the wind and the best wishes of the
natural world.
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Seyhan, 2016
C-print Diasec, 120x80 cm, Ed.1/5
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CERKES KARADAG

“Merak kediyi oldirir” derler ama uygarligi hep ileriye gotiirmistir. insan, duvarlarin arkasini, ormanlarin derinliklerini,
komsuda olup biteni, elektronik aletlerin icini, baska Ulkeleri, aydaki hayati, uzayin sonsuzlugunu hep merak etmistir.

Fizik kurallari, gérinmuyorsak, géremeyecegimizi de soyler. Fotograftaki dort kisi -soldan tciinct ve fotografin da sahibi Cerkes
Karadag- duvarin diger yaninda ne oldugunu gormek icin yikselmisler. Bir yol, bir kaldirim, bir duvar ve merakla bakilan bir
ufuk. Yercekiminin ve kaslarinin izin verdigi sirece bizim asla géremeyecegimiz bu manzarayi izleyecekler. Biz ise yalnizca
hayal edecegiz.

“Curiosity killed the cat” they say but curiosity’s also what's always carried civilization forward. Human beings have always been
curious about what's on the other side of walls, within a forest’s depths, transpiring in a neighbor’s house, concealed inside an
electronic device; about other countries, life on the moon, the infinitude of space.

The rules of physics tell us that if we can't be seen we can't see either. The four people in the photograph (whose author, Cerkes
Karadag, is the third from the left] are trying to see what's on the other side of a wall: a road, a sidewalk, a wall, and an intriguing
horizon. Bound as we are by gravity and muscle power, we shall never see the landscape they will view. All we can do is imagine it.
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Merak | Curiosity, 2014
C-print Diasec, 65x97 cm, Ed. 1/1
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Bildigimiz evrene bir sey olursa, tim renkler ve bicimler, yillar siiren organik baglarindan kopup yeni bir tasarim ile bir araya
geldiginde, bu yeni var olusun da bir nostaljisi olacak midir? Belki ezber bozulunca gelenek de yok olacak ve yasamimizin
“a priori” tim bilgileri, yeni sartlar altinda bir kez daha sinanacaktir.

Yonca Karakas yarattigi melez alan ile, fotografinin icindeki nesnelere yeni gorevler vererek adeta bir isbirligi onerisinde
bulunuyor. Sentetik bir ritieller bitinind, yeni dinyanin alfabesine yazmak icin giin sayiyor. Bu fotograf, Karakas'in kurguladigi
dinyadan verilmis kozmik bir selamidir evrene.

If something were to happen to the universe we know, if all of its colors and forms were to break free of their ancient organic
bonds and realign in a brand-new configuration, would this new existence also have its own nostalgia? Maybe when nothing is
routine any more, tradition will also vanish and all the a-priori realities of life will be put to the test all over again by the new
conditions.

Yonca Karakas creates hybrid domains in which she proposes a kind of collaboration by assigning new duties to objects in
her photographs. She awaits the day on which she can write down a synthetic corpus of rituals in the alphabet of a new world.
This photograph is a greeting which Karakas composed on this planet and sent to the cosmos.
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Suclu Degil | Not Guilty, 2017
C-print Diasec, 120x120 cm, Ed. 3/3

Sanatci ve PG Art Gallery'nin izniyle | Courtesy the artist and PG Art Gallery
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SAHIN KAYGUN

Omriini sanata adamis, siyah beyazdan renkliye, polaroidlerden tuval st boyama calismalarina, Anadolu cografyasindan
Salzburg'a, kisacik bir hayata sigdirilmis on binlerce fotografa sihirli degnegini dokundurmustur Sahin Kaygun ve objektifini
bedenine dogrultmaktan hic cekinmemistir.

Sahin Kaygun, bir gun bu dinyada olmayacaginin bilinciyle siyah beyaz bir fotograftan bize bakiyor. Elinde fotograf makinesi,
boynunda bir sahmerana dontismeden once basinin tzerindeki bulutla bir 6rnek olmus kirmizi atkisi ile son molasini veriyor.
Tekinsiz olanin kucagindan, gelecegin bilinmezligine tarih distyor. Kaygun'un cagrisina karsilik veriyoruz.

Having devoted himself to art during a brief life into which he nevertheless managed to fit tens of thousands of photographs
ranging from black-and-white to color, from Polaroids to canvas paintings, and from Turkey's heartland to Salzburg, $Sahin
Kaygun seemed to touch each and every one of them with a magic wand and was not at all reluctant to turn his lens on himself.

Aware of his mortality, Sahin Kaygun looks out at us from within a black-and-white photograph. Holding his camera, he takes
one last break before the red scarf resembling the cloud above his head turns into a basilisk. From within the embrace of the
uncanny, Kaygun sets a date with an enigmatic future and we respond to his summons.
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Sanatcinin kendi portresi | Self-Portrait, 1991
Duratrans baski, 80x120 cm, Tek baski | Duratrans baski, 80x120 cm, Unique
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Sanat tarihinin adeta nakisi olan yazgi, var oldugu her yerde trajik sonuclar dogurur. Oysa sanat aclyi hafifletir; dinlenir, bakilir,
katlanilir ve kabul edilir bir yapiya donusturtr. Bu yabancilastirma efekti, Olympos fonlu tragedyalardan Brecht'e devredilen bir
mirastir ve konunun gectigi butiin zamanlari birbirine baglar.

Sitki Kosemen bu fotografi 1974 yilinda Universiteye girdigi yil elinde plastik topu ile Yalova'daki yazlik evlerinin balkonunda
cekmis. Késemen'in annesini kaybettigi 1999 Yalova depremi ise bu fotografa ait bitin fonu silmis. Simdi anne Gilten Hanim,
ogul Sitki ve o fonda gecen bitiin anilar 43 yil sonra, bir kez daha birbiriyle kucaklasiyorlar.

As an embellishment of art history, predestination must give birth to tragic consequences wherever it plays out. But art should
alleviate pain by transforming it into something that we can listen to, look at, endure, and accept. As something that Olympian
tragedies bequeathed to Brecht, alienation links up all the moments during which such dramas’ themes unfold.

Sitki Késemen took this photograph of himself holding a plastic ball and standing on the balcony of their summer home in
Yalova in 1974, the year he entered university. Everything you see in the background of this picture was wiped out by the Yalova
earthquake of 1999, one of whose victims was Kdsemen's mother. Forty-three years on, mother and son, Gilten and Sitki
Kosemen, embrace each other once again.
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Yalova, 1974
C-print, 120x60 cm, Ed. 1+1 AP
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Ve gln gelir, performans hayatin kendisi olur. Yasamin, odalarin, sokaklarin ve otoritenin yazdigi senaryolari reddetmek ve
kendi dogaclamalarimizi yapmanin zamani geldigine inandiririz kendimizi. Dalgalara karsi ylzer, icglidulerimizin ¢izdigi rotayi
soluksuz tamamlariz.

Sukran Moral, belki yuzini kaplayan bir parca til ile mistik gondermeleri olan bir tablodan firari goriinmesine ragmen,
AIDS’ten 6len bir gencin, annesinden ddinc alinmis karyolada, bacaklarinin arasina sikistirdigi bir monitorle yeni performansini
dogurmak Uzeredir. Sanat, sanilanin aksine tarihi de icerir. Fotograflar da bunun en gizel kanitidir.

The day comes when "Performance” becomes “Life” itself. We convince ourselves that the time has come to reject the scenarios
that have been authored for us by life, contexts, settings, and authority and to improvise instead. We swim against the current
as we breathlessly complete the course our instincts lay out for us.

Although she may perhaps resemble a fugitive from some painting steeped in mystical allusions what with her face covered by
a bit of veil, Sikran Moral is actually about to give birth to a new performance with a monitor clamped between her legs as she
lies on a bed borrowed from the mother of a youth who died of AIDS. Contrary to what is commonly believed, art does indeed
incorporate history: photographs are the most eloquent evidence of this.
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“Story of the Eye” serisinden | From the series “Story of the Eye”, 1996
Arsivsel pigment baski, 120x80 cm, Ed.5+2 AP | Archival pigment print, 120x80 cm, Ed.5+2 AP

Sanatgl ve Zilberman Gallery'nin izniyle | Courtesy the artist and Zilberman Gallery
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YILDIZ MORAN

Fotografin evreni heniiz bir toz bulutu halindeyken, renkli gormelerine ragmen dinyayi siyah beyaz kavriyordu insanlar. Koyu
griden acik griye, siyahin kararliligi ve beyazin ucariligi arasindaki zengin tonlariyla, sanki insanlara siyah beyaz bir cennet vaat
ediyordu fotograflar.

Yildiz Moran, gencecik yasinda, var olan yetenegine kattigi akademik egitimin de etkisiyle, ozellikle Anadolu fotograflarinda
net olarak gordugimiz teknik ile estetigin mikemmel oranlarda bulustugu yeni bir fotograf bakisini ve kavrayisini ortaya
koymustur. Ve Moran, nadiren yer aldigi fotograflarindan birinde, fon niyetine bir ¢ift elin tuttugu cerceveli bir fotografin dninde,
gozlerini yine bize dogrultmadan selamini gonderiyor.

In the days when photography’s universe was still an amorphous cloud, people perceived the world in black-and-white even
though they could see in color. With the dark-to-light richness of their grayscale tones flitting between the steadfastness of
black's somberness and white's airiness, photographs held out the promise of a black-and-white paradise.

With the advantage of inherent talent abetted by academic training, Yildiz Moran introduced new photographic attitudes and
understandings that perfectly blended technical skill and aesthetic vision while she was still a youth. We see this most clearly
particularly in her photographs of Turkey's heartland. In this image, a rare example of Moran’s work in which she appears
herself, a framed photograph held by a pair of hands serves as a background before which the artist greets her viewers without
directing her gaze towards them.
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Yildiz V. Moran - 0z Y | Yildiz V. Moran - Self Y, 1955
Fine Art baski, 80x80 cm, Ed. 2/6 + 1 | Fine Art print, 80x80 cm, Ed. 2/6 + 1
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LEVENT OGET

Felsefe olume karsi bir provaysa, o zaman kalabaliklar icindeki yalnizligimizin da bir anlami olmali. Fotografin bir basina
cekilmesi gibi, iyi mizik de yalniz dinlenir. Kayarken dinya ayaklarimizin altindan, bizi etkileyen anlar gecerken yani basimizdan,
fonda yine sectigimiz muzigin ¢almasini isteriz.

Levent Oget, fotograflarini karanliktan cikariyor. Bazen sokaklarda bir benzerinin ardina disiiyor. Onu izliyor ve bilinmeyen
zamanlarda 6dinc verdigi fotografini geri aliyor. Hangi ylizl isterse, ona o yiizt takiyor. “Ben”, bir baskasi oluyor artik fotografin
kara kitabinda.

If philosophy is but a way to prepare for death then there should also be some meaning in the loneliness we experience in the
midst of a crowd. Just as a good photograph needs to be taken alone, good music should also be listened to in solitude. When
the world is slipping away under our feet or when we're caught up in events transpiring around us, our chosen music is what
we'd like to hear being played in the background.

Levent Oget plucks his photographs from out of the darkness. Sometimes pursuing a likeness through the streets, he follows
it and recovers a photograph that he lent it at some unknown time in the past. Whichever face he wants, that is the one he puts
on. In photography’s black book, “I" now becomes someone else.
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Gorgii Tanigi | The Eyewitness, 2016
Fine Art baski, 80x95 cm, Ed.2/2 | Fine Art print, 80x95 cm, Ed.2/2
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Insanligin kisa tarihi, kutsal kisiliklerin haleleriyle aydinlanan gizemli bir tiinel gibidir. Kutsal olan her yerde kaynagi belirli

bir 1sik vardir. Bazen bir resimde, bazen de bir metinde o i1sikla karsilasiriz. Isigin yeri goklerdir ve nesneler onlari yalnizca
yansitirlar.

Ferhat Ozgir, kendini sanatsal var olusunu yapiti Gizerinden bir kez daha gézden geciriyor. Zihnen ve ruhen gerceklestirilen bu
hazirlikta, adeta Zeytin Dagi kiiclk bir odaya kuruluyor ve sanatci giint geldiginde kendisine verilecek mujdeyi elinde 1si1giyla
heyecan icinde bekliyor. Oda en azindan gtvenli, disarida ise kotulik var.

A brief history of humankind resembles a secretive tunnel that's being illuminated by the halos of the saintly. No sacred place
is without a light whose source is unmistakable. We encounter that light sometimes in a picture, sometimes in a text. But the
light is located in the heavens and objects below merely reflect it.

Ferhat Ozgiir reviews himself and his artistic being once again in terms of his work. Having prepared himself both intellectually
and spiritually and holding the light in his hand, the artist is ensconced in a small chamber as if on the Mount of Olives and
eagerly awaits the Good News that will be given to him. The chamber at least is safe: outside is where evil lies.
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Bugiin Kendimi Peygamber Gibi Hissettim | | Felt Like A Prophet Today, 2007
C-print, 65x100 cm, Ed.1/6

Sanatci ve The Pill Gallery'nin izniyle | Courtesy the artist and The Pill Gallery
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ALEKSI PETRIDI

Diinya, bize gériinduigii kadariyla vardir. Oyleyse geri kalan her sey, ilgi alanimiza girinceye kadar safradir. Ama yiizyillar boyunca
sanatcilar ve bilim insanlari hep goriinenin ardinda olan bilgi ile ilgilenmislerdir.

Dunyanin agir kosullarini hafifletmenin en akilcil yolu mizahtir. Aleksi Petridi, fotografin ona verdigi yetki ile makinesine,
dolayisiyla da bhizlere muzipce bakiyor. Kalin ciltler halinde onlinde Ug, basinin Uzerinde de bir kitap var. Ustelik, ellerinin
yardimiyla da bize bir kadraj oneriyor. Fotografin kutsal mabedinde, 6limsuz karelerle kardes olma arzusu her halinden belli
oluyor.

The world exists only to the degree that it is made manifest to us: everything else is superfluous until and unless it enters the
domain of our interest. Down through the centuries however it's always been artists and scientists who've taken an interest in
what lies beyond that which can be seen.

The most rational way to lighten up the onerous conditions of this world is through humor. Emboldened by photography, Aleksi
Petridi peers puckishly at his camera and, consequently, at us. Standing before him are three thickly-bound books with a fourth
perched on his head while his hands are held in a gesture that proposes a framing. Every aspect of him makes clear his desire
to fraternize with the sacred temple of photography’s immortal frames.
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Denge | The Balance, 2012
C-print, 50x70 cm, Ed.1/5
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ERHAN SERMET

Yansimak, zaman ve mekan icinde imgeler halinde ¢cogalmaktir. Bir fotograf makinesi gelecege tasirken ruhumuzu, mekanda
kalan da yalnizca soluk goruntimuzdur. Camlarla aynalar, yansitma konusunda bir yaris icindedirler.

Erhan Sermet, insanlarin kendi elleriyle yarattigr o post-endustriyel diinyayl sonariyla tararken, bulduklarini, ¢cikma insaat
malzemelerinden afislere, binalarin sagir cephelerinden duvar resimlerine kadar olusturdugu genis bir panorama Uzerinden
titizlikle sunuyor. Ustelik, olay yeri kamerasindan, kendi yansimasini eklemeyi de ihmal etmeden...

To reflect is to propagate images in space and time. When a camera conveys our soul into the future what remains behind in
space is only a pale semblance of ourselves that windowpanes and mirrors compete with one another to reflect.

Using his sonar to scan the postindustrial world which people have created by means of their own hands, Erhan Sermet offers
up what he finds in the form of a vast panorama of images ranging from construction materials to posters and from the blind
walls of buildings to murals. Never neglecting of course to include his own reflection in the crime-scene camera...
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Otoportre - 1| Self Portrait - 1, 2017
C-print, 60x80 cm, Ed.1/15+3
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RIZA AYDAN TURAK

Kimiz biz; kayip golgelerimizin bilinmezliginde, aura diye kendimize yakistirdigimiz o sonsuz karanligin icinde? Evrenin
en mukemmel resmi sandigimiz suretimizi bir eskizden daha dteye geciremiyoruz. Her on yilda bir sevdigimizi soyledigimiz
renkleri degistiriyoruz. Sitrekli dizeltmek zorunda kaldigimiz gozligumiuzi ise yalnizca optik bir yansima olarak duvara
dusurebiliyoruz.

Riza Aydan Turak, yuzunu ararken izini bulanlardan. Fotografin yasamindaki en iyi oyuncagi oldugunu biliyor. Arada bir elindeki
fotograf makinesiyle varligini bildigi paralel bir evrene gecis yapiyor. Ve orada mutlu oldugunu bize gonderdigi her fotografla bir
kez daha kanitliyor.

Who are we in the incomprehensibility of our lost shadows, in that eternal darkness that we like to think of as an aura?
No likeness of ourselves ever goes beyond being merely a sketch, however much we might suppose it to be the most excellent
picture in the universe. Although we may change the colors that we say we like every decade or so, we can only project the
eyeglasses whose prescriptions we're constantly obliged to correct as optical reflections on a wall.

Riza Aydan Turak is one of those who, searching for their face, finds its spoor. He knows that a photograph is the best toy one
can have in life. Wielding a camera that now and then transports him into a parallel universe whose existence he is aware of,
he shows us that he's happy to be there with every image that he sends back.
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Optik Portre | Optical Portrait, 2016
Duratrans baski, 90x65 cm, Ed.1/3 | Duratrans print, 90x65 cm, Ed.1/3
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CEM TURGAY

Seving ve hiiznun birbirine karistigl, ister istemez baskalariicin sahneye ciktigimiz tuhaf ginlerde, elimizde kalan o tek fotograf,
tipki kilometre taslari gibi gectigimiz yollarini anlatir dmrimuzin. Bizi en az gelecek bes yil boyunca temsil hakkini verdigimiz
vesikalik fotograflarimizda, boynumuzda o gline mahsus yorgun kravatimiz ve bize ait olmayan ifademizle kamunun maliyizdir
artik.

Cem Turgay, keskin soylemine paravan ettigi ince mizahiyla vesikalik fotografa ait bildigimiz tim verileri ters ylz ediyor, otoriteye
gormek istedigi degil, gostermek istedigi pozu veriyor. Hapsoldugu cercevenin icinden dilini ¢ikararak, resmi tarihten ve adina
dlzenlenen tim belgelerden ocint aliyor.

On weird days characterized by a mixture of joy and sadness when we must make an appearance for the sake of others however
unwillingly, a single photograph held in our grasp serves as a milestone demarcating the pathways of our life. Garbed in a
weary tie and an alien expression assumed solely for that day, we become public property in the ID photos that we authorize to
represent us for the next five years.

With a delicate wittiness that conceals a sharpness of discourse, Cem Turgay upends everything that we assume to be true
about ID photos as he poses for them not as authorities wish but rather as he would have them. Sticking out his tongue from
within the frame that imprisons him, he takes his revenge on all of the documents that are issued for the sake of official history
and in his name.
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Ben | Me, 2016
Fine Art baski, 40x55 cm, Ed.1/3 | Fine Art print, 40x55 cm, Ed.1/3
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MUAMMER YANMAZ

Lise yillari, insanin 6grencilik yasaminin en ilginc zaman dilimini olusturur. Okulumuz, riyalarimiza giren koridorlari, cam agaci
kokan siralari, unutamadigimiz arkadastliklari ile bir hiiziin perdesinin arkasindan gelip bulur bizleri.

Muammer Yanmaz, okul arkadaslariyla “Yasanmis Yizler: Bir Zaman Yolculugu Projesi” ile yillar sonra yeniden bir araya
gelirken aynadaki goruntisu ile bir kez daha karsilasiyor. Saint Michel Lisesi'nde gecen o gizel ginlerin anilari, gozlerinin
onunde yeniden canlaniyor. Ve teneffus zilinin calmasini beklerken bir kez daha basiyor, 25 yilaradan sonra fotograf makinesinin
deklansorine.

Highschool spans one of the most interesting periods of one’s life as a student. Penetrating our dreams with their corridors,
pine-scented desks, and unforgettable friendships, our schools step out from behind a screen of sadness and find us.

In “Lived-in Faces: A Time-Travel Project”, Muammer Yanmaz looks up schoolmates after many years have passed and
encounters them once again with his image in a mirror. Reliving the fond memories of their days at Saint Michel Lycee as they
await for the bell to signal the beginning of the next class, he presses his camera’s shutter once again after the passage of
twenty-five years.




Yasanmis Yiiz | Lived-in Faces, 1987/2012
Duratrans baski, 50x75 cm, Ed.2/7 | Duratrans print, 50x75 cm, Ed.2/7
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Merih Akogul

1963 yilinda Istanbul’'da dogdu. M.S.U. Giizel Sanatlar
Fakdltesi Fotograf Ana Sanat Dali'ni (Lisans) 1985, Marmara

Universitesi Giizel Sanatlar Enstitiisii Fotograf Ana Sanat
Dali'ni (Yiksek Lisans) 2001 yilinda bitirdi.

Farkli konularda yayinlanmis 14 kitabi bulunan Merih Akogul,
Turkiye'de ve dinyanin gesitli Ulkelerinde 30 fotograf sergisi
acti, grup sergilerine katildi. Fotograf sanati ve kurami
konularinda calismalar yapti. Seminer, sempozyum ve
acitkoturumlara katildi, bildiriler sundu, paneller yonetti,
secici kurullarda yer aldi. Reklam sektorinde yazar olarak
calisti. Cesitli ozel kurumlarda egitmenlik, 6zel radyolarda
kultur ve sanat programlari, televizyon programlarinda sanat
danismanligi yapti.

Edebiyat, fotograf kurami, plastik sanatlar ve muzik
tzerine yazilari ve elestirileri bircok gazete ve dergide
yayinlanan Merih Akogul, 2003 yilinin yaz doneminde
Avusturya Baskanlik Sanat Dairesi tarafindan verilen bursla
¢alismalarini Viyana'da siirdiirdd. Cesitli mize ve dzel
koleksiyonlarda yapitlari bulunan Akogul, 20 yildir Tirkiye'nin
onemli Universitelerinde fotograf dersleri vermektedir.

Istanbul Modern Miizesi Fotograf Blimii Danisma Kurulu
uyesi olan Merih Akogul, ayni zamanda da Mimar Sinan
Giizel Sanatlar Universitesi'nde egitmenligini siirdiiriiyor.
2010 yilindan bu yana Eczacibasi Fotograf Sanatgilari Dizisi
kitaplarinin editorliiglini yapiyor.

Merih Akogul was born in Istanbul in 1963. He received his
bachelor’s degree in photography from Mimar Sinan University
(Faculty of Fine Arts) in 1985 and his master’s degree in the same
discipline from Marmara University (Institute of Fine Arts) in 2001.

Merih Akogul has published fourteen books on different subjects.
He has held thirty photographic exhibitions and taken part in group
shows in Turkey and other countries around the world. He has done
research on the art and theory of photography and also taken partin
seminars, symposia, and round tables, submitted papers, conducted
panel discussions, and served on juries dealing with such matters.
He has worked professionally as both a photographer and writer
in the advertising industry, as an instructor at a number of private
sector concerns, and served as an artistic consultant for television
and radio programs dealing with various aspects of culture and art.

His photographs and his writings on photographic theory, the
plastic arts, and music have been published in newspapers and
magazines. In the summer of 2003 Merih Akogul did photography
in Vienna under a grant from the Art Department of the Austrian
Federal Chancellery. Works by Merih Akogul have been acquired
by a number of museums and private collections. For twenty years
he has been giving classes in photography in some of Turkey's
leading universities.

Merih Akogulis a member of the advisory board of the photography
department of Istanbul Modern and he is an instructor at Mimar
Sinan University of the Fine Arts. From 2010 he is the editor of
Eczacibasi Photographers Series.
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