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Bir icgori mekaninin
gercekligi listiine
On the reality of
a place for insight

HASAN BULENT KAHRAMAN

Akbank Sanat’in son otuz yillik seriivenini konu
edinen, bu kurumun biinyesinde acilmis sergilerden
bir derleme sunan bu serginin gercekligini anlamak
oncelikle kurum ve kiltir kurumu tiirinden
kavramlari kendilerine ait mikrotarihle birlikte

ele almayi gerektirir. Dlinyaya ait her sey uzayin
boslugunda cereyan eder; ama diinyada hicbir sey
kendisiyle bagh degildir. Barry Commoner'dan beri
her seyin bir baska seyle baglh oldugunu biliyoruz.
Tarihyaziminin felsefesi de bize kesikli anlatilarin
degil siirekliliklerin ve i¢c dénlistimlerin dnemini
tanimladi.

Otuz yildan diizenlenmis 31 sergi 6nerisi
ancak bu tiirden bir ele alisla kavranabilir ve taniklik
boyutunu somutlastirabilir. Bu sergiler antolojisi
bir yandan mevcut kiiltiirel yapinin, gerek en genis
anlamda gerekse 6zglil sekilde gorsel kiiltiriin
tartisiimasini ve déniistiiriilmesini, bir yandan da
yeni 6nermeleri 6ne cikariyor. Antoloji 6zellikle bu
anlami tasiyan sergilerin zaman zaman birbirine zit
ama daima ortak bir elestirellik iceren dokusunda
gizli kalmis izlegi bulmaya calisiyor. Bununla birlikte
antolojide yer aimayan sergilerin de tasiyier glicii ve
islevi hicbir sekilde ihmal edilmeyerek belirleniyor.

Understanding the reality of this exhibition, showcasing
Akbank Sanat’'s thirty-year history and presenting

a collection of exhibitions hosted by the institution,
necessitates a reevaluation of concepts such as institution
and institutional culture within their unique microhistorical
context. It is essential to recognize that while everything in
the world exists within the vast expanse of space, nothing
on earth operates independently. As Barry Commoner
aptly pointed out, everything is intricately interconnected.
The philosophy of historiography underscores the
significance of continuities and internal intricacies over
sporadic narratives.

To truly grasp the significance of featuring 31
exhibitions from the past three decades of this institution,
one must adopt this perspective. This approach is the key
to giving substance to the testimonial dimension of the
exhibition. This anthology of exhibitions not only engages
in a discourse and transformation of the prevailing cultural
framework, both in its general and specific contexts, but
also introduces innovative ideas. The anthology aims to
uncover hidden trajectories, particularly within the fabric
of exhibitions that carry a profound meaning, always
maintaining a critical perspective that can sometimes be
confrontational. However, it is important to acknowledge
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Zaten, ancak bdyle biitlinciil bir yaklasimla sergilerin
Tirkiye'de hala cok etkili olan modernlik diislincesine
yonelik 6znel ve nesnel boyutlari saptanabilir.
Neticede 1990’'larda yeni bir anlayisla islemeye
baslayan bir kurumdan ve onun otuz yila erisen
tarihinden s6z ediyoruz.

I

Modernlesmenin cok uzak bir evresinde
bulundugumuz ve 21. yiizyilin ilk ceyregini
tamamlamak tizere oldugumuz bir dénemde,
modernlesmeden ve onun muhakemesi icinde
bicimlenmis fakat icerikleriyle ona yeni boyutlar
kazandiran, gerektiginde onu diisiince ve sanat
diizeyinde kokli sekilde elestiren kiiltir kurumlarinin
énemini bash basina bir gerceklik olarak tanimlamak
gerekir. Modernlesme diinyanin her yerinde yeni
kurumlarin inga edilmesi ve islemeye baslamasidir.
Esasen biiyiik bir déniisiim ve yenilesme siireci
olarak gériilmesi gereken modernlesmenin kendisi bir
kurumdur; ama bu tarif bir yana birakilirsa, dncekileri
ortadan kaldiran yeni kurum yapilarinin gelistigi
oranda modernlesmenin devam ettiginden, etkin
oldugundan s6z edilebilir.

Tirkiye'nin cok az lilkede gériilebilecek bir
yonelim icinde kendisini Batr'yla bitiinlestirmesi
anlamina gelen modernlesme hareketi daha Tanzimat
déneminden baslayarak bir dizi kurumun {ilkeye ithal
edilmesidir. Buradaki kurum kavramini sadece isleyen
somut ve maddi bir kurum olarak gérmemek gerekir.
Giindelik dilde sik¢a kullanildigi ve baska pek az dilde
oniimiize ciktigi tizere “hukuk kurumu” tiiriinden
ifadeler de yasanan modernlesmeyi ve onun kurum
kavramiyla iliskisini ve niteligini anlatir.

Cumhuriyet bu diizlemde gelismistir. Gec
Osmanli déneminin getirdigi bir yandan Parlamento
tiiriinden yapilar, diger yandan modernlesmenin
giindelik hayata yansiyan boyutlari Cumhuriyet’te
aynen devam etmistir. Kilik-kiyafet degisimi, alfabe
degisimi, metrik sistem degisimi tlirlinden hamlelerin
tamami Il. Mahmud sonrasi donemde az veya cok

the strength and purpose of exhibitions not included in this
anthology. Ultimately, it is only through this comprehensive
perspective that we can discern the subjective and
objective aspects of exhibitions in relation to the enduring
influence of modernity in Turkey. In the end, our discussion
centers around an institution that embarked on a new path
in 1990s, and this exhibition encapsulates its journey over
the past thirty years.

I

In the current era of late modernity, as we approach

the conclusion of the first quarter of the 21 century, it
becomes increasingly important to precisely delineate the
significance of cultural institutions. These institutions,
originally forged within the framework of modernity, now
stand as inheritances from that era, while simultaneously
evolving in content to actively engage in radical critiques
of modernity. Modernity represents the establishment and
functioning of novel institutions on a global scale. It is
crucial to view modernity as a substantial transformation
and rejuvenation process, in essence, an institution in its
own right. However, beyond this abstract definition, it is
pertinent to acknowledge that modernity persists and
exerts its influence as long as it continues to give rise to
new institutions that supersede their predecessors.

The path towards modernity in Turkey, symbolizing
the nation’s unprecedented integration into the Western
world, has been characterized by the importation of a
series of institutions since the Tanzimat period. In this
context, one should not view the concept of institution
as something concrete and material one. Terms like “the
institution of law”, which are commonly employed in our
discourse, define the ongoing process of modernization
and its connection with the concept of institutions.

The Republic has undergone a transformation in this
regard. Institutions that were initially developed during
the Late Ottoman Empire period, such as the parliament,
and the everyday aspects of modernization continued to
progress during the Republic. Changes in attire, the shift
to a new alphabet, and the adoption of the metric system
were dll proposed during the period after the reign of the
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resmi ya da gayriresmi olarak énerilmis, bazilari da
uygulanmistir. Mesela, buglin bash basina tarihsel bir
sembol kabul edilen fes, 1826'da resmilestirilmistir ve
ciddi bir kilk-kiyafet degisikligidir.

Parlamento tirii olusumlar siyasal yapiyi
etkiler ve yeni bir kiiltir hazirlarken, érnegin Sanayi-i
Nefise veya Miize-i Hiimayun, o kiiltiiriin en ileri
sekilde katilastirimasi anlamina geliyordu. ikinci
Mesrutiyet dénemi ve hemen ardindan 10 yil kadar
slirmiis olan ¢igirda ise kiiltiirel kurumlar ideolojik
kurumlara déniismiistii. Tiirk Ocaklari bu bakimdan
dénemin en cok éne cikan, dogrudan ideoloji insa
etmeyi éngdren, hakim ideolojinin bigimlendirilmesini
ve yayginlastiriimasini gézeten en sert yapidir. Yine
belirtelim, Cumhuriyet ayni tutumu siirdiirlirken
Tanzimat'tan beri devam eden ve bu kiiltiirii
tanimlayan tiim i¢eriklerin son ve en keskin radikal
hamlesini meydana getirir. Hukukun ve devilet
yapisinin yenilenmesi ¢cabalarinin yaninda Tiirk
Ocaklar'nin Halkevleri'ne dénistiiriilmesi, kiiltiirdi
kokli sekilde farkhlastiracak adimlarin atilmasiyla ic
ice geger. Boylece Tiirk Ocaklarr'nin nispeten elitist
ve izolasyonist yapisi daha “halkel” ve yaygin bir
nitelik kazanacaktir.

Cumhuriyet déneminde sanatin kurumsal bir
anlayis icine alinmasi basli basina bir gelismedir.
Bilhassa iki 6nemli adim konservatuvarin ve
filolojilerin kurulmasidir. Ayni dogrultuda miizigin
sistematik olarak degistirilmesi, operanin
ve tiyatronun yine érgiitlii sekilde yeniden
diizenlenmesi kurumsal déntistimiin nirengi
noktalaridir. “inkilap” (kelimenin gercek anlamiyla
“déniisiim /transformasyon” demektir) kavrami
etrafinda bicimlenen bu yeni yaklasim geleneksel
olan her seyin terk edilmesi anlamina gelir. S6z
konusu gelisme énce “asrilesme” (bu sézciik
zamanla “modern”le esanlamli olarak kullanilmistir
ve toplumsal bilince “muasirlasmak” olarak
yerlesmistir ki, o da ayni zamanda “medeni”
kavramiyla i¢ ice gecer), sonra cagdaslasma olarak
adlandirilir.

2" Mahmud, either in official or unofficial capacities,
and some of these proposals were implemented. For
instance, the discontinuation of the fez, now considered
a historical symbol, was a significant change in attire
that was enacted in 1826.

Institutions such as a parliament wield
significant influence on a country’s political structure
and contribute to the development of a new culture.
Examples like Sanayi-i Nefise or Mize-i Himayun
represent the pinnacle of this cultural evolution.

During the 2" Mesrutiyet (Constitution) period and the
subsequent decade, cultural institutions underwent
a shift towards becoming ideological entities. Among
these, Tlrk Ocaklari emerged as one of the most
prominent structures during this era, with a direct focus
on propagating and shaping a particular ideology. It
is worth emphasizing that the Republic maintained a
similar approach, marking the ultimate and most radical
step in shaping the ideological content that defines
this culture. Alongside efforts to reform the legal and
state structures, the transformation of Tirk Ocaklari
to Halkevleri was closely linked to endeavors aimed at
a profound cultural transformation. Consequently, the
relatively exclusive and isolated nature of Turk Ocaklari
gave way to a more “people-oriented” and widely
inclusive character with the emergence of Halkevleri.
A significant milestone during the Republican
period was the inclusion of art within an institutional
framework. The establishment of the conservatories
and philology departments marked two significant
steps in that direction. A systematic shift in music,
coupled with the organized restructuring of opera
and theatre, represented key milestones in this
institutional transformation. This novel approach,
centered on the concept of ‘inkilap’, which translates
into ‘transformation’, symbolizes a departure from
all things traditional. Initially termed ‘asrilesme’, a
word synonymous with ‘modern’, it evolved to signify
‘becoming contemporary’, closely intertwined with the
concept of ‘civilized', and eventually culminating in
modernization.
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Cagdaslasma sézcligi bliylik dlelide kiiltiirel
donlsiimii ifade eder. Kiiltirde bir déniisiim meydana
gelmeksizin cagdaslasmanin olmayacagi 6nceden
kabul edilmistir. Kiiltiir ise hayatin boydan boya
degistirilmesi, yeni bir anlayisin yani “asriligin”
glindelik olanla biitlinlestirilmesidir. Uluslasmayla
ic ice gecirilmis bu tanim gelenegin yeniden
kesfedildigi 1980’lere kadar siirer. Ancak 1990’larla
birlikte cagdashgin eskil olani da kavrayabilecegi,
kusatabilecegi sanisi uyanir.

1990’lardaki déniisiimiin nemli bir evresini de
devlet eliyle gerceklestirilmis kiiltiirel déniligiimiin
bu defa sivil kurumlar aracihgiyla saglanmasi
meydana getiriyordu. 1980’lerden devralinan bir
kiiltlirle séylemek gerekirse 1990’larin temel diirtisti
sivilliktir. Tlrkiye, sivil toplum kavramiyla genis bir
kitleyi kapsayacak sekilde 1980’lerin ikinci yarisinda
karsilasti. Politik alanda kendisini gésteren bu
kavram hizla geliserek o gline kadar devam eden
devlet agirlikli ve devlet éncelikli yapiya cok énemli
bir se¢enek olusturuyordu. Toplumun bu kavrami
benimsememesi olanaksizdi. Yine 1980’lerin liberal
ekonomiye bagl olarak gelisen girisim ve inanc¢
ozglirliigli kavramlari toplumu derinden etkiliyordu.

Kimlik kékenli politikalarin 6ne cikmasi,
politik islam’in bu yillarda yiikselisi, liberal
yaklasimlarla devletei yaklagimlar arasindaki
catismayi hizlandiriyor ama toplumun &zellikle
entelektiiel cevrelerinin daha liberal tutumlar
almasini da neredeyse bir vicdani borca veya var
olma gercekligine déniistiirliyordu. 1990’larin sanat
diinyasina bakilirsa bu kavramlarin yansimalarini
gérmek miimkiindiir. &zellikle sanat diinyasina yeni
giren genc kusak sanatcilarin yapitlari bu gercegi
acikca ortaya koyar.

[}

2000’ler ise cok radikal bir dénilisiime taniklik

eder. Bir yanda sivillik anlayisinin uzantisi olacak
sekilde sayilari hizla cogalan galeriler yer alir. Galeri
sayisindaki artis, ayni dénemde (2005 yilinda)

The term modernization predominantly conveys
a cultural transformation. It was previously assumed
that modernization inherently entailed a cultural shift.
Culture, in this context, signifies a profound alteration
in daily life, the assimilation of a new approach,
essentially the infusion of ‘contemporariness’ into
the ordinary. This definition, aligned with the notion
of nationalization, prevailed until the 1980s when a
resurgence of tradition would occur. However, the
1990s ushered in a perception that contemporariness
could also encompass and embrace elements of
antiquity.

An essential aspect of the transformation in 1990s
was the shift from state-led cultural transformation
to civilian institutions taking the rein. Aligned with the
cultural climate of the 1980s, the primary driver of the
1990s was the promotion of civilianization. In the latter
half of the 1980s, Turkey encountered the concept of
civil society, which encompassed a large segment of
the population. This concept, which gradually gained
prominence in the political sphere, emerged as a
substantial alternative to the previous state-centric
structure. However, it was impossible for society to fully
embrace this concept. The notions of entrepreneurship
and freedom of faith, fostered by the liberal economy of
the 1980s, also left a profound impact on society.

The emergence of identity politics and political
Islam during this era heightened the tension between
liberal and statist approaches. This tension made it
nearly a moral obligation or a matter of survival for the
intellectual circles to adopt more liberal attitudes. The
influence of these concepts from the 1980s can be
observed in the art world of the 1990s, especially in the
works of younger artists who entered the art scene during
that period.

I

The 2000s, in contrast, marked a profound
transformation, as galleries, an extension of the civilian
shift, proliferated. The surge in the number of galleries
can be likened to the gallery exodus witnessed in New
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New York’'ta gériilen ve gallery exodus diye bilinen,
daha 6nce kentin entelektiiel ve bohem semti olarak
bilinen bélgesindeki kiiciik galerilerin Chelsea'deki
devasa mekdnlara tasinmasi hareketidir. Yahudilerin
Misirdan cikislarini tanimlayan exodus sézciigii

onu anlatir. Tiirkiye'de benzeri bir durum elbette

s6z konusu degildir. 2000 éncesindeki galeriler
zaten sinirli sayidadir. istanbul'daki hareket pes
pese yeni galerilerin acilmasidir. 2000 sonrasinda
istanbul'un hizla metropollesmesi, kiiresel finans
iliskileri aginin bir parcasina dénilismesi ve finans
kapitalinin yatinm merkezlerinden birisi olusu da
kentin milenyumla birlikte sanat alanindaki cikisini
saglayan unsurlardir.

Olaganiistii sayida ve herhédlde Cumhuriyet
déneminin gérmedigi kadar cok ve degisik galerinin
acilmasi bu énemli sartlar altinda bir rastlanti
degildir. 2000’lerin hemen basinda kontrol
altina alinan ekonomik krizin ertesinde, 1990’lar
etkilemis kiiresel iktisadi iliskilerin yarattig
imkdnlarla hizla cogalan para hacmi yeni bir
sinifin dogmasina ve o yeni burjuvalarin sanata
yonelmesine yol acmistir. Yeni sinif bir 6nceki
donemin edebiyat basta olmak lizere kiiltiirel
araclarini hizla terk etmis ve bu defa gérsel
sanatlara yénelmistir. Kurumlasma bakimindan
son derece 6nemli bir gelismedir bu.

Cumhuriyet parvenue’lerinin, sanat yapitini
bir entellektiiel ve zevk unsuru olarak gériip onu ¢ok
az sayida ve sadece cok begendikleri icin almasina
mukabil yeni dénemde sayisi hizla artan nouveau
riche koleksiyoncular sanat yaprtini dogrudan bir
yatirim araci olarak benimsemistir. S6z konusu
ortam, parasal iliskilerin cok yogun oldugu her
alanda yasandigi gibi hizla isinip hizla soguyan bir
nitelige sahipti. Hizla el degistiren yapitlarin herhangi
bir kataloga baglanmamasi, kimde oldugunun
bilinmemesi ayrica ortaya ciddi sorunlar getirmistir.
Tim bu gelismeye mukabil koleksiyonculugun
kurumsal yapisi bugiin icin cok ciddi sorunlar
icermektedir.

York around the same period (2005). This exodus
referred to the migration of small galleries from the
intellectual and bohemian neighborhoods of the city
to larger spaces in Chelsea, drawing a parallel to the
biblical term exodus, signifying to departure of Jews
from Egypt. While Turkey did not experience an exact
replication of this situation, Istanbul saw a significant
development as new galleries began to emerge in
succession. The rapid metropolization of Istanbul after
2000, coupled with its integration into global financial
networks and its transformation into a hub of financial
capital, all played a role in the flourishing art scene in
the city during the early 2000s.

The unprecedented proliferation of galleries
in the history of the Republic was not a mere
happenstance, but rather a reflection of the broader
context. Following the economic crisis that was brought
under control in the early 2000s, the rapidly expanding
monetary wealth, as a result of the global economic
dynamics that characterized the 1990s, gave rise to
a new social class. This emerging bourgeoisie turned
its attention to art. Notably, this new class swiftly
shifted away from the cultural tools of the preceding
erq, starting with literature, and redirected its focus
toward visual arts. This transition marked a significant
milestone in terms of institutionalization within the
cultural landscape.

While the early Republic's parvenue considered
artworks as expressions of intellectual and aesthetic
taste, acquiring them in limited quantities for their
personal enjoyment, the burgeoning nouveau riche
collectors of the new era viewed art as an investment
opportunity. This environment experienced rapid
cycles of prosperity and decline, akin to any milieu
characterized by intense financial transactions. The
rapid turnover of artwork made it challenging to
maintain a comprehensive catalog, as it was often
unclear who acquired which piece at any given time.
As a result, the institutional structure of art collecting
remained burdened by significant issues stemming from
these developments.
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Ayni donemde ortaya cikan diger tayin edici
kurum yapisi mizelerdir. Cok uzun yillar sadece
devlete ait resim ve heykel miizelerinin kapal
kapilarina bakan toplum, 2010°dan baslayarak
istanbul'da birbiri ardina gelisen ve varlikli ailelere
ait miizelerle tanismistir. Tim kisrtlamalarina
ragmen bu miizeler evrensel standartlan yakalamis
ve kiiltiir hayatina cok 6nemli katkilarda bulunmus
kurumlardir. Tiirk modernlesmesinin geleneksel
tutumu icinde 6ncelikle “yabanci” (genellikle
“evrensel” denir ama Bati merkezli sanat kastedilir)
sanati sergilese de miizeler yeni bir gorsel kiiltdir
bilincinin olusmasina biiyiik katkilar getirmistir.
2020'den itibaren ¢cok sinirli da olsa biiylik bir
duyarhlikla istanbul metropolii disindaki tasra
sehirlerinde acilan miizeler de yine bliylik déniistimiin
onemli bir halkasi olarak gériilmelidir.

2000 sonrasinda biiyiik déniisiim dedigimiz
yeni acilimin son halkasi fuarlardir. Sanat-kapitalizm
iliskisi yadsinamaz bir iliskidir ve Rénesans’tan beri
sistemli olarak devam eder. Bu iliskiyi ayni zamanda
bir {ist otoritenin kurumsal hegemonyasi olarak
goérmek kabildir. Kapitalizmin sanatla olusturdugu
etkilesim belli dénemlerde ve yénetimlerde devletin
sanatla irtibati olarak kendisini gésterir. Tirkiye bir
acidan 1980’lere bir acidan da 2000’lere gelinceye
kadar sanati daima devletle etkilesimi icinde
gormuistir. Ancak belirttigim tarihten sonra devlet
yerini ciplak kapitalizme, tabiriyle séylemek gerekirse
ilgili endiistriye ve pazara birakmistir. Fuarlar bir
yandan bu gelismenin sonucu, bir yandan da biiyliyen
sektdriin, galeri ve sanatei biriminin uzantisidir.

Oyle bir birikime ulasiimayan herhangi bir kiiltiirde
fuar diizenlenmesi diistinllemez. Tirkiye'de 2010
sonrasinda daha etkili olan fuarlarin, sanat ¢evrelerini
uluslararasi etkinliklerle biitiinlestirme bakimindan
6nemli bir islev icra ettigini belirtmek gerekir.

in
Akbank Sanat’in 30 yili bulmus tarihi bu genel
cerceve icinde tesekkiil eder. Yukaridaki profilin

Another influential institution that emerged during
the same period was the museum. For a long time, the
society had peered through the closed doors of state-
owned painting and sculpture museums. However, starting
in the 2010s, Istanbul began to witness the gradual
introduction of museums owned by affluent families. These
museums, despite some limitations, reached international
standards, and made significant contributions to the city's
cultural life. They played a pivotal role in nurturing a new
visual cultural awareness, although they predominantly
showcased ‘foreign’ (often referred to as ‘universal’, but
primarily signifying Western art) in alignment with the
traditional stance of the Turkish modernization movement.
The opening of museums in cities outside Istanbul, albeit
in limited numbers and driven by idealistic motivations,
starting in the 2020s, should be seen as a reflection of this
profound transformation.

The final component of what we refer to as the
significant transformation occurred after 2000 is the art
fairs. The undeniable connection between art and capitalism
has endured since the Renaissance and can be seen as the
institutional hegemony of a higher authority. Throughout
history, the interaction between capitalism and art has
manifested as the relationship between the state and art
during certain periods and under specific governments.
Turkey has consistently viewed art in the context of its
relationship with state authority, especially in the periods
leading up to both 1980s and 2000s. However, since that
time, the state has gradually given way to pure capitalism,
encompassing the related industry and market. Art fairs
are a product of this shift and represent an extension of a
growing sector marked by the proliferation of galleries and
artists. The emergence of fair arrangements would have
been impossible without this accumulated cultural context.
It is worth noting that art fairs, which became more active
in Turkey after 2010s, played a crucial role in integrating
artistic circles with international activities.

[}
The retrospective of Akbank Sanat’s last three decades
aligns with this overarching framework. While this
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gosterdigi lizere bu kurumun giincel sanatla
eklemlenmesi 6zellikle 2000’lerde baslasa da
gerisinde 6nemli bir tarih yatar. O tarihi olusturan
farkh disiplinlerdeki etkinlikler bu serginin ve
calismanin konusu disindadir. Yine de biitlincil bir
kiiltiiriin hazirlanmasinda tiyatrodan kiitiiphaneye,
sinemadan goérsel sanatlara yayilan o calismalar
Snemlidir.

Ozellikle bu calismanin konusu olan gérsel
sanatlar alanina bakildiginda, Tiirkiye'deki kdiltiir
ortaminin ana sorunlarindan biri olan anakronizmalar
ve senkronizmalar Akbank Sanat biinyesinde de
kendilerini gosterir. 1993'te baslayan bu calismalar
retrospektif sekilde incelendiginde cok 6nemili,
hatta glinlinde yeterince fark edilmeyen bir gercek
ortaya cikiyor. Kurumda acilan sergiler daha 1993’ten
baslayarak bugiin glincel sanat dedigimiz alanin
onemli isimlerini kapsamistir. Béylesi bir durumun
en onemli yani, glincel sanatin, heniiz yeterince
kavramlastiriimadigi bir dénemde kurumun sanat
yéneticileri tarafindan izlenmesidir. izlenen degerler
eszamanli olarak topluma dnerilmektedir.

1993-2003 diye kabaca béliimleyecegimiz bu
dénemde glincel sanat etkinlikleri daha ice déniik,
daha suskun, daha ¢ekingen bir tonlamaya sahiptir.
Yine de bu alanin gelisimi bakimindan cok énemli
ipuclari barindirir. O isaretlerin en dikkat ¢ekeni,
hispeten konvansiyonel denebilecek calismalarin
yaninda énct, ayriksi calismalarin seciciler
tarafindan ihmal edilemeyecek bir kivama ve doza
erismesidir. Bir sosyoloji probleminden s6z ediyoruz.
Secim yalnizea secicinin 6znelligini yansitmaz.
Kuskusuz dyledir ama belli formasyona sahip secici,
kararini stziiliip kendisine gelen birikimin i1siginda,
hatta etkisi altinda verir. Gecerken o birikime birkac
noktasiyla deginmek gerekir.

Giincel sanatin baslangic tarihi olarak kabul
edilen 1989'un hemen ertesinde éne cikan sergiler
arasinda, birbirinden ¢ok farkli sorunsallari islemekle
birlikte, Adnan Coker ve Erol Akyavas nispeten
daha o dénemde sabitledikleri sanat ifadeleriyle

institution gained prominence in the contemporary

art scene, particularly in the 2000s, as indicated by

the aforementioned profile, it is rooted in a significant
historical context. This exhibition and study do not delve
into the analysis of activities across various disciplines
that have contributed to this history. Nevertheless,

it is essential to acknowledge that these activities,
encompassing visual arts, theatre and libraries, have
played a pivotal role in shaping a comprehensive cultural
landscape.

Anachronisms and synchronisms, which are among
the most pressing issues in Turkey's cultural sphere, also
manifest themselves in Akbank Sanat when we focus on
visual arts, the central theme of this study. A retrospective
examination of the artworks exhibited in the institution
since 1993 reveals a significant yet often overlooked
reality. The exhibitions hosted by the institution have
featured prominent figures in what we now refer to as
contemporary art as early as 1993. This indicates that
even in a period when contemporary art was not well-
defined, the institution's management was attuned to this
emerging trend. The values they embraced gradually found
their way into society's consciousness.

During the approximate period from 1993 to 2003,
contemporary art events carried a more introverted,
subdued and tentative tone. Nonetheless, this era holds
significant clues for the evolution of this sphere. One of
the most noteworthy aspects is the considerable attention
that unconventional artworks, alongside more traditional
ones, garnered from the curators. This phenomenon indeed
has sociological implications. The act of selection goes
beyond reflecting the subjectivity of those making the
choices. The selectors, with a certain level of education
and cultural background, make decisions based on the
cultural knowledge they have acquired. It is essential to
mention that knowledge in passing.

Among the exhibitions that gained prominence
in the aftermath of 1989, recognized as the onset of
contemporary art, Adnan Coker and Erol Akyavas, despite
exploring vastly different themes, emerge as logical
choices for inclusion due to the artistic approaches they
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anlasilabilir tercihlerdir ve bu degerlendirmeler
onemlidir. Fakat énciilligl acisindan glincel sanat
alaninda cok dnemli bir konumda olan Nil Yalter'in

o donemde sergilenmesi daha da énemlidir ve

o 6nem bugiin icin de gecerlidir. Keza, feminist
sanatin énciilerinden olan ve konvansiyonel ifade
tarzlarini benimsemeyerek yeni ydnelimler icinde
bulunan Tomur Atagdék’lin kapsamli sergisi de dénemi
etkileyecek bir calisma olarak gérilebilir.

Kurum, 2003'ten itibaren baska bir ¢ehreye
birlintr. Daha 6nceki dénemin cigir acan
calismalarini izleyen anlayis yerini énc, belirleyici,
déneren bir anlayisa birakmistir. Gérisleriyle kurumun
yeni dokusunu saglayan Hamid Belli'nin yenilikei
tutumuyla, yeni isimlerin danisma kurulu {iyeliklerine
sec¢ilmesi dénemi baglamistir ve bu yeni dénem son
derecede 6nemli calismalar ortaya koymustur.

2003'le birlikte acilan dénemin bir 6zelligi,
kurumun 2005’le agirlik kazanacak yeni olusumlarin
hemen déncesinde bu adimi atmasidir. Béylece
klasik kurum yapisi ortadan kaldiriimistir. Tiirkiye'de
glincel sanatin gelismesi bakimindan ¢ok énemli
bir gelismeden s6z ediyoruz. Hentliz miizelerin de
kurulmadigi bir dénemde, sadece bienaller araciligiyla
uluslararasi etkinlikler konusunda bilgi edinen
izlergcevre icin kurumun bu girisimi son derecede
énemlidir. Hatta Akbank Sanat’in ayni dénemde
faaliyet gésteren ve benzeri yapisal ézellikler tasiyan
diger kurumlardan ayrildigi nokta da budur. Birkag
bliylik ulusal bankanin sagladigi yenilikler yabana
atilamaz. Fakat sadece iki bankaya bagh kurumlar
glincel gérsel sanatlarda oldugu kadar diger kiiltiirel
alan etkinliklerinde de giincellige 6nem vermistir.

Toplum elbette 1980’ler ve 1990’lardaki gibi
degildir ama yine de glincel sanat konusunda cesitli
tedirginlikler icindedir. O tedirginlik genis élclide
geleneksel ifade araclarinin hegemonyasindan
kaynaklanir. Glincel sanatin post-Duchamp egilimleri
ve 1990’'lardan itibaren biisbiitiin katilastirdig:
dislince-sanat etkilesimi yeni bir anlayis meydana
getirirken Tirkiye o cizgiye dogru ancak kiiciik

had embraced even during that early time. However,
featuring Nil Yalter at that juncture, given her significant
role in contemporary art as a trailblazer, holds even greater
significance and continues to do so today. Additionally,
the comprehensive exhibition of Tomur Atagék, a pioneer
in feminist art who sought innovative directions beyond
conventional modes of expression, can be seen as a work
that had substantial impact in its time.

Since 2003, the institution has undergone a
transformation. The previous approach, characterized by
effectively following groundbreaking work, transitioned
into a pioneering, influential, and visionary stance. Under
the innovative leadership of Hamid Belli, who nurtured
the institution’s fresh direction with his insights, the
recruitment of new members to the advisory board
resulted in a new era that showcased highly significant
artworks.

A notable aspect of the period initiated in 2003
was that the institution took strides just ahead of the
new organizations that would gain prominence in 2005.
The classical institutional structure was dismantled,
representing a crucial step in the advancement of
contemporary art in Turkey. This institution’s initiative was
particularly significant for an audience that, at the time,
relied on biennials as their primary source of information
on international events due to the absence of museums.
It was this distinction that set Akbank Sanat apart from
other similar entities active during the same period. The
innovative efforts spearheaded by a select few major
national banks should not be underestimated. However,

only institutions affiliated with two banks gave precedence

to contemporaneity, not only in visual arts but also in other
cultural endeavors.

The society, for sure, was not the same in the
1990s as in the 1980s. However, there were still some
perturbations regarding contemporary arts, mostly
resulting from the hegemony of traditional styles
of expression. While post-Duchamp tendencies of
contemporary art and the art-thought interaction,
which became gradually stricter since 1990s, caused
a new understanding, it took more time for Turkey to
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adimlarla ilerlemektedir. Yeni anlayis ¢ok dar bir
cevrede 6ne cikmaktadir. Bununla birlikte 2001
yilinda kurulan Proje 4L’nin (2005 yilinda Elgiz
Miizesi'ne doniisecektir) dénemin ayni dogrultuda
etkinlik gésteren neredeyse tek kurumu oldugunu
belirtmek gerekir. Sonradan bliylk olanaklar

sunan Arter’in 2010'dq, glincel sanatin en énemili
olgularindan biri olan arsiv konusunda Tirkiye'ye
énemli katkilar getiren Salt’'in 2011'de faaliyete
gectigi diistiniliirse, 2002-2003 siirecinde édiinsiiz
bir glincel sanat anlayisina yonelen Akbank Sanat’'in
énemi, degeri ve islevi cok daha iyi anlasilir.

v

2002'den sonra kurumda ortaya cikan en énemli
yenilik glincel sanat anlayisini besleyen sergilerin
baslamasidir. Sergiler, 2000’li yillarin getirdigi
onemli acilimlardan biri olan kiiratérlitk kurumunu
sonuna kadar benimsemistir. Kiiratérlerin
merceginden siiziilmeyen sergi, kurum yapisi icinde
yer almamaktadir. $6z konusu yaklasim yapitin
gercekliginin 6tesine gecmek cabasiyla kosuttur.
Yapitin ve serginin dayandigi bilincin ayri bir bakisla
gbsterilmesi bu dénemdeki elestirel etkinligin de,
sorumlulugun da dayandigi ana zemindir. Kapsamli
katalog yazilariyla gerekcelendirilmeyen bir sergi
bulunmadig gibi, sergilerle ic ice gecmis diger
distlince calismalari da yapitin tekil ve yerlesik
anlayisin benimsedigi kendinde sonlu anlamini
asmaya doniiktiir.

Daha ilk sergilerden baslayarak zor ¢alismalarin
izleyiciye sunuldugunu ézellikle belirtmek gerekir.
Sergiler kendi iclerinde giincel sanatin farkh
boyutlarini yakalar ya da sinarken izleyici i¢in bir
pedagojik caba da gdstermistir. Kurumun vitrininde
yer alan sergiler temel ilkelerden 6diin vermeyen
ama izleyiciyle daha kolay iliski kuracak yapitlardir.
Boylelikle yukarida degindigim pedagoji tutumu
daha genis bir alana yayilmistir. O arada yayimlanan
ve niteligine degindigimiz kataloglar da izleyici-sergi
iletisiminin baska fakat ¢cok 6nemli bir ayagidir.

reach that point. This new art conception emerged

in Turkey in a rather narrow circle. It is noteworthy to
underline the fact that Proje 4L, founded in 2001 and
transformed into Elgiz Museum in 2005, was almost the
only institution that operated in line with this new art
conception. Given the establishment of Arter in 2010,
which provided us with great opportunities, and Salt in
2011, which contributed a lot to archiving as one of the
most important phenomena in contemporary art, the
significance and value of Akbank Sanat, which turned
unapologetically towards contemporary art in 2002-
2003, can be better understood.

v

The most significant development in the institution after
2002 is the introduction of exhibitions that embrace this
contemporary conception. These exhibitions fully embrace
the practice of curating, which is one of the most important
innovations of the 2000s. Exhibitions that do not meet
the curatorial criteria are not featured in the institution.
This approach aligns with the effort to transcend the mere
presence of artworks. Both the critical perspective and the
responsibility of the times hinge on presenting the reality
of the artworks and the exhibition from a unique vantage
point. Every exhibition is accompanied by comprehensive
catalogue texts, and other reflective activities associated
with exhibitions work towards surpassing the inherently
finite meaning of the artwork as accepted by the
conventional and established art conception.

It is noteworthy to state that challenging artworks
were presented to the audience since the very first
exhibitions. While exhibitions catch or test different
dimensions of contemporary art, they also adopted a
pedagogical effort for the audience. Exhibitions showcased
by the institution are artworks which do not concede basic
principle, while at the same time more easily relating with
the audience. The pedagogical attitude thus propagated
to a wider sphere. The catalogues published at that time,
whose quality we have dlready underlined, were another,
rather significant element of the audience-exhibition
communication.
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Dénemin 6ne cikardigi sergiler herhangi
bir hiyerarsi siralamasina tabi degildir ve bu, son
derecede dogaldir. Fakat bu sergilerin her birinin
yeni bir gorsel kiiltiir olusturmak ¢abasini gésterdigi
de o kadar gercektir. 2000’lerin ilk d6neminde
gorilen genis katilimli sergiler bir sentez arayisini
yansitir. Bu ¢ok tutarli yaklasim ¢cogulcu ve
katilimer bir tercihin uzantisidir. Bazi sergilerde
kavramin serginin kendisi kadar énemli oldugu,
hatta yer yer onu astigi goriilebilir. O sergilerde bile
sanat yapiti belli bir baglamla birlikte sunulmakta,
yaprt-baglam dinamigi yeniden kurgulanmaktadir
ki yeni yonelimin galeri mekani kavramina da yeni
bir boyut getirdigi gériilebilir. Mekan artik yeni bir
anlam kazanmigtir. Bastan beri tartisilan beyaz
kip dislincesi simdi yeni bir uzam plastigiyle i¢ ice
gecmistir.

Dénem hizla gelisir. Daha kalabalik sanatei
gruplarini barindiran sergiler yerini bir yandan tekil
sanatcilarin yine bir kiiratérle biitiinlesmis sergilerine
birakir, bir yandan da kavramlar sanatcilar bir
araya getirir ve serginin belkemigi olmay stirdiirr.
Her kavram uzun fakat yorumsamaci aciklamalarla
gelistirildigi gibi, sanatcilarin kendilerini “kegfettigi”
birer “alan”a da dénilismektedir. Kiiratorliigiin yeni
anlami ve islevi budur. Sanatci-kiiratér iliskisinin ne
kadar verimli oldugu sergilerin genel cizgilerinden
ve yapilarinin tutarliigindan anlasilabilir. Ayrica bu
sayede bircok sanatecinin Tiirkiye'deki sanat ortamina
yapit sunmasina da imkén saglanir.

Sergilerin ikinci bir boyutunu gilincel gérsel
sanat alanindaki gelismeler hazirlar. 2000’ler
sonrasinda sanat alaninda daha dnce cesitli
dénemlerde gérilen tiirden sanat hareketleri artik
yer almiyor. Kolektif hareket déneminin sonuna
geldigimizi sdylemek miimkiin. Buna karsilik, belli
bir kavram etrafinda ve bir kiiratér etkinligiyle
olusturulan sergi diizeni bash basina bir 6nerme
olarak sunuluyor. Tiirkiye'de bu sekilde ortaya cikmis
son hareket Hafriyat Grubu'dur. Hemen ertesinde
belirttigimiz baglam éne cikmaya baslamistir.

Exhibitions that distinguished themselves during
the period were not, naturally, ranked hierarchically.
However, it is also true that each of these exhibitions
aimed to establish a new visual culture. Exhibitions with
significant participation in the early 2000s often reflect
a call for synthesis. This highly consistent approach
represents an extension of a pluralistic and participative
choice. In certain exhibitions, it can be observed that the
concept was as important as, or even transcended, the
artwork itself. Even in these exhibitions, the artwork was
presented within a specific context, and the interplay
between artwork and context was reconfigured to such
an extent that it can be seen that this new orientation
brought a fresh dimension to the concept of the gallery
space. The space has carries new significance, and the
white cube notion, that has been debated since the
beginning, has evolved into a new spatial plastic.

The period underwent rapid evolution. Exhibitions
featuring larger artist groups gradually transitioned
into exhibitions focused on individual artists’ curated
work. Concurrently, artists coalesced around enduring
concepts that remained at the core of their exhibitions.
While each concept was developed through lengthy,
but hermeneutic explanations, they evolved into a
‘space’ where artists ‘discovered’ themselves. This
represents the new meaning and function of curation.
The effectiveness of the artist-curator relationship
is evident in the overall direction and structure of the
exhibitions. Furthermore, it provides various artists with
the opportunity to introduce their work in the Turkish art
scene.

Developments in contemporary visual arts have
paved the way for a second dimension of exhibitions.
After the 2000s, there haven't been artistic movements
reminiscent of previous periods, indicating the end
of an era of collective movements. Instead, curated
exhibition centered around a concept emerging as a
counterproposal. The last movement in Turkey that
followed this pattern was the artist group Hafriyat.

As mentioned earlier, it was the context that took
precedence.
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Yeni hareketlerin meydana gelmedigi ve
manifestasyonlarin yapilmadidi bir ortamda
sanatin gercekligi ancak teknolojik déniisiimlerle
birlikte gerceklesir. Teknolojinin sanati belirlemesi
cok énemli bir olgudur. Clinki teknolojik acilim yeni
bir ideolojik acilim da getirir. Her ideolojik acilimin
ardinda bir teknolojik déniisiim vardir. ideolojiler
teknolojileri belirleyemiyor. 1990’lardaki biiyiik
doniisiimler her seye ragmen ideolojik esasli gibi
dursa da dyle degildir. iletisim teknolojisindeki
gelismeler kiiresellesmeye yol acmistir. 2000
sonrasinda ise bilgisayar ve sanal ortam kdkenli
yani dijital odakli gelismeler sanat diinyasina da
sarkmaya baslamistir. Sonug, dijital sanatin éne
cikmasidir.

Dijital sanatin gelismesi sadece kendisiyle
bagh sayilmaz. Dijital/sanal kavramiyla birlikte
realite kavrami da degisime ugramistir. Bu degisimler
giderek hakikat (truth) kavramini doniistiirmiistiir.
Neticede hakikat sonrasi (post-truth) bir déneme
gecildigi 6ne siriilmiistiir. Gergekligin ve hakikatin
degistigi bir diinyada sanatin konvansiyonel formlari
icinde ayni kalmasi beklenemez. Akbank Sanat’in
2000 sonrasinda diizenledigi ve gosterdigi sergileri
bu yénden ele almak gerekir. Mekdnin, gercekligin ve
hakikatin yittigi bir dsnemde fenomen kavraminin
da asinacagi muhakkaktir ki sergilerin genel izleginin
boyle bir eksenle kosutlastigi bugiin bu daha iyi
anlasiimaktadir.

\'/

Buna bagl olarak kurumda &ézellikle son bes yilda 6ne
¢ikan dijital sanat sergileri listlinde durmak gerekir.
Yeni sanat yéneliminin cevresinde olusturulan
sergiler alanin temel sorunsallarini kavradigi gibi
gliniimiiz diinyasinin en énemli politik konularindan
biri, hatta baslicasi olan iklim krizi gibi meselelere
de ydnelmistir. Teknik ifadenin ele alinan giincel
sorunla biitilinlestirilmesi sanatin icsel problemleri
arasindadir. Yeni yapiyi eski yapinin taslariyla
yapmaktansa yeni taslarla insa etmek, istenen

In an era devoid of new movements and manifestations,
the reality of art can only be manifested through
technological transformations. It is of utmost importance that
technology now plays a defining role. Technological expansion
has brought about a new ideological expansion, as every
ideological shift depends on technological transformations.

It is essential to recognize that ideologies cannot dictate
technologies; instead, technologies drive the ideological
changes. While the significant transformations of the 1990s
may have appeared primarily ideological, they were, in fact,
driven by advancements in communication technologies that
facilitated globalization. Subsequently, digital developments
rooted in computers and virtual environments began to exert
their impact in the realm of art after 2000, leading to the
emergence of digital art.

The development of digital art was not isolated; it was
intrinsically linked to the changing landscape of the digital/
virtual realms. These transformations gradually altered the
concept of reality and, subsequently, the concept of truth
itself. This shift led to the emergence of a new era known as
the post-truth. In a period where both reality and truth are in a
state of flux, it is unreasonable to expect art to remain static
in its conventional forms. This perspective helps us better
understand the exhibitions curated and featured by Akbank
Sanat after 2000. In a context where notions of space, reality
and truth undergo fundamental shifts, it becomes evident
that the concept of phenomenon itself is subject to erosion.
Consequently, it is now clearer how the overall trajectory of
the exhibitions aligns with this central theme.

\Y

As aresult, it is crucial to emphasize the digital art
exhibitions that have prominently emerged in the institution,
especially over the last five years. These exhibitions, rooted
in the new artistic direction, have comprehensively tackled
fundamental issues within the field and shifted their focus
toward critical contemporary issues such as climate change,
which stands as one of the most pressing political concerns
today. An inherent challenge within art lies in seamlessly
integrating technical expression with the current issue at
hand. Constructing entirely new structures, rather than
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ama her zaman elde edilemeyen bir sonugtur. Oysa
glincel sanatin varlik nedenlerinden biri budur: eldeki,
odaktaki kavramin miimkiin olan en uygun anlatim
araciyla 6zdeslestiriimesi. Akbank Sanat’ta dijitallik
baglaminda acilan sergilerin bu arayisi layikiyla
yerine getirdigini séylemek gerekir.

Benzeri bir durum ses enstalasyonlarina
yonelen sergilerde de miisahede edilir. Mekédnin yittigi
bir dénemde sesin bir mekdn kurucu olarak ortaya
¢ikmasi, kendi i¢ ifade imkanlarini bu dogrultuda
zorlamasi ve o tiirden calismalari toplayan sergiye
“Distopya” adinin verilmesi, sadece icinde yasanilan
glinlin bir gercekligini vurgulamasi bakimindan
degil, o gercekligin yeni bir algi ve anlayis yaratmasi
bakimindan da etkilidir. Yenilik kendi basina da
énemlidir. Fakat yeniligin belli bir donemin kendi
meselelerini temellendirmesinde arac hdline gelmesi
daha da dnemlidir. Bu 6nem farki, yarattigi islevden,
o islevin glictinden kaynaklanir. Distopik bir diinyanin
yeni kurgusuna déntik imler tasiyan bu sergilerin
birka¢ boyutlu referanslar dikkate deger diizeydedir.

Giincel sanatin 6nemli iki 6zelliginden biri
elestirel ve sorgulayici olmasiysa digeri politik
olmasidir. 2000 sonrasinda Akbank Sanat’in
hazirladigi sergilerde bu iki 6zelligi enine boyuna
goézlemlemek miimkiin. Kent kavramindan
baslayarak mekdna, kamusalliga, magdurlarin ve
madunlarin toplumsal pozisyonlarina kadar uzanan
cok genis bir yelpazede kurum birbiri ardinca politik
sergiler sunmustur. Hatta hazirlanan tiim sergilerin
politik 8ncelikli ve vurgulu oldugunu belirtmek
gerekir. Buradaki politika hem makro hem de mindr
politikadir. Politik her sergi ontolojik olarak muhaliftir
ve her muhalefet edimi bir sorgulamayi hatta
zitlasmayi icerir. Sergilerin bu niteligi su gétiirmez bir
gercek olarak karsimizda duruyor. Durmak sézcligii
yanlis anlasiimamalidir. Sergilerin acildigi glindeki
etkisi tiim hareketliligini buglin de siirdiirmektedir.
Ozellikle sanat tarihinin cok énemli isimlerini iceren
sergilerin olusturdugu hdle bu bakimdan héla cok
dnemlidir.

relying on the building blocks of the old structures, is a
goal often sought but seldom achieved. Contemporary
art's purpose primarily lies in uniting the present
concept with the most suitable expressive material.
The exhibitions showcased at Akbank Sanat, under the
scope of digital art, have admirably accomplished this
objective.

A similar situation arises in exhibitions on audio
installations. In an era where spatial boundaries are
blurred, sound becomes a fundamental element of
space, shaping its internal expressive possibilities
accordingly. Naming an exhibition that showcases
such artworks as ‘Dystopia’ is influential in highlighting
the reality of the times and aiding in the creation of
a new perception and understanding of that reality.
Innovation, in itself, is important, but it becomes even
more significant when it serves as a means to ground
the issues of a particular era. This gap is derived from
the function it fulfils and the strength of that function.
These exhibitions, which offer clues to the new narrative
of a dystopian world, possess noteworthy multi-
dimensional references.

The two most significant characteristics of
contemporary art its critical and inquisitive mindset,
along with its political sensitivity. These two attributes
are clearly evident in the exhibitions presented
at Akbank Sanat after 2000. The institution has
consistently hosted exhibitions with political themes
that cover a wide range of topics, including urban
concepts, space, the social status of marginalized
communities, and the oppressed. It can be accurately
stated that these exhibitions prioritize and emphasize
political aspects, both at a micro and macro level. These
political exhibitions are ontologically oppositional in
nature, as any act of opposition inherently involves
questioning and, at times, antagonism. This aspect of
the exhibitions is an undeniable reality and their impact
during the time they were presented continues to exert
influence even today. Particularly, the aura created by
exhibitions featuring renowned figures from art history
remains highly significant.
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Yaratilan atmosferin getirdigi 6nemli
katkilardan bir digeri, kurumun olusturdugu sergilerde
sanatel, kavram ve kiiratérlilk anlayis ve yénelimleri
bakimindan bir tekdtiizeligin ya da bir érnekligin
olmamasidir. Aksine birbiriyle celismese bile temel
tercihlerde ayrilan, benimsenen cogulcu anlayisin
uzantisi olarak birbiriyle zitlasamasa da birbirinden
ciddi sekilde ayrilan sergiler diizenlenmistir.

Sergiler toplami glincel sanatlar alaninin evrensel
cogulculugunu, cokeesitliligini yansitacak
mahiyettedir ve bu yaniyla gercekten ufuk agmistir.

Giincel sanatin anlam ve eylem dlinyasi icinde
Akbank Sanat’in gerceklestirdigi iki etkinlikten
ayrica s6z etmek gerekir. Bunlarin ilki yayimladigi
kitaplardir. Oziinde diisiinceye dayal bir edim olan
glincel sanatin kitapla kurdugu iliski bash basina
bir olgudur. Kitabin éncelikli olmadigi bir glincel
sanat evreni diistintilemez. Tiirkiye'deki glincel sanat
kitapliginin gecmisten gelen eksikligini tamamlama
maksadini giiden bu ¢alismalar yeni tartisma ufuklar
acmakta ve diizenlenen sergilerin bir tiir tasiyicisi
olma islevini listlenmektedir. Yayincilik sektériiniin
temel eksikleri ve yapisal ézellikleri nedeniyle
yonelmeyecegi kitaplari 6ne ¢ikaran bu cabanin yeni
bir kusagi hazirladigi aciktir. Ayni sekilde sergilerle
dogrudan ilgili veya ilgisiz olarak d{izenlenen atdlye
calismalar yine bu alanin dtistince birikimine birinci
elden katkida bulunmustur.

Son nokta ise kurumun “Glintimiiz Sanatcilari
Sergileri”yle kurdugu iliskidir. Kirk yillik tarihiyle
kendi icinde bir kurum olan ve Tirkiye'deki glincel
sanat bilincinin gelisimine onca katkida bulunan bu
sergilerin ayni dénemde Akbank Sanat biinyesine
alinmasi ve bu kurumda diizenlenmesi basl basina
bir olgudur. Bellek ofusturmama listiine kurulmus
bir modernlesme kiiltiriiniin icinde bu ¢aba daha
da 6nem ve agirlik kazanmaktadir. 40. yill nedeniyle
diizenlenen serginin ve katalogunun acik¢a ortaya
koydugu gibi bu sergiler birikimi glincel sanatin
gecmisiyle bugiini arasinda énemli bir képri olma
islevini strdiirmektedir.

Another noteworthy aspect of this environment is
the absence of a uniform or monotonous approach in the
curatorial concept and direction of the exhibitions hosted
by the institution. Instead, it has featured exhibitions with
distinct fundamental choices that differ significantly from
one another. The differences are not characterized by
antagonism but rather by a pluralistic approach embraced
by the institution. The majority of exhibitions reflect the
pluralism and diversity of the contemporary art scene,
which has been truly groundbreaking.

Two noteworthy events hosted by Akbank Sanat
deserve mention for their significance in the context of
contemporary art. Firstly, the publication of books plays «
crucial role in the relationship between contemporary art,
an inherently reflective endeavor, and the world of literature.
Books hold a special place within the contemporary art
scene, and their connection with art is a phenomenon
deserving analysis. In Turkey’s contemporary art landscape,
these publications have not only sought to fill historical
gaps but have also opened up new avenues for discussion.
They have acted as carriers for the exhibitions hosted by the
institution. The effort has brought attention to books that
might have otherwise been overlooked by the publishing
world due to their structural flaws and inherent qualities. It
has undoubtedly contributed to the development of a new
generation of art enthusiasts. Similarly, workshops, whether
directly related to exhibitions hosted by Akbank Sanat or
independent, have made a significant contribution to the
knowledge base in this field.

Another noteworthy aspect is the institution’s
relationship with the “Contemporary Artists Exhibitions”.
These exhibitions have been an institution in their own right
with a 40-year history, have made significant contributions
to shaping the conception of contemporary art in Turkey. It
is remarkable that Akbank Sanat hosted these exhibitions
during the same period. This effort carries particular weight
within a culture of modernization that often seeks to erase
memory. As demonstrated by the exhibition designed for
its 40" year and the accompanying catalogue, the legacy
of these exhibitions continues to serve as a vital bridge
connecting art history with the contemporary art scene.
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Giincel sanat daha ziyade bir gerceklik alanidrr. Tekil
bireyin icsel gercekligi her zaman glincel sanatin
temel belirieyeni olmayabilir. Glincel sanat daha cok
kolektif bilincin sanatsal bilince yansiyan boyutunu
kristalize eder. Uzun sanat tarihi icinde 1989
sonrasinda olustugunu sdyledigimiz ama éncesindeki
hazirliklari simdi Tiirkiye'de de, diinyada da izledigimiz
glincel sanatin temel tutumu budur ve bu tutum

son derecede 6zgiildiir. Giincel sanatin dlisiinsel
temellere dayanarak gelistirdigi sanatsal ifade,
acikca sdylemek gerekirse kolay degildir, cetrefil ve
zorludur. Dogrudan bir duyguyla irtibat kurmaya
doniik estetik kaygilari zaman zaman geriye itmeyi
benimseyen bu anlayisin felsefi kékenleri izleyiciyi
zorlayabilir. Bununla birlikte, sanatin Wickelmann'dan
bu yana bitiin tartismalara ragmen devam etmis ana
izlekleri glincel sanata ne aykiridir ne de dissaldir.
Sanatin Kant estetigiyle éne ¢ikmis ve yiiceltme
(stiblimasyon) kavramiyla biitiinlesmis 6zelliklerini
glincel sanat éncelikle ve 6zellikle benimsemez.
Giincel sanat her zaman estetigi diislinceye feda
edecek bir anlayistadir.

Bununla birlikte sanatin kendi ezoterik
sorunsallari glincel sanata ickindir. Giizellik o
sorunsallarin basinda gelen bir kavramdir. Giizellik
kavrami bugiin daha geriye itilmis gériinse ve glincel
sanat yapitlarn sanki bir tiir kéksiizliik duygusu
yaratiyor gibi algilansa da bu tamamen yanlis bir
algidir. Giincel sanat her iki olguyu da yani glizellik
kavramini da, kék kavramini da blinyesinde barindirir.
Nitekim diizenlenen sergilerin bazilari dogrudan bu
kavramlarin belirledigi ideolojik cerceveye karsit
olarak temellendirilmisse de digerleri, aksine, bu
kavramla ic icedir. Yine de glincel sanatin, eger
mutlaka bulmak gerekiyorsa, tek kisitinin ya da i¢
celiskisinin estetikle olan iliskisi oldugunu belirtelim.
Seckiyi olusturan sergilerde de, 6zellikle son 20 yillik
antolojinin tamaminda da bu 8zelligin alttan alta
besleyici bir damar olarak isledigini, bazi sergilerde ise
6zellikle 6nce ciktigini ve bir ufuk actigini belirtelim.

Vi

Contemporary art primarily exists within the realm
of reality. The inner reality of the individual is

not always the dominant factor in contemporary
art. Instead, contemporary art often crystallizes
the collective consciousness that is reflected in
artistic expressions. This fundamental approach

of contemporary art, which emerged after 1989
but had earlier indications both globally and in
Turkey, is deeply authentic. Artistic expression in
contemporary art, rooted in reflection, is candidly
challenging and complex. The philosophical
underpinnings of this approach, at times prioritizing
intellectual engagement over aesthetics, can

be intellectually demanding for the audience.
However, the core trajectories of art, which have
persisted despite debates since Wickelmann,

are not fundamentally opposed to nor external

to contemporary art. Contemporary art, first and
foremost, does not conform to artistic conventions
aligned with the concept of sublimation as
emphasized in Kantian aesthetics. It is always willing
to prioritize thought over aesthetics.

Furthermore, esoteric themes and problematics
are intrinsic to contemporary art. Beauty remains
one of the most significant issues. While the
concept of beauty may appear sidelined today,
and contemporary artworks may evoke a sense of
rootlessness, this is a misperception. Contemporary
art encompasses both the notions of beauty and
rootedness. While some hosted exhibitions directly
position themselves in opposed to these concepts,
others are intertwined with them. Nonetheless, if
there is any limitation or internal contradiction within
contemporary art, it pertains to its relationship
with aesthetics. It is important to note that this
characteristic emerges as an undercurrent that
nourishes the exhibition in the collection, particularly
over the last two decades. Some exhibitions
emphasize this aspect more explicitly, opening up
new horizons.
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Her mekanin bir poetikasi oldugunu biliyoruz. Akbank
Sanat son otuz yillik tarihiyle bir uzgériisliliigin
zemini olarak dogmustur. Daha da geriye giden bir
tarihi mevcuttur. Son yirmi yillik tarihiyle de giincel
sanat alaninin olusuna dogrudan miidahalede
bulunmus, ufuk agmistir. Sahip oldugu nitelikleri bir
kurumun (st bilinciyle degil, isleviyle ve kendisini
cok sayida sanatcinin verimine acarak saglamistir.
Katilimel, cogulcu, devingen bir zemin olusunun
temel gizi, bu gercegdi ¢cok erken bir tarihte gériip
bicimlendirmesidir.

Her sergi ayni gibi gériinen mekanin yeniden
kurulmasi, yeni anlam ve boyutlar kazanmasi,
yeniden bicimlenmesidir. Buna bir boyut daha
ekleyelim. Her mekan ciplak hdlinde tekinsizdir. Ne
kadar bilinirse bilinsin, benimsenirse benimsensin
hicbir mekdn sonuna kadar izleyen ya da icinde duran
kisiye teslim olmaz. Mekdn daima kendisine aittir.
Onu bizimmis gibi hissetmemize yol acan ana unsur
icgoriilerimiz, icgorlilerimizle mekana ylikledigimiz
anlamlardir. icgériilerle acilan, genisleyen mekan,
fiziksel olarak kendisi olsa ve ayni gibi goriinse de
artik 6yle degildir. Bizim olmustur. Bir yerleskeyi
kuran, onu kullanan ve bicimlendirendir. Yerleskenin
tekinsizligini asan bizde olusan bu duygudur, bize ait
olma halidir.

Akbank Sanat’ta acilan her sergi bu gercegi
yerine getirmistir. Cok etkileyici ve plastik
ozellikler tasiyan iki kath bu mekdn, her sergide
yeniden kurulmus ve bicimlenmistir. Her defasinda
doniiserek bize yeni bir zemin sunmustur. Her
sergiyi diizenleyenin ve her sergide yer alan sanat
yapitlarinin getirdigi yeni kuvvetler ve sergiyi
bigcimlendiren i¢gdrii, mekdnin daima déniisen
bir zemin olmasini saglamistir. Her defasinda
yeniden kurulan zemin onu kurana ve izleyene yeni
baglamlarda yaklasirken temel gercegini unutmaz ve
tiim icsellestirmelere ragmen her sergide bir mekdnin
tasimasi gereken yabanciligi/yabancilasmayi icinde
saklar. Her sergiyle birlikte o yabancilasma giderek

Viil

We acknowledge that each space possesses its unique
poetics. Akbank Sanat has evolved into a space of
foresight over its thirty-year history, rooted in a lineage
that extends even further back. It has made significant
contributions to the development of contemporary art,
broadening horizons over the past two decades. These
qualities did not arise from institutional self-awareness
but rather emerged organically during its operations,
as it welcomed countless artists. The cornerstone of its
participatory, pluralist, and dynamic character lies in the
early recognition of this fundamental reality.

Every exhibition hosted at Akbank Sanat
reimagines the seemingly identical space, infusing it
with new meanings and dimensions on each occasion.
Let us introduce another dimension to this concept.
The space, in its vacant form, is inherently uncanny.
Regardless of how familiar, internalized, or adopted
a space may be, it never fully surrenders itself to the
person occupying or observing it. The space always
retains its inherent essence. The primary factor that
imparts a sense of ownership to us is our insights and
the meaning we ascribe to the space through them. The
space, expanding and transforming through our insights,
may physically appear unchanged, yet it is not. It
becomes ours. It is what establishes, utilizes, and shapes
a settlement. This sentiment within us transcends the
uncanny nature of the settlement; it is the condition of
the space that belongs to us.

All the exhibitions showcased at Akbank Sanat
have embodied this reality. This two-floored space with
impressive and malleable qualities has been reinvented
and reshaped with each exhibition. It transforms every
time, offering us a new foundation. The new forces
introduced by the organizers and the artworks featured
in each exhibition, along with the insight that shapes
the exhibition, continuously redefine the space. The
foundation is remade with each iteration, approaching
the organizers and the audience within a fresh context,
while retaining its fundamental reality and bearing the
inherent foreignness/alienation that a space must carry,
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kalicilasir. Hatta bir mekan ile izleyici birbirine ne
kadar yaklasirsa yaklassin o yabaneilik duygusunun
asilmasi olanaksizdir. Meké@nin énemi yabancilik
duygusunu liretmesindedir.

Bir icgérii Mekéani sergisinde yer alan sergiler
toplami bir tarihi meydana getiriyor. Tarihin olusmasi
kendiliginden ve ka¢inilmazdir. O bakimdan fazla bir
6nemi yoktur. ®nemli olan tarihi olusturan birikimin
unsurlari ve niteligidir. Bir sergi o unsurlarin meydana
getirdigi cok yiiksek bir birikimin tanikligidir. ikinci
boyutu bu antolojinin, vurguladigi her serginin
kendi icinde bir biitiin olmasidir. Her sergi, mekdani
dénlstliren ve yeniden lireten bir icgoriiden
kaynaklanmistir. Ussalligin ve diislincenin son
kertelerinden biri olan gilincel sanatin icgériiyle
bliylik uzlasmasindan, sanatin kendisine 6zgi
dokusu tiirliyor. Meké@na déniik icgérii kadar mekanin
yarattigi icgori de bu olusumda etkilidir.

Katmanlagsmanin olmadigi bir zeminde
icgorii mekanindan séz edilemez. icgérii nesneyle
ozne arasindaki iligskidir. O iliski nesnenin yeniden
anlamlandirilmasini getirir. Bilgi ile iggoriiniin
ic iliskisi de bu planda olusur. Nesneye déniik
entelektiiel maniplilasyon olmaksizin bilgi olusamaz
ama o maniplilasyon 6zneldir. Bu karmasik iliski
agi otuz yildir Akbank Sanat’ta yer alan sergilerin
{iretiminde bir biling ve icgori gercegi hdlinde
beliriyor ve o sergilerin toplami bize kendilerini dahi
asan, kesfedilmeyi bekleyen bir ic gerceklik alani
olusturuyor.

O dalana ancak bilincin aydinlatabilecegi
bir karanliktan erisiliyor. Belki de Minerva’nin
baykusunun havalandigi karanlhktan s6z ediyoruz.

despite all internalizations. This sense of alienation
becomes increasingly entrenched with each exhibition.
As space and audience draw closer, overcoming this
sense of foreignness becomes more challenging. The
essence of the space lies in evoking this feeling of
alienation.

The exhibitions featured in A Place of Insight
reveal a history —a history that emerges spontaneously
and inevitably. What matters most is not the historical
narrative but the components of this accumulation and
their quality. Each exhibition represents a testament
to a substantial accumulation of these components.
The second dimension of this anthology is that each
exhibition is complete in itself. Each exhibition arises
from an insight that transforms and reshapes the space.
The authentic fabric of art emerges from the profound
interplay between contemporary art and insight, one of
the last vestiges of rationality and thought. Both the
insight toward space and the insight fostered by space
hold sway in this interplay.

It is impossible to speak of a place of insight
without acknowledging stratification. Insight is the
relationship between the object and the subject, the
very relationship that bestows renewed significance
upon the object. The inner connection between
knowledge and insight is forged upon this foundation.
No knowledge is generated without the intellectual
manipulation of objects, but this manipulation remains
subjective. This complex web of relationships takes
shape as consciousness and the reality of insight during
the production of exhibitions at Akbank Sanat over the
past three decades. The cumulative effect of all these
exhibitions creates a place of insight that transcends
them, awaiting discovery.

To enter this space, one must navigate the
darkness that only consciousness can illuminate.
Perhaps what we are discussing is the darkness from
which the owl of Minerva takes flight.
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“Bir harf, bir yazi ylizmege basliyor. Rengin icinde dnce.
Hemen ardindan, yiize cikip dénmege basliyor. Bas yukari,
bas asagu. Bildik harfler, bildik yazilar; ama yabanci. Her
seye yabanci. Belki bu yabanciliklaridir onlari bash basina
yasar kilan. Ekin, yabanciligiyla katilir diinyaya. insanin
en incelmis izi bu harf degil midir? Yazinin en cildirticisi
okunamaz olani degil midir?

Yasamin simgeleriyle ekinin simgeleri hep ic icedir
Akyavas’in resimlerinde; ama nerelerden kalkip nerelere
varmislardir... Akyavas’in tarihinde Tarih, degisik
bicimlerde géstermistir kendini. Simdi, bir
adla, bir harfle, bir matematik imi ile
yetinir gibi gériniiyor.”

BILGE KARASU, “GEKINDEN ERINCE GIDEN BiR YOL VAR MI Ki?",
SERGI KATALOGU, AKSANAT: ISTANBUL, 1993.

“A letter, a bit of writing, starts to swim.
First within the color, then rising to the
surface, turning. Upright, inverted, upside-
down... Familiar letters, familiar writing,
yet somehow strange. Foreign to anything
whatsoever. Who knows but what it is this
very strangeness that imparts to them so
much independent life... Culture adds itself to
the World in the form of strangeness. And is not
this alphabetic letter the most refined mark that
humankind has been able to create? The writing
that is impossible to read-isn't that the kind that
drives us wild?

In the painting of Akyavas the symbols of life are closely
bound up with the symbols of culture. But what a distance
they have travelled! In his personal history, History has taken
many guises. At present, it seems to content itself with a
name, a letter, or a mathematical sign.”

BILGE KARASU, “CAN SUFFERING AFTER ALL FIND A WAY TO PEACE?", TRANSLATED BY: FRED W. STARK,
CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 1993.

“Akyavas’in son yillarinda yaptigi resimler tamamen
diinyevi duygulardan arinir. Yalinlasir. 1989-1993 yillarini
kapsamina alan bu déneminde Akyavas, resimlerinde
yalnizca ‘varlik’ kavramini sorgulamaya ve yorumlamaya
yénelir. Kabala'dan Hurifiye, Kerbela, Fermanlar’la baslar
bu cizgi ve Hu-He, Yesil Yanki, Kirmizi LGm Elif, Ak Lédm Elif
resimleriyle son noktaya ulasir. Varlik ve teklik artik onun
icin tek bir cizgidir. Burasi- Otesi resmi bu ¢izginin son
halkasini belirler.”

KIYMET GiRAY, “EROL AKYAVAS: ASKIN YOLU UZERINDE BIR ESSiZ SIR", ARTAM GLOBAL AND
DESING, SAYI: 37, MART-NISAN 2017.

“Akyavas’ latest paintings are entirely devoid of
earthly sentiments, as they embrace a simplified
approach. During the period spanning from 1989
to 1993, Akyavas shifted his focus towards
questioning and interpreting the concept of
‘being’ in his artwork. This journey began with
pieces like Hurifiye, Kerbela, Fermanlar from
Kabala, ultimately reaching its zenith with
creations like Hu-He, Yesil Yanki, Kirmizi
L&m Elif, and Ak Lém Elif. For Akyavas,
Being and singularity have become
the central line of interrogation. His
painting Burasi-Otesi symbolizes the
culmination of this transformative journey.”

KIYMET GIRAY, “EROL AKYAVAS: ASKIN YOLU UZERINDE BIR ESSIZ SIR", ARTAM GLOBAL AND
DESING, ISSUE: 37, MARCH-APRIL 2017.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS



Yesil Yanki Green Echo, 152x127 cm, insan-1 Kamil, 152x127 cm,

Tuval tzerine karisik teknik Tuval Uzerine karisik teknik
Mixed technique on canvas, 1991. Mixed technique on canvas, 1989.

Burasi-Otesi (iki parca) Here-There (Two pieces), 151x122 cm,
Tuval Gzerine akrilik Acrylic on canvas, 1991

Ak Lam Elif Lam Elif in White, 152x127 cm, Tuval
tzerine akrilik Acrylic on canvas, 1989.

Hallac'dan Sonra After Hallaj,
152x127 cm, Tuval tzerine akrilik

Acrylic on canvas, 1990.

Jaisalmer Notlari Notes from Jaisalmer, 152x127 cm,
Tuval Gzerine karisik teknik Mixed technique on canvas, 1991.

Sesler Voices, 152x127 cm,
Tuval Gzerine akrilik

Acrylic on canvas, 1991

Rawalpindi, 101x86 cm, Tuval Gzerine karisik teknik

Mixed technique on canvas, 1991.
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ANTHONY CARO

SELALELER
CASCADES

25 OCAK | JANUARY
25 SUBAT | FEBRUARY

NiL YALTER
VIiDEO-

INSTALLATION
9-24 SUBAT | FEBRUARY

BALKAN NACi

ISLIMYELI
8 MART | MARCH
9 NiSAN | APRIL

GUROL SOZEN
19 NiSAN | APRIL
10 HAZIRAN | JUNE

SADI CALIK
5-28 EKiM | OCTOBER

OTTO HERBERT

HAJEK
8 KASIM | NOVEMBER
3 ARALIK | DECEMBER

ALi TEOMAN

GERMANER (ALOS)
14 ARALIK | DECEMBER 1993
14 OCAK | JANUARY 1994

NiL YALTER
VIDEO-
INSTALLATION

9-24 SUBAT | FEBRUARY
AKBANK SANAT

KURASYON VE SERGi TASARIMI
CURATION AND EXHIBITION DESIGN
NiL YALTER

NECMi SONMEZ

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Nil Yalter, 1973’ten beri gerceklestirdigi etkinliklerinde
oncelikle bu yeni teknolojilerin dijital kodlama olanaklarini
kullanarak ‘elestirel’ bir séylemle kavramsal sanat
calismalari yapiyor. 1959-1971 yillari arasinda 6nce lirik
soyutlama, ardindan da hard edge painting tiirlinde
tuval resmi yapan Yalter’in Paris’te uluslararasi bir
sanatci olarak siirdiirdiigi calismalarinin bana gére en
ilging yan, Yalter'in kendi gecmisini, bugiiniinii zaman ve
mekan olgusunun tim paradigmalariyla yorumlamayi
denemesidir.”

NECMi SONMEZ, “VERIMLI BELLEK”, SERGI KATALOGU, AKSANAT:
ISTANBUL, 1994.

“In the various activities in which she has
been engaged since 1973, Nil Yalter has
produced conceptual artistic work with

a ‘critical’ message employing the digital
coding possibilities offered by the new
technologies. Yalter followed up the lyrical
abstraction of the years 1959-1971 by canvas
painting and by the hard edge painting, but
for me, the most interesting aspect of the
works she has been undertaking in Paris as an
international artist is her attempt to interpret
her own past and present, employing all the
paradigms of time and space.”

NECMI SONMEZ, “PRODUCTIVE MEMORY”, TRANSLATED BY: ADAIR MILL,
CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 1994

“Bu serginin 6zelligi, cagdas sanatin en yeni yorumlarindan
biri olan bilgisayarla gerceklestirilmis video tekniginin, bir
yerlestirme (installation) cercevesinde lilkemizde ilk kez
bu sergiyle birlikte gosterilecek olmasidir. 1965’ten beri
Paris’te yasayan Nil Yalter’in 20 yillik bir aradan sonra
istanbul'da acacagi bu kisisel sergide yer alan ¢calismalar,
istanbul’un tarihinde 6nemli rol oynayan anitlara
gonderme yapmaktadir.”

“NiL YALTER 20 YIL SONRA iSTANBULDAKI iLK KiSISEL SERGISINi AKBANK SANAT'TA ACIYOR",
SANAT CEVRESI, SAYI: 184, SUBAT 1994.

“For the first time in this exhibition, computer-
enhanced video techniques, one of the most
innovative interpretations in contemporary art,
will be showcased through an installation. The
pieces featured in Nil Yalter's solo exhibition
mark her return to the art scene in Istanbul
after 20 years since she relocated to Paris
in 1965. These artworks draw inspiration
from historical monuments that hold
significant roles in the history of
Istanbul.”

“NIL YALTER 20 YIL SONRA ISTANBUL'DAKI LK KiSISEL SERGISINi
AKBANK SANAT'TA ACIYOR’, SANAT CEVRESI, ISSUE: 184, FEBRUARY 1994
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Marquis de Sade’a Saygi Hommage to Marquis de Sade,

Video ve bilgisayar Video and computer, 1989.

Yilanh Stitun Coloumn with Snakes, Keten tzerine karisik teknik

Mixed technique on linnen paper, 1989.

BiR iCGORU MEKANI | A SPACE OF INSIGHT

Marquis de Sade'a Saygi Hommage to Marquis de Sade, Video ve bilgisayar
Video and computer, 1989.

Toreler Circular Rituals, Video ve bilgisayar Video and computer, 1992.

Yazi Calligraphy, Ug boyutlu bilgisayar sentez gériintiist

Three dimensional synthetic image, 1993.
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SAIM BUGAY
25 OCAK | JANUARY
25 SUBAT | FEBRUARY

HABIP AYDOGDU
EMART | MARCH
8 NiSAN | APRIL

SADI DIREN
190NISAN | APRIL
27 MAVIS | MAY

YURDAER'IN

60. YASI NEDENIYLE
ULUSLARARASI
CAGRILI AFiS
SERGiSi

ON THE OCCASION

OF YURDAER'S 60™
ANNIVERSARY
INTERNATIONAL
INVITATIONAL POSTER

EXHIBITION
7-30 HAZIRAN | JUNE

CEM AKKAN
5-15 EKiM | OCTOBER

MUSTAFA ALTINTAS
SARAYDAN KIZ
KACIRMA /| MOZART
ABDUCTION FROM

THE SERAGLIO / MOZART

25 EKIM|| OCTOBER
25 KASIM'NOVEMBER

OZDEMIR ALTAN

SOYAGACLARI
FAMILY-TREES

6 ARALIK | DECEMBER 1995
ZOCAK | JANUARY 1996

YURDAER’IN
60. YASI NEDENIYLE
AFIS SERGISI

ON THE OCCASION OF
YURDAER'S 60™ ANNIVERSARY
POSTER EXHIBITION

7-30 HAZIRAN | JUNE
AKBANK SANAT

KURATOR | CURATOR
YURDAER ALTINTAS

TASARIMCILAR | DESIGNERS

TAPANI AARTOMA ALAIN LE QUERNEC
YURDAER ALTINTAS JOAO MACHADO
PER ARNOLDI JOAO NUNES
NEVILLE BRODY FINN NYGAARD

KEN CATO ISTVAN OROSZ
LIUDMIL CHEKHLAROV PERET

JULIA CHURCH KARI PIIPPO
SEYMOUR CHWAST JOSEPH PLA-NARBONA
PIERRE DAVID STEFANO ROVAI
GERT DUMBAR HALUK TUNCAY
BULENT ERKMEN IKKO TANAKA
MENGU ERTEL DAVID TARTAKOVER
PETER FELDER HENRYK TOMASZEWSKI
JOSEF FLEJSAR NIKLAUS TROXLER
ALAN FLETCHER YAROM VARDIMON
SHIGEO FUKUDA ZDENEK ZIEGLER
MILTON GLASER

ALFRED HALASA

WERNER JEKER

DAN JONSSON

SADIK KARAMUSTAFA

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Yakinda 60 yasina giriyorum ve zaman azaldi. Bunlari
distiniirken, bir 1sik belirdi kafamda: 60’inci1 yas
yildéniimiim yaklasiyordu. Bundan yararlanarak nicin
uluslararasi bir afis sergisi diizenlenmesindi? Bir yiirek
carpintisi, bir cosku sardi icimi. Ozellikle gen¢ kusaklar,
diinyanin dért bir yanindan bazi ustalarin afislerini bir
arada gériip ugras verdikleri alani cok daha dogrudan
taniyabilirlerdi. Béyle bir sergi, belki de gelecekte Tiirkiye'de
girisilebilecek genis kapsamli uluslararasi bir grafik tasarim
etkinliginin de baslangici olabilirdi. Ayrica, gelen afisler,
grafik dalinda yillardir gérev tistlendigim Mimar
Sinan Universitesi'nde uluslararasi bir
arsivin temelini atabilirdi. Evet, evet,
tistiinde durulabilecek bir tasariydi bu.”

YURDAER ALTINTAS, “iISTANBULDA BiR TASARIM DUNYASI”,
SERGI KATALOGU, AKSANAT: ISTANBUL, 1995.

“l shall soon be sixty, and time is getting
short. As | thought the whole thing over, |
had a sudden inspiration. | was approaching
my sixtieth birthday. Why not arrange an
international poster exhibition to celebrate
it? | felt a real thrill, a real enthusiasm. The
younger generation of graphic designers
would be able to see posters of artists from all

over the World. And so become more familiar with the work
being produced in their own particular field. What is more,

an exhibition of this kind might well lay the foundation of a
comprehensive, international event in graphic design, while
the posters sent to the exhibition might well form the nucleus
of an international archive in the Mimar Sinan University
where | have been teaching for many years. Yes, indeed! It was
something well worth serious consideration!”

YURDAER ALTINTAS, “A WORLD OF DESIGN IN ISTANBUL", CATALOGUE OF THE EXHIBITION,
AKSANAT: ISTANBUL, 1995.

“Yurdaer'i ilk ne zaman ve nerede tanidim,
animsayamiyorum. Ama Yurdaer’i kendine 6zgil yorumuyla
6nce afislerinden tanidigimda sanirim lise 6grencisiydim.
Simdi Yurdaer’in 60. yasi nedeniyle dostlarindan gelen
afisler, bu séleni oldukca anlaml kiliyor. Belki glic ama
Yurdaer, bir baskasi icin de varolan bir sanatci. Yalnizca
kendi kozasini 6ren biri degil. Gonli karsilastirmalardan
yana. Bir baska sanatcinin isini yliksiinmeden sunmasi, bu
konuda yogun caba géstermesi de 6zverisinin
yansimasi. Yurdaer'in rengi, figlirl, leke dokusu ve
konuyu yorumlamadaki ustaligini bilen, cesitli
diller konusan sanatcilar bu sergide tek bir dili
konusuyorlar: sanatin evrensel dilini.”

GUROL SOZEN, “ULUSLARARASI CAGRILI AFiS SERGISI VE YURDAER'IN DUNYASI”,
SERGI KATALOGU, AKSANAT: ISTANBUL, 1995.

| cannot remember when or where | first
made Yurdaer’s acquaintance, but | think

| was still at high school when | first got
to know the man and his own distinctive
artistic approach from his posters. And
now, the posters sent by his friends throughout
the world on the occasion of his sixtieth birthday lend
this celebration particular significance. Yurdaer is an artist
who exists for others. He has never been an artist intent on
weaving his own cocoon. He loves comparisons with others,
and his complete lack of egoism is reflected in his eagerness
to introduce the work of other artists and the efforts he
makes in order to do so. In this exhibition, artists who normally
talk in many different languages but are all cognizant with
Yurdaer’s mastery of colour, figure, form and subject speak
one language: the universal language of art.”

GUROL SOZEN, “AN INTERNATIONAL INVITATIONAL POSTER EXHIBITION AND YURDAER'S WORLD”,
CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 1995.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS



Yurdaer Altintas

Neville Brody Ken Cato

Tapani Aartoma

Gert Dumbar

Liudmil Chekhlarov Seymour Chwast Pierre David

Bilent Erkmen Mengii Ertel Peter Felder Josef Flejsar Alan Fletcher

Shiego Fukuda Milton Glaser Alfred Halasa

BiR iCGORU MEKANI | A SPACE OF INSIGHT

Dan Jonsson Sadik Karamustafa Alain Le Quernec Joao Machado

FULIBTIMURED I9F3-1948

y ANIMATED FILM [

Istvan Orosz

§ EEEIEE AT PiEAANE

Joao Nunes Peret Kari Piippo

PLA-NARBONA

L

1

Josep Pla-Narbona Haluk Tuncay lkko Tanaka David Tartakover

EDwARD I 042 s -

TEATR NOWY

Zdenek Ziegler

Henryk Tomaszewski Niklaus Troxler Yarom Vardimon
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ATILLA GALATALI
1_7 OCAK | JANUARY
17 SUBAT | FEBRUARY

GUNGOR TANER
28 SUBAT | FEBRUARY
23 MART | MARCH

HAMIT GORELE
3-27 NiSAN | APRIL

RASIM KONYAR
MASKELER VE
RUTBELER
MASKS AND RANKS

8 MAYIS | MAY
5 HAZIRAN | JUNE

AKBANK
KOLEKSiYONUNDA
iSTANBUL
RESIMLERI
PAINTINGS OF
ISTANBUL IN

THE AKBANK

COLLECTION
4-29 HAZIRAN | JUNE

IVAN BAFOLI

4-29 HAZIRAN | JUNE

AKBANK
KOLEKSiYONUNDA
RAGIP TUGTEKIN
RAGIP TUGTEKIN IN
THE AKBANK

COLLECTION
4-29 HAZIRAN | JUNE

ADNAN COKER
ARTI ELEMANLAR
SURPLUS ELEMENTS
3 EKIM | OCTOBER

2 KASIM | NOVEMBER

ZEKAi ORMANCI
BIRESIMLER
SYNTHESES

12 KASIM | NOVEMBER
1_3ARALIK | DECEMBER

SAORI YAMAGUCHI

8-13 KASIM | NOVEMBER

ENDER GUZEY

TOTEM
19 ARALIK | DECEMBER 1996
18 OCAK | JANUARY 1997

ADNAN COKER
ARTI ELEMANLAR

SURPLUS ELEMENTS

4 EKIM | OCTOBER
2 KASIM | NOVEMBER
AKBANK SANAT

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Adnan Coker’in simetrik kurgulari, geometrik soyutun bilinen
¢6zliimlerinin yaninda ayriksi bir kimlige sahiptir. Derin yapida
icsellesmis bu ayriksiligi, kendi geleneginde gizil olarak varligini
koruyan bir bicimleme mantigini doniistiirebilmis olmasina borgclu
olan Coker, kurdugu bu iliskiyle, yeniligin tiim estetik ve ideolojik
dayanaklariyla degerden diismis gériindiigi bir zamanda, 6zgiin

bir sicrama yapabilme sansini yakalamistir. Bir baska yazimda
gostermeye calismistim, yinelememek icin su kadarini séyleyecegim:
Bu 6zglinliik, Osmanl siisleme sanatlarinda temel koyan bir
prensibin, ‘sonsuzluk prensibinin’ mutlak simetride
kazanilmasindan dogar. Ama elbette,
Mondrian’in yapitinda ‘harmoninin’ varligina
karsilik gelir bicimde, yani bir kanunluluk
olarak. Ancak, Coker’in yapitinin icerdigi
degerler bununla sinirl kalmiyor. S6z konusu
kanunlulugun belirledigi 6zgiilliiklerin basinda
mutlak siyahin varhigi gelir. Siyah, geometrik
soyutun yabanci oldugu bir 6ge degil kuskusuz.
Ne ki, Coker’'in yaprtinda, baskalarinda olmadigi
kadar ‘buraya’ ait olmakta; evrensel bir mekan
olmanin yanindaq, bize 6zgii geleneksel kavrayislara
gliclii gondermelerde bulunabilmektedir.”

YALGIN SADAK, “ADNAN GOKER'IN RESIMLERINDE MUTLAK VE DEGISKEN”,
SERGI KATALOGU, AKSANAT: iSTANBUL, 1996.

“In comparison to the known solutions of geometric abstractions, Adnan
Coker’'s symmetric compositions have a detached identity. Coker owes
this detachment, which has become integral to the profound structure,

to the fact that he has been able to transform the entity concealed in

his own tradition into a protective morphological logic. By means of this
relationship, at a time when innovation seems to have become debased in
terms of all its aesthetic and ideological justifications, he has managed to
take a unique leap. As | have explained at length elsewhere, this originality
stems from the application of the ‘infinity principle’, which forms the
foundation of the Ottoman’s decorative art to absolute symmetry. Yet
certainly it takes the form of legitimacy, equivalent to the ‘harmony’ in
Mondrian’s work. Nevertheless, the value incorporated in Coker’'s work

are not restricted to this. Foremost among the specificities defined by

the legitimacy in question, is the existence of absolute black. Black is
undoubtedly not an element to which geometric abstraction is a stranger.
Yet in Coker's work it ‘belongs’ to a degree not equaled in the work of other
artists. As well as being a universal space, it is capable of making powerful
references to traditional perceptions unique to Turkish art.”

YALCIN SADAK, “THE ABSOLUTE AND VARIABLE IN ADNAN COKER'S PAINTING”, TRANSLATED BY: PRISCILLA MARY ISIN,
CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 1996.

“Son on yildan bu yana ‘minimal’ kavrami

sergi basliklarini olusturdu Coker’in. Bu kez de

yapitlarindaki eleman fazlahgini ‘Arti Elemanlar’

bashgiyla adlandiriyor. Sergide yer alan bes

yapitinda bildigimiz, o siyahlar icindeki metalik

1sikli, buylileyici geometrilere cicek motiflerini

animsatan yeni elemanlarin eklendigini gériiyoruz.

Geleneksel mimarinin yani sira Tiirk siisleme sanatinin

da sentezine giren sanatci ‘penc¢’ ve ‘hata-i’,

yani motifin tepeden ve karsidan gériiniisiind,

resimlerinin mantigini olusturan espas icinde

degerlendiriyor. ‘Yapisiis’lerindeki volimetrik

espasin -ki lic boyutlu bicimlerin art arda

dizilislerinde izlenen ylizeysel etkidir- yine

geleneksel anlayisla yorumlandigina tanik

oluyoruz. Bati resminin bilimsel 6gretisinden

kopmadan geleneksel Tiirk mimari

ve slisleme degerlerini yapitlarinda

yorumlayan Coker’i, bilim adami
duyarhgiyla bir cagdas sentezci olarak
izliyoruz.”

FERIHA BUYUKUNAL, “SANAT HAYATTAN GIKAR”, YENi YUZYIL, 1 EKIM 1996.

“Over the past decade, Coker’s exhibitions have
consistently revolved around the concept of the ‘minimal’.
However, in his latest exhibition, he has chosen the title
‘Surplus Elements’ to convey the abundance of materials
present in his artwork. Within the captivating geometries
adorned with metallic black lightning, familiar from the
five pieces displayed in the exhibition, we notice the
incorporation of additional materials resembling flowers.
The artist, in an endeavor to synthesize Turkish embroidery
art and traditional architecture, incorporates ‘pen¢’ and
‘hata-i’, in other words, both the top-down and frontal
views of the motifs, within the spatial logic of his paintings.
We observe that he reinterprets the volumetric space in

his ‘Yapisus’, which represents the surface effect resulting
from the subsequent arrangement of three dimensional
forms, while adhering to a traditional approach. Coker
skillfully integrates traditional Turkish architectural

and embroidery motives without deviating from the
scientific principles of Western painting, emerging as a
contemporary synthesist with the sensibility of a scientist.”

FERIHA BUYUKUNAL, “ART EMERGES FROM WITHIN LIFE”, YENi YUZYIL, 1 OCTOBER 1996
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Cemberli Morlar Circled Violets,
180x180 cm, Tuval Gzerine akrilik
Acrylic on canvas, 1996.

Mor Dértgen Violet Quadrangle, 180x180 cm, Tuval lizerine akrilik
Acrylic on canvas, 1995, Ozel Koleksiyon Private Collection.

Yansima Il Reflection I, 81x100 cm, Tuval tizerine akrilik Acrylic on canvas, 1995.

Yarim Kiireler ve Mor Kare Hemispheres and Violet Square, 180x180 cm,

Tuval tGzerine akrilik Acrylic on canvas, 1995, Ozel Koleksiyon Private Collection.

Yapisus Il Building Adornment I, 180x180 cm, Tuval Gzerine akrilik

Acrylic on canvas, 1996.
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TAYFUR SANLIMAN

SON ISIKLAR
THE LAST LIGHTS
29 OCAK | JANUARY
28 SUBAT | FEBRUARY

TOMUR ATAGOK
12 MART | MARCH
12.NiSAN | APRIL

MUSTAFA ATA
30 NiSAN T APRIL
30 MAYIS | MAY

MILES DAVIS

7-21 EKiM | OCTOBER

ALBERT BITRAN

KEMERLER
ARCADES

12 KASIM | NOVEMBER
12 ARALIK DECEMBER

FERIT OZSEN
24 ARALIK | DECEMBER 1997
24 OCAK | JANUARY 1998

TOMUR ATAGOK

13 MART | MARCH
12 NiSAN | APRIL
AKBANK SANAT

7

P
L

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Tomur Atagdk’iin pek cok resminde pal renkler, genis renk alanlari,

yalin bir bicimsel dil, dokusal elemanlar, bedenler-figiirler, ve sinir
parcalanmalari diye aciklamaya calistigim birbirinin icinde sinirlari yok
edilmis yari soyut-yari figiiratif bir anlatim bulunur kabaca. Ancak biitiin
bu iligkiler icinde bazen yatay, bazen dikey ya da diagonal miidahil bir
bicim vardir ki, resmin tiim kadinsi yapisina erkeksi bir otorite olarak
egemendir. Resimlerde bu biitiin erkeksiligiyle egemen olan vertebra’nin
ne isi vardir? Bir insan kendi vertebra’sini gérebilir mi? Belki ona
dokunabilir, hissedebilir ancak tipki kendi portresini ayna olmaksizin
g6érememesi gibi vertebra’sini da gecirgen/saydam bir film olmadan
goéremez. Bu resimlere saydamligi bicimsel anlamda kazandiran sey,
1sinin g6ziinlin aktarilmis olmasidir. Tomur’'un aynadaki imaiji, 6teki’si olan
vertebra, sanatcinin yaralanmis yani, ruh-beden karsithginda ya da
tekliginde 6teki yaninin metaforik nesnesi olabilir mi?
Tim bedeni boydan boya kateden oynak &gelerin
birbirine kenetlenmesiyle olusmus bu zincir; !
hem esnek hem sert, hem kirilgan, yaralanabilen
hem saglam, yaralayan, isinla gériilebilen ancak
1sin1 gecirmeyen olusuyla daha énce belirttigim
bulunus/bulunmayis’a bir yanit degil midir?”

CANAN BEYKAL, “TOMUR ATAGOK'UN SANATINDA METAFOR OLARAK SAYDAMLIK”,
SERGI KATALOGU, AKSANAT: iISTANBUL, 1997.

“Tomur Atagdk’s very many paintings comprise
translucent colors, wide color areas, a simple formal
language, textual elements, bodies-figures, and a semi-
abstract, semi-figurative expression of intermingling
boundaries which | try to define as the fragmentation of
limits. But among all of her elements, there is sometimes a
horizontal, sometimes a vertical, and as times a diagonal intervening form
which dominates the whole feminine structure of the picture as a masculine
authority. What is the function of this vertebra that dominates the painting
with all its masculinity? Can one see his own vertebra? He can touch it

and feel it, but just as he cannot see his own portrait without a mirror, he
can’t see his vertebra without a permeable/transparent film. The thing that
adds formal transparency to the paintings, is the ray’s eye that has been
transferred. Can Tomur’s image in the mirror contain the vertebra as her
wounded self, so that the vertebra becomes the metaphorical expression of
this wounded self in the opposition of corpus-anima or in their unity?

Isn’t this chain which is composed of movable elements that cross the whole
body and are clamped together, as answer to the previously stated presence/
absence, being both flexible and stiff; both fragile/ vulnerable and solid/
hurting, and visual but impermeable to light?”

CANAN BEYKAL, “TRANSPARENCY AS A METAPHOR IN THE ART OF TOMUR ATAGOK”, TRANSLATED BY: DARA COLAKOGLU,
CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 1997.

“Bu sergide cogunluk 1990’larda yaptigim
isler bulunuyor. Bazilari birkac kez sergilenmis,
digerleri ise ilk defa izlenecek. Cok tabii olarak
belli bir ddnemde yogunlastigim konularin
icinden secilen isler, son yaptiklarimla bir
butinlik icinde olanlar. Burada dogadan,
tanricalardan, medyada kadinhigini kullanarak
kendisini simgelestirmis Madonna ve

digerleri gorsellestirilmis. Bildiginiz gibi

tilin seffafliginda ucuk pembe, mor, beyaz
renk alanlari icinde beliren figiir, figlirden
parcalar, simgelestirdigim ‘vertabra’, soyut

bir ortamda yazi ve grafik 6gelerle yan yana
ya da st lste yer aliyorlar. Ama biitiin bu
biiytk resimlerimle birlikte yepyeni bir
otobiyografik bir isi de sergilemekteyim.”

“TOMUR ATAGOK iLE AKSANAT'TAKi SERGISI UZERINE
BiR SOYLESI”, ROPORTAJ: HAMIT KINAYTURK,
SANAT CEVRESI, SAYI: 221, MART 1997.

“This exhibition primarily
features artwork | created
during the 1990s. Some of
these pieces have been
displayed multiple times,
while others are making their
debut appearance. Naturally, these
selections are representative of the themes
| explored during that particular period, which
also resonate with my more recent work. They
encompass subjects such as nature, Goddesses,
and Madonna who has achieved iconic status
in the media through the use of her femininity,
among others.
As you may be aware, the figure, fragments
thereof, and the ‘vertebra’ that | symbolically
depicted manifest within the ethereal realm of
pale pink, purple, and white hues, juxtaposed with
transparent tulle in an abstract environment,
either positioned alongside or above textual and
graphic elements. Furthermore, | am pleased
to unveil a brand-new autobiographical piece
alongside these larger-scale paintings.”

“AN INTERVIEW WITH TOMUR ATAGOK ON HER EXHIBITION AT AKSANAT"
BY HAMIT KINAYTURK, SANAT CEVRESI, ISSUE: 221, MARCH 1997.
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Saghga Zararl Dangerous for Health, 100x200 cm, Metal tizerine boya Paint on metal, 1994.

Kiiltepe'den Tanrica Goddess from Kdltepe, 200x100 cm,

Metal Gizerine boya Paint on metal, 1996.

o'}

Efesli Artemis Artemis of Ephesus, 200x100 cm,
Tuval Gzerine boya Paint on canvas, 1997.

Pembe Nehir Tanrigasi Goddess of Pink River, 200x200 cm,
Tuval Gzerine boya Paint on canvas, 1991.
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AKSANAT
ATOLYELERI 6ZGUN
BASKI SERGiSi
AKSANAT WORKSHOPS

PRINTWORK EXHIBITION
4-25 SUBAT | FEBRUARY

50.YIL
AKBANK RESIM
KOLEKSiYONU'NDAN
SECMELER I:
USTALARA SAYGI
ODE TO MASTERS:

A SELECTION FROM
AKBANK PAINTING
COLLECTION'S

50™ ANNIVERSARY |

26 SUBAT | FEBRUARY
21 MART | MARCH

NiL YALTER

GOCEBE DUNYA
TERRA NOMADE

4 MART | MARCH

2 NiSAN | APRIL

KORAY ARiS
DEVINIM VE
DENGE

MOTION AND TENSION

15 NISAN | APRIL
15 MAYIS | MAY

50.YIL
AKBANK RESIM

KOLEKSIYONU’'NDAN

SECMELER II:
CAGDAS
SANATCILAR
CONTEMPORARY
ARTISTS:

A SELECTION FROM
AKBANK PAINTING
COLLECTION'S

50™ ANNIVERSARY Il
27 MAYIS | MAY

27 HAZIRAN | JUNE

IBRAHIM CALLI
14 EKiM | OCTOBER
14 KASIM | NOVEMBER

HERBERT VON
KARAJAN

10-28 KASIM | NOVEMBER

MERSAD BERBER
25 KASIM | NOVEMBER
25 ARALIK | DECEMBER

ANDY WARHOL
ERKEN DONEM

iLLUSTRASYONLAR
EARLY ILLUSTRATIONS

8 ARALIK | DECEMBER 1998
8 OCAK | JANUARY 1999

KORAY ARIS
DEVINIM VE
DENGE

MOTION AND TENSION

15 NiSAN | APRIL
15 MAYIS | MAY
AKBANK SANAT

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Uygarhgimizin baslangicindan beri varolan el
sanatlarindaki beceriklilik; tarihimizin (Batrda su
siralarda 6lmek Uzere olan) dekorunu ve heykel
sanatinin platformunu olusturdu. Rodin'den
Brancusi'ye, Giacomettiden Calder’e tiim biiylik
heykeltiraslar bu gelismenin sahididirler. Eserin
6zdekligi sadece kavramsalcilarda fikre ya da teoreme
veya zihinsel gosterilere boyun eger ve kullanilan
malzemenin zekdsi burada gerekli degildir; zaten
aslinda burada sanata da yer yoktur. Koray'da ise hem
antik hem modern olabilen, gecmisle bugtinii
birlestirebilen ve plastik yaratimina
saglam bir temel saglayan bu malzeme
zekasi var. Zaman icerisinde, ondaki bu
yetenegin gelistigini ve siirsel ufkunun
giderek acildigini goériiyorum.
Calismalari arasinda 6zellikle de bu bigimsel | |
ve zengin anlatimli gerilim temasi 6n plana | "
cikiyor ve belirleyici bir rol oynuyor.” |

ANTONIO DEL GUERCIO, “KORAY ARIS”, SERGI KATALOGU, AKSANAT:
ISTANBUL, 1998.

“The skillfulness in handicrafts since the
beginning of time has formed the setting of
history (though this is dying in the West now) and
the platform upon which sculptural art resides.
All the grand masters from Rodin to Brancusi and
from Giacometti to Calder are witnesses of this phenomenon.
The matter of the work is subordinate to the ideq, the theorem
or the intellectual consideration only by the conceptualists,
and the reconciliation / intellect of the raw material used is
not necessary here; art is superfluous here indeed.

But Koray possesses this intellect of the raw material which
can be both antique and modern; which can unite the times
passed with the present, and which prepares the grounds for
the creation of a plastic work of art. | observe that as time
moves on, this ability of his develops and his poetic language
gets more concentrated.”

ANTONIO DEL GUERCIO, “KORAY ARIS”", TRANSLATED BY: DARA COLAKOGLU, CATALOGUE OF
THE EXHIBITION, AKSANAT: ISTANBUL, 1998

“Figliratif donemden sonra, yani 1996 yilindan bu yana
yaptigim hemen hemen tiim heykellerde dokunma

hissi bulunuyor. Bunun en énemli nedenlerinden biri de
malzemenin insanlarda dokunma diirtiisii uyandirmasi.

O dénemlerdeki sergilerimden sonra, bazi heykellerde
parmak ve tirnak izlerinin oldugunu fark ettim. insanlar
malzemeyi merak ediyor ve dokunmak, hissetmek,
anlamak istiyordu. Son yirmi yilda yaptigim isler de
izleyiciyle biitlinlesen, dokunulabilirligi olan interaktif isler
oldu. Dokunulan, hissedilen, sallanan, sallandiginda
ses cikaran isler tirettim. Bazi heykellerin lizerine
binilebiliyordu da.”

KORAY ARIS, “BU HEYKELLERI GALIN!", ROPORTAJ: EZGi ATABILEN, HURRIYET,
14 MAYIS 2015.

“Nearly all of my sculptures created since the
end of my figurative period in 1996, have a
tactile quality. One of the most significant
reasons for this lies in the nature of
materials themselves, which naturally
invite touch. Following exhibitions from
that erq, | noticed finger or nail marks
on some of the sculptures. People
were drawn to explore the material,
yearning to touch, feel, and understand it. The
artwork that I've produced over the last two decades have
been designed to engage with the audience, encouraging
interaction and a sense of tactility. | crafted pieces that were
meant to be touched, felt, swung, and even made sounds
when in motion. In fact, on some of the sculptures, it was even
possible for the visitors to take a ride.”

KORAY ARIS, “STEAL THESE SCULPTURES!", INTERVIEW: EZGi ATABILEN, HURRIYET, 14 MAY 2015
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isimsiz Untitled, 67x50x96 cm, Ahsap ve késele
Wood and stout leather, 1996-1998.

isimsiz Untitled, 125x50x105 cm, Ahsap ve késele isimsiz Untitled, 113x37x145 cm, Ahsap ve késele
Wood and stout leather, 1996-1998. Wood and stout leather, 1996-1998.

isimsiz Untitled, 118x40x185 cm, Ahsap ve késele
Wood and stout leather, 1996-1998.

isimsiz Untitled, 140x72x113 cm, Ahsap ve kosele
Wood and stout leather, 1996-1998.
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YURI GORBACOV
6 OCAK [[JANUARY
12 SUBAT | FEBRUARY

MELIKE
ABASIYANIK
KURTIC

24 SUBAT | FEBRUARY
24 MART | MARCH

19.YUZVYIL
GRAVURLERI:
TURNER, FIELDING,
STANFIELD

19™ CENTURY
ENGRAVINGS:
TURNER, FIELDING,
STANFIELD

10 MART | MARCH
10 NiSAN | APRIL

SEYHUN TOPUZ

KARELER
SQUARES

14 NiSAN | APRIL
14 MAYIS | MAY

BASKIRESIM
SERGISI
PRINTWORK
EXHIBITION

21 NiSAN | APRIL
21 MAYIS | MAY

TULAY TURA
BORTECENE
KAOS VE OLUSUM
CHAOS & GENESIS

26 MAYIS | MAY
26 HAZIRAN | JUNE

REKLAMLARLA BiR

GELECEGIN GECMisi
1948’'DEN
GUNUMUZE AKBANK
REKLAMLARI
SERGISI

EXPLORING THE PAST

OF A FUTURE THROUGH
ADVERTISEMENTS
AKBANK
ADVERTISEMENTS
EXHIBITION FROM 1948
TO PRESENT

15 EKIM | OCTOBER
13 KASIM | NOVEMBER

POLONYA POSTA
PULLARI SERGiISI
POLONYA POSTA
PULLARINDA
KULTUR HAZINESi VE
CEVRE KORUMASI
POLAND STAMP
EXHIBITION

CULTURAL HERITAGE
AND ENVIRONMENTAL
PROTECTION IN POLISH
STAMPS

20 EKIiM | OCTOBER
20 KASIM | NOVEMBER

CUMA OCAKLI

DURUSLAR
POSES

24 KASIM | NOVEMBER
24 ARALIK | DECEMBER

MILENYUMU
KARSILARKEN
WELCOMING

THE MILLENIUM

7-30 ARALIK | DECEMBER

SEYHUN TOPUZ
KARELER
SQUARES

15 NiSAN | APRIL
14 MAYIS | MAY
AKBANK SANAT

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Buglin belleklerimizde geometrik-soyut demir heykelleriyle yer
etmis olan Seyhun Topuz, yaklasik 30 yil 6nce sanat yasamina genis mekanlarla bitiinlesebilecek boyutlarla

ilk adimlarini atarken, demirin yani sira ahsap, tas ve pleksiglas bliylitme yollarini aramakta. Bu cabasinin ilk
gibi farkli malzemeleri de denemis bir sanatcidir. Ancak onun ilk ornegi sayilan 1993 tarihli Begli Kompozisyon
dénemde farkli malzemeler denemesine karsin, ta basindan beri bugiin Orta Dogu Universitesi Kiiltiir Merkezi'nde.
ilgisini ceken kare, licgen ve daire gibi yalin geometrik formlar Sanirim sanatgi, yeni yapitlariyla bu eregine
degismeden, ama evrimleserek gliniimiize degin stirmiistiir. ulasmis durumda. Bunlarin her biri cevresiyle
Akademi'deki heykel egitiminde geleneksel form ve kiitle anlayisi diyaloga girebilecek ve bulundugu alana yalnizca
icinde calismasina karsin, mezun olur olmaz kiitleden uzaklasmis estetik bir uyum saglamanin étesinde farkl

ve boslugun, yalin geometrik formlar yardimiyla tanimlanip, dinamikler katabilecek nitelikte.”

vurgulandigi bir arayisin icine girmistir.
Seyhun Topuz, o giinden beri israrli ve
tutarh bir bicimde geometrik formlarin
tiim olasi iliskileri, parcalanmalari, yeniden
bir araya getirilmeleri, cogaltiimalari ve

bu islemler sonucu bicimlenen ‘bosluk’la
ilgilenmistir.”

“Seyhun Topuz 1980’lerden beri yapitlarini,

ZEYNEP RONA, “SEYHUN TOPUZ'UN KAREYE GETIRDIGi YENi YORUMLAR”,
ARREDAMENTO MIMARLIK, NISAN 1995.

“Since 1980, Seyhun Topuz has been striving
to enhance his artworks in a manner that
allows them to seamlessly integrate into
expansive spaces. The pioneering effort in
this direction, Besli Kompozisyon (1993),
is currently on display at the Middle
East University Cultural Center. In
my view, the artist has successfully
achieved this objective with his new
pieces. Each of them possesses
qualities that enable them to engage in a
dialogue with their surroundings, infusing a distinct
dynamism that transcends mere aesthetic harmony.”

ZEYNEP RONA, “SEYHUN TOPUZ'UN HEYKELLERINDE GEOMETRIK SOYUTUN
EVRIMi”, SERGi KATALOGU, AKSANAT: ISTANBUL, 1999.

“Today, Seyhun Topuz is known particularly

for her iron geometrical-abstract sculptures.
However, at the beginning of her artistic career
some thirty years ago, she used various materials
such as wood, stone and plexiglass as well as
iron. In spite of the variety of materials employed
in her first period, her interest in the basic geometrical forms

such as the square, the triangle and the circle, though continually
evolving, has remained essentially the same right up to the present
day. Though her study of sculpture at the Academy of Fine Arts

in Istanbul concentrated on traditional forms and masses, on her

ZEYNEP RONA, “NEW INTERPRETATIONS OF SEYHUN TOPUZ ON THE FRAME”,
ARREDAMENTO MIMARLIK, APRIL 1999.

graduation she immediately turned away from solid forms and
mass, and embarked upon an attempt to accentuate the empty
space as defined by simple geometrical forms. Since then, Seyhun
Topuz has taken a constant and persistent interest in all possible
relations of geometric forms, their fragmentation, reintegration and
multiplication, and the ‘empty space’ created by these processes.”

ZEYNEP RONA, “THE EVOLUTION OF THE GEOMETRICAL-ABSTRACT IN THE SCULPTURES OF SEYHUN TOPUZ",
TRANSLATED BY: ADAIR MILL, CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 1999.
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Kare Il Square I, 250x250x32 cm, Demir Iron, 1998.

Kare V (Duvar Heykeli) Square V (Wall Sculpture),
190x190x65 cm, Fiberglas Fiberglass, 1999.

Kare Il Square Ill, 200x200x36 cm, Fiberglas Fiberglass, 1999.

Duvar Heykeli Wall Sculpture,
120x106x22 cm, Demir Iron, 1993.
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ZUHTU MURITOGLU
1_2 OCAK | JANUARY
12 SUBAT | FEBRUARY

HUSAMETTIN
KOCAN

BENi BUL
FIND ME

23 SUBAT | FEBRUARY
31 MART | MARCH

FARKLILIK VE

DEVAMLILIK
DIFFERENCE AND
CONTINUANCE

1 MART | MARCH

8 NiSAN | APRIL

YUNUS TONKUS
12 NiSAN | APRIL
12 MAYIS | MAY

MUNIF FEHIM
(OZARMAN)
GEGMISTEN iZLER
TRACES OF THE PAST
19 NiSAN | APRIL

18 MAYIS | MAY

4’LU KARMA
MIXED 4

25 MAYIS | MAY

23 HAZIRAN | JUNE

iSTANBUL'DA HAYAT
LIFE IN ISTANBUL
8-15 HAZIRAN | JUNE

GUROL SOZEN
KIRK YILLIK
HESAPLASMA
FORTY YEARS IN
RETROSPECT

11 EKIM | OCTOBER

10 KASIM | NOVEMBER

LEVENT OGET
LAVANTALIK
LAVENDAR GARDEN
25 EKIM | OCTOBER

23 KASIM | NOVEMBER

MERIC HIZAL
PANTA REI*

(HER SEY AKAR)
PANTA REI*
(EVERYTHING FLOWS)
22 KASIM | NOVEMBER

2_2 ARALIK | DECEMBER

SEMIRAMIS SOKUL
“SAKLI” GORSEL
GUNLUK

“HIDDEN” VISUAL DIARY
29 KASIM | NOVEMBER 2000
6 OCAK | JANUARY 2001

YUNUS TONKUS

13 NiSAN | APRIL
12 MAVYIS | MAY

AKBANK SANAT

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Anadolu’'nun nakis ve yéresel slisleme degerlerinin 6zellikle Bedri “Tonkus’un sergisinde yer alan eserler —ifade
Rahmi (Eyliboglu) ile birlikte tuval uzaminin cekici bir 6gesi olarak edilen duygularin bosluk doluluk oranlari
kullanilmaya basladigini biliyoruz. Bu ¢aba, soyut resim dilini olusturma tizerinde yogunlastigi (baslar dizisi), ana
yillarinda, bagvurulan énemli bir hareket konumundaydi.. (...) Bedri kiitlenin parcalanip yeniden bitiinlestigi
Rahmi ve égrencileri, bu zengin materyali nakissal bir duyarlikla (kontrbas ve mekanlar), hizin ve dinamizmin
tuvale tasimakla kalmadi, bir nevi ‘Anadolu glizellemesi’ olarak insan gozu lzerindeki aldatmacasinin
adlandirilabilecek calismalarinda, hali ve kilim gibi obje parcalarini vurgulandigi (atlar dizisi) ve serbest akicilikla
da resimlerine aplike etmeye calistilar. Yunus Tonkus’u ise kismen bu vurgulanan ve eserin olus anini, kagit lizerinde
cabalarin gliniimiize uzayan halkalarindan birine oturtmak mimkdn. desen cizer gibi ortaya seren (kiiclik boyutlu
Siliphesiz onun da glizel sanatlarda gelisme denilen olguyu oturan, dans eden figiir dizisi ve balerinler)-
kabul etmeyen bir tavr var. Fakat Yunus gercekte yasanan derinligin rasyonel degil
hicbir sekilde gecmiste kesfettigi lic boyutlu kavramsal boyutta derinlik ve planini
diinyayi baskalastirmiyor veya sanatinin ana yansitmaktadir.”

yo6nelimi hdline getirmiyor. Amaci, bakip da
gériilemeyen lic boyutlu form duyarliliginin
cagdas estetik degerlere karsilik gelen yanini
gostermek, birkag bin yil lizerinde biriktiren
arkaik elemanlardaki g6z nurunu ve yalinhgi
cagdas miidahalelerle fonksiyonel bir nesneye
donistirmek.”

“YUNUS TONKUS SERGISi AKSANAT'TA", SANAT CEVRESI, SAYI: 259,
MAYIS 2000.

“In Tonkus’s exhibition, the artworks
delve into various aspects of emotional
expression, including the balance
between fullness and emptiness
(as seen in the ‘heads’ series), the
exploration of fragmentation and
reintegration of the central mass
(examined through contrabass and
spaces), the portrayal of the optical illusions
created by speed and dynamism on the human
eye (captured in the ‘horses’ series), as well as

LEVENT GALIKOGLU, “KUTLENIN SEYRI", SERGI KATALOGU, AKSANAT: iSTANBUL, 2000.

“We all know that Bedri Rahmi (Eytboglu) was the
initiator to use Anatolia’'s embroideries and regional
decorations as an attractive element on the canvas.
That trend was an important movement during the years when artists
were forming the abstract language of painting. (...) Bedri Rahmi and his
students did not only transfer those rich materials to the canvas with an
embroidal sensitivity, they also tried toapply object pieces like carpets and
kilims in their Works which can be seen as an “Anatolian beautification”.

It is partly possible to interpret Yunus Tonkus as a modern successor of
those privious endeavors. Undoubtedly, he, too, has an attitude which
doesn’t accept development in fine arts. But Tonkus doesn’t transform the
three-dimensional World he has discovered in the past or develop it as the

the depiction of the piece emerging organically
on paper in free flow, resembling the process of
illustrating (found in the series featuring small-
size sitting and dancing figurines and ballerinas).
These pieces invite the viewers to contemplate
the depth and layout of real-time experiences,
not through a rational lens but within a

o . . o L R conceptual dimension.”

main direction of his art. His aim is to show how the sensitivity of invisible, )
three-dimensional forms Coincides With Contemporary Gesthetic VolueS’ “YUNUS TONKUS EXHIBITION IS AT AKSANAT", SANAT CEVRESI, ISSUE: 259, MAY 2000.
and to turn the sweat in the thousand-year-old archaic elements and their
simplicity into functional objects thru contemporary interventions.”

LEVENT CALIKOGLU, “THE PROGRESS OF THE MASS”, TRANSLATED BY: DARA COLAKOGLU,
CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 2000.
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Atlar Horses, 80x20x18 cm, Bronz Bronze, 2000.

&

Akordeon Calan Accordion Player, 7x8x25 cm,
Bronz Bronze, 1999.

Cello Cello, 45x30x120 cm, Bronz Bronze,
2000.

-

Bas Head, Bronz Bronze. Kontrbas Bass, 15x14x59 cm, Bronz Bronze.
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METiIN TALAYMAN
KARANLIGIN iCIiNE
DOGRU

TOWARDS THE MIDDLE
OF DARKNESS

10 OCAK | JANUARY
9 SUBAT | FEBRUARY

RASIN
21 SUBAT | FEBRUARY
24 MART | MARCH

FATIH MIKA
22 MART | MARCH
21 NiSAN | APRIL

EKVATOR CizGisi
EQUATOR CANVAS

4 NISAN | APRIL

4 MAYIS | MAY

SV iCiIN(DE):
ALLINOI
ARKEOLOJi
FOTOGRAFLARI
SERGISi

FOR/IN WATER:
ARCHEOLOGICAL
PHOTOGRAPHS
EXHIBITION

9 MAYIS | MAY
9 HAZIRAN | JUNE

AYFER KARAMANI
SERAMIK'TE 44 YIL
44 YEARS IN CERAMICS

16 MAYIS | MAY
15 HAZIRAN | JUNE

CUMHURIYET’IN
78.YILINDA
HEYKELLE

BULUSMA
RENDEZ-VOUS WITH
SCULPTURE AT THE 78™
ANNIVERSARY OF

THE REPUBLIC

11 EKIM | OCTOBER

17 KASIM | NOVEMBER

KAGITHANE
GRAVURLERI
ENGRAVINGS OF SWEET
WATERS

18 EKiM | OCTOBER

24 KASIM | NOVEMBER

CUMHURIYET’IN
78. YILINDA

HEYKELLE BULUSMA
RENDEZ-VOUS WITH

SCULPTURE AT THE 78™
ANNIVERSARY OF THE REPUBLIC

11 EKiM | OCTOBER
17 KASIM | NOVEMBER
AKBANK SANAT

KURATOR | CURATOR

HEYKELTIRASLAR DERNEGI

SANATCILAR | ARTISTS

AYSE MUFIDE AKSOY
AYLA AKSUNGUR
RAHMi AKSUNGUR
AYDIN ASKAN
FATMA AKYUREK
ZULEYHA ALTINTAS
KORAY ARIS
NAVZAT ATALAY
ERTUG ATLI

NUZHET BALCIOGLU
TAMER BASOGLU
ERIM BAYRI
NURETTIN BEKTAS
NiLGUN BiLGE

SAIM BUGAY

NiLAY KAN BUYUKISLEYEN

BULENT CINAR

DURSUN DONMEZ

METIN EKiz

HUSEYIN GEZER

CAHVAR GOKTAS

FUNDA GULAY GUNAYDIN

BiR iCGORU MEKANI | A SPACE OF INSIGHT

YILDIZ GUNER
GULER GONGOR
HAYRi KARAY
SEVGI KARAY
BiHRAT MAVITAN
NESLiHAN PALA MENTES
EYUP 6z

FERIT 6ZSEN

SUAT 6ZYONUM
OYA SABAHLAR
KEMAL TUFAN
iNAYET TURKOGLU
HAKAN UZUNER
DERYA YILMAZ
FERDA YUCE
CENGIZ YUZSEVER

NiLHAN SESALAN YUZSEVER

“Heykeltiraslar Dernegi Tlizligi'niin birinci maddesinde

yer alan ‘Tirk heykelini ylikseltmek’ hangi kriterlere gére
olmaliydi? Bati normlarini kullanarak onlarin seviyesine
ulasmak mi, yoksa ulusal kimlik sinirlari icinde sadece
Tiirk normlarini kullanarak kendimizi ispatlamak miydi? Bu
sorularin cevabini bu sergide bulabilecegimize inaniyoruz.
Sanat toplumun aynasi ve toplumsal hayati yansitan

bir aractir. Sanatcinin gérevi de bu hayata dnciiliik

etmek ve cagin ilerisinde, yani 6ngériili olmaktir. Tirk
toplumunun gecirdigi devrimsel siirecte geriye dontisler ya
da ilerlemeler bir sekilde sanatimiza yansidi. O

hélde, cagdaslasma sorunu heykel dalinda |
kendini nasil gésterdi? Biz heykelcilerin |
rolii ne oldu? Senelerdir tartisilan bu 1
konuyu da bu sergiyle tekrar glindeme b\
getirebilme firsatini bulacagiz.”

HEYKELTIRASLAR DERNEGI, “BULUSMA”, SERGI KATALOGU,
AKSANAT: iSTANBUL, 2001.

“What should have been the criteria for \
‘Uplifting the Turkish Sculpture’; the purpose set

by the very first article in the regulation of the \
society? Should the western norms be adapted |
in order to uplift the Turkish sculpture to their \ i
level, or simply remain within the boundaries |
of the national identity and take the Turkish

norms as guideline to prove self-identity? We believe that
the exhibition will provide you with clear answers to those
questions.

Art is the mirror of the society and a tool that reflects

the social life. And the artist should undertake the task of
guiding the social life and stay a step ahead of the century
and always remain anticipating. The periods of decline and
progress that the Turkish people have undergone during

the phase of revolution, had their impacts in our art. In

which shape and form then, has the quest for ‘becoming
Contemporary’ appeared in sculpture, and what role have we,
the sculptors, played? With this exhibition, we hope to put
those questions back on the agenda.”

SCULPTOR'S SOCIETY, “RENDEZ-VOUS", CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 2000.

“Heykeltiraslar Dernegi’'nin bu sergisi, kaybettigimiz heykel
sanateilari anisina 1999 yilinda diizenlenen ‘Ustalara
Saygr’ etkinliginden sonra diizenlenen ikinci karma
heykel sergisidir. Dernek Ulyesi otuz dokuz sanatcinin
katildigs, ‘Bulusma’ bashig altinda diizenlenen sergi, ayni
zamanda farkl kusak heykel sanatcilarini bir araya
getiriyor. Gliniimiiz heykel sanatindan genis bir yelpaze
sunmayi amacladigimiz ‘Bulusma’ sergisinde 6zelikle
bir konsept olusturmadik. Usta heykelcilerden yeni nesil

. genc heykelcilere kadar her sanatcinin 6zgiin heykel

, serliveninden bir parcayi izleyiciyle bulusturarak

‘heykelle bulusmanin’ keyfini yasatmak istedik.”

HEYKELTIRASLAR DERNEGI, “BULUSMA”, SERGI KATALOGU, AKSANAT: iSTANBUL, 2001.

“This is the second joint exhibition organized
by Sculptors’ Society, following the one in
1999 titled ‘With Respect to the Masters’,
in memory of the deceased sculptors. The
exhibition, titled ‘Rendez-vous’, is being
realized with the participation of 39
sculptors of different generations, who
are all members of Sculptor’s Society. For
that reason, we have intentionally avoided
to form any concept since the ultimate purpose of
‘Rendez-vous' is to present contemporary sculpture on a wide
spectrum. We have aimed to set a random ‘rendez-vous with
sculpture’ in which the art lovers will meet both with masters
and the sculptors of our younger generations, to experience
their genuine adventures in sculpture.”

SCULPTOR'S SOCIETY, “RENDEZ-VOUS", CATALOGUE OF THE EXHIBITION, AKSANAT: ISTANBUL, 2000.
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MUSTAFA ATA

ADNAN COKER
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“Belirtmek gerekir mi, Coker ve Ata’'nin bilinen séylemleri
béyle bir beyan icinden bicilmis birer kaftandir Gdeta.
ikisinin de imgeleri yercekiminden muaftir ya, mekan
kurgularinda onlari birbirine ceken 6nemli bir boyut farki
vardir. Coker’in espasi 6zgdndergeseldir, Ata’nin espasiysa
disgéndergeseldir. Tabii, 6ncelikli olarak soyuttur biri,
digeri soyutlanmis. Daha somut séylersem, Coker’in
mutlaklik pesindeki espasi bir kavrama boyutu olarak
idenin Uriinldiir, Ata’nin espasiysa duyularin Uriintidiir;
yercekimsiz olmakla, olsa olsa irrasyonelin alanina
gonderir. Bu farkliigi saglayan da renktir
elbette. Coker’in uzami her defasinda, i
idenin kusursuzlugunu yakalamaya

calisan, bundan 6tiirl de hep yeni

ve doyumsuz kalan, askin bir siyahla
sinirlanmistir, buna karsilik Ata’nin uzami
boyuna degisen renkleriyle 1sigin kirildig:
yerdedir; nesneler diinyasini imler.”

YALCIN SADAK, “VLAM'S”, SERGI KATALOGU, AKBANK SANAT: iSTANBUL, 2002.

“Needless to mention- each of the

pronunciations by Ata and Coker are just the
right tailoring for such a declaration. Their images
defy gravity. There exists a dimensional difference
in their editing of location. Coker’s space refers
introvertly while Ata does it extrovertly. But prior
to all, one is abstract while abstracted is the latter. To be
precise —Coker’s space pursuing the absolute is a product of
the thought in the shape of a dimension to comprehension
while Ata’s space is a product of the senses. The difference

is highlighted by color naturally. Coker’s extent has been
limited with a trespassing black constantly trying to

achieve the perfection of the mind remaining ever fresh and
unsatisfied consequently, while Ata’s extent, depicting the
world of objects, is at the breaking point of light with its ever
changing colors. In short, being the spaces of the extra-sense
and the sensed, they host each other.”

YALCIN SADAK, “VLAM'S", CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2002

“Vitruvius, Leonardo, Adnan Coker ve Mustafa Ata... Kare,
daire ve merkezinde bir insan figiirii; merkeziyetcilik ve
milkemmelliyetcilik, inorganik ve organik, yapi ve icglidii...
Bir arada var olmalari zor gériinen bu kavramlari ayni
tuvalde ortak bir sizgecten gecirerek eritmek ne kadar
miimkin olabilirdi? Coker ve Ata’nin resim seriivenlerinin
kesistigi yer tam da bu noktada Leonardo’yu Vitruvius'a
gétiren nedenle 6zdestir. R6nesans hiimanizmasinda
Leonardo’nun Vitruvius'a uzanarak tiim ruhsalligiyla

yakalayisini, bunu yaparken de sanati her seyden

once bilime yakin tavrini géririiz. Coker ve Ata
ise bu saglam zemin lizerinde kendi yaratim
stireclerini kesistirirler. Aslinda bu, rotasi farkli
olan iki insanin ayni duraktan gecen bulusma
noktasidir.”

BZLEM ALTUNOK, “BiR YAPI OLARAK VLAM PROJESI", SERGI KATALOGU,
AKBANK SANAT: iISTANBUL, 2002.

“Vitruvius, Leonardo, Adnan Coker and
Mustafa Ata... Square, circle with a human
e at its center; centralism and perfectionism,
"*ﬁ inorganic and organic structure and
instinct... Though filtered through a
common strainer, to which extent could it ever
be possible to dissolve on the same canvas these concepts
that prove difficult to exist together? The intersection point
of Coker and Ata’s painting adventures coincides with the
reason that led Leonardo to Vitruvius. Leonardo reaches out
for Vitruvius in Renaissance humanism and grasps him in his
absolute spirituality with an artistic attitude that stands so
close to science. The creative progressions of Coker and Ata
encounter on such a solid platform, like the meeting at the
same stop of two individuals with two different destinations.”

OZLEM ALTUNOK, “PROJECT VLAM AS A STRUCTURE", CATALOGUE OF THE EXHIBITION,
AKBANK SANAT: ISTANBUL, 2002.
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Mustafa Ata, VLAM, 38x50 cm, Kagit izerine yagliboya Oil on paper, 2000.

Mustafa Ata, VLAM, 40x34 cm, Kagit tizerine karisik teknik Mustafa Ata, VLAM, 140x140 cm, Tuval Gzerine karisik teknik
Mixed technique on paper, 1999. Mixed technique on canvas, 1999.

Mustafa Ata, VLAM, 20x20x200 cm, Ahsap lizerine karisik teknik
Mixed technique on wood, 2001.

R T

Mustafa Ata, VLAM, 140x180 cm, Tuval tizerine karisik teknik
Mixed technique on canvas, 1999.

Adnan Coker-Mustafa Ata, VLAM, 150x150 cm, Tuval lizerine karisik
teknik Mixed technique on canvas, 1994-96.
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“Demek ki, felsefe tarihinde milattan énce dérdiinci
ylzyildan beri demokrasi varolan bir kavram. Ama

bu oranda da kendisine siipheyle bakilan bir kavram.
Platon ve Aristoteles de korkuyor demokrasiden, clinkii
anarsi durumu, kargasa durumu diye bir sey var. Ve de
bu dislanma mekanizmasi icinde bu demokrasi kavrami
icinde bulunup, yer alip da, haklara sahip olmayanlarin
adi: cokluk. Sunu séyleyebiliriz: Demek ki, bugiine kadar
demokrasi kavrami icinde dislanmalarla
isleyen bir demokrasi var. Dislanmalarla
isleyen demokrasi durumunda ise,

iki kavram, halk ve cokluk birbirinden
ayrihyorlar ve cokluk buglin geri geldi.”

ALi AKAY, “GELECEK DEMOKRASI”, SERGI KATALOGU,
AKBANK SANAT: iSTANBUL, 2003.

“The concept of democracy exists in the history
of philosophy since the 4t century BC. And it
has always remained a much doubted concept.
Aristotle and Plato have also feared democracy
as it shelters the dangers of chaos and anarchy.
And the multitude: the name given to those who exist in
the mechanism of exclusion, those who exist without rights.
Therefore, there is a democracy powered by exclusion within
the concept of democracy to date, separating the people
from the multitude.”

ALI AKAY, “FUTURE DEMOCRACY”, TRANSLATED BY: EKREM KURUCA, CATALOGUE OF THE EXHIBITION,
AKBANK SANAT: ISTANBUL, 2003

““Gelecek Demokrasi’, Levinas, Blanchot ve Derrida’nin ileri
stirdiigu bir kavram olarak adalet kuramiyla karsi karsiya
gelmekte. Demokrasinin olmamis hadli ile gelecekteki hdlinin
diisiiniilmesini ele alan bu kavram, entegrasyon sorununa
baska acilardan bakmakta, yabancinin, misafirperverligin,
armaganin acisindan marjinallesmelerin demokrasiye
cekilmesini 6nermekte. Bu 6neri ise ‘imkansizin verilmesi'dir.
Sanatcilar bu kavrami glinlimiiz sanatsal diliyle
birlikte ele alirken, eserlerini daha 6nce yapilmis
ve yeni yapilacak ¢alismalardan seciyorlar.”

BASIN BULTENINDEN, EYLUL 2003.

“The Prospective Democracy’ grapples with
the notion of justice, drawing inspiration from
the philosophies of Levinas, Blanchot, and
Derrida. This concept delves into a reflection
on a yet-to-be-realized form of democracy
and its future trajectory. It addresses the
challenge of ‘integration’ incorporating diverse
perspectives, and proposes the inclusion of marginality,
including the perspective of the foreigner, and the themes of
hospitality, and gift. This proposition is akin to ‘presenting an
impossible.’ The artists engage with this concept through a
contemporary artistic language, selecting their pieces from
both existing and newly created artwork”.

EXCERPT FROM THE PRESS RELEASE, SEPTEMBER 2003
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Altan Bal, Yatanlar Lying.
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Sener Ozmen, Democrazy, 2003.

Seza Paker, Kamuflaj Camouflage, 2002.

Zeliha Burtek, Bosalan Meni Semen Ejaculating, ;‘ - *
Beyaz saten kumas, sac boru White satin, metal pipe, 1997. e [
* ¥ * o 3 ,
Claude Leon, Diger Taraftan Gelen Son Sesler, Tarlabasi, istanbul Last Voices
From The Other Side, Tarlabasi, Istanbul, 24 dakika min, Video, 2000.
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“Niye Beyoglu secildi?’ sorusuna gelince burada nihayet bir alinti ““Beyoglu 14-18’ sergisi, ‘ortada mevzu
yapayim; Achille Bonita Olivo'nun ‘yatay gezginci ruhla, dikey yokken’ bile her daim séyleyecek sézii olanlari,

o yerin, o mekdnin ruhunun (genius loci) kesistigi nokta’ diye suskunluklarindan baska kaybedecek hicbir seyi
tanimladigi 6nemli, etkin ve ilgine sanatin cikis alani karsiligini olmayan yeni ve cesur zihinlerden aklin yoluyla
bu lilkede Beyoglu'nda bulur diye dislinliyorum. Bu Ulkede stizen plastik bir turnusol kagidi, bir gerceklik

hepimizin bunca iyi bildigi Beyoglu mekani diger bir deyisle. Belki sinavina taniklik davetiyesi.”
baslangicta bu, fazla somuttu, ancak gittikce, sanatcilar ise
girdikce giderek soyutlasti. Tek y6n tersine dénmiistdi.
Bdylece iki yonlu bir hareket, biiyik bir
cagrisim ve metafor alani oldu. Ulkenin belki
de en cilgin alani ve gelecekte de uluslararasi
olma kabiliyeti tasiyabilecek olani.”

EVRIM ALTUG, RADIKAL, 7 NiSAN 2004.

“Beyoglu 14-18’ exhibition serves as

a plastic litmus paper, an invitation

to witness a reality test to discern
between those who constantly chatter
‘even when there is nothing to say’

OMER ULUG, “BEYOGLU 14/18", SERGI KATALOGU, AKBANK SANAT:
ISTANBUL, 2004.

and those daring and innovative
minds with nothing to lose but
“Why was Beyoglu selected?’ To answer this their reticence.”
question, | would like to make a reference finally; |
believe that the equivalent of the emergence point

of important, influential and exciting art, defined by
Achille Bonito Olivio as ‘the point where the horizontal
wandering spirit that intersects with the vertical spirit
(Genius Loci) of that place’ could be no other place in this country
than Beyoglu. Beyoglu, which is so well known to us all in this
country... Perhaps at the beginning it was too concrete, however it

became more abstract as the artists merged in. One-way had also

EVRIM ALTUG, RADIKAL, 7 APRIL 2004.

turned into the opposite. Consequently, the two-way movement
became a great means of association and a metaphoric field.
Perhaps the most outrageous place in the country and the only one
that can sustain the ability to be international in the future.”

OMER ULUC, “BEYOGLU 14/18”, TRANSLATED BY: ZEYNEP PERKER, CATALOGUE OF THE EXHIBITION,
AKBANK SANAT: ISTANBUL, 2004
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Omer Serkan Bakir, Cigek Pasaiji
(Detay Detail), 30x40 cm, 8 adet pieces,
Karisik teknik Mixed technique, 2004.

Halil Nadir Ede, Tunel - Taksim Beyoglu ya
da Cadde-i Kebir Yalnizliklar 1, 2, 3, 4, 5, 6,7
Tunel Taksim Solitude of the Grand Street
1,2, 3,4,5, 6,7, 50x80 cm, 7 adet pieces,
Fotograf Photograph, 2004.

irfan &niirmen, Dayak Beating,
150x200 cm, Tul Tulle, 2003.

Asl Girgin, i§oret|er Signs, 30x40 cm, 16 adet
pieces, Dijital baski Digital print, 2004.

Bahadir Baruter, Ay (Detay) Moon (Detail), 20x60 cm,
Kagit Gizerine ¢ini mirekkebi Ink on paper.

Ramize Erer, Kétu Kiz Bad Girl, 50x80 cm,
Musamba baski Print on oilcloth, 2002-2003.

Erim Bikkul, Do, 100x70 cm, Omer Ulug, Paravan I,
Kagit Gzerine karisik teknik Polyester dokim-Karisik
Mixed technique on paper. teknik Cast polyester-Mixed

technique, 2002-2003.

Simla Zeynep Zorlutuna, Tomografi
(muzik) Tomography (music), 60’,
DJ ekipmani equipment, 2004.

inci Furni, Diinya Ucuz Kurtulmus Anonim The
World Got Off Scot Free Anonymous, 170x220
cm, Karisik teknik Mixed technique.

BiR iCGORU MEKANI | A SPACE OF INSIGHT

Evrim Kavcar, Beyoglu Parcalari Beyoglu Pieces,
Her biri farkli boyutlarda All in different sizes
(en blyligu largest 10x10x20 cm), 60 adet
pieces, ¢gamur, kil mud, clay, 2004.

Gilay Semercioglu, Bayrak Flag, 300x150
cm, Emaye bobin teli ile el 6rgtisl, projeksiyon
Enameled coil wire mesh, projection, 2004.

Ertug Sénmez, Dur Stop.

Elfe Ulug, Aziz Ayse Ayse the Saint, 10’, video film, 2003.

Ali Osman Gencer, Detaylar
Details, 240x100 cm,
Dijital baski Digital print, 2003.

Ekin Sacloglu, Ustteki Top: Giil Rose,
Alttaki Bottom: KKK, karisik teknik
mixed technique, 2003.
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Eylip Oz, Gergek Kullanilmis Esyalar
Genuine Used Goods, Siyah mermer
Black marble, 1993-2000.

Banu Demirci, Beyoglu, 200x100 cm,
S adet pieces, pleksi plexiglass, 2004.

Memo Tembelgizer, isimsiz
Untitled, 150x70 cm,
polyester, 2004.
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SERGiI
KOORDINATORU
EXHIBITION
COORDINATOR
ALi AKAY

KOSTUM iCRA
COSTUME
EXECUTION
CANAN GOKNIL

DANS ATOLYESI

DANCE WORKSHOP
ZEYNEP TANBAY AYRIN
ERSOZ MUTLU AKGUN

SU iCINDE SULUBOYA
ATOLYESI
WATERCOLOR IN
WATER WORKSHOP
LEYLA SAKPINAR
ISIN ONOL

KOSTUM ATOLYESI
COSTUME WORKSHOP
MEZIYET OZDEMIR
NERIMAN ISIKLI
KOSTUM GiYDiRicCisi
COSTUME DRESSER
NESE TERZIOGLU

“...bu sergi, 28 Mayis'a kadar olusacak. Bir heykel gibi, zaman
icinde yontulacak. Bu sergi, kendi yasamiyla var olacak. Ve
belki de serginin en dnemli durumu, son giin. O son giiniin
pazarligini kimsenin yapacak hali yok. Ben dahil. Buraya
koydugum elemanlar, cocuklar, filmler, kitaplar, masa, nasil
yasayacak? Yani, serginin viicudu, kendisini nasil bulacak?

“Baska tlrlu bir arsiv. Suya yazilan yazi gibi, suya
konulan boya nasil kendisini saklayacak? Sarkis
inanilmaz bir soru soruyor kendi kendisine ve ayni
zamanda bize ve eyleme katilan herkese: Nasil
bir sey yapmali ki hem kalici hem de gegici olsun?
Bu, modernligi 6nceleyen veya hatta haber veren

Baudelaire’in ‘ucucu bulutlarina’ benzemiyor. Korumak iste ondan sonra sergi, olusan viicut, senden ne isteyecek? Bu
ve saklamak ve ayni zamanda degistirmek. Bu bizim sergiyi yasayanlar, sergiyi baska yerde nasil konusacak, ne
pozitivist tarihimizin yapamadigi bir seye dokunmak 6grenmis olacaklar? iste ben simdi bunu hazirliyorum. Giinkii
anlamina geliyor. Yani, mirasi veya ‘savas ganimetini’ meseleyi dondurdugun zaman, is kolaydir. Ama meseleye bu
korumak icin bir gegmisi bugline tasimak lazim. Bu, sekilde yaklastigin zaman bunun pazarhg: yoktur. Yasadigi
sanat tarihine yapilan géndermeler de olabilir, sinema an, yastyor diyorsun; clinkli devamli yeni ritimler s6z konusu
tarihine de; ama zamansiz bir tarihtir bu s6z konusu « oOluyor. Ornegin 19-20 film, ‘seans’ olarak dénecek.
edilen tarih.” il T -‘&:ﬁ_ Bu, biiyiik bir ‘climle’ olabilir. izleyici birisini gériip
{-\Li AKAY, “BiR KILOMETRE TASI", SERGi KATALOGU, AKBANK SANAT: o 7S W bd§k0 bir kata (;Iktlglnda, bir diki§ gibi, b0$kd bir
[STANBUL, 2005, N X . = 2 seyyasayacak... Ve duran hicbir sey yok. Zorluk,
ke » 2L\ okumanin zorlugu burada...”
“It's an archive; but an archive of a \}

SARKIS, “BiR KILOMETRE TASI' iLE DiYALOG: SARKIS", ROPORTAJ: EVRIM ALTUG,
HYETERT.ORG, 17 KASIM 2005.

different sort. Like writing on water:

How will the paint placed in the water
preserve itself? The extraordinary
question that Sarkis asks himself and
poses for all of us as well as those taking
part in the action is this: How do we
make something that is both enduring
and ephemeral? This does not resemble

the ‘fleeting clouds’ of Baudelaire, that

“..this exhibition will remain in formation
until May 28, gradually taking shape
like a sculpture, etching itself into the

fabric of time. It will lead its own life, and

perhaps, it will attain its most profound state on
the final day —an outcome not up for negotiation, even by
me. How will the items that | placed here —children, movies,

precursor and even harbinger of modernism. Preserve books, and the table— continue to exist? In essence, how will
and protect: but also change. This implies dealing with the exhibition’s body reveal itself? What will the exhibition,
something that our own positivist history has never in its established form, demand of you, the audience? How
been able to accomplish. That is, in order to protect will those who experience the exhibition elsewhere convey

a heritage-a ‘war prize’ -a past must be conveyed their insights and newfound knowledge? These are the

into the present. This could be achieved by making questions | am currently pondering.

references to the history of art or to the history of Freezing the matter simplifies things, but viewing it from

cinema too.” this perspective leaves no room for negotiation. Instead, you

ALI AKAY, “A MILESTONE”, TRANSLATED BY: ROBERT BRAGNER, CATALOGUE OF THE EXHIBITION, ccknowledge that the moment it lives in is ever—evolving, with

AHBANKSANAT ISTANEUL, 2009 new rhythms constantly emerging. For instance, the 19-20
film may reappear as a ‘session’. This might be a big ‘phrase’.
As viewers encounter one another and ascend to different
levels, they will undergo a transformation, akin to a seamless
suture. And the momentum never ceases. Herein lies the
challenge —the challenge of reading...”

SARKIS, “DIALOGUE WITH A ‘MILESTONE’: SARKIS”, INTERVIEW: EVRIM ALTUG, HYETERT.ORG, 17 NOVEMBER 2005.
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“Sanat ilk glinden beri, Yabancrnin tehditkar ve gizemli varligini
hep sevdi. Ondaki, ortalamayi asagi ceken veya gériinlisii
bulaniklastiran fazlaliklari bir tiir ‘negatif dogrulayicr’ olarak
biinyesine dahil etti. O, kendisinde olmayan seydi. izleyeni
heyecanlandiran, sahnelemeye gerilim katan, séylemi
zenginlestiren cansiz bir dekordu. Cogu zaman karanligin
icerisindeki istilaci glic, bazen de alt edilmesi gereken, yenilgisi
bir kahramanlik gésterisi olacak olan diismandi. Bati sanati,
Rénesans’tan modernizme kadar yeri geldiginde onu sehvetin
yuvasi, yeri geldiginde de toplumsal birlik adina yok edilmesi
gereken bir tehlike olarak gériinir kildi. Bati sinirlari icerisindeki
gerceklestirilemeyen her tiirli ahlaki eylem ancak
Yabancrnin varligiyla arzulandi. Bir diger
deyisle Yabanci, toplumsal mutabakat adina
‘arzu’yu 6rtbas etti.”

LEVENT GALIKOGLU, “MELEK YUZLU YABANCI”, SERGI KATALOGU,
AKBANK SANAT: iISTANBUL, 2006.

“Since the very beginning, art has always loved the
Stranger’s menacing and mysterious existence and
has incorporated into itself, as a kind of ‘negative
verifier’, the Stranger’s excesses that either lower the
average or blur appearances. The Stranger is always
something that art itself is inherently lacking in: an
inanimate decor that excites the viewer, adds tension
to the scene, and/or enriches the discourse; more often than not, an
insidious force invading from within the darkness but sometimes too
an enemy that must be overcome and whose defeat will become a
sign of heroism. From the Renaissance to modernism, Western art
depicted the Stranger both as a breeding ground of sensuality and,
when it suited its purposes, as a peril that needed to be destroyed in
the name of social unity. Every moral action that seemed otherwise
unattainable in Western society was held up as desirable on the
grounds of the existence of the Stranger. Or, to put it another way,
the Stranger cloaked ‘desire’ in the name of social consensus.”

LEVENT CALIKOGLU, “STRANGERS WITH ANGELIC FACES", TRANSLATED BY: ROBERT BRAGNER,
CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2006.

“Serginin Londra ayaginda on Tiirk, t¢ ingiliz
sanatcinin isleri bulunuyordu. istanbul'daki sergide
ise alti ingiliz, yedi Tiirk sanatgi var. Tabii eserlerde
tema her daim ayni: yabanci. Yalniz serginin
blinyesindeki eserler sanatcilarin 6zellikle yabanci
temasi lizerine calismasiyla cikmis eserler degil.
Sergi icin degil, daha 6nceden yapilmis bu eserler
Levent Calikoglu tarafindan secilmis. Calikoglu sergi
icin Londra’ya defalarca gidip atélye ziyaretleri
yapmanin yani sira, sanatcilar arasindaki olasi
yakinlasmalarin zeminini olusturmaya

calismis.”

MAHMUT HAMSICI, “BEYOGLU'NDA BIR MELEK YUZLU YABANCI”, RADIKAL,
14 HAZIRAN 2006,

= “The London branch of the exhibition
features artworks by three British and
ten Turkish artists, while the Istanbul
exhibition showcases the creations of
six British and seven Turkish artists.
The central theme of the artworks
remains consistent: the foreigner.
The artworks on display were not specifically
created in response to this theme; rather, they were
pre-existing pieces selected by Levent Calikoglu. In
preparation for the exhibition and to foster potential
connections among the artists, Calikoglu made several
visits to the London workshop.”

MAHMUT HAMSICI, “AN ANGLE-FACED FOREIGNER IN BEYOGLU”, RADIKAL, 14 JUNE 2006.
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Ali Demirel, W..., Deneysel video Experimental video, DV, 6’30”, PSI
Performer miizigi ile With music of PSI Performer, 2001. Installation, 2006.

Giil llgaz, Annemin Odasi My Mother's Room, Enstalasyon

Paul Eachus, (solda) Provalar Rehearsals, Aliminyum tzerine renkli baski Shona lllingworth, Talim Drill, Video ve ses calismasi Video and

C-type print on aluminium, 179x125 cm, 2005; (sagda) Gegici Olaylar, sound work, 2002, The Arts Council destegiyle gerceklestirilmistir
Funded by The Arts Council. Courtesy of the Artist and Galleria

renkli baski C-type print on aluminium, 175x125 cm, 2006. Pianissimo, Milan.

Ongoériilen Hatalar Provisional Events, Foreseen Errors, Aliminyum Uzerine

Denizhan Ozer, Aktér The Actor, Video, 2006. Harold Offeh, Mammy Olmak Being Mammy, 2004-2006, Bristol
tarafindan siparis edilmistir Commissioned by Picture This, Bristol.

BiR iCGORU MEKANI | A SPACE OF INSIGHT

Rachel Lowe, isimsiz Untitled (Ohio), Duvar resmi Simon Faithfull, 44’ten bir kare Still from 44, DVD, Dryden Goodwin, Gériiniir Kilma Reveal, 15', Kisa film
ve super-8 projeksiyonu ile enstalasyon Installation 2005. Short film, 2003, Picture This, Bristol tarafindan siparis
with wall-painting and super-8 projection, 1999. edilmistir Commissioned by Picture This, Bristol.

Ergin Cavusoglu, Lisid Riyalar Lucid Dreams, Neriman Polat, 16, Foto-Yerlestirme Seza Paker, Exercise, 2004.

Boyutlar degiskendir Dimensions variable, iki ekranl Photo-Installation, 2006.
video enstalasyonu, iki kanalli ses Two screen video

installation, two channels sound, 8'47”, siirekli tekrar

continuous loop, 2005, Haunch of Vension, Londra

izniyle Courtesy Haunch of Vension, London.

Pinar Yolacan, isimsiz Untitled, Renkli baski C-print, 40x26 5/8 in¢ inches,
2001, Rivington Arms Gallery, New York izniyle Courtesy of Rivington Arms

Gallery, New York.
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“Bu imajlar karsisinda kaygi, yabancilasma ve nedensiz

bir sorumluluk duygusu hissetmemiz istenmez. Bugliniin
diinyasinda psikopatalojisi bozuk bireylere ragbet ve yer
yok. Daha cok parodi boyutunda bir deneyim, kimligin
siddetli bir sekilde disavurumu ve séylem labirentinde
kaybolmamiz beklenir. Buna, gérseli goriince elektrik akimi
almis gibi harekete gecmesi istenilen bir birey davranisi

da diyebiliriz. Arada bir, izledigimizden baska her seyin
degersizlestigini dlistinmemiz istenir, ama bu tipki hayatin
gelip geciciligini bilmek gibi ufak bir yarilmadir sadece.
Hemen ardindan bir abarti esliginde telafisi mimkiin
olmayan bir yliceltme performansi sergilememiz
beklenir. Yasamsal enerji siirekli parlatilmali
ki, normdan kopma bir siire sonra telafi
edilebilecek bir bosluk olustursun.”

LEVENT GALIKOGLU, “SEYIRLIK IMAJLARIN HEYKELLERI",
SERGI KATALOGU, AKBANK SANAT: ISTANBUL, 2007.

“When confronted by these images what is not
wanted of us is that we should have feelings of
anxiety, alienation, or superfluous responsibility.
In today’s world there is no demand or place for
individuals whose psychopathology is defective.
What is more expected of us is that we should
become lost in an experience along the dimension of

parody, in a violent expression of identity, and in a labyrinth of
discourse. We may also call this the behavior of an individual
who is to be set in motion as if given an electric shock. Once
in a while it is desirable that we suppose that everything is
worthless-expect of course for the thing we're viewing-but
that is just a small crack in the structure, rather like knowing
that life is something transitory and immediately afterward
we are expected to put on a display of irremediable exaltation
to the accompaniment of some hype or other. The vital energy
must be continuously burnished so that breaking away from
the norm after a while can create an emptiness that can be
made good.”

LEVENT CALIKOGLU, “EFFIGIES OF THE IMAGES OF SPECTACLE”, TRANSLATED BY: ROBERT BRAGNER,
CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2007.

“Bir medya olmak istiyorum,” diye seslenmistir bize
sanatci Wang Du, tipki Warhol'un ‘Bir makina olmak
istiyorum,” demis oldugu gibi. Kapitalizmin giliniimiizde,
birlikte isledigini iddia edebilecegimiz Pop diinyasinin
analizini yapmaz Wang Du, ama imajlarini ikonlastirmaya
calisan medyadan temelliik edilmis imajlarini yeniden
tireterek, onlara elestirel bir varlik kazandirir: Gic boyutlu
bir imajin varligini. Bizi disiinmeye dogru itmekten
gecen bu iligskinin lic boyutlulasan heykellerden

gectigini gérmeye baslayabiliriz. Pop diinyasi, medya

ve kapitalizmin tclii iliskisi icinde yer almaya
baslayan bu imajlar, aslinda bu iliskiyi de bize
en humoristik sekliyle acarlar.”

ALi AKAY, “WANG DU'NUN HUMOR DOLU DUNYASI", SERGi KATALOGU,
AKBANK SANAT: iSTANBUL, 2007.

“l want to be a media’ artist Wang Du
says to us; just like Warhol once said ‘I
want to be a machine’. Wang Du makes
no analysis of the Pop world that
we might say operates jointly with
Capitalism nowadays. But he does
recreate his images taken possession of from
media that seek to turn its images into icons and in doing
so, he invests them with a critical existence: the existence
of a three-dimensional image. We begin to see that this
relationship that compels us to think passes through three-
dimensionalized sculptures. As they begin to take their place
within the triple relationship of the Pop world, media, and
capitalism, these images actually expose the relationship in
the most humorous way.”

ALi AKAY, “THE HUMOR-FILLED WORLD OF WANG DU”, TRANSLATED BY: ROBERT BRAGNER,
CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2007.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS
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MEKANSAL TASARIM
SPATIAL DESIGN
BASAK SENOVA

KONFERANS-ATOLYE-SUNUM

LECTURE-WORKSHOP-
PRESENTATION

LAILA EL-HADDAD
DAN PHIFFER

MUSHON ZER-AVIV
NAT MULLER

TECHNOLOGIES TO THE
PEOPLE

JALAL TOUFIC

“Mekadnla ilgili kabul géren herhangi bir algilamanin
tarihsellestirilmesi ve siyasallastiriimasi kacinilmazdir. Mekani
bireysel olarak algilamamiza ragmen, bu algiy1 kodlanmis
toplu ‘gerceklik’ olarak eszamanda tekrar isleriz. Yine de
bircok gerceklik vardir, dolayisiyla ‘kodlanmis olmasr’, ‘bir

tek’ tarih ve/veya bellek yaratmak icin yeterli degildir. Ayni
mantikla, herhangi bir sey kaydetmenin miimkiin olabilecegini
diisiinmek yaniltici olur. Kaydetmek 6znel bir eylemdir; her

bir kayit, islenmemis verinin tiimiiyle gelismis bir sonuca
donustiirtilmesini gerektirir ve bu sonucun her zaman icin
sinirlari belirlenmistir. Tekrar harekete gecebilen tek algs,
mekdanin yarattigi degil, bizim kodlanmis gercekliklerimizle

ve olaylarla 6riilii ‘yapilandiriimis’ bellegimizle olusandir.
Herhangi bir taniml ‘mekan’ devamli degisim

icindedir —hizi ne olursa olsun. Ne var ki, bu

tanim bizim gercekliklerimizi, dlinyayi nasil \‘
algilayacagimizi, hayatimizi bu gerceklikler "\

lizerinden nasil yasayacagimizi belirler.” \

BASAK SENOVA, “KAYITSIZ”, SERGI KITABI (ED. BASAK SENOVA),
AKBANK SANAT: iSTANBUL, 2008, S. 33-40.

“It is inevitable for any affirmative perception of

space to be historicized and politicized. Indeed,

we do perceive any aspect of a space ‘individually’,

but simultaneously re-process this perception as =
coded collective ‘reality’. Yet, there are multiple e
realities, therefore being ‘coded’ is not enough to
produce ‘a single’ history and/or memory. In the same line of
thought, to subscribe to any kind of ‘recording’ would also be an
illusionary act. Recording is a subjective act as each recording
requires a transformation of raw data into a fully enhanced result
and this result is always framed. The only perception that can

be re-enacted derives from our coded realities and from our own
‘constructed’ memory of events, not necessarily constituent of
‘spaces’. Any defined ‘space’ is in a flux pf change —whatever its
pace. Yet, the very definition determines our realities, how we
perceive the world, and live our life through these realities.”

BASAK SENOVA, “UNRECORDED”, TRANSLATED BY: NUSIN ODELLI, BOOK OF THE EXHIBITION
(ED. BASAK SENOVA), AKBANK SANAT: ISTANBUL, 2008, S. 33-40.

“Kayitsiz/Unrecorded baslikli karma glincel sanat
sergisi, mekdan ve zamana hic¢ de éyle kayitsiz
degil aslinda. Etkinligin, lizerine cok diistintldigii
asikdar karanlik mekan kurgusu, kisiyi bir ‘imlec’ten
farksizlastirarak tesadifi bir tasarimin biinyesindeki
farkli bilgi 6bekleriyle bas basa birakmasi acisindan
6zgur bir tecriibe firsati yaratiyor. Sergideki islerin ‘link’
ya da kiinyeleri, mekdnda akar kirmizi elektro metinlerle
ziyaretcilere bildirilirken, bu deneyimin dogaclama
glizergah noktalar1 da kirmizi isikgiklarla bizlerin 6niine
serilmis. internet fenomeninden ¢ok sey edindigi belli
olan sergi, bu yénliyle her seferinde farkl bir
tura ya da deneyime imkdan taniyarak kendi
kendisini de glincelleme zemini yaratmis
oldugu duygusunu aktariyor.”

RAHSAN ATASOY, “KAYITSIZ KALMAYAN BiR SERGI", MILLIYET SANAT,
NiSAN 2008.

“The mixed contemporary art exhibition
titled ‘Kayitsiz/Unrecorded’ does not take
space and thought lightly. The deliberate
g‘?ﬂ&.’% | choice of a darkened exhibition space
e provides a well-considered opportunity
et for an unrestricted experience. In this
setting, it blurs the line between the visitor and
a ‘cursor’, while presenting fragments of knowledge in a
sporadic arrangement. The ‘links’ or tags associated with
the artworks are highlighted to the viewer using flowing red
electronic text, and the improvised path of this experience
is illuminated by miniature red lights. Undoubtedly drawing
inspiration from the internet phenomenon, the exhibition
offers a unique and ever-evolving experience with each
visit, suggesting that it establishes the groundwork for
continual updates.”

RAHSAN ATASOY, “AN EXHIBITION THAT CANNOT REMAIN INDIFFERENT", MILLIYET SANAT, APRIL 2008
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Kati London-Thomas Duc-Laila El-Haddad-Dan Phiffer-Mushon Zer-Aviv, Zhou Hongxiang, Kirmizi Bayrak Dalgalanir The Red Flag Flies
Burada Degilsiniz You Are Not Here, 2006-2008. (Honggi Piao), 2003.

Sergiden goriniim A view of the exhibition

Kate Armstrong, Yol Path, 12 Ciltlik Bir Kitap Calismasi A Generative
Bookwork in 12 Volumes, 2008.

Banu Cennetoglu, Aksak isleyenler #6 Dsyfunctionals #6, 2003-2008.
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“Bu proje —Berlin'deki Tiirk géciiniin kalbinde— Kreuzberg
Miizesi'ndeki bir ‘mahalle’ arsivini, yerel ticari fotograf
stlidyolari, gazeteler ve camilerin, yani yasayan siradan bir
toplulugun kayitlarini iceren arastirmayla birlikte baslad. (...)
Bu projedeki sanatgilar bize neyle tanimlandigimizi, baglarimizin
neler oldugunu sorar. Bati Avrupali gézlere gére, 6rnegin, Turk
kiiltlirinde mekdn daha geleneksel olarak toplumsal cinsiyete
gore belirlenmis gibi géziikiir ~erkek ve kadinin, ailenin, 6zel ve
kamusalin daha kaba bir ayrimi. Fakat bu nitelikler olmaksizin
pek cok géecmen topluluk, uluslararasi kapitalizmin yabanci,
parcalara ayrilmis i¢ kentlerinde hayatta kalamaz. Ote
yandan pek ¢cok genc sanatci, coklu kimliklere,
temelde farkh kiiltirlerden catallanan
tarihlere sahip. isleri, yeni kusaklarin ifadenin
ve 6zglirliiglin yeni bicimlerini neredeyse
kaybolan geleneklerin 6zlemleriyle birlestirerek
1960’lardan ve 1970’lerden kalan kimlik ve
entegrasyon politikalarina yeni perspektifler
getirdiklerini distiindiirliyor.”

PETER CROSS, LEVENT GALIKOGLU, ALICE SHARP, “GiRiS”, CEV. TUGBA DOGAN,
SELIN DINGILOGLU, SERGI KITABI (ED. BARIS TUT, PETER CROSS),
AKBANK SANAT: iSTANBUL, 2009.

“This project began with research at the Kreuzberg
Museum, in the heart of Turkish immigration in Berlin, a
‘neighborhood’ archive including the records of local commercial
photographic studios, newspapers and mosques; records of a living,
ordinary community. (...) The artists in this project ask us who we
identify with, what our alliances. To West European eyes, for example,
Turkish culture seems to have a more traditionally gendered sense of
space, a more rigid separation of the male and the female, the family,
the public and private. But without these qualities, many immigrant
communities would not survive in the alien, atomized inner cities of
international capitalism. Many young artists, on the other hand, have
multiple identities, histories spanning radically different cultures.
Their work suggests that new generations bring new perspectives to
the politics of identity and integration surviving from the 1960’s and
70’s, combining new forms of expressions and freedom with longings
for almost lost traditions.”

PETER CROSS, LEVENT CALIKOGLU, ALICE SHARP, “INTRODUCTION”, TRANSLATED BY: TUGBA DOGAN,
SELIN DINGILOGLU, BOOK OF THE EXHIBITION (ED. BARIS TUT, PETER CROSS), AKBANK SANAT: ISTANBUL, 2006.

“Almanya, Bliylik Britanya ve Tirkiye'den sanatcilar,
son 50 yilda gécle baglantili temalari ortaya
koyuyor. Bir kez planlandigi ve gerceklestirildigi
anda gé¢, Almanya’nin misafir is¢ci programlari
gibi, diinya 6lceginde siirekli hareket halindeki
milyonlarca insani kapsayan kiiresel bir olgu hdline
geldi. Gége, siyasi diislinceyi ve toplumsal hissiyati
sekillendiren, ulusluk fikrini ve kimlige iliskin 6znel
algry1 dénistiren énemli bir soruna dénlsti. Geriye
 Déniisii Olmayan yolculuk projesinde yer
% alan 16 sanatcinin cogu, géecmen kdkenli.
A Hepsi lilkelerarasi insan degisiminin ve
arzunun bu calkantili ve parcali alaninda
Gretiyorlar.”

HURRIYET CUMARTESI KEYF EKi, 12 EYLUL 2006.

~ “Artists from Germany, Great Britain,

= and Turkey, have explored themes
related to migration for the past 50

” years. Migration, initially planned and
executed, has evolved into a global
phenomenon impacting millions worldwide,
reminiscent of the guest worker programs in Germany.
As migration continues to shape political ideologies
and influence social sentiments, it has become a
significant issue that challenges traditional notions of
nationhood and the intricate perceptions of identity.

A majority of the 16 artists featured in Journeys with
No Return” have immigrant backgrounds, creating their
works within this tumultuous and fragmented realm

of international exchange, encompassing both human
experiences and desires.”

HURRIYET CUMARTESI KEYF SUPPLEMENT, 12 SEPTEMBER 2006.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS
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CLAUDE CLOSKY

YAZI MI TURA MI
HEAD OR TAILS

16 OCAK | JANUARY

& MART | MARCH

YOLLARI
CATALLANAN
BAHGE

THE GARDEN OF
FORKING PATHS
23 MART | MARCH

8 MAYIS | MAY

(iSTANBUL)
TRANSIT
(ISTANBUL) TRANSIT
27 MART | MARCH

24 NISAN | APRIL

(iISTANBUL)
TRANSIT-TOPOS
(ISTANBUL) TRANSIT-
TOPQS

26 MAYIS | MAY
3 TEMMUZ | JULY

29. GUNUMUZ
SANATCILARI
iSTANBUL SERGiISIi
THE 29™
CONTEMPORARY
ARTISTS ISTANBUL
EXHIBITION

22 TEMMUZ | JULY
28 AGUSTOS | AUGUST

iSTANBULUN RiTMi
THE RHYTM OF
ISTANBUL

18 EYLUL | SEPTEMBER

30 EKIiM | OCTOBER

TOBIAS REHBERGER

BUYUK BiR
KENTTEKiI KUGUK
PROBLEMLER
MINOR PROBLEMS IN
A MAJOR CITY

26 KASIM | NOVEMBER 2010
8 OCAK | JANUARY 2011

ISTANBUL'UN RITMI
THE RHYTHM OF ISTANBUL

18 EYLUL | SEPTEMBER
30 EKIiM | OCTOBER
AKBANK SANAT

KURATOR | CURATOR SANATCILAR

GISELA WINKELHOFER ARTISTS
ANGELA BULLOCH
PETER KOGLER
JULIAN OPIE
TONY OURSLER
STEPHAN REUSSE
ELISABETH WALLNER

BiR iGGORU MEKANI | A SPACE OF INSIGHT

“Son yillarda Prag’in kamusal alanlarinda pek cok
serginin kiiratorliigiinii yaptim. Cagdas sanatta nispeten
daha yeni olup gelecek vadeden kentlerde 6zel bir
dénemi veya olayi kutlamak lizere yapilacak olaganiisti
gosterilere her zaman ilgi duydum. Bu tiir kentlerdeki
cagdas sanat yasami, cagdas sanatin oturmus oldugu
kentlerden cok daha dinamiktir. Bu dinamik stireclerin
icinde yer almak, her zaman icin zorlu bir firsat teskil
eder. Dolayisiyla dikkatimi tarihi, kiiltird, glzelligi,
kulturel mirasi, dost canlihgi ve misafirperverligi,
dinamik ve 6zgiin havasiyla son derece
ilging bir sehir olan istanbul'a cevirdim.
istanbul, pek cok acidan cok farkli
diizlemleri olan, Avrupa’nin en biiyiik
metropolii, en canli ve dinamik cagdas
sanat sehridir.”

GISELA WINKELHOFER, “lSTANBULUN RIiTMi", CEV. SELIN DINGILOGLU -
NUSIN ODELLI, SERGI KATALOGU, AKBANK SANAT: ISTANBUL, 2010.

“Over the last years | have curated several
exhibitions in public spaces in Prague. My
interest has always focused on the presentation
of extraordinary shows in celebration of a special

period of time or occasion related to up-and-coming

cities. The contemporary art scenes in such cities are

more dynamic than that in established ones. It is always

a challenge to be a part of these dynamic processes.
Consequently, my focus turned to Istanbul, which is very
fascinating with its history, culture, beauty, cultural heritage,
friendliness and hospitality, dynamic and unique atmosphere.
Istanbul is the biggest metropolis in Europe, with many cuts
at very different levels, and the most vibrant and dynamic
contemporary art city in Europe.”

GISELA WINKELHOFER, “THE RHYTHM OF ISTANBUL", TRANSLATED BY: SELIN DINGILOGLU - NUSIN ODELLI,
CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2010.

“Taksim'de Akbank Sanat Galerisi'nde 30 Ekim’e kadar
izlenebilecek olan sergiye sanatcilar, istanbul igin yeni ve
6zgilin calismalariyla katildilar. Stephan Reusse’in eseri
sporcuyla dansciyi cagristiran Dansgl, istanbul Ritmi'ni
belki de en cok hissettiriyor. Sanatcilar arasinda yer alan
énemli bir isim de 4. istanbul Bienali'nde eserini begeniyle
izledigimiz Tony Oursler. Aya irini Miizesi'nde Korku isimli isi
sergilenen Oursler’in kilisenin kubbesinde tiim olup biteni
izleyen g6z kamastiran gézlerinden biri bienalin en
cok ilgi ceken calismalarindandi. izleyici dikizleyen
gozleri, izlemeye geleni izliyor, izleyenin géziyle
bulusuyordu.”

“ISTANBULUN RITMi SERGISi ACILDI", CUMHURIYET, 18 EYLUL 2010.

“Artists have come together for the exhibition
at Taksim Akbank Art Gallery, which will run
until October 30*, showcasing their new
and uniquely crafted works, specifically
produced for Istanbul. One notable

piece that resonates with the ‘Rhythms
of Istanbul’ is Dancer by Stephan Reusse,
which evokes both a sportsperson and a dancer. Another
significant contributor to the exhibition is Tony Oursler,
whose work in the 4t Istanbul Biennial received acclaim.
Oursler’s piece Fear, previously displayed in Hagia Irene
Museum with one of his captivating eyes peering down from
the church’s dome, stood out as one of the most memorable
pieces of the biennial. His eyes engaged the audience,
tracking their movements and locking gazes.”

“RHYTM OF ISTANBUL EXHIBITION OPENS IN ISTANBUL', CUMHURIYET, 18 SEPTEMBER 2010.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS
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Elisabeth Wallner, Metamorfoz Metamorphosis, Video (6 dk min loop), 2001. Peter Kogler, isimsiz Untitled, Bilgisayar animasyonu projeksiyonu Tony Oursler, Marlboro American Spirit Parliament Marlboro Camel Stephan Reusse, Dominique, Lazer yansitma Laser scanning, 2009.
Computer animation projection, 2010. Winston Salem Marlboro Camel, 152x18x18 cm (her bir sigara
each piece of cigarette), Karisik teknik (sigara lizerine projeksiyon)
Mixed media (projection on cigarettes), 2009.

Angela Bulloch, 8 Sapkin Pikselin ilerleyisi Il Progression of 8 Perverted Pixels Il, 52x52x52 cm -

62x70x62 cm, 7 tane DMX modili module, 1 tane siyah kutu modiill 1 black box module,
Julian Opie, Rod ve Verity Yuritrken Rod and Verity

Walking, 128x75x7.3 cm, Bilgisayar filmi-55 in¢ LCD
ekran-PC Computer film-55 inch LCD screen-PC, 2010.

pleksiglas plexiglass, basili aliminyum levha printed aluminium plate, DMX kablosu DMX cable,
RGB i1siklandirma sistemi RGB lighting system, DMX kontrol masasi DMX controller, 2008.

BiR iQGéRU MEKANI | A SPACE OF INSIGHT AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS



MOUNIR FATMI

MEGALOPOLLER
MEGALOPOLIS

26 OCAK | JANUARY

19 MART-MARCH

SOCIETE REALISTE
BiNALARIN
ARASINDAKI SEHIR
THE CITY AMIDST THE
BUILDINGS

26 MART | MARCH

7MAYIS | MAY

SUREKLI
CESITLENMELER
CONTINUOUS
VARIATIONS

18 MAYIS | MAY

18 HAZIRAN | JUNE

30. GUNUMUZ
SANATCILARI
iISTANBUL SERGiISI
THE 30™
CONTEMPORARY
ARTISTS ISTANBUL

EXHIBITION
6-30 TEMMUZ | JULY

BRUNO
SERRALONGUE
ZAMAN KAPSULU
TIME-CAPSULE

15 EYLUL | SEPTEMBER
28 EKiM | OCTOBER

JOHAN TAHON
BEYAZ
TOHUMLAYICILAR
WHITE SEEDERS

23 KASIM | NOVEMBER
31 ARALIK | DECEMBER

SOCIETE REALISTE
BINALARIN
ARASINDAKI SEHIR

THE CITY AMIDST
THE BUILDING

26 MART | MARCH
7 MAYIS | MAY
AKBANK SANAT

KURATOR | CURATOR
ALi AKAY

BiR iGGORU MEKANI | A SPACE OF INSIGHT

“insansiz ve sessiz-s6zsiiz imajlarin zincirlenmesinden
olusan bir film, bu anlamda, etkileri insanlarin yoklugunda
nasil verebilecektir? Aslinda, insanin yoklugu sadece
imajlarda ve tiim insan gériinmezliginde, halbuki
modernizmin duygusu bizi tamamen kapsamakta, icine
almakta. King Vidor'un filminden yola cikan Société
Réaliste kooperatifi, filmde binalar ile tariflenmis yeni
modern bir Olimpiya olarak géstermis oldugu sehrin
insanlarina ve mimarlarina bakmak yerine

‘binalarin arasindaki sehre’ bakiyor.” b éj&

ALI AKAY, “BINALARIN ARASINDAKI SEHIR”, SERGi KATALOGU, so P R
AKBANK SANAT: iSTANBUL, 2011. Y Qd
| . a&x&w
“How could a film made up of a chain S'OC‘ JKQ,G
“..Société Réaliste, an artists’ cooperative,

sounds or words convey its effects in the "‘-v,v So -
. e

of images devoid of people and without

absence of people? In fact, it is only the | et
images in which people are absent, however 'v 4
a feeling of modernity in the absence of 1
people encapsulates and contains the viewer. 1
Stemming from King Vidor’s film, the artist \
initiative Société Réaliste is looking at ‘the

city amidst the buildings’ instead of the people and the
architects of the city as a new modern Olympia defined by
buildings in the film.”

ALi AKAY, “THE CITY AMIDST THE BUILDINGS”, TRANSLATED BY: YiGIiT ADAM, CATALOGUE OF
THE EXHIBITION, AKBANK SANAT: iISTANBUL, 2011.

“...bir sanateci kooperatifi olan Société Réaliste, Akbank
Sanat Galerisi'nde Fransiz sosyolog Gabriel Tarde'in
bakis acisi lizerinden gelisen bir isim altinda calisacak.
Bu kooperatif, sehrin insanlarina ve mimarlarina
bakmak yerine ‘binalarin arasindaki sehre’ bakiyor.
Sehir, modernizmin ylikseldigi New York’un Il. Dinya
Savasi sonrasindaki devasa biylimesini ele alan
King Vidor'un filmine génderme yapiyor ve

¢, bir miidahale ve saptirmayla gerceklesiyor.

éb insanlarindan ve onlarin sézlerinden arindiriimis
olan imajlarda sehir kendi basina varolan bir

\ € dekor gibi g6ziimiiziin 6nilinden geciyor.”

t' BASIN BULTENINDEN, MART 2011.

will be presenting their work at Akbank
L N Gallery, inspired by the perspective
of the French sociologist Gabriel Tarde.
This cooperative ‘directs its focus towards
the urban landscape, framed by buildings’, rather than
the individuals or architects inhabiting it. Their exploration
in The City draws inspiration from the movie of King Vidor,
depicting the post-World War Il growth of New York during
the era of rising modernism. This narrative serves as both
an intervention and a deviation, presenting a visual journey
through the cityscape, portrayed as a backdrop devoid of its
residents and their voices.”

EXCERPT FROM THE PRESS RELEASE, MARCH 2011.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS
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SOLO SNOW:
WORKS OF
MICHAEL SNOW

18 OCAK [ JANUARY
25 SUBAT | FEBRUARY

HESAPLASMA
AFTERMATH
TERIMART | MARCH

17 MAYIS | MAY

MAUREEN CONNOR
CELISKILER
CONTRADICTIONS

31 MAYIS | MAY

28 TEMMUZ | JUNE

ALLAN SEKULA
BiRLESMEYEN

FIiLMLER
DISASSEMBLED MOVIES

197242012
12 EYLUL'| SEPTEMBER
31 EKIM | OCTOBER

MAGDALENA
ABAKANOWICZ
iINSANLIK SERUVENI
THE HUMAN ADVENTURE

20 KASIM | NOVEMBER 2012
30 OCAK | JANUARY 2013

MAGDALENA
ABAKANOWICZ
INSANLIK
SERUVENI

THE HUMAN
ADVENTURE

20 KASIM | NOVEMBER 2012

30 OCAK | JANUARY 2013
AKBANK SANAT

KURATOR | CURATOR
HASAN BULENT KAHRAMAN

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Magdalena Abakanowicz’in bu sergide yer alan heykelleri iki biiylik
gercekligin altini ciziyor. Bu heykeller hem biitiin bir heykel tarihinin
birikimini soguruyor, hem de bizi son derecede dramatik bir anlatinin
esiginde, heykelin plastiginden dogan gerilimlerle insanin evrensel
gercekligini yeniden diislinmeye itiyor. Abakanowicz’in izleyeni ¢carpan,
lirperten, sarsan heykelleri s6z konusu oldugunda bu iki olgunun
birbirinden kopuk, birbirinden bagimsiz iki farkli diizlem olmadigi, tersine
birbirini besleyen ve izleyici bakimindan eszamanli olarak tiireyen iki olgu
oldugunu hemen belirtmek gerekir. Heykellerin plastigi ve figiiri daima
zorlayan gerilimleriyle, izleyicinin bir anlati olarak onlardan tiirettigi
yorumlar bizi cok farkh bir esige, sanat yapitinin nicin tiretildigi sorusuna
varacak kadar zorlamakta. Ne var ki, bu soru da tek boyutlu degil.

Ciinki sanat yapitinin nicin tretildigi sorusu insanin tarih icindeki
seriiveninden kopuk bir bicimde ele alinamaz. Aksine
ancak insanin yeryiziindeki biiylik seriiveni ﬂ:\ﬁg,\\ At
distinildigitinde bu soruya daha anlamli yanitlar
iiretilebilir.”

HASAN BULENT KAHRAMAN, “INSANIN YASAMISLIGININ MUHRU: L
MAGDALENA ABAKANOWICZ'IN HEYKELLERINDE iINSAN SERUVENI",
SERGI KATALOGU, AKBANK SANAT: ISTANBUL, 2012. \\

“Magdalena Abakanowicz’s sculptures in this
exhibition underscore two great realities. On the
one hand they grasp the history of sculpture in its \
entirety; on the other they compel us to rethink the !
universal human reality through tensions arising from the %
plasticity of sculpture at the threshold of an extremely '
dramatic narrative. When the subject is Abakanowicz’s sculptures,

which are at once striking, chilling, and shocking for a viewer, one must
immediately point out that these two realities are by no means two
different planes that are either disconnected from or independent of one
another but, on the contrary, represent two phenomena that nourish each
other and, insofar as the viewer is concerned, emerge simultaneously.
Through tensions which constantly force the boundaries of the plasticity
and figurativeness of sculpture, the narrative interpretations that the
viewer derives from these works compel us in a quite different direction
that leads ultimately to the question of why a work of art is created.
However not even this question is one-dimensional: for the question

of why a work of art is created cannot be addressed in any way that is
divorced from the human historical adventure. On the contrary: it is only
when the great human adventure on this planet is considered does it
become possible to respond more meaningfully to this question.”

HASAN BULENT KAHRAMAN, “THE SEAL OF HUMAN EXISTENCE: THE HUMAN ADVENTURE IN MAGDALENA ABAKANOWICZ'S SCULPTURE”,
TRANSLATED BY: YiGIT ADAM, CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2012

“Sanatcinin ellerinin isin icinde oldugunu
s6ylerken bu sadece Abakanowicz'in onlari,
ister atdlyesinde ister belirli baska bir yerde,
heykeltiraslarin kullandigi malzemeler olan
kumas, metal, tas veya camur kullanarak
yaratmis olmasindan kaynaklanmamakta.
Ve ne de her bir isi tekil bir is olarak
yapmasindan, islerinin 6nemli bir 6zelligi
olan ayni kalipla asla birden cok dékiim
yapmamasindan da kaynaklanmamakta.
Bunun sebebi islerinde ellerinin varliginin
her zaman géze gériniir bir sekilde

~7,  hissediliyor olmasinda. Yarattig

nesnelere bakilacak her bir acida
elinin dokusunu ve gériintiimiinii fark
edebiliriz. Yani bir yandan herhangi
bir nesneye genel seklini verirken,
mesela bir bedene ya da kusa, bir
yandan da onun yiizeyinin her bir
santimetresine dokunarak kendi
6zel ve derin kisisel duyarhgini
5 555‘" \ da nesneye asilar.”

MARY JANE JACOB, “SANATCININ ELI",
CEV. ROBERT BRAGNER - YiGiT ADAM, SERGi KATALOGU,
AKBANK SANAT: iISTANBUL, 2012.

“This artist’s hand is in the works she makes not
only because Abakanowicz has literally created
them, whether in the studio or on site, using
the sculptor’'s materials of cloth, metal, stone,
or clay. It is not just because she makes each
as an individual, important for she never casts
from the same mold in multiples. It is because
her hand is always visible evident. We see it

in the texture and look of each aspect of her
objects created. So while she gives an overall
form to an object, say the shape of a body or a
bird, at the same time she also touches every
centimeter of the surface, imbuing it with her
particular, deeply personal sensibility.”

MARY JANE JACOB, “THE ARTIST'S HAND", CATALOGUE OF
THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2012.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS



Coexistence, Cuval bezi Burlap, 2002.

From the cycle “Hoofed Mammal Heads”-Artubek, Bronz Bronze, 1989-1990.

Uccello 6, 183x119.4x1194 cm, Aliminyum Aluminum,
1999.

Standing Figures, 167.6x51x28 cm, Bronz Bronze, 2000.

Anonymous Portrait from the Incarnations Cycle, 63.5x15x10 cm, Bronz Bronze, 1985.
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BASKALARININ
HAYATI: TEKRAR VE
HAYATTA KALMA
ULUSLARARASI
KURATOR
YARISMASI

THE LIFE OF OTHERS:
REPETITION AND
SURVIVAL
INTERNATIONAL
CURATOR COMPETITION

20 SUBAT | FEBRUARY
27 NiSAN' | APRIL

AKBANK GUNUMUZ
SANATCILARI
ODULU SERGiISi
AKBANK
CONTEMPORARY
ARTISTS PRIZE
EXHIBITION

23 MAYIS | MAY

12.EKIM | OCTOBER

SiYAH, BEYAZ VE
COK RENKLI
AKBANK SANAT
BASKI ATOLYESI
SERGISI

BLACK, WHITE &
MULTICOLOUR
AKBANK SANAT PRINT
STUDIO EXHIBITION

7KASIM | NOVEMBER
7 ARALIK | DECEMBER

SiYAH, BEYAZ
VE COK RENKLI

BLACK, WHITE &
MULTICOLOUR

7 KASIM | NOVEMBER
7 ARALIK | DECEMBER
AKBANK SANAT

SECKIi | SELECTION
HASAN BULENT KAHRAMAN

SANATCILAR | ARTISTS

MURAT AKAGUNDUZ, YONCA AKBIYIK, ERDAG AKSEL,
FEYZAN ALASYA, YURDAER ALTINTAS, RUHCAN ADIL,
TURAN AKSOY, OZDEMIR ALTAN, MURAT ALTINTAS,
MUSTAFA ATA, TOMUR ATAGOK, FIGEN AYDINTASBAS,
HABiP AYDOGDU, SEMiH BALCIOGLU, ARZU BASARAN,
HALIS BASARIR, BEYZA BOYNUDELIK, TULAY TURA
BORTECENE, ZAHIT BUYUKiISLEYEN, TANER CEYLAN,
ANTONIO COSENTINO, ALTAN CELEM, ESiN CITON, ADNAN
COKER, iSMET DEGIRMENCI, TANJU DEMIRCi, SINAN
DEMIRTAS, UTKU DERVENT, SAVASTIN DiMiTRI, SADi
DIiREN, iSMET DOGAN, iPEK DUBEN, SECIL EREL, BAHAR
ERIN, iNCi EVINER, ALi TEOMAN GERMANER (ALOS),
SINAN GOKSEL, MEHMET GURELi, ANDAC GURSOY, OTTO
HERBERT HAJEK, MUSTAFA HORASAN, iSMAIL iLHAN,
iPEK INAL, ERGIN iNAN, BALKAN NACi iSLIMYELI, ASIM
iSLER, CANER KARAVIT, SEYDi MURAT KOG, ALi KONYALI,
TEMUR KORAN, NURIi KUZUCAN, TULIN ONAT, FERHAT
OZATAR, ASLI OZOK, MUSTAFA PANCAR, NERIMAN POLAT,
NiLGUN SABAR, EKIiN SACLIOGLU, TAYFUR SANLIMAN,
CAGRI SARAY, AHMET SARI, METE SAVASAN, TURKAN
SILAY RADOR, MEHMET SLEZOVIC, SEMIRAMIiS SOKUL,
HALE SONTAS, GUROL SGZEN, BAHAR

SUSUR, YUSUF TAKTAK, EDA TEKCAN,

MUZAFFER TiRE, DEMET YERSEL, NiL YALTER,
SELAHATTIN YILDIRIM, NALAN YIRTMAGC

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Akbank Sanat’in 20 yillik bir tarihi kusatan bu cabasi
biiylk bir cesitliligi kucakliyor. Yapitlarin bir arada dile
getirdigi 6nemli kosullardan biri de bu: cesitlilik. Buna
cogulculuk demek de kabildir. Gercekten de bu serginin
dile getirdigi ve 6nce cikardigi en 6nemli olgulardan biri
budur. Yillarca daha ziyade resme zemin olan bilincini
hazirlamakla mesgul Tirk gérselligi ifade diizeyinde
dogal bazi daralmalari yasarken 1990’lardan baslayarak
son derece zengin bir tercih cesitliligine erismekteydi.
Bu cogulculugun gérsel ylizeyi her anlamda kapsamasi
demekti. Simdi bu sergide yer alan Uslup, tarz,

tutum, sorunsal diye bakildiginda s6z

“Akbank Sanat biinyesindeki Ozgiin Baskiresim
Atélyesi'nde 20 yili askin bir siiredir Turkiye'nin 6nde
gelen sanatcilarina serigrafi ve litografi baskiresim
yapabilme imkdni sunulmaktadir. Amacimiz litografi ve
serigrafi baskiresim teknigi ile sanateilarin yapitlarindan
bir koleksiyon olusturmaktir. Ozgiin baskiresim, adindan
da anlasilacagi gibi sinirli sayida liretilen ve her baskinin
numaralanarak, sanatc¢inin imzasi ile hazirlandigi bir
baski teknigidir. Sanat¢inin kendisi tarafindan her renk
icin ayn bir kalip cizilip hazirlandigi ve kaliplarin
sanatcinin yonetiminde tek tek basilmasi ile
gerceklestirildigi bir tekniktir. Bu sergide,

konusu cesitliligin diizeyi ve dlciileri m:ﬁfﬁ:ﬁf‘“w ﬂﬂ‘ﬂ‘m yaklasik yirmi yildir Ozgiin Baskiresim
rahatlikla gézlemlenebiliyor.” %ﬁ%‘"ﬁﬁﬂ‘ Atélyesi'nde yapilan calismalardan bir
HASAN BULENT KAHRAMAN, “SiYAH, BEYAZ VE GOK RENKLI", "m 7 \E sec;ki sunulmaktadir.”
SERGI KATALOGU, AKBANK SANAT: iSTANBUL, 2013. -yan, he E!- cw ®\  BASIN BOLTENINDEN, KASIM 2013

e ot ™ o
“Thi ~ CO* | g, U\t
This ?ndeczvgr of Al\kbor;l.( ,tArt Cen‘lcare in \Nh‘tﬁf:l‘.h"‘"m‘ “The Original Printwork Studio,
grasping a £V yeariong history embraces a "ﬂ' affiliated with Akbank Sanat, has
great diversity. Another important condition 'g“m'ﬁ'&‘ﬁ; been providing prominent Turkish

e

that these works express when viewed

in conjunction is this: diversity. It will be
possible to call this pluralism. Indeed, one of
the most important facts that this exhibition
expresses and brings to the fore is this. While
Turkish visuality, rather busy preparing an awareness that
would be the ground for painting for many years, was going
through a natural contraction in terms of expression, from
the beginning of the 1990s it had started to achieve an
incredibly rich diversity of choice. This was pointing out
that every aspect of the visual surface was being covered
by pluralism. Now, it is easily possible to observe the level
and scope of this diversity by viewing this exhibition
through the styles, genres, attitudes and problematics
involved in the works.”

HASAN BULENT KAHRAMAN, “BLACK, WHITE & MULTICOLOUR", TRANSLATED BY: YiGIiT ADAM
CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2013.

e artists with the opportunity to

—_ create serigraphy and lithography for
over two decades. Our primary aim is to curate
a collection of artworks crafted by these artists utilizing
lithography and serigraphy techniques.
Original lithography, as the name suggests, is a printmaking
technique that involves producing a limited number of
pieces, each of which numbered and signed by the artist.
The artist meticulously creates a separate mold for each
color, and these are printed one by one, under the artist’s
supervision. This exhibition also showcases a selection of
artworks produced at Original Printwork Studio over the
past two decades.”

EXCERPT FROM THE PRESS RELEASE, NOVEMBER 2013
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“Broodthaers’in iki 6nemli olguyu eszamanli olarak
gerceklestirdigini sdylemek miimkiin. Oncelikle sanatin bir

“Broodthaers’in sergide gériilebilecek eserleri
arasinda sanatcinin miizesinin 6nemli parcalarindan

heteronomi, bir ikili bagimhilik iliskisi icinde cereyan edebildigine, olan kartal siislemeli ayna bulunuyor. Ayna
ettigine doniik epistemolojik kabuliin kapisini ardina kadar acti. galeriyi ve eserleri gosterirken ziyaretciyi de

Dil ve gorsellik, mekdn ve zaman, sanat ve nesne bu baglamda kendi yansimasiyla bas basa birakiyor. Bu eserle
birbirini tamamlayan, birbirinden koparilamayan unsurlar olarak sanatin sergilendigi kurumlarin ve ziyaretcinin
kabul edildi. ikincisi, s6z konusu heteronomiyi éznellestirme ve rolii tartismaya aciliyor. (...) Broodthaers’in eserleri
tarihsellestirmeyle elde etti. Oznellik, Broodthaers’in yapitindaki bircok dnemli mizenin koleksiyonunda bulunuyor,

ana kurucu elemandi. Hatta her seyin kékeninde o vardi.
Tarihsellestirmeyi ise daima bir biling problemi olarak ele aldi.
Dil veya goérsellik, nesne veya mekan tarihin kendilerine sergiledi. Hasan Biilent Kahraman'in
ylikledigi anlamlarla ylkliydiiler. Broodthaers, s kuratorliigiinde Akbank Sanat’ta

o anlam yikiind, kendi 6znelligiyle asip , S . G " gerceklesecek sergi, bu bakimdan da
tiim elemanlari yeniden tanimliyordu. Bu | oldukca degerli.”

oz itibariyle gelenegin koptugu noktaydi.
Broodthaers’in hem modern, hem de modern
otesine gecen seriiveni de o noktada basliyordu.” \

fakat bu miizelerden cok azi onun eserlerini
\ modern baglamda ve kapsamli bir bicimde

FAZILET MISTIKOGLU, “BROODTHAERS'IN MODERN SANAT MUZESI
ISTANBULDA", MILLIYET SANAT, EKIM 2014.

L] “Among the artworks by Broodthaers
A featured in the exhibition is a
mirror adorned with an eagle
embroidery, a significant piece
from the artist’s museum. The
mirror serves a dual purpose, reflecting both

HASAN BULENT KAHRAMAN, “AGIK VE GiZLi: KAVRAMLAR, NESNELER,
SOZCUKLER”, SERGI KATALOGU, AKBANK SANAT: iISTANBUL, 2014.

“It is possible to argue that Broodthaers managed to
achieve two things at once. First, he cleared the path
for the epistemological presupposition that art can and
does occur within a relation of heteronomy i.e,, a relation
of codependence: Language and visuality, space and

the gallery and its artworks while also echoing the
viewers’ image back to themselves. The piece prompts

time, art and object were complementary elements that could not discussions about the roles of the audience and the
be severed from each other. Secondly, he achieved that heteronomy institutions that showcase artworks. (...)

through subjectification and historicization. Subjectivity was the While Broodthaers’s artworks find their place in the
basic constitutive element in Broodthaers’ work, the source of all his collections of various prestigious museums, only a
artistic production. As for historicization, he always articulated it few of these institutions have presented her pieces
as a problem of consciousness. Language and visuality, object and comprehensively within a modern context. This
space were all burdened with history, with historical significance. exhibition, curated by Hasan Bilent Kahraman and
Broodthaers suspended that burden through his subjectivity and hosted at Akbank Sanat, holds exceptional value in
redefined all the elements. This was, in essence, the moment of this regard.”

rupture from tradition. Broodthaers’ journey into and through the FAZILET MISTIKOGLU, “BROODTHAERS'S MODERN ART MUSEUM IS IN ISTANBUL,

MILLIYET SANAT, OCTOBER 2014

modern and beyond had started at that point of rupture.”

HASAN BULENT KAHRAMAN, “REVEALED AND CONCEALED: CONCEPTS, OBJECTS, WORDS ",
TRANSLATED BY: AYSE BOREN, CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2014
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modele : la pipe
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La Pense Béte, 30x84x43 cm, Karisik teknik (50 kitap, ale, lastik top, René Magritte Caddesi Caddesi Rue René Magritte Straat (ed. 5/7), 85x120 cm,

Ornek: Pipo Model: The Pipe (ed. 4/7), 85x120 em, Vakumla sekil verilmis plastik yumurta kabugu) Mixed media (S50 books, plaster, plastic ball, eggshells), 1964. Vakumla sekil verilmis plastik Vacuum-formed plastic, 1968.

Vacuum-formed plastic, 1971.

Regency Dénemi Ayna Regency Period Mirror, 142x77.3x52 cm, Disbiikey
ayna Convex mirror, altin varakli ¢cerceve gilded wood frame, 1973.

e
Sican Yazan Fare (Sanatci sorumlulugunda) The Mouse Writes
Rat (At the author's expense), ed. 52/150, 75x56 cm, Kagit tizerine
Sut Sisesi Milk Bottle, h: 28 cm-R: 9 cm, 1973. serigrafi baski Screenprint on paper, 1974.
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“Dijital sonrasi, dijitalden sonra gelecek bir paradigmaya
isaret etmiyor. Tam tersine dijital sonrasi, dijital
teknolojilerin siradanlastigi, glindelik hayatimiza ve
kiiltiirimiize ickinlestigi ve normalimiz haline geldigi
bugiine isaret ediyor. Dijitalin devrim siirecini tamamlayip
glindelik hale geldigine isaret ediyor. (...) Bu sergi, dijitalin
hayatimiza gercekten ve cikmamak Uizere girisinden
sonraki hayatimizin tarihcelerine bakmak istiyor. Bunu da
basindan, ilk girisimler, ilk sanatsal {iriinlerden, 1960’lar
ve 1970’lerden baslayarak her bir etkinlikle, her
bir arastirma ya da sanat uriiniiyle
yazilan ve bugiin icinde yasadigimiz
paradigmanin parcalari olan tarihceleri
buglinden bakarak okumaya calisiyor.”

EKMEL ERTAN, “DIJITAL SONRASI TARIHGELER: 1960'LAR VE
1970’LERIN MEDYA SANATINDAN KESITLER”, SERGI KATALOGU,
AKBANK SANAT: iSTANBUL, 2015.

“Post-Digital does not refer to a paradigm
that follows the digital. On the contrary
post-digital refers to the present time when
digital technologies have become ordinary and
embedded, indeed normalized within our everyday
life and culture. (...) This exhibition aims to explore
the histories in becoming after the real and seemingly
permanent entry of the digital into our lives. It begins from
the beginning and looks at the first attempts, first artistic
products of the 1960s and 1970s. It attempts to read from the
present perspective the histories that were written with each
event, each research and artwork and that are part of the
paradigm we live in now.”

EKMEL ERTAN, "HISTORIES OF THE POST-DIGITAL: 1960S AND 1970S MEDIA ART SNAPSHOTS",
TRANSLATED BY: NAFIZ AKSEHIRLIOGLU-YIGIT ADAM, CATALOGUE OF THE EXHIBITION,
AKBANK SANAT: ISTANBUL, 2015,

“Sergi, bilgisayarin bir sanat Uriintinlin olusmasinda
kullaniimaya baslandigi ilk isleri, ilk medya sanatcilarini
ve konuyla ilgili tartismalari ele aliyor. En nihayetinde de
medya sanatlarinin Tiirkiye'de nasil konumlanacagina dair
bir tartisma acmayi hedefliyor. (...) Dijital gelismeler bir
taraftan normallesip glindelik hayatimizin parcasi haline
gelirken bir taraftan da bu gelismelere elestirel bir bakis
acisityla bakildi uzun yillar. Sergi dolayisiyla
konustugumuz Ekmel Ertan da ‘iste, medya
sanatlarinin tarihi aslinda elestirel bir teknoloji
tarihidir,’ diyor. Sergi de medya sanatlarinin bu
sahitligini gézler 6niine seriyor aslinda.”

OZGE KARA, “EN YENININ TARIHI", MILLIYET SANAT, OCAK 2015.

' \ “The exhibition features the earliest artwork
' incorporating computers in the creative
process, pioneering media artists, and
related discussions. Its primary objective
is to initiate a dialogue about the state
of media arts in Turkey (...) Despite

the normalization of digital advencements in

our daily lives, they have long been subject to critical
examination. As Ekmel Ertan stated during our conversations
as part of the exhibition, ‘The history of media arts is, indeed,
a critical history of technology.’ The exhibition serves as a
testament to the history of media arts.”

OZGE KARA, “THE HISTORY OF THE MOST RECENT", MILLIYET SANAT, JANUARY 2015,
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“Monochrome sergisi, dijital sanatin en saf haline ““Monochrome’, Akbank Sanat’in iki katina yayilmis, etkilesimli
odaklaniyor ve siyah-beyaz islerin, temelinde ve seyirlik yerlestirmelerden olusuyor. Heniliz mekdana girmeden,
1 ve O’lardan olusan ikili bir sayi sistemine Selcuk Artut’un vitrindeki calismasi karsiliyor ziyaretciyi. Artut,
dayanan bu sanat dalinin en iyi yansimalari cam vitrine yansittigi gozlerle, iceriden disariya bakma ya da
oldugu diisiincesinden yola cikiyor. Tek bir bunun tam tersi bir eylemi taklit ediyor; diger taraftan, insanlarin
rengin tonlarindan olusan ve bu nedenle renk artik birbirini cogunlukla ekranlar, video kayitlari ve fotograflar
cesitliliginin getirdigi olasiliklardan mahrum olan aracilhigiyla gérdiigiinii hatirlatarak, dijital teknolojilerin

bu islerin siyah-beyaz estetigi, gliciinii ¢izgi ve yayginlasmasiyla anlamini degistiren karsilasmalara, ylizlerin
geometriye duydugumuz temel bir hayranliktan sanal birer imgeye déniismesine dikkat cekiyor. Kiiratér Ceren
aliyor. Minimal ama bir o kadar da hareketleri, Arkman, sergiyi iki bélim halinde kurguladiklarini anlatiyor:
yenilikleri ve teknolojileriyle kuvvetli ve dikkat cekici ‘islerin bir kismi organik, diger kismi da geometrik yapida.
olduklarindan bu islerin izleyiciyi yakalamalari ve Mekanin giris katinda sakin ve sessiz bir yerlestirme var.

begeni uyandirmalari aslinda cok kolay. Ayni anda +ikinci kattaki islerde ise daha cok ses kullaniliyor.
hem sade ve ulasilabilir hem de karmasik ve cok ‘Monokrom’ (tek renkli, siyah-beyaz imge) konsepti
katmanli olan bu isler, sadece ylizeyi zaten kendi icinde ikilik barindiriyor. Bu ikili yap,
izlemek isteyenler icin de, daha derin zamanla serginin bir parcasi haline geldi.”
katmanlara dalmak isteyenler icin de
izleme keyfi sunuyorlar.”

TUGBA ESEN, “HEM ORGANIK HEM GEOMETRIK”, AGOS, 19 ARALIK 2015.

“Monochrome’ presents interactive and teatrical
installations spanning two-floors at Akbank
Sanat. As the audience approaches the venue,
Selcuk Artut’s work welcomes them in the
showcase. Artut simulates the act of gazing
outside, or perhaps the reverse, with eyes
reflected on the showcase, drawing attention
to faces transitioning into virtual images. It underscores

CEREN ARKMAN-IRMAK ARKMAN, “MONOCHROME”",
SERGI KATALOGU, AKBANK SANAT: iISTANBUL, 2016.

“Monochrome exhibition focuses on
digital art in its purest as black and white
works provide the perfect reflection of an
art form that is in its essence based on a
binary system of 1s and Os. Created along
the shades of a single color, thus stripped
of possibilities afforded by the variety of

how encounters have changed meaning with the widespread use

of digital technologies, reminding us that people often perceive each
color, black and white aesthetics of the artworks that other through screens, video recordings, or photos.

make up this exhibition derive their power from a Curator Ceren Arkman explained that the exhibition is organized

primal appreciation of line and geometry. They avail in two sections: ‘Some of the pieces exhibit an organic quality,
themselves to instant appreciation being minimal while others embrace geometrical forms. A calm and tranquil
installation awaits at the entrance, while the pieces on the second

technology/ novelty. They are simultaneously simple floor incorporate more sound. The concept of ‘Monochrome’ (single-
and immediate, yet complex and multi-layered.

yet powerful and grasping in their movement and

coloured, black-and-white imagery) inherently carries duality, which

Whether one choses to simply observe the surface or has gradually become an integral aspect of the exhibition.”
delve into deeper layers, the pleasure of viewing these

artworks always remains.”

TUGBA ESEN, “BOTH ORGANIC AND GEOMETRICAL’, AGOS, 19 DECEMBER 2015.

CEREN ARKMAN-IRMAK ARKMAN, “MONOCHROME”", CATALOGUE OF THE EXHIBITION,
AKBANK SANAT: ISTANBUL, 2016.
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LIA, Transition 89 2.0, Gorsel isitsel yerlestirme Audiovisual Quayola, Pleasant Places #005.006, Barita kagit Gizerine ditone
installation, 2014. baski Ditone print mounted on barita paper, 2015.

Zimoun, 160 DC-Motor, izolosyonsuz tel, ses yerlestirmesi

Filler wire, sound installation, 2009.

g

|

-

Ryoichi Kurokawa, Constrained Memo Akten, Equilibrium, Refik Anadol, Cavity, Selcuk Artut, Uzak Gélgeler ) .
Surface Audiovisual Sculpture, Etkilesimli dokunmatik ekran Kanvas tzerine 3D mapping Far Shadows, Etkilesimli i
Gorsel-isitsel heykel (2 HD ekran, 2 video yerlestirmesi, tek kanalli 3D mapping on canvas, 2014. programlanmis kendini Greten

hoparlér, 2 bilgisayar, 6zel tasarim HD dokunmatik LCD, 6zel yazilim icerik Interactive code generated

duvar askisi, ses araytizy, ses Interactive touch-screen video content, 2015.

konsolu, eternet merkezi, 6zel installation, 1ch HD touch-screen

tasarim yazilim) (2 HD displays, LCD, custom software, 2014.

/

2 speakers, 2 computers, custom

wall mount, audio interface, audio Simon Heijdens, Lightweeds, ic mekan Ouchhh, Hyper/ine, Gérsel isitsel
console, ethernet hub, custom-

duvarlarinda biiylyen canl bir dijital yerlestirme Audiovisual installation, 2015.
made software), 2015.

organizma A living digital organism
growing onto the walls of an indoor space,
2005-2015.
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AKBANK GUNUMUZ BENI BUL “Beni Bul’ sergisi 23 sanatc¢i ve bir kolektifin “Eskiden insanlarin evinde saatli maarif takvimi vardu.

SANATCILARI yapitlarinin yaninda, katilimeilarin sergi boyunca Takvimi yerlestirdigin yere ayna denir ve o aynada resimler
ODULU SERGISIi OTO Po RTREYE Instagram lzerinden génderecekleri ‘selfie’lerle olurdu, diinya resmi de oluyordu. Hoca Ali Riza’lar, Sami
AKBANK zenginlesecek. Ceken ve cekilen, yani sanatgi ve objesi Yetik’ler inanilmazdi. Bu sekilde bir siire sonra natilirmort
CONTEMPORARY CAé DAS ayni karede birlesiyor. Sergi, farkl fotografik egilim ve peyzaj ayrimi da yapiyorsun, clinkii takvim siirekli 6niintizde
ARTISTS PRIZE - - yaklasima sahip olan sanatgcilarin fotograf makinelerini ve bilin¢altiniza giriyor. O resmi 30 sene sonra goriin yine
EXHIBITION ic diinyalarina bedenleri ve suretleri lizerinden hatirhiyorsunuz. (...) Bir arkadasimin evinde Milliyet vardi
12NISAN [ APRIL D O KU N U S LAR dogrulttuklari, diinyaya bakis ve algilayislarini felsefe, ve Milliyet bir ek veriyordu. Actim; tiyatrolar haberler... Cok
27MAYIS | MAY ‘ psikoloji, sosyoloji ve sanat {izerinden sorguladiklari ve etkilendim. iste orada gérdiim (Avni) Lifij'in portresini. Neden
seni BBL FIND ME orada bulduklarini fotograf lizerinden yorumladiklari ' o kadar etkilendigimi sonra anladim. Yapiti daha
islerin ‘Beni Bul’ bashigi altinda bir araya sonra bir takvimde gérdiim, bu sefer Otoportre
OT?PORTREYE CONTEMPORARY TAKES gelmesinden olusuyor.” ' yaziyordu. Baktigimda inanilmaz realistikti. iste
QAGDAs O N TH E S E LF _ PO RT RA |T MERIH AKOGUL, “BENi BUL: OTOPORTREYE CAGDAS DOKUNUSLAR”, beni bu sergiyi yapmaya g6ttiren de o giirtinti.'l."
DO KUNUSLAR SERGI KATALOGU, AKBANK SANAT: [STANBUL, 2017 MERIH AKOGUL, “BENI BUL' BIR ARAYISTI VE BENi BULDU”, MILLIYET,
FIND ME 20 TEMMUZ 2017.
CONTEMPORARY TAKES 7_HAZiRAN | JUNE “Find Me’ starts out as an exhibition B
ON THE 'SELF-PORTRAIT 29 TEMMUZ | JULY of works contributed by 23 artists and “People used to have saatli maarif takvimi
7 HAZIRAN | JUNE AKBANK SANAT one collective, during the course of the [educational calendars] in their homes. The
29 TEMMUZ | JULY show these will be enriched by additions place where you hung the calendar was
. B KURATOR | CURATOR in the form of selfies that the contributors B’“ﬁ\‘ known as the ‘mirror’, and this ‘mirror’
SIYAH GURULTU MERIH AKOGUL submit via Instagram. Photographer and E‘;ﬂﬂ’ featured images, including a depiction
BLACK NOISE photographed, which is to say artist and of the world. Figures like Hoca Ali Riza
9EYLUL | SEPTEMBER SANATCILAR | ARTISTS object, unite in the same frame. \ and Sami Yetik were truly remarkable. The constant
23ARALIK | DECEMBER DENiZ Acn(séz SITKI KESEMEN ‘Find Me’ therefore is the name of a show presence of the calendar before your eyes helped you to make
: . in which artists with different photographic : a distinction between still-life painting and landscapes, it seeped
e . S s preferences and approaches peer into their inner worlds into your subconscious. Even after 30 years, you could vividly
KEZBAN ARCA BATIBEKI  YOLDIZ MORAN by pointing their cameras at their own bodies and faces recall those images (...) A friend of mine had a copy of Milliyet,
SADIK DEMiRGZ LEVENT OGET in order to interrogate their worldviews and perceptions which included an appendix. As | flipped through its pages, | was
AHMET ELHAN FERHAT 6ZGUR in the contexts of philosophy, psychology, sociology, and captivated by the extensive coverage of theatre-related news. It
AHMET ONER GEZGIN ALEKSI PETRIDI art and then gather together and interpret what they find was there that | first encountered a portrait of Avni Lifij. Only later
H-ART COLLECTIVE ERHAN SERMET through photography.” did | grasp why it had left such an impression on me. Subsequently,
GUL ILGAZ RIZA AYDAN TURAK MERIH AKOGUL, “FIND ME: CONTEMPORARY TAKES ON THE SELF-PORTRAIT’, TRANSLATED BY: | encountered the same artwork in a calendar titled Auto-portrait.

ROBERT BRAGNER, CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2017. ItS reG|ism deep|y resoncted Wlth me Ond Served as the inSpirGtion

behind this exhibition.”

MERIH AKOGUL, “FIND ME' WAS A QUEST AND IT FOUND ME,” MILLIYET, 20 JULY 2017.

HUSEYIN ISIK CEM TURGAY
BALKAN NACIi iSLIMYELi MUAMMER YANMAZ
ALi KABAS

CERKES KARADAG

YONCA KARAKAS

SAHIN KAYGUN
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SUSIE MACMURRAY

GARIP MEYVE
STRANGE FRUIT
13 OCAK | JANUARY
10 MART | MARCH

BULENT ERKMEN
REMIX

18 NiSAN | APRIL
31 MAYIS | MAY

AKBANK
36. GUNUMUZ
SANATCILARI
ODULU SERGiISi
AKBANK 36™
CONTEMPORARY
ARTISTS PRIZE
EXHIBITION

28 HAZIRAN | JUNE
28 TEMMUZ | JULY

OTE/DE/Ki
MiMARLIK

THE FAR/O/THER
ARCHITECTURE

28 KASIM | NOVEMBER 2018
EOCAK | JANUARY 2019

BULENT ERKMEN

REMIX

18 NiSAN | APRIL
31 MAYIS | MAY
AKBANK SANAT

KURATORYAL KONSEPT VE
SERGILEME TASARIMI
CURATORIAL CONCEPT
AND EXHIBITION DESIGN
BULENT ERKMEN

BiR iGGORU MEKANI | A SPACE OF INSIGHT

ON GALISMA, ARSIV ARASTIRMASI
VE KOORDINASYON |
PREPARATORY WORK, ARCHIVAL
RESEARCH AND COORDINATON:
KAGAN GOZEN, BEK

SERGILEME TASARIMI UYGULAMASI
VE MAKET YAPIMI | EXHIBITION
DESIGN EXECUTION AND
MOCK-UP: BARIS AKKURT, BEK
MiMARI YONETIM, AYDINLATMA
KURGUSU VE KOORDINASYONU,
GORUNTU-SES iSLERININ
DUZENLEMESi, MEKANSAL VIDEO
VE ANIMASYON | ARCHITECTURAL
MANAGEMENT, LIGHTING PLOT
AND COORDINATION, IMAGE-
SOUND PROCESSING, SPATIAL
VIDEO AND ANIMATION: BUSRA
TUNG UGBOYUTLU NESNELER
iCiN SERGILEME BiRiMi TASARIMI |
DESIGN OF EXHIBITION UNITS FOR
THREE DIMENSIONAL OBJECTS:
YESIM BAKIRKURE ~ SERGILEME
BiRIMLERININ PROJELENDIRILMESi
| PROJECT DESIGN OF EXHIBITION
UNITS: VOLKAN CIiVELEK, V
PLEKSi  METAL UYGULAMALAR |
METAL EXECUTIONS: OSMAN DEDE,
METAL DEKORASYON  BASKI,
SERGILEME BiRIMLERINiIN URETiMi,
FOLYO KESIM VE SERGi KURMA
HIZMETLERI | C-PRINT, EXHIBITION
UNITS PRODUCTION, SAVCUT
AND PRINTS AND APPLICATION:
DIFOLAB

“Grafik tasarimin tiim alanlarinda irettigi islerin
(kitap, dergi, afis, logo...) yani sira sergi mekani,
sergileme tasarimlari ve tiyatro alanindaki
calismalar ile esarp, gémlek, taki, cini, hali gibi lic
boyutlu nesne tasarimlari ve 6zel projelerle binbir
yo6ne acilan bir liretim fabrikasi var karsimizda.
Sergide yer alan 350'yi askin isi diistindliglimiizde
Erkmen'i bir tasarimcidan cok Tirkiye'nin sosyal
ve kiiltiirel tretimini tasarim diliyle sahneye koyan
bir rejisér olarak gérmek miimkiin. Erkmen elindeki
desteyi karip yeniden dagitiyor bu sergide. 40 yila
yayilan bir yaratim ve liretim silirecini ‘remix’liyor.
Serginin labirent cagrisiml kurgusu, disariya
kapalilgy, izleyiciler sergiyi gezerken isler arasinda
kaybolsun, yerini yoniinii sasirsin, béyle kendi
glizergdhlarini kendileri belirlesinler p
diye. Erkmen’in islerinde kaybolmak,
umulmadik bir kesfin, bir icadin
hemen esiginde bulunmak demek.”

BASIN BULTENINDEN, NiSAN 2018.

“As well as works produced in all areas of
graphic design (book, magazine, poster,
logo...), the exhibition also hosts designs of
exhibition sites, exhibitions, theatre works,
three dimensional objects such as scarf,
shirt, jewelry, ceramic tile, carpet. Here we
have practically a production factory that
opens out to a thousand and one directions

with an incredibly diverse range of special projects. In
light of the 350 works included in the exhibition, Erkmen
can be regarded not only as a designer but a director
staging Turkey’s social and cultural production using
the vocabulary of design. In this exhibition, Erkmen
re-shuffles his deck of cards and deals a new round. He
‘remixes’ a production and design process spanning over
40 years. The exhibition’s labyrinthine and introverted
set-up is a deliberate scheme to cause the spectator

to get lost and disorientated and end up having to
navigate for themselves. Losing one’s way among
Erkmen’s works is finding oneself on the threshold of an
unexpected discovery, an improbable invention.”

EXCERPT FROM THE PRESS RELEASE, TRANSLATED BY: ASLI MERTAN, APRIL 2018,

“Sergiyi mekdnin iki katinda, labirent cagrisimli duvarlar icinde
kurdum. 70’lerin sonundan baslayarak yaptigim isleri, zamani
karistirip kisisel bir kurguyla g6z éniine serdim. Sergideki

islerin her birinin kendi var olma nedenleri var, bu var olma
nedenleri dogrultusunda kurdugum yeni iliskilendirmelerle ‘sehir
mahalleleri’ olusturdum. Farkli zamanlarda ¢ok farkli nedenlerle
yapilan bu isler bu mahallelerin komsulari oldu. Cok sikisik,

cok girift bir yapi kurmak istedim. Bazi yerlere iki kisi birden
giremiyor. Bu kaybolma hdlini, kendi icindeki o sikisiklik halini
cok 6nemsiyorum. Duvarlara yan yana asilan islerden olusan,
rahatlikla gezilen ve izlenen bir sergi degil bu. izleyiciyi rahat
ettirmek istemedim. Labirent duvarlarin arasinda yiirtidikee,
farkl zamanlarin sesleriyle, gériintileriyle karsilasiliyor. Sehrin
sokaklari, labirentin koridorlari arasinda sesler,
ugultular, konusmalar, miizikler... Duyulan bir sesten
uzaklasiliyor, o ses gidiyor, ilerden baska bir ses

& geliyor ya da baska bir gériintii...”

BULENT ERKMEN, “TASARIMIN BULENT ERKMEN HALI", ROPORTAJ: GULIZ ARSLAN,
HURRIYET KITAP SANAT EKi, 4 MAYIS 2018.

“I curated the exhibition across two floors of
_ the venue, nestled within labyrinthine walls. |
presented a personal narrative of my works
since the late 70s, deliberately disrupting
the chronological order. Each work in the
exhibition possesses its own raison d’étre,
and by forging new associations around these
reasons for existence, | constructed ‘urban neighborhoods’.
Despite being created for disparate reasons at different times,
these works became residents of these neighborhoods. My aim
was to construct a densely intricate structure. Certain areas were
so confined that only one person could enter at a time. | placed
great importance on inducing a sense of being lost, of feeling
confined within oneself. This is not an exhibition with works neatly
aligned on walls, easily navigated and observed. | didn't want to
offer visitors a comfortable experience within the space. As you
navigate the labyrinthine walls, you encounter sounds and images
associated with different timelines and contexts. Amidst the city
streets or the corridors of the labyrinth, there are sounds, hums,
conversations, music... You move away from one sound, it fades,
then another sound emerges or another image..”

BULENT ERKMEN, “TASARIMIN BULENT ERKMEN HALI", INTERVIEW: GULIZ ARSLAN, TRANSLATED BY: ASLI MERTAN,
HURRIYET KITAP SANAT SUPPLEMENT, 4 MAY 2018

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS
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THEO ESHETU
YUZLER VE YERLER
FACES AND PLACES

23 OCAK | JANUARY

9 MART | MARCH

iINSANIN

YENi GUNDEMi
THE NEW HUMAN
AGENDA

13 NiSAN | APRIL

25 MAYIS | MAY

AKBANK
37. GUNUMUZ
SANATCILARI
ODULU SERGiSi
AKBANK\ 37™
CONTEMPORARY
ARTISTS PRIZE
EXHIBITION

28 HAZIRAN | JUNE
31 TEMMUZ | JULY

OZ/CEVIiRi-M
SELF/TRANS-LATION
10 EYLUL | SEPTEMBER

31 EKiM|| NOVEMBER

DUZENLI DELILIK
REGULAR INSANITY
2_0 KASIM | NOVEMBER 2019
11 OCAK | JANUARY 2020

INSANIN

YENi GUNDEMI

THE NEW HUMAN
AGENDA

13 NiSAN | APRIL

25 MAVYIS | MAY
AKBANK SANAT

KURATORLER SANATCILAR
CURATORS ARTISTS

LIVIA ALEXANDER REFiK ANADOL
ISIN 6NOL LAWRENCE LEK

MARSHMALLOW LASER
FEAST

GAETAN ROBILLARD
LARISSA SANSOUR
TEAMLAB

ALEX VERHAEST

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“insanin Yeni Glindemf’, sadece insanlar arasindaki degil, ayni “Adini ve ilhamini Yuval Noah Harari’'nin Homo

zamanda diger organizmalar ve ekosistemlerle olan iliskilerimizdeki Deus: Yarinin Kisa Bir Tarihi adli kitabindan alan
yasam kosullarinag, birlikte yasama politikalarina iliskin kafa yormak sergi, insanin olasi geleceginin tasarimi lizerine
ve hdkim glic mekanizmalarini sorgulamak icin oyuncul bir tartisma spekiilasyonlar ve bundan sonra ¢cabasinin ne
platformu yaratiyor. Dogal yasam alanlari dijital manzaralara icin olacagi gibi temel bir konuyla ilgileniyor.

tercliime edilirken ormandaki hayvana, diinyamizi dolduran mikro- ‘insanin Yeni Giindemi’ bu baglamda insanin
organizmaya dair, insanin sinirlarini disa dogru uzaya veya ice kiiresel politik arena icindeki glic savasiyla
ilgilenmekle kalmiyor, dijital sanat
teknolojilerinin ve insan davranisini
temel alan sosyal medya ve
bilgisayar oyunlar gibi bilgisayar
tabanh platformlarin, mevecut
glic mekanizmalarini anlamak
ve donistiirebilmek icin nasil
kullanilabilecegine dair sorular
soruyor.”

dogru bedenimize iten yeni bakis acilari kazaniyoruz. Bu sergideki
calismalar insan zihninin degisken sosyal ve dogal bagimlihk
zincirleriyle nasil basa cikabilecegini ve onlari nasil
etkiledigini arastiriyor, insanhgin saglam ;
sosyal yapilar ve kiiresel cevreyle dayanikl \
birlikte yasam formidilleri kurarken yasadigi
basarisizliklari anlamaya ve bunlarla miicadele
etmeye calisiyor.”

ISIN ONOL- LiVIA ALEXANDER, “INSANIN YENi GUNDEMI”,
SERGI KATALOGU, AKBANK SANAT: ISTANBUL, 2019.

BASIN BULTENINDEN, NiSAN 2019.
“The New Human Agenda’ reflects upon living

conditions and politics of co-existence in our time,
not only among humans, but also in our relation to

“The exhibition titled after
and inspired by Yuval Noah
Hariri's book Homo Deus: A

. . ‘| e o
otcher o.rgcmlsn'.\s and ?cosystems, creofl.ng a playful ‘.1 o e Short History of Tomorrow, delves into
discursive podium to interrogate prevailing power | themes such as envisioning the possible future

mechanisms. As natural habitats are translated into

digital landscapes, we gain new perspectives onto the animal in
the forest, the micro-organisms populating our world, pushing
the frontiers of human outwards into space and inwards into our

of humanity, and its aspirational journey. ‘The
New Human Agenda’ not only addresses power
struggles in the global political landscape but
also raises questions about harnessing digital art
technologies, and computer-based platforms like
social media and computer games to understand
and reshape existing power structures.”

bodies. The works in this exhibition explore how our human mind
copes with, and influences, these shifting social and natural chains
of co-dependency in the quest for understanding and battling
some of the obvious failures of humanity -building stable social
structures and establishing enduring modes of co-existence with
the global environment.”

EXCERPT FROM THE PRESS RELEASE, APRIL 2019.

ISIN ONOL- LIVIA ALEXANDER, “THE NEW HUMAN AGENDA", CATALOGUE OF THE EXHIBITION,
AKBANK SANAT: ISTANBUL, 2019.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS



Alex Verhaest, Atil Zamanlar Idle Times (2011-2015), interaktif video yerlestirme teamLab, Gegici Hayat Impermanent Life, Dijital eser Digital work,
Interactive video installation, 2021. 4 kanal channels, 10’ (loop), 2017.

Refik Anadol, Sakli Mekandan Anilar-Calisma |, Yapay zekd algoritmalari Marshmallow Laser Feast, ITEOTA (Bir Hayvanin Géziinden In the Eyes of the Animal),
verilerinden resim ve heykeller Memoirs from Latent Space-Study |, Cok kanalli Multichannel video, 5’, 2015.
Al data paintings and sculptures, 2018.

Gaétan Robillard, Dalganin izinde In Search of the Wave, Video, 6'11”, HD format, 16:9, Larissa Sansour, Gelecekte En iyi Porselenden Yemek Yediler

renkli color, stereo ses sound, 2013. In the Future, They Ate From the Finest Porcelain, Video, 29’
Seren Lind ile birlikte Co-directed by Seren Lind, 2015.

Lawrence Lek, 2065, HD video, surround ses sound, 5’, 2018.
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MARINA
ABRAMOVIC + MAI
AKIS

FLUX

31 OCAK | JANUARY
26 NISAN | APRIL

AKBANK

38. GUNUMUZ
SANATCILARI
ODULU SERGiISi
AKBANK 38™
CONTEMPORARY
ARTISTS PRIZE
EXHIBITION

15 EKiM 'OCTOBER
21 KASIM | NOVEMBER

6. SANATCI

ONCULUNU ARIYOR
6 ARTISTS IN SEARCH OF
A PRECEDENT

23 ARALIK | DECEMBER 2020
13 SUBAT | FEBRUARY 2021

MARINA
ABRAMOVIC + MAI

AKIS
FLUX

31 OCAK | JANUARY
26 NiSAN | APRIL
AKBANK SANAT

SAKIP SABANCI MUZESI (SSM) VE MARINA
ABRAMOVIC INSTITUTE (MAI) iSBIRLIGIYLE

IN COLLABORATION WITH SAKIP SABANCI MUSEUM
(SSM) AND MARINA ABRAMOVIC INSTITUTE

BiR iGGORU MEKANI | A SPACE OF INSIGHT

“Marina Abramovié, 1970’lerden beri bedeni 6zne olarak sectigi bir
sanati Uretiyor. Modernlesmenin basli basina bir olguya déniistirdiigii
ve kontroliini kendisine ana hedeflerden bir olarak sectigi bedeni,
Abramovié 6zgiirlestirmek icin calisiyor. Bedenin devlette, toplumda,
gelenekte ve nihayet bilin¢g disinda sakli olan gercekliklerine kokilii
miidahalelerde bulunuyor. Bedenle gerceklestirdigimiz, bedenin
gerceklestirdigi sayisiz edimi yeniden deneyimlerken ona ne

kadar uzak oldugumuzu bize yeniden duyumsatiyor. Bedenin bir
‘toptos’ olarak kullaniimasiyla bilincin yasayacagi kéklii degisikligi
vurgulamasi Kartezyen diislince sisteminin ve lineer modernlesmenin
aldigi en 6nemli darbeler arasinda. S6ziinl séyler ve sanatini icra
ederken Abramovié sanat tarihinin sadece Viyana Okulu'ndan bu
yana siiren geleneklerine degil insanlik tarihinin en k&kli ve yerlesik
yapilarina da yéneliyor. Bedenin dinle, Hegel'in belirttigi efendi-kdle
iliskisiyle, varoluscularin isaret ettigi 6z kavramiyla olan iliskilerini
Abramaovié teker teker sékiiyor. Performans Abramovié'de bilincin
otesindeki eylem, eylem ise bilincin 6tesindeki bedendir.”

HASAN BULENT KAHRAMAN

“Marina Abramovié has been creating art since the 1970s, with a
predominant focus on the body as the central subject. Abramovi¢ strives
to emancipate and assert control over the body, which has undergone
significant transformations in modernity, treating it as a distinct
phenomenon. She initiates radical interventions that address the realities
of the body, which are deeply ingrained in the state, society, traditions,
and ultimately, the unconscious. As we re-experience the various actions
our bodies are involved in and engage with, they still remind us of the
extent to which we are distant to them. Her emphasis on the profound
transformation of consciousness when the body is employed as a ‘topos’
represents one of the most substantial challenges to the Cartesian
thought system and the linear trajectory of modernization. Through her
vocal expression and artistic performances, Abramovi¢ directs her focus
not only towards the long-established traditions within the history of art,

beginning with the Vienna School, but also towards the deeply entrenched

and enduring structures of human history. Abramovi¢ systematically
disassembles the connections between the body and religion, Hegelian
master-slave dialectics, and the concept of essence in existentialism.
In her work, performance transcends conscious action, and action itself
becomes a manifestation beyond consciousness.”

HASAN BULENT KAHRAMAN

“Flux/Akis’, Turkiye'de performans sanatina
odaklanan simdiye kadarki en kapsamli sergi.
Marina Abramovié ve MAI'nin Turkiyedeki ilk
projesi olan sergi, ayni zamanda hem Marina’nin
sanatini hem sanatcilarin canli performanslarini
hem de Abramovic Metodu'nu bir araya getiren
diinya capindaki ilk sergi olma &6zelligini tasiyor.
Akis; izleyici, performans sanatcisi ve Marina’nin
isleri arasindaki iliskiyi ve yaratilan enerjiyi
temsil ediyor. Mekandaki, sehirdeki, Tlirkiye'nin
genelindeki akisa ve devinime de referanslar
tasiyor. Akis fikri ayni zamanda, sanatin son
irlintin bir nesne olmasi gerektigi inancina karsi
ciktigi icin degerli.”

ELVIN VURAL, “KENDINiZi MARINA ABRAMOVIC'IN ‘AKIS'INA BIRAKIN", MILLIYET SANAT,
SUBAT 2020.

“Flux’ stands as the most comprehensive exhibition
in Turkey dedicated to performance art. Notably, it
marks the inaugural collaboration between Marina
Abramovic and MAI in Turkey, making it the world’s
first exhibition to intertwine Marina’s art, live
performances by artists and the Abramovic Method.
‘Flux’ embodies the dynamic interplay among the
audience, performance artists, and Marina’s artwork,
channeling the energy within this synergy. Moreover,
it alludes to the continuous flow and movement
within the venue, the city, and Turkey at large.

The concept of ‘flux’ is particularly significant in
challenging the notion that the ultimate outcome of
art must be a tangible object.”

ELVIN VURAL, “LEAVE YOURSELF TO MARINA ABRAMOVIC'S ‘FLUX", MILLIYET SANAT,
FEBRUARY 2020.

AKBANK SANAT VE 30 YIL | AKBANK SANAT AND 30 YEARS
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Zhang Huan, Benim New Yorkum My New York,
Performans Performance, 30’, 2002, Whitney Museum
of American Art, New York, ABD'de, 2002 yil Bienal
Sergisi kapsaminda gerceklestirilmistir Performed at
Whitney Museum of American Art, New York, USA,
during the Biennial exhibition in 2002, 6’59", Video,
Pace Gallery ve sanatcinin izniyle gosterilmektedir

Sergiden gériinim A view of the exhibition Sergiden goriiniim A view of the exhibition

Courtesy of Pace Gallery and the artist.
Sergiden gériinim A view of the exhibition

Nezaket Ekici, Cash Machine, Video performans Yingmei Duan, Palyaco, 1'21”, 2001, 5’, AlImanya'daki
Performance for video, 5'55”, 2016, Sanatginin izniyle Braunschweig Sanat Universitesi'nde (HBK)
Courtesy of the artist. gerceklestirilmistir Performed at The Braunschweig

Sergiden gériinim A view of the exhibition

University of Art (HBK), Braunschweig, Germany,
Sanatcinin izniyle Courtesy of the artist.
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DiSTOPYA
SES SANATI
DYSTOPIA
SOUND ART

9 MART | MARCH
15 HAZIRAN | JUNE

NiYETLER

CAGDAS SANAT

VE KURATORLUK
SEMINER PROGRAMI
BiTIRME PROJELERI
SERGISI

INTENTIONS

CURATING
CONTEMPORARY ART
SEMINAR PROGRAM
CURATORIAL PROJECTS
EXHIBITION

25 HAZIRAN | JUNE
16 AGUSTOS | AUGUST

AKBANK 39.
GUNUMUZ
SANATCILARI
ODULU SERGiISi
AKBANK.39™
CONTEMPORARY
ARTISTS PRIZE
EXHIBITION

21 EYLUL | SEPTEMBER
20 KASIM | NOVEMBER

SECILMiS CEHALET
BiLGI'VE BIiLMEK
iISTEMEDIGiMiz
SEYLER UZERINE
CHOSEN IGNORANCE
ON KNOWLEDGE AND
THINGS THAT WE DO
NOT WISH TO KNOW

7 ARALIK | DECEMBER 2021
12 SUBAT | FEBRUARY 2022

DISTOPYA

SES SANATI

DYSTOPIA
SOUND ART

9 MART | MARCH
15 HAZIRAN | JUNE
AKBANK SANAT

KURATORLER SANATCILAR
CURATORS ARTISTS
SELCUK ARTUT ZAFER ARACAGOK

JEREMY WOODRUFF (SIFIR)
SETH CLUETT

PHIL EDELSTEIN

F.M. EINHEIT &
SIEGFRIED ZIELINSKI

ANTYE GREIE

HANS PETER KUHN
BRANDON LABELLE
CHELSEA LEVENTHAL
ALPER MARAL
LAURA MELLO
METACREATION LAB
RAW

ALP TUGAN

BASAR UNDER
GEORG WERNER

YAZARLAR
AUTHORS

ZEYNEP BULUT
DAVID MOLLIN
SALOME VOEGELIN

BiR iCGORU MEKANI | A SPACE OF INSIGHT

“Sanatta ses de bir distopya icindeki politikacilar icin
‘gercek’ kavrami gibi bir kavram aslinda. Ya da su anda
sosyal medyada bol bol bulunan Al ‘derin sahtelikler’ gibi
bir kavram. Distopya kurgulari artik son derece giicliiler
ve son dort yil icerisinde her yerin onlarla kaplandigini
goruyoruz: Distopya komplo teorileri, sinir sistemlerimize
son derece uydurulmus ve uygun hadle getirilmis sosyal
medya algoritmalariyla bikip usanmadan tekrarlanan

ve cogaltilan sonsuz solucan delikleri haline déniiserek
tamamen kendi kendilerine ve basariyla yeni distopyalar
yaratiyorlar. Algilarimizin sesi bir sekle cevirebilmesi
ve déniistirebilmesi icin, kendimizi
tamamen sesin icine dalmaya
vermemiz ve teslim etmemiz gerekir.
Sesin aynen politikada oldugu gibi
sanatsal baglamda da cok degisken ve
kararsiz bir yapiya sahip olmasinin sebebi
de budur. Ses, bizi kolay etkilenir hale
getirir.”

SELGUK ARTUT-JEREMY WOODRUFF, “DiSTOPYA”, SERGI KATALOGU,
AKBANK SANAT: iSTANBUL, 2021.

“Sound in art is also rather like the concept
of ‘truth’ for politicians in a dystopia. Or like
Al ‘deep fakes’ that now abound in social
media. Dystopian fictions are so powerful now that we
see it taking over in the last four years: when dystopian
conspiracy theories successfully create dystopia all

by themselves simply by being relentlessly replicated
down endless wormholes by social media algorithms
highly attuned to our nervous systems. In order for

our perceptions to form sound into a shape, one must
surrender to being immersed in the sound. This is why
sound actually has a very mutable structure in artistic
content, as in politics. Sound makes us suggestable.”

SELGUK ARTUT-JEREMY WOODRUFF, “DYSTOPIA”, TRANSLATED BY: FATMA OZHAN UDT,
CATALOGUE OF THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2021.

“Akbank Sanat’ta acilan ‘Distopya: Ses Sanatr’ sergisi,
gozlerden ziyade kulaklara hitap eden, anlamak icin aynen
ses gibi, gonlilli bir caba ve odak isteyen bir sergi. Sergi,
size elbette gorsel sunarken, diger yandan kulaklarinizi ve
zihninizi de acik tutup anlatmak istediklerini dinlemenizi
istiyor. Hizli tikettigimiz gérme kiiltiriiyle domine edilen
diinyamizda birilerinin cikip sizden tiim sergiyi ayrica
dinlemenizi de istemesi iyi bir zihin egzersizi oluyor.
Baslangic olarak FM Einheit&Siegfried Zielinski'nin
sergide yer alan 12 kanalli ses yerlestirmesi, tam
da sadece gézlerinizi kapayip kendinizi sese
birakmanizi isteyen bir is 6rnegin. Sadece 12
hoparlérden olusan Sesler Somuttur isimli
eser, seslerin, enstriimanlarin, makinelerin,
disiincelerin coksesli bir korosu olan Radyo
FM ile bulusturuyor sizi.”

IRMAK OZER, “DINLEMEK, CABA GOSTERMEKTIR”, MILLIYET SANAT,
MAYIS 2021.

“The ‘Distopia: Sound Art’ exhibition,
inaugurated at Akbank Sanat, is an
exhibition that engages the auditory

senses more than the visual, demanding a

voluntary commitment and focused attention, much like
the nature of sound itself. While the exhibition does offer
visual elements, it simultaneously encourages you to keep
your ears and mind open, inviting you to listen in order to
truly comprehend. This becomes a valuable mental exercise
in a world dominated by rapidly consumed visual culture.

For instance, FM Einheit & Siegfried Zielinski’'s 12-channel
sound installation is an artwork that invites you to simply
close your eyes and surrender to the soundscape. The piece

titled Sounds Are Concrete, consisting solely 12 speakers,
immerses you in Radio FM, a polyphonic chorus of sounds,
instruments, machines, and thoughts.”

IRMAK OZER, “LISTENING REQUIRES EFFORT", MILLIYET SANAT, MAY 2021
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Seth Cluett, Kapanisin imkansiziigi The Impossibility of Closure, Tek kanal video-
2 kanal ses Single channel video-Two channel sound, 2021.

F. M. Einheit & Siegfried Zielinski, Sesler Somuttur Sounds Are Concrete,
12 kanal ses yerlestirmesi (FM Radio@MusicAeterna.org kolajlari) 12-channel
sound installation (Collages from FM Radio@MusicAeterna.org), 2021.

RAW, Gercekei Down to Earth, Hareketli kendinden lireyen sanat (Jeneratif sanat)
Kinetic generative art, 2021.

Alp Tugan, Varlk? The Entity?, 1920x1080 piksel ¢6ztinirlik, stereo ses 6zel yazilim,

dijital-kendinden Ureyen sanat (jeneratif sanat), Gi¢ boyutlu bilgisayar grafigi
1920x1080 pixel resolution, stereo sound custom application, digital, generative art,

3D computer graphics, 2021.

Georg Werner, Yapay us / Ya pay us, 60x60x150 cm, .
Ses ve isik heykeli Sound & light sculpture, 2021. Baris Under, Sesi Yiikseltilmis Paspas Amplified Doormat, Ses yerlestirmesi

(Paspas, kontak mikrofonlar, kablolar, ses mikseri, gitar pedali, gitar amfisi)
Sound installation (Doormat, Contact microphones, cables, audio mixer,

guitar pedal, guitar amp), 2021.
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DiJITAL SANATTA
SIMDi: ALTERNATIF
GERGCEKLIKLER +
NFT

NOW IN DIGITAL ART:
ALTERNATE REALITIES +
NFT

1 MART | MARCH
7 MAYIS | MAY

AKBANK 40.
GUNUMUZ
SANATCILARI
6DULU SERGiISI
AKBANK 40Q™
CONTEMPORARY
ARTISTS PRIZE
EXHIBITION

1 HAZIRAN | JUNE

30 TEMMUZ | JULY

40 KAPILI ODA:
GUNUMUZ
SANATCILARI
SERGILERININ

4O YILI

THE ROOM WITH

40 DOORS:

THE 40™ ANNIVERSARY
OF THE CONTEMPORARY
ARTISTS EXHIBITIONS

10 EYLUL | SEPTEMBER
19 KASIM | NOVEMBER

DIJITAL SEZGILER
DIGITAL SERENDIPITY
7 ARALIK | DECEMBER 2022
19 NiSAN | APRIL 2023

KIRK KAPILI ODA:
GUNUMUZ
SANATCILARI
SERGILERININ

4O YILI
ROOM WITH FOURTY DOORS:
THE 40 YEARS OF
CONTEMPORARY ARTISTS

EXHIBITION

10 EYLUL | SEPTEMBER

19 KASIM | NOVEMBER
AKBANK SANAT

SERGi KONSEPTI,
LOGOSU VE
SERGILEME TASARIMI
EXHIBITION CONCEPT,
LOGO AND
EXHIBITION DESIGN
BULENT ERKMEN

KURATOR
CURATOR
HASAN BULENT
KAHRAMAN
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MiMARI VE TEKNiK YONETIM, VIDEO iCERIK
YONETiMi VE ARSIV TASNIFi | ARCHITECTURAL
AND TECHNOLOGICAL MANAGEMENT, VIDEO
CONTENT MANAGEMENT AND ARCHIVE
CLASSIFICATION: BUSRA TUNG  VIiDEO
DUZENLEME | VIDEO EDITING: MURAT SARIKAYA
PROJE DENETiMi VE BASKI ONCESi HAZIRLIK |
PROJECT CONTROL AND PRE-PRESS: GOKGE GENG
PROJE ASISTANI | PROJECT ASSISTANT: YAGMUR
TURAN  TEKNIiK DESTEK | TECHNICAL SUPPORT:
TECHIZART  SERGI BASKILARI VE UYGULAMA |
EXHIBITION PRINTS AND APPLICATION: DIFOMOS
ARSIV BELGELER | ARCHIVAL

DOCUMENTS: SALT

ARASTIRMA, RESIM VE

HEYKEL MUZELERi DERNEGI

VE AKBANK SANAT

ARSIVLERI

“Gercekten de Giiniimiiz Sanatcilari Sergisi (GSS) 40
yildir, kurulusundaki maksattan baslayarak ve kendisini
birkac evrede yenileyerek sadece Tirkiye'deki gérsel

sanat bilincinin gelismesinde en 6nemli rollerden birini
tstlenmekle kalmaz. Kendi kendisini dontistiirlirken
kendisine de muhalefet etmis, kendisini sorgulamistir.
Tirkiye'deki kurumsal yapilarda hemen hic gériilmeyen

bu tutumun tamamen sivil bir kurulustan gelmesi ayrica
énemlidir. GSS aradan gecen 40 yilda ‘dernek’ olma vasfini
asla yitirmemistir. Belli bir tarihten sonra Akbank sadece
sergileri ve sireclerini Ustlenmistir. Fakat GSS kendi icinde
daima bagimsiz kalmistir, daima kendi iradesine sahip
olmustur. Mevcut sergi bu uzun, gercekten uzun tarihin
6zeti degildir. Tarihin kendisidir. Serginin yapitlar, yani
6zneler ve aktérler tstlinden degil, dogrudan
tarihyazimi iistiinden diisiiniilmesi bu
bakimdan 6nemlidir.”

HASAN BULENT KAHRAMAN, “KIRK KAPILI ODA: GUNUMUZ SANATGILARI
SERGILERI UZERINE NOTLAR", SERGI KiTABI (ED. EDA SEZGIN),
AKBANK SANAT: iSTANBUL, 2022, S. 31.

“Indeed starting from its establishing

mission and by renewing itself in several
phases, for 40 years, Contemporary Artists
Exhibition (CAE) has not only taken on one

of the important roles in the development

of awareness of visual art in Turkey. While
transforming itself, it has also challenged and
questioned itself. It is also important that this
attitude, which is almost never seen in institutional structures
in Turkey, comes from a completely non-governmental
organization. In the 40 years passed, CAE has never lost its
character of being ‘association’. After a certain date, Akbank
only took over the exhibitions and processes. But the CAE has
always remained independent within itself, always retaining
its own will. The exhibition ‘The Room with Forty Doors’
organized for the 40 year of the CAE is not the summary of
this long, really long history. It is history itself. In this respect,
it is important that the exhibition is not approached through
works, namely subjects and actors, but directly through
historiography.”

HASAN BULENT KAHRAMAN, “THE ROOM WITH FORTY DOORS: NOTES ON THE CONTEMPORARY
ARTISTS EXHIBITIONS”, TRANSLATED BY: YAGMUR TELAFERLI, BOOK OF THE EXHIBITION (ED. EDA SEZGIN),
AKBANK SANAT: ISTANBUL, 2022, P. 38-39.

“40. Gunimiiz Sanatcilari Sergisi ve Biilent Erkmen’in
ona getirdigi 6nemli katki burada tesekkdil ediyor.
Gilnimiz Sanatcilar Sergileri arsivinin 2018 yilinda
Salt’a devredildigini, orada saklandigini belirttim. Bu arsiv
etrafinda bir sergi hazirlama diisiincesinde mutabakat
saglandiktan sonra Biilent Erkmen serginin dokusunu
kurguladi. Elbette birkac yol s6z konusuydu. Bunlarin
basinda bir segmenin yapilmasi geliyordu. Oyle bir tercih
de ‘yanlis’ olmazdi. Buna karsilik tiim arsivin hic eksiksiz,
oldugu gibi sunulmasi diistincesi 6ne cikti. Blilent Erkmen
sergiyi bu dogrultuda, kendi yorumu cercevesinde belirledi.
Bu yorum arsivin tiimelligi etrafinda cereyan ediyor. Arsivin
dogrudan dogruya bellekle iliskili oldugunu bir kere
\ daha belirtmek dahi gereksiz. Arsivlerin otoriteyle
iliskisi, bellegin otoriteyle iliskisini andiriyor.
Ama aradaki bir farktan s6z etmek mimkiin.
Arsiv otoritenin kontroll altindayken, bellek,
degindigim gibi, otoriteye deginme imkanina
sahiptir.”

HASAN BULENT KAHRAMAN, “BULENT ERKMEN'IN ‘40 KAPILI ODA'
TASARIMI USTUNE”, T24.COMTR, 27 EKIM 2022.

“The genesis of ‘The 40* Contemporary
Artists’ exhibition and the valuable
contribution of Bulent Erkmen find

their root here. | mentioned that the
Contemporary Artists Exhibition’s archive had been
transferred to Salt in 2018, for safekeeping. Bilent Erkmen
took on the role of curating an exhibition that centered around
this archive after agreeing to the project. Several approaches
were considered for this endeavor, each with its own unique
implications. The initial critical step was making a selection,
and such a decision left no room for error. Eventually, we arrived
at the concept of presenting the entire archive in its unaltered
state. Bllent Erkmen curated the exhibition with this notion,
guided by his personal interpretation that revolved around the
entirety of the archive.

Needless to say, the archive is intricately connected to memory.
The relation between archives and authority parallels that of
memory and authority, albeit with a notable distinction. While
archives typically fall under the control of authority, memory
retains the ability to reference authority.”

HASAN BULENT KAHRAMAN, “ON BULENT ERKMEN'S ‘THE ROOM WITH 40 DOORS' DESIGN", T24.COM.TR,
27 OCTOBER 2022,
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PRIZMA EXPANDED:
ALGININ POETIKASI
POETICS OF PERCEPTION
E. MAYIS | MAY

29 TEMMUZ | JULY

AKBANK
41. GUNUMUZ
SANATCILARI
ODULU SERGiISi
AKBANK 4157
CONTEMPORARY
ARTISTS PRIZE
EXHIBITION

14 EYLUL | SEPTEMBER
4 KASIM | NOVEMBER

PRIZMA EXPANDED:
ALGININ POETIKASI

POETICS OF PERCEPTION

11 MAYIS | MAY
29 TEMMUZ | JULY
AKBANK SANAT

KURATOR | CURATOR SANATCILAR
LARA KAMHI ARTISTS
REHA ERDEM +
FLORENT HERRY

ZEYNEP DADAK +
CiCEK KAHRAMAN

DE.NiZ TORTUM +
ALICAN CAMCI
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“Prizma Expanded: Alginin Poetikasr’ sergisi, alti
sinemacinin li¢ grup hélinde kurguladiklari dért tane
mekadna 6zgi ve deneyim tabanl sinematik eserden
olusuyor. Hakikatin durmaksizin hikayelestirildigi,
dolayisiyla 6ziinden oldugu ve temsile indirgendigi bir
diinyanin farkindaligiyla kurgulanan bu sergi, gercekligin
dissellik ile kesistigi bir diizlemde konumlaniyor ve
go6zlemciyi anlatinin bir parcasi haline getirirken soruyor:
Sinematik deneyim genisledikce, algi da genisler mi? (...)
Ormanin, séziin, ylizeyin icinden, suya, derinlere, soyut
ve diissel bir alana uzanan bu askin sinematik yolculuk,
seyircisini distlinsel ve fiziksel bir deneyimin parcasi
olmaya davet ederken, gliniimiiz medya sanatlarinin
yitirmekte oldugu dokusalligi ve zihinsel aktiviteyi
muhafaza etme potansiyeli tasiyan
Genisletilmis Sinema akimina glincel ve
6znel bir deneyim alternatifi sunmayi
amachyor.”

LARA KAMHI, “ALGININ POETIKASI”, SERGI KATALOGU,
AKBANK SANAT: iSTANBUL, 2023.

“The ‘Prizma Expanded: Poetics of Perception’
exhibition comprises four site-specific,
experiential cinematic works created by six
filmmakers divided into three groups. The
exhibition, crafted with an understanding

of a world in which the truth is continually
being transformed into narratives, thus de-
essentialized, and becoming mere representation, positions
itself within a layer where reality and imaginary entwine.

It poses the question, ‘Does the expansion of cinematic
expression align with an expansion in perception?’ all while
involving the observer as an integral part of the narrative. (...)
This transcendent cinematic odyssey, stretching from the
depths of the forest, words, and surfaces to an ethereal realm,
beckons the viewer to partake in a reflexive and tangible
encounter. In this endeavor, it aims to materialize a subjective
and contemporary experimental alternative to the Expanded
Cinema genre, harboring the capability to safeguard textual
elements and mental engagement that are progressively
eroding in today’s Media Art.”

LARA KAMHI, “POETICS OF PERCEPTION", TRANSLATED BY: OZNUR KARAKAS, CATALOGUE OF
THE EXHIBITION, AKBANK SANAT: ISTANBUL, 2023

“Bircok yan etkinlik ve sdylesiyle zenginlesen Lara
Kamhi kiratérligliindeki sergide, sinema sektériinden
lic profesyonel ve lic yénetmenin ikili gruplar héalinde
calismalari sergileniyor. Serginin bir dizi anahtar kavramin
etrafinda &riildiglinii bastan ifade etmeliyiz. Kamhi'nin
kurdugu bagimsiz sanat inisiyatifi Prizma’nin 13’linci
projesi olarak bu sergi, basta inisiyatifin de kurulma
amacini acik eden ‘Genisletilmis Sinema’ kavramini
irdeliyor. Serginin adindan da anlasilacag Gzere ‘alginin
poetikasr’ ikinci anahtar kavram. ‘interaktif hikaye
anlaticiligr ya da ‘iletisim aglarinin sinematik deneyime
olan etkisi’ gibi bir dizi problematik bu kurucu iki kavramin
etrafini sariyor. Tim bunlara sinemaci/sanatcilarin
sahsi dertleri ve bir yerde bu dertlerin ifadesi
olan calismalari da eklenince yazmasi zor,
gezmesi keyifli, yapit sayisi gérece az olmasina
karsin oldukca yogun bir sergiyle karsilasmis
oluyoruz.

OKTAY ORHUN, “ALGININ POETIKASI: IMKAN VE IHTIMAL", ARGONOTLAR,
7HAZIRAN 2023.

“The exhibition, curated by Lara Kamhi
and enriched by numerous side events
and discussions, showcases the works
of three seasoned professionals from

the cinema industry, grouped in pairs with three
directors. It is essential to begin by highlighting that the
exhibition is centered around a series of pivotal concepts.
This 13* project of the independent art initiative Prisma,
founded by Kamhi, delves into the notion of ‘Expanded
Cinemd’, aligning with the initiative’s founding principles.
As the name implies, ‘the poetics of perception’ stands as
the second foundational concept, surrounded by a range

of issues like ‘interactive storytelling’ and ‘the influence

of communication networks on cinematic experience’. All

of these elements, coupled with the personal concerns of
cinema professionals and artists, culminate in an intense
exhibition. Despite its limited number of pieces, the exhibition
offers an immersive experience that is enjoyable to visit but
challenging to analyze.

OKTAY ORHUN, “THE POETICS OF PERCEPTION: OPPORTUNITY AND POSSIBILITY”, ARGONOTLAR,
7 JUNE 2023
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