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Glnlmiz Sanatcilari sergilerini yaklasik kirk yil énce baslattik.
Bugunki kusaklar acisindan bakinca, hatta tuim kusaklar icin de bu
siire basli basina bir tarihtir. Hele kirk yila yakin siirede dinyanin
ne kertede degistigi, donistigi disinilirse ‘tarih’” kavramiyla
vurguladigimiz olgunun derinligi ve genisligi busbitin anlasilir.
Sadece cok basit bir seyi belirterek bu vurgumuzu aciklayalim. Kirk
yil 6nce biz Ginumiz Sanatcilari Yarismalari’'ni baslattigimizda
‘giincel sanat’ kavrami yoktu. En fazlasindan ‘cagdas sanat’ kavrami
kullaniliyordu. O da modern sanatin biraz daha donustirilmis
formlarina getirilen bir tanimdi. Bugiinse glincel sanat bitinuyle
farkli ve artik tarihsel ¢izgisini anlatan kitaplarin yazildig bir
alandir.

Butldn bunlardan sonra Tirkiye'nin simdi evrensel dizeyde
onemli ve giclu sanatcilarinin olusturdugu bu alanin 1989
sonrasindaki olusumunda Ginimduz Sanatcilarinin oynadigi
derinlikli rolu ozellikle belirtmemiz gerekir. Bu seriven, mize,
galeri, kuratorlik kavramlarinin buginkd anlamlarindan ¢ok
uzak oldugu bir donemde baslatildi. Bu slire¢ Berlin Duvari'nin
yikilmasiyla tetiklenen kiiresellesmeyle baglantili gelismelere
kosut kendi tarihini olusturdu. Biz de ona belli diizeylerde katkida
bulunduk, 6zellikle uluslararasi alanda ortaya cikan yeni kavramlar
ve egilimleri on plana c¢ikarmaya calistik. Sanat diinyasindaki bu
yeniliklerin hayata gecirilmesinde onci bir rol Gstlenme gayreti
icinde Glinidmiuz Sanatcilari Yarismasi'nin kendi yapisini da nasil
hizla degistirdigi kolaylikla gordlebilir. Ancak butidn bunlar icinde
en ¢ok onemsedigimiz sudur: Bugln Tirkiye'deki sanat ortaminda
onde gelen sanatcilarin onemli bir bolimi henliz 6grenciyken ve
genc bir sanatci iken, hatta sanatci adayi iken ilk sergilerini bizimle
birlikte actilar. Bu en biiyiik sevincimizdir.

Ote yandan bu dénem icinde Giinliimiz Sanatgilari Sergisi
daima gincelligi kavramsal bir dizeyde izlemeyi basardi. Gene
basladigimiz donemde sadece sanatc¢i-yapit arasindaki formatif
iliskiyi one ¢ikaran bir tutum icindeyken ve bu tutum sanat Uretilen
ortamin kendi 6zelliklerinden kaynaklaniyorken, daha sonra
sanat yapitinin ve sanatci kavraminin kazandigi yeni icerikleri
bu yarismalara yansitmayi basarabildik. Bu nedenle de degisen
se¢me teknikleri, yeni sergileme modelleri uyguladik. Ayni sekilde
kiratorluk alanindaki gelismeler de sergi kavramlari ve zeminleri
acisindan bizi yonlendirdi.

Akbank 36. Glinimiiz Sanatcilari Yarismasi bitiin bu gelismelerin
bir sentezi olarak kabul edilebilir. Yarisma jurisi, kiratorlik

yaklasimi ve dogrudan dogruya serginin dokusu bu goridsimuizi
dogruluyor. Sunu belirtmemiz gerekir. Glincel sanat dokusu geregi
politik bir sanattir. Buradaki politika kavrami yasamin her alanini
kavramaktadir. Bu yilin sanatcilarini yarismaya ¢agiran ana baslik
ve kavram daha farkli bir icerige sahip gibi duruyor. Ne var ki,
tam da bu kavramin kendi i¢ politik 6zelliklerinden s6z ediyoruz.
Serginin dokusu da bu yaklasimla dogrudan ortiisiyor. Bunun bir
uzlasama veya tekabiiliyet olmasi gerekmez. Ortiismeler hatta
kesismeler bugiinki diinyada yeterince aciklayicidir.

GlnlUmiz Sanatgilari Sergisi'ni yillardir diizenleyen Akbank’a ve
kapilarini acan Akbank Sanat’a tesekkir ederiz. Sergi jirisine,
kiratorimiize ayrica tesekkir borcluyuz. Yarismaya katilan,
yapitlari sergilenen ve o6dul alan sanatcilari ise yirekten kutluyoruz.

Leyla Belli
Resim ve Heykel Mizeleri Dernegi Baskani



We have launched the Contemporary Artists Exhibitions nearly forty
years ago. Looking at it from the viewpoint of today’s generation,
or indeed for any generation, this time span is a history in its own
right. Especially, if we would consider how much the world has
changed and transformed in this period of nearly forty years, the
depth and breadth of the phenomenon that we have emphasized with
the concept of ‘history’ can be appreciated in full. Let us explain this
emphasis by pointing out something quite simple. That time, forty
years ago, when we initiated the Contemporary Artists competitions,
the concept of ‘contemporary art’” did not even exist. At most, the
concept of ‘modern art’ (contemporary art) was on the scene. Today,
contemporary art exists as a distinct realm, with books written to
delineate its historical trajectory.

Witnessing the present-day Turkish contemporary art life in Turkey
consolidated by the universally significant and substantial artists
we should especially mention the profound role played by the
Contemporary Artists in its formation in the post-1989 period. This
adventure started at a time when the concepts of museum, gallery,
and curator were far removed from their present meanings. It was
formulating its own history in conjuction with the developments
related to globalisation triggered by the fall of the Berlin Wall. We
made our contribution to the process in various degrees especially
trying to bring to the fore the new concepts and tendencies happening
in the international area. One can easily see how Contemporary
Artists Competition changed its structure rapidly, trying to be the
first in implementing those novelties in the art world. Yet the one
thing that we consider to be the most important among these is the
fact that a significant part of the leading artists in the art scene of
Turkey today, had the chance of opening their first exhibition with
us, while still a student, a young artist, or even an aspirant artist.
And this is our greatest joy.

On the other hand, throughout this period the Contemporary Artists
Exhibition has always managed to pursue the contemporary on a
conceptual level. While the early exhibitions assumed an attitude
that emphasized the formative relationship between the artist and
the artwork - an attitude originating from the characteristics of the
environment in which art was created - in the following years, in our
competitions, we succeeded in reflecting the new contents that the
concepts of the work of art and the artist have acquired. Accordingly,
we implemented a variety of selection techniques and new models of
exhibition. Similarly, the developments in the field of curatorship also
guided us in terms of the concepts and the grounds of the exhibitions.

Akbank 36th Contemporary Artists Prize Competition can be
considered as a synthesis of all these developments. The selection
committee of the competition, the curatorial approach, and the
fabric of the exhibition itself, all confirm this view. One thing has to
be pointed out. Contemporary art is political due to its very fabric.
The concept of the political that is used here, embraces all areas
of life. The main title and the concept that was used in the call
for artists this year seems to have a somewhat different content.
However, it is exactly the inherent political characteristics of this
concept that we are talking about. The fabric of the exhibition also
directly corresponds to this approach. This does not necessarily need
to be a compromise or equivalence. Correspondences, and even
coincidences are sufficiently explanatory in our present-day world.

We would like to extend our gratitude to Akbank for organizing the
Contemporary Artists Exhibition for years, and to Akbank Sanat for
hosting it. We also owe thanks to the selection committee of the
exhibition, and to our curator. And we wholeheartedly congratulate
the artists who have participated in the competition, exhibited their
works and received a prize.

Leyla Belli
Chairman of Painting and Sculpture Museums Association



NE GORURSUN | NE ALIRSIN
Nadim Samman

2018 yili Akbank 36. Giiniimiiz Sanatcilari Odili Sergisi
kapsaminda resim, heykel, enstalasyon, video ve performans
da dahil olmak uzere ¢esitli ortamlarda Uretilen isleriyle
18 finalistin eserleri sergileniyor. Bir butin olarak ele
alindiklarinda, juri tarafindan bir araya getirilen bu secki
Turkiye'nin yeni belirmekte olan sanat sahnesinde kullanilan
tekniklerin ve sanatcilarin gindemlerindeki sorunsallarin
cesitliligini ortaya koyuyor. Sergiye dahil olan eserlerin
konumlanmalari Gzerinden bir dizi giincel mesele irdeleniyor.
Yeni teknolojilerin 6grenme sekillerimizi, neler bildigimizi ve
nasil hissettigimizi etkileyerek giindelik yasami nasil yeniden
tanimladigi konusundaki distlinceler, bu eserler kapsaminda
ele alinan belirgin bir bicimde g6ze ¢arpan bir konu. Buna
ek olarak, giderek temsiller lzerinden yasayan bir kiltirde,
mekansal anlamda yer ve peyzajin akibeti konusunda tam
da dogru zamanlamayla yapilan degerlendirmeler karsimiza
¢ctkmakta. Kapsamca bu egilimlerin her ikisini de asan ve daha
kalici kaygilari kayda geciren, dil ve anlam kurma konusunda
arastirmalar da mevcut sergide. Ayrica, telkin ve tesirin glcu
ile mesgul olan calismalar da bulunmakta. Yeni yetenekleri
kucaklayan ve onlara seslerini duyurabilecekleri bir platform
sunan Akbank 36. Giiniimiiz Sanatcilari Odiili Sergisi iginde
yasadigimiz bugiinden, sanatin gelecegine dogru bakiyor.

Bir sanat 6dilinidn amaci nedir? Sanatcilar, calisma ve Uretme
arzularini canli tutabilmek amaciyla bir giin kendilerinin de
boyle bir odil alabilecekleri fikriyle mi calismalilar? Elbette,
tutkulu ve zeki yaraticilarin hepsini odillendirmeye de 6ddl
yetmez; demek ki durum bu da olamaz. Ne var ki, bu gozlem,
altta yatan taninirlik kazanma ve takdir edilme konusunu
bir ¢ozime ulastiramamaktadir. Gercekten, calismalarini
sergileyebilme, onlara gorunurlik kazandirma, hatta belki
ovguye konu olmalarini saglama micadelesi cogu sanatci
acisindan zorlu bir ugrastir. Ama insan, davranislarini
stratejilerin belirlemesine ne derece izin vermelidir? Bu
baglamda, pragmatizm eserleri ne zaman mahvetmeye baslar?
Bu gibi sorular Merve Vural'in Ave Maria adli calismasinda
esprili biryaklasimla inceleniyor. Tek kanalli bir video ¢calismasi
olan bu eserde, dantelli resmi bir elbise giymis sanatci karenin

on planinda ve ortasinda yer alarak kameraya ve bunun
uzantisi olarak da seyirciye dogrudan bakarak bir performans
gerceklestirmektedir. Bu performans enstriimansiz bir Ave
Maria serenadidir. Karsimizda gordigimdz garip, tuhaf ve
biraz da komiktir; elbette sanat¢l sarki soyleyebilmektedir
ama bunun profesyonel dizeyde olmadigi da bellidir. Yine
de, en azindan tutum acisindan bakildiginda, bunun yliksek
perdeden okunan bir arya oldugu soylenebilir. Sarki soylemek
ozglven ister ve bu kamera karsisinda da boyledir; bir diva
pozisyonuna soyunmak ve bunu izleyiciye sunmak cesaret ister.
Video karesi sanat¢iyl yakindan cercevelemektedir ve onun
gozlerini gorecek kadar yakindan seyrediyor olmak izleyiciyi
rahatsiz edebilecek derecede bir mesafesizlik hissi uyandirir.
Bunda bir gariplik vardir. Peki ama nasil? Gorlintise gore bu
durum, bizimicin de, onun agisindan olacagini tahmin ettigimiz
kadar mahcubiyet vericidir. Bu bir secmedir. Begendiniz mi?
Bakisinda temasvardirve bu performansi sizinicin sergiledigini
hissedersiniz. Performansinin mizikal anlamda kesinlikle
mikemmel oldugu soylenemez. Ama muhtemelen gayretine
saygl duyarsiniz. Ama sonuna kadar dinlemek mi gerekir?
Belki de biraz olsun iyi niyetinizden faydalanildigi hissine
kapilirsiniz. Onun sarkisiyla ortaya koydugu acilis hamlesini
reddetmeye basladiginizda (sessizce, hatta bilin¢sizce) belki de
biraz sucluluk duyarsiniz. Belki de onun bu sarkiyla sizi bastan
ctkarmaya calistigini hissedersiniz ve bunun biraz uygunsuz
kactigini disuinlrsiiniz. Arka plana baktiginizda videonun
onun gittigi sanat okulunun atdlyesinde cekildigini fark
edebilirsiniz. O sizin icin se¢melere katilmis, sizin dikkatiniz
ve bakislariniza talip bir geng sanatc¢idir. Schubert tarafindan
bestelenen mevzu bahis Ave Maria parcasinin sozleri, Meryem
Ana’ya hitaben yazilmis yardim talep eden bir duadir. Bu
bir yakaris sarkisidir. izleyicinin karsisindaki, dinleyicinin
oniindeki yakarista bulunan bir (gen¢) sanatcidir. Ave Maria
kaybolmus bir insanin duasidir; bulunma, geri kazanilma ya da
dahil edilme amaciyla dile getirilen bir yalvaristir. Muhtemelen
bu calismayi izleme deneyimi biraz tuhaf bulunacaktir, ¢ciinki
bir yandan bizim onayimizi, kabulimdzui talep ederken, bu
genc sanatci bir klasik (muzik) eserine yaslanmaktadir.
Belki de bitin sanatcilar bir klasik statlistine ulasma arzusu
tasir; bu sarkinin kiltirel imgelemde kapladigl yer kadar
onemli, onun kadar kutlu olma o6zlemi icindedir. Bu onemli
gorilme arzusuyla seslendirilen duanin biraz kistah bir yonu
vardir. Bu, bilindik bir eserin naif bir sekilde seslendirilisidir.



O, utanma duygusuna kapilmadan kendi konumunu bir
sarkiyla dillendirmektedir, bizler ise onu yargilayacak bir
yerde konumlandigimiz icin utanmadan edemeyiz.

Yine yargi ve kistahlik temalarina egilen bir baska calisma
da Levent Yildiz'in Antigone baslikli isidir ve bu calisma,
esere adini veren Antik Yunan trajedisinin farkli film ve tiyatro
oyunlarindan alinmis sahnelerinin gosterildigi dokuz ekrandan
olusan bir ¢ok kanalli videodur. 1961'den ginimiize uzanan
ayni hikayenin farkli anlatimlarindan alinan gorintiler ayni
anda akmaktadir ve aktorlerin Ust Uste binen sesleri bir
kakofoni olusturmaktadir. Bu hikayenin birden fazla anlatimini
ayni anda sergilemek, bir yandan her bir sanatsal belgenin
ozgunlugunu ortaya koyarken, diger taraftan da bu klasik
dramin igerigini gliclendirmeye ve agcmaya hizmet etmektedir:
Antigone yas tutma konusunda getirilmis yasagi cigner ve
kralin emrine ragmen erkek kardesinin dizgun bir sekilde
gomilmesini saglama girisiminde bulunur, bu da hem onun
icin hem de kral icin trajik sonuclar dogurur. Ataerkil soy
terimleriyle ifade edecek olursak, Antigone, babasi Oedipus'un
yasadigl hikimdarin iradesine karsi gelme halinin yeniden
ifade bulmus bicimidir. Ancak, babasinin aksine, o ahlaken
daha dogru bir zeminde durmaktadir. O yasayi ¢ignerken,
babasindan farkli olarak, bu davranisinin dogrudan sonucu
olarak iktidari ele gecirmeye kalkismaz. Hukimdar olmak
gibi bir amaci da yoktur. Onunkisi iradeyle ayri dismenin
yeniden dile gelisidir, ama bu bicim olarak farkli bir tirddr.
Kardesine duydugu trajik vefa duygusu icinde yalniz basinadir,
bir ilke ugruna sehit olmustur ve zaman icinde hakli ¢ikacak
bir kadin istisnadir. Kare olusturacak sekilde yan yana dizilmis
videolarda sunulan ¢ok sayidaki Antigone, onun hikayesindeki
itaatsizlik dokularini ve clret edilen bu davranisin mal oldugu
sonuclari ¢cogaltmaktadir. Bu sahneleme seklinde Antigone
bir koro haline gelir. Artik bir basina yas tutan ya da bunun
sonucunda sehit olan bir kisi olmaktan cikar, o artik birden
coktur. Onunki artik (eril) egemenligin iradesine karsi bireysel
bir itiraz degil, bir protestodur. Bu anlamda, bu ¢alisma bir
taninirlik kazanma dramini 6ne cikarmaktadir.

Bununla baglantili bir baska drama da Ayse Nilden Aksoy'un
bitki sularindan elde edilen pigmentler kullanarak sulu boya
kagidina bastigi bir dizi portre fotografindan olusan Yiz/esme
serisinde ele alinmaktadir. Dijital negatiflerden glines

1Isigindan faydalanarak gerceklestirilen bir baski sureciyle
elde edilen yumusak, topraksi tonlara sahip fotograflar,
tarim iscilerini, kendi emekleriyle kizgin glinesin altinda
yetistirilen sebzelerden elde edilen malzemeleri kullanarak
resmetmektedir. Dogal boyalarin dengesiz olusu, gorintilerin
hizla solmasina neden olmakta ve bu da genellikle mevsimlik
gocer isciler tarafindan gerceklestirilen glinimdiz tarim
isciliginin givencesiz niteligine ayna tutmaktadir. Portre
sanati, benligin pekistirildigi ve toplum goziinde gorindr bir
temsile kavusturuldugu bir sanat tiridur. Bir kisinin portresini
yapmak, o kisinin imgesine toplumsal alanda bir deger bicmek,
onu degerli kilmaktir. Uzun zaman boyunca sadece zenginlerin
ulasabildigi bir ayricalik olan portre, fotografin icadina atfedilen
radikal bir demokratiklesme siireci yasamistir. Bu baglamda,
Aksoy'un calismalarinda karsimiza c¢ikan “gérindrligin”
gecici niteligi, bu imgeler serisinin sosyal temsiliyetin ta
kendisinin politik ekonomisini gozler online seren bir portre
olarak ele alinmasinin yanlis olmayacagini gostermektedir.

Yukarida ele alinan calismalarin hepsinde, ayni Zeynep Kaynar'in
bu sergideki ¢alismasinda oldugu gibi bir soru belirmektedir:
Bir seyi (ya da birisini) dikkatlice gozlemledigimizde ya da
onlari yargilama girisiminde bulundugumuzda, “onlarin
boyunun ol¢lislini alma”™ eylemi aslinda ne vakit bizim kendi
benlik imgemizin merkezini sasirtir? (Amorfi) Kolimban,
gazete ve kagitlardan olusan bir kolaj zemini Uzerine yapilmis
ve bas yerine oldukga bulyuk bir goze sahip olan, biylk 6lgekli,
tuhaf bir balik resmidir. Agiz veya solungaclar gibi unsurlarin
olmasi beklenen yerleri tamamen kaplayan devasa iris ve g6z
bebegiinsan gozind andirmaktadir. Bu tek gozli devin govdesi
ise yasam tarzi ve insanlarla etkilesimlerine sanatcinin uzun
zamandirilgi duydugu bir yaratik olan levrege aittir. Bu hayvani
derinlemesine incelemek, ilgi alanini onun Gzerine odakladikca
bu yaratigin zihinde boyle daha biyuk gorinmeye baslamasi
onunla iliskimizi degistirir mi? O da bize bakiyor olabilir mi?
Bakiyorsa ne goriyor?

Taninirlik ve yanlis taninmak, okunurluk ile ilgili meseleler
sosyal alanin temelini olusturur ve buna en samimi tirdeki
iliskilerden, siyaset ve kolektif kimlik konularina uzanan
mevzular dahildir. Bizler taninmak isteriz ve a¢ik¢a anlamayi
arzulariz. Yorumlayici semalar, kurallar ve diizen isteriz...
ta ki bunlar sinirlayici olmaya baslayana dek; olasiliklari

engellemeye, gizemi ve 6zgurligl baltalamaya baslayana dek.
Her sey onceden yorumlanmis veya tanimlanmis oldugunda,
tipki toplum genelinde oldugu gibi, iki kisi arasindaki bir iliskide
de hayal giiciiniin oyunlariyavaslar. Atilla Galip Pinar’in /simsiz
adliisi gibi bir calisma garip olanive tretken karisikligr kucaklar.
Bu enstalasyon kagit Gzerine akrilik ve kalemle yapilmis
12 tablo icermektedir. Bunlarin bir kisminda cansiz nesneler
veya sematik formlarlailiskilendirilerek yerlestirilmis hayvanve
insan figurleri bulunmaktadir: profilden goriinen bir domuzun
viicudunun bir yarisi yerinde bir ev vardir; bir filin vicudu dik
aciyapan bir cizgi haline gelir; bir kaplumbaganin Gzerine siyah
bir kare yerlestirilmistir. Bitin seri kapsaminda resimsel,
figuratif, goz yanilsamasi yaratici, ti¢ boyutlu motiflerle yassi,
grafik, tek renkli elemanlar bulusturulur. Soyut ve figuratif
bu iki imgesel rejim birbiriyle cekisme halindeyken, calisma
genelindeki senaryo bir dil oyunu gibi goriinmektedir; sanki bu
garip kombinasyonlar cimlelere, ikonlara veya ideogramlara
karsilik gelmektedir (kopek + kulak = kdpek kulakli). Yani,
insan ilk basta goze carpan anlamsizligi asmayi basaracak
olursa, bu cesitli kombinasyonlar ortaya ¢ikarilacak biranlam
vadediyor gibi durmaktadir. Calisma sizi net bir anlam okuma
gayreti icine sokmaktadir, ancak isin c¢ekici yani boyle bir
anlam bulamamanin verdigi zevkte yatar. Emojiler, kurumsal
logolar ve rasyonel isaretlerle orild, grafik iletisimin blylk
itibara sahip oldugu ve mesajin netliginin biyik 6nem tasidigi
bir ¢cagda, acik isaretler kullanarak anlamsizlik tdretmek
memnuniyetle kucak acilacak bir ugrastir.

Soyut anlam kurma konusundaki diisiincelerden uzaklasan
Asiklar adli calisma taninma, yanlis taninma ve okunabilirlik
arasindaki gerginliklere donmektedir ve bu dinamigi ask
imgesiyle ve bunun lzerinden de asiklarla iliskilendirerek ele
almaktadir. Seher Uysal'in gerceklestirdigi enstalasyon, 1zgara
biciminde dizilerek sunulan, kagit Gzerine siyah murekkeple
yapilmis 51 adet resimden olusmaktadir. Bunlarin en Gstiline,
Isvec'te Viking donemi kaya oymalarindan bir semboliin
resmedildigi tek bir panel yerlestirilmistir. Asagidaki
resimlerin timu siliet bicimindedir ve bunlarin dis hatlar
sanat tarihi boyunca resmedilmis unli sevgili tasvirlerinden
hareketle belirlenmistir. Siliet, bir kisinin veya nesnenin en
belirgin 6zelligini 6ne ¢ikarir, ayni zamanda da konusu olan
ozneyi/nesneyi indirgeyerek ve tek boyutlulastirarak tek renkli
bir nitelige buridndurir. Bir iz takip edilerek belirlenmis dis

hatlari haricinde soyutlasan bu resimlerin her birinin gorsel
kaynagi/referansi sadece izleyicinin sahip oldugu kdltirel
sartlanmanin izin verdigi dlclide tanimlanabilir bir hal alir.
Bazilari, Chagall'in Dogum Giinl adli eserindeki oplcuk gibi,
apacik ortada olsa da digerleri tanidik olmaktan tamamen
uzak gorinebilir. Tek bir kagit yapragini, Viking simgesini,
digerlerinden ayirmanin ve bunu resimlerin olusturdugu
izgaranin disina, yukariya, ayricalikli bir konuma, bir tir
hiyerarsi olustururcasina yerlestirmenin islevi ya da mantigi
nedir? Acaba bu resim izgara icindeki diger ¢alismalari
yorumlamanin anahtari midir? Ya da alternatif bir bakisla,
1zgara icine yerlestirilmis resimler bu eski sembolin anlamini
¢ozebilmeye yarayacak bir 6lciit mi sunmaktadir? Bu simgenin
eski caglarda kullanilan bir sembol olmasi, ask konusuyla ve
onun genis bir zaman araligindaki gorsel temsilleriyle ilgili
olarak akla secere ya da koken konularini getirmektedir. Bu
baglamda, Asiklar bir yandan da askin tarih-asiri niteligiyle, en
azindan imge olusturma rejimleri araciligiyla kismen de olsa
dis hatlarizaman icinde gelisen bir kultirel proje olarak askin
tarihsel boyutu arasindaki gerilimi gozler oniine sermektedir.

Hatice Artiz'in Bayat adli calismasi, teknik olarak
bakildiginda, bir ekran uzerinde gosterilmesi sebebiyle tek
kanalli bir videodur. Bununla birlikte, video cercevesi icinde
kanvas bir perdenin rizgarla siserek hafifce dalgalanmasinin
gosterildigi, neredeyse hareketsiz bir gorunti olarak
bicimsel niteligi belirgin bir bicimde tuval resmi ¢cagrisimlari
icermektedir. Kameranin bakisi dogrudan bu perde lzerine
yoneltilmistir ve perde, kenarlarindan bir tiir sanayi tesisindeki
bir koridorun girisine tutturulmus gibi gorinmektedir.
Giris, birbirine paralel dort kalin boru ile ¢evrelenmis olup,
izleyicinin bakisinin, tiinelden gelen bir hava hareketi oldugu
her sefer hafifce dalgalanan, biraz kirlenmis kumas yiizeyine
odaklanmasini saglamaktadir. Videonun bilin¢li olarak
tasarlanmis kompozisyonu, yavas yavas izleyiciyi resim ve
sinema arasindaki iliski Gizerine distinmeye siriiklemektedir.
Acaba bos bir sinema perdesine mi bakmaktayiz, yani bu
Uzerine gorintu yansitilacak potansiyel bir yizey mi? Yoksa,
resim yapilacak bir tuval mi? Ya da temsil edilen nesne, dokusu
ve dinamik bicimi Uzerinden riizgarin gostergesi olarak islev
goren bu ytizey ve hareketin kendisi mi? Son olarak da, lzerine
yansitma yapilacak veya resim yapilacak bir ylizey olarak bu
perdenin ikili anlamlanma imkaninin t¢inci bir olasilik daha



icerip icermedigini disinmeye baslariz; perde bir yandan da
cercevenin ardinda yatanlari ortup gizleme islevi de ustleniyor
olabilir.

Berkay Yasar'in 138 Darbe=36 Kalori baslikli eseri, genel
beklentinin aksine gozle gorulir bir gorsel bilesen icermeyen
tek kanalli bir video ¢alismasidir. Yani, bitiin video boyunca
ekran siyahtir. Video boyunca degisen tek gorsel denebilecek
ozellik, yani bu calismanin bir hareketli goriinti ¢calismasi olma
durumunun tek teminati devam eden ve bir ses kanalinin eslik
ettigi beyaz altyazidir. Buna ragmen, video yogun bir aksiyon
icerir.Video boyunca devam eden acgiklama ve sesler, ne oldugu
belirtilmeyen bir nesnenin sistematik bicimde imha edilisini
nakleder. Elektrikli aletlerin ¢ikardigi glrdltiler ve sanatcinin
aciklamalari Gzerinden izleyici bu nesnenin par¢alanmasi ya
da sokilmesine bir anlamda taniklik eder. insanin meraki,
dogal olarak, gorsel mahrumiyet uzerinden cezbedilir ve
nesnenin imhasi, bir anlamda, optik yoksunluk lzerinden
kayit altina alinir. 138 Darbe=36 Kalorinin sunum tarzi, bir
seyi gizlemeye dayanmaktadir; s6z konusu nesneyi gozden
esirgeyerek hayalinde canlandirmaya imkan tanimaktadir. Bu
calisma, taniklik etme durumunu konu haline getirmektedir.
Sanatcinin (veya seslendirmedeki sesin) bir seyin fiziksel bir
siirece tabi oldugu konusunda gerc¢egi soyledigine inanmak
durumunda kaliriz. Konusan kisinin anlattiklari ve ses
kanalindan duyulanlar bu olasiligi naklediyor olmakla birlikte,
kesinlikle siphe duymaya imkan vardir. Budurumda gercekten
ne oldugunu bilmenin yolu var midir? Bizim degerlendirmemiz
yanlis olsa ne fark eder? Peki, bu nesnenin var oldugunu ya
da, isin asli, ne oldugunu bilmekle ne kazanilabilir? Filmsel
belgelemenin kolaylastirdigi dogrulama yaklasimlariyla
ugrasan c¢alisma, izleyicinin bu ortama yonelik beklentilerini
ve isteklerini on plana ¢ikarir. Seslendirme, bos perdeyi
tamamlayici bir bicimde donuk bir tonda sunulmaktadir.
Gorinen o ki, bu calisma bize tzerine gliven ya da bunun tam
tersini naksedecegimiz bir tuval ve daha genis bakildiginda
da bu tesebbise iliskin degerlendirmemizi yansitacagimiz bir
perde sunmaktadir. Bu calismanin onermesi, izleyicinin ne
anlamda bir tanik oldugu sorusudur.

Hoddevik, Batuhan Keskiner’in biylk ol¢ekli bir fotografi.
Kompozisyonun merkezinde yer alan beton bir direk, ufukta
kaybolan elektrik hatti kablolarini tasiyor. Acik gri renkli

bulutlarla kapli genis ufkun oniinde, her iki tarafta ylikselen
yamaclarin arasindaki bir vadide konumlanan bu insan yapimi
yekpare anit dogal manzarayla zitlik icinde durmakta ve bu
fotografta insan bulunmamasina ragmen insanin varligini ima
etmekte. Bu basit bir fotograf mi, yoksa bizi sifresini cozmeye
davet eden bir isaret mi?

Bu sorunsali bir sonraki noktaya tasiyan Mert Acar’in
Backlit adli calismasi ise algl ve beklenti ile oynar. Calisma
uc fotograftan olusmaktadir ve fotograflardan birinde
dzerindeki reklamlar yirtilarak sokilmis ya da hava
sartlarina bagli olarak tahrip olmus, kullanilmayan bir ilan
panosu gosterilmektedir. Tabela olarak is gormez halde olan
bu panonun normalde gizli olmasi gereken bir dizi floresan
ampulden olusan i¢ aydinlatma sistemi gorinmektedir. Bu
fotograf ve benzer floresan ampulld aydinlatma tesisatina
sahip diger tabelalarin gosterildigi oteki iki fotograf isikli kutu
formatinda sergilenmektedir. Bunun yapilmasiyla, Acar’in
calismalari bir ikiye katlama islemi sahnelemektedir ve bunu
fotografik sergileme diizeneginin gercek zemini (sergilenen
fotografin gercek cercevesi ve neon tipleri) ve fotograflarda
temsil edilen gortntd arasinda kurulan bir zitlik yerine daha
cok bir yakinlik iliskisi Gzerinden gerceklestirmektedir. Bu
sanatsal onermede, eserin malzemesel altyapisinin gercekligi,
onceligi resimsel 6zneye terk etmez, aksine onun icinden
parlayarak gorinurliginu korur. Backlit gercek ve imgenin
bir sentezidir ve bu sekilde kendini temsil etme kapasitesine
sahip uclncl bir nesne olusturur.

Yukarida belirtilen temalarin yani sira, sergideki cesitli
calismalar yeni teknolojilerin deneyimlerimizi nasil yeniden
tanimladigini, 6grenme bicimlerimizi, bildiklerimizi ve
hissettiklerimizi ne sekillerde etkiledigini ele almaktadir. Bu
calismalarda karsimiza cikan temel ¢ozimleme yaklasimi
medeniyet sorunsaliyla baglantilidir, yani, bu tir olgularin
bir zamanlar iyi veya degerli oldugu dusundlen degerler ve

kurumlarla ne sekilde iliskilendigini incelemektedir.

Kaan Figici'nin Caglar Boyunca Yankilands baslikli ¢calismasi
tuval Uzeri akrilik teknigiyle yapilmis, hayali bir mekani
betimleyen, mimari formlar ve devasa dlgeklerde biyitilmus
kulakliklarda kullanilan mini fisli ses kablolari gibi tiketici
elektronigi bilesenlerinin bir araya getirildigi hiper-gercekgi

bir resimdir. Bu manzaranin zemini, dizlemin ufuk cizgisinin
merkezinde kesisen bir dizi diz ¢izgiyle tanimlanmistir ve
bunlar genis, diiz, belki de sonsuz bir diizlem tarif etmektedir.
Bu genis alan icerisinde bir mimari mekan olusturan, bir yay
dzerine yerlestirilmis bir dizi klasik sttun bir tir kolezyumun
sinirlarint belirlemekte gibi gorinmektedir ve gercek
olculerinden cok daha blylk resmedilmis gincel imler
bu mekanin icinde sahnelenmistir. Bu tiyatrovari ortam,
kahramanlarin biyiik boyutlu bir vazo ya da ayakli kupaya
saldiran yilansi kablolar oldugu bir tir hesaplasma ya da
dram akla getirmekte, bir tir teknolojik Laokoon hikayesi
sunmaktadir. Bu, temsil ortaminin disinda asla var olamayacak
bir mekanda gerceklesen fantastik ya da sanal bir sahnedir.
Bu goruntd, altyapilarin yer aldigi dissel bir manzaranin dijital
mimari ¢izimi gibi goziikmektedir; teknolojik imlerin ve islevi
belirsiz araclarin bir araya toplandigi ve bunlarin giincelliginin
klasik situnlarin varliginin ortaya koydugu zitlikla dengelendigi
bir sahnedir. Olcek olarak bdydtidlen bu imler ve araglar,
diger ogelerin kultiurel degerine, 6nemli ve hatta belki de
saygin kabul edilmelerine bir saldiri gerceklestirmektedir.
Bu unsurlar, resimsel anlamda, klasiklerin statlsine
ylkseltilmistir. Ya da belki de slitunlar mini fis boyutuna
kucultilmistir. Her iki durumda da ge¢misin kicultilmesi
ve/veya simdiki zamanin sisirilmesi bir denge noktasina
ulasmistir. Goridinen o ki, bu resim giincel tekno-kdiltirimuzin
nasil bir medeniyet mertebesine ulasabilecegi sorusunu dile
getirmeye calismaktadir.

Gilcin Karaca'nin Kittiphane baslikli Uclemesi de kilit bir
im olan kitiphaneyi ele alarak benzer bir soruyu inceleme
girisiminde bulunmaktadir. Bu calismanin konusu, 6grenme
ve bunun sonucunda ortaya cikan urinlere iliskin temel bir
kurum olan kutiphane, bilgi deposudur. Bu calisma, boya
ve bant kullanilarak islenmis ¢ sira kdtiphane rafinin
betimlendigi kismen soyutlanmis perspektif bir gorintudur ve
perspektifin kacis noktasiisin tam ortasina denk gelmektedir.
Sanatgclya gore, bu kolaj/resim ¢alismasinin zemini icin (tuval
yerine) sac levhanin segilmesi, bilgisayar ekrani cagrisimlari
meydana getirmektedir ve bu da glinimuzde kitiphanelerin
sanal oldugu gercegini yansitmaktadir. Bu baglamda
Kutiphane, giinimuzin veri odakli durumunu ele alma gayreti
icindedir; sanal ortami yasam cevremizin duyusal dokusuyla
tezat olusturacak sekilde sunmakta, boylelikle sanal ortamin

icerigi/bilgiyi cok daha erisilir kilmakla beraber, bir yandan da
bir ol¢ude bu icerigi derinliksizlestirdigi ve dokunsal okuma
yaklasimlarina kapali hale getirdigi onermesini yapmaktadir.

Peki bu medeniyet konusu nelere mal olma ihtimali
tasimaktadir? Bu soyut, akademik bir soru mudur? Sadece
inzivaya cekilmis arastirmacilarin, gecip gitmis bir ¢cagin zarif
andaclarina meyilli olanlarinilgilenecegi bir sey midir? Yoksa,
belki de acilen ele alinmasi gereken bir sey mi vardir? Hasan
Mert Oz'iin /simsizadli video calismasinda sadece ic camasir
giymis bir adam, glnesin kavurucu sicagl altinda keskin
kenarli taslardan olusan bir yamaca oturmus, basi gokylzine
dogru cevrilmis durmaktadir. Ancak bu ter icindeki figir
kendi tepesindekilere ya da cevresindeki diger makinelere
cok fazla ilgi gosteriyor gibi gorinmemektedir. Hatta, bizim
gordigimiz bu an ozelinde, cevresinden tamamen bihaber
gorinmektedir. Kulaklari ortiludur, gozleri ve alniise agirlig
yizinden kafasini yukari kaldirmasina sebep olan sanal
gerceklik gozlukleri icinde kaybolmustur. Taslar bu kadar
keskin olmasa, uzanarak daha rahat edecegini disinirsiniz.
Isitsel ve gérsel bilinci baska yerlerde dolanan, cogu zaman
sanal deneyimi i¢inde kaybolmus gibi duran adam ise
pek aldiriyor gibi durmamaktadir. Ancak arada bir ¢iglik
atmaktadir. Eger bu is belli bir bireyin portresi degilse, pekala
icinde yasadigimiz zamanin portresi ya da olumsuz cevre
kosullariyla basa ¢ikmak icin gelistirilmis bir yontem olabilir.
Bu calismadaki figiir, rahatsizlik vericiliginden dolayi ilgisini
gerceklige yoneltmekten vazgecmis, cikisi sanal bir dinyaya
kagcmakta bulmustur. Bu bize, icinde bulundugumuz galeri
ortaminda sa¢ma gelebilir, ama hepimiz ayni kabahati bir
nebze olsun paylasmiyor muyuz? Belli ki bu ¢calisma bizi kendi
bas etme stratejilerimiz ve nahos bir durum icinde birakilinca
yapilan tercihler hakkinda diisinmeye davet etmektedir.

Hem kisisel hem de politik anlamda, glncel 6znellik
manzarasi yeni beliren teknolojiler tarafindan kesinlikle
degistirilmekteyken, bir yandan da maddi ve fiziki gercekligi
gézden kacirmamak onemlidir. Hasan Mert 0z'iin
calismasindaki karaktere dikkatle baktigimizda gorecegimiz
uzere, sanal gercekligi tercih ederek bu tir sorulari ardinda
birakmak, glinimiz zorluklariyla bas etme konusunda pratik
bir strateji olmak yerine hiisnikuruntu olmaya daha yakindir.
Cevresel ve ekolojik sorunlar artmaya devam ederken ve



dinya goze gorunur bir sekilde kiclilmekte, uzak cografyalar
giderek daha fazla birbirine baglanmaktayken, yeryiiziinin
manzaras! sanatcilar acisindan kilit konulardan biri olmaya
devam etmektedir.

Fakat, “kati olan her seyin buharlastigi” bir vakitte manzaranin
lafi mi olur? Dusuincelerimizi cogunlukla ucucu veya gecici
olarak sunulan giincel an uzerine nasil odaklayabiliriz? Nur
Pinar Ozen'in The Cloud baslikli calismasi kismen birbiri
uzerine bindirilmis on bir adet beyaz kagit Uzerine fizen
kullanarak yapilmis bir eserdir. Bu kagitlar, pikselli bir
dizenlemeyi hatirlatan bir sekilde yerlestirilmistir; bu da
bulutlarin genel olarak siirekli sekil degistiren yapisina paralel
bir bicimde bu gorintinin konfiglirasyonunun da degismekte
olmasi olasiligini distiindirmektedir. Desene bakildiginda,
bulutun beyazligi siyah fon tzerinde farkli tonlar kullanilarak
olusturulmus bir tir kabartma gibi gorinmektedir. Elbette
bu fon karbonla (fizenin kémirtyle) kaplidir. S6z konusu
bulut motifi, tehdit edici yani olmayan, dismanliktan uzak,
kimulds turidne ait olmakla beraber bulutun sekli onu
cevreleyen karanlik bir atmosferi acgiga c¢ikarmaktadir.
Kagitlarin dizenlenmesindeki piksel gondermeleriyle birlikte
insanin dustnceleri dijital dinyadaki buluta kayar ve bu da veri
depolamanin enerji yogun, kirlilige yol acici gercekligiyle ilgili
bir hesaplasma fikrine goturir. Bu, gorindigu Uzere, beyaz
bir bulutun resmidir, ama ayni zamanda da kara bir bulutun
resmidir. Bu, atmosferdeki bir bulutun silietidir, ama ayni
zamanda insanin karbon ayak izinin de siluetidir. Buradaki
“bulut”un sanal bigiminin yani sira maddesel alt katmanlarini
da g6z online aldigimizda, bu calisma hem incelikli hem de
ongordludur.

Cogunlukla, imgelerin maddesel olmadigi dislindlir; onemli
bir 6zellik olarak, bir bakima fiziki bir “zemine” bagli olmadan
serbest bicimde salindiklari disundlir. Bir tir mistisizme
veya deger ya da hakikat baglaminda evrensel esdeger
konusundaki kultirel teorilere imkan veren de bu estetik
egilimdir. Bununla birlikte, bu disinsel tabloyu biraz daha
karmasik hale getirmek daha buyuk kazanclar saglayabilir.
Kayran, Berna Dolmaci tarafindan gerceklestirilen, G¢ boyutlu
bir form alacak sekilde burusturulmus cok sayida yirtik
kagittan olusan bir enstalasyonudur ve bir araya getirilen bu
kagitlar bir manzara ima etmektedir. Kismen duvara monte

edilmis bu kagitlarin bir araya geldiklerinde yarattiklari
etki eseri resim ve kabartma heykelin 6tesine, mimariye
dogru tasir. Bir dizi topraki tonlarda, yesiller ve kahverengi
tonlari, griler ve beyaz tonlarindaki bu kagitlari sanatei
cesitli yogunluklarda renklendirerek ve Uzerlerine farkli izler
yaparak hacimsel kompozisyonun meydana getirdigi gorsel
doku ve derinligi daha da belirginlestirmistir. Sanki bircok
manzara resmi kasnagindan sokiilerek ‘gercek’ bir manzara
tretmek Ulzere kolaj halinde yeniden bir araya getirilmistir.
Bu (ressam elinden cikmis gibi goriinen) eserin 6lcegi ve
buna ilaveten, heykelsi nitelikleri goz onidne alindiginda,
karsimizda su soru belirmektedir: Bu calisma ne tur bir temsil
iddiasi tasimaktadir? Yani, bu, kagittan bir manzara midir,
yoksa mimesis diyarinin otesindeki ‘gercek’ bir manzaranin
kagittan yapilmis analogu/maketi midir? Goériinti ve mekansal
gerceklik arasindaki sinirda konumlanan bu calisma insani
kesfe davet etmektedir.

Meltem Begic¢'in eseri Bédengi daha da acik bir temsiliyet
oyunu icermektedir. Farkli sekil ve boyutlardaki cesitli
ahsap parcalari, eskiden tek bir kapi ¢ergevesi olusturuyor
olmalidir. Bu parcalarin her birinde kullanilmaya dayali
asinma ve yipranma belirtileri gortlmektedir; bazilarinin
tzerindeki boya katmani durmakta, digerlerinde boya
kalkmis ya da sokiulmustir. Bununla birlikte, her parcanin
Uzerine isaretlenmis, kirmizi renkte kicuk bir carpi ya da
X isareti bulunmaktadir. Bu tekrarlanan isaretler insaat
iscileri veya bir yikim ekibi tarafindan yapilmis olabilecek,
dekoratif olmak yerine sokililecek unsurlari belirlemek
tzere kullanilmis isaretleri akla getirmektedir. Pargalar, bir
dikdortgen olusturacak sekilde, gevsek bir bicimde yeniden
dizenlenmistir. Ancak sadece bu dikdortgenin dis kenarlarini
olusturmak yerine, boyali parcalarin bir kismi da onun iginde
yer almaktadir. Bu da cercgevenin bir resim olma yolunda
oldugu anlamina gelmektedir. Alt bolimlere ayrilmis ve
yeniden diizenlenmis bu dis sinir, insanin tek bir kapidan tekrar
tekrar gecisini ¢cagristirmaktadir; insanin her gin tekrarladigi
diinyaya yonelme surecine taniklik eden hareketsiz bir yapi,
her seferinde farkli temas noktalarina ¢arpma ve kendini
bunlara gore ayarlamayi gerektiren bir stire¢. Zamansal bir
silsilenin mekansallastirilmis bir dizilise indirgenmesiyle,
icinden gecerek kendimizi sundugumuz bu sonsuz gecit,
burada bir portre resminin yerini almaktadir.

Kendimize yeniden yon verdigimizde ya da dikkatimizi yeniden
yonlendirdigimizde diinya nasil degisir? Gul Akpinar’in Entropi
adli calismasi, icinde insanlarin olmadigi bir sokak sahnesinin
resmedildigi, bir kaldirimin, bir yolun bir bolimunun, bir ¢op
konteynerinin ve istiflenmis tugla yiginlarinin tasvir edildigi,
boyu 5 metre uzunlugunu bulan devasa bir resimdir. Bunlarin
arkasinda, dikey cubuklari arasindan agaclarin gordlebildigi
bir demir parmaklik ve bir tas duvar vardir. Bu calismanin
olcegi, aktarilan manzarayla neredeyse bire bir boyuttadir.
Renkler ince katmanlar halinde uygulanmis, bunun sonucunda
resim, temsil ettigi tas ve beton gibi yipranmis bir goriinime
sahiptir. Bununla birlikte, dogrudan bir illistrasyon olmanin
otesindeki resimde, demir parmakligin cubuklari, dogal
olmayan bir bicimde, asagidaki betondan yansiyormuscasina
tekrar belirmektedir. izleyici biraz daha dikkatli baktiginda,
farkli olceklerdeki diger tekrarlanan bicimler ve nesnelerin
varliginin farkina varir ve sahne icinde kullanilan birden fazla
mekansal perspektif oldugunu gorir. Calismadaki resme
has iz yapma yaklasimina ragmen, kompozisyon yakinlasip,
uzaklasmakta gibi goriundr, odak noktalarinin buyutildigd,
soyutlandigr ve kigultildigld goze carpar ve bunlar dijital
manipllasyon araclarinin isleyisini yansitan bir gorsel
gramer kurma cabasinin pargalari gibi durmaktadir. Ayrica,
bu resimsel diizenek, sokakta yiirlirken yasadigimiz optik
odaklamanin degisken, sallantili seklini hatirlatmaktadir.
Gezici, cisimlesmis bir bakisin fenomenolojisi ile gorsel
teknolojiler tarafindan olanakli kilinan programli parcalarina
ayirma sulreci arasinda bir yerde konumlanan ¢alisma,
glindelik (disiinim 6ncesi) yasantimiza ait ve hem teknik hem
de diger anlamlarda temsil siireclerine dair bir gorinti olarak,
yer kavraminin istikrarliligi tGzerine dusuncelere dalmisken
gorilen bir hiilya niteligindedir.

Ogulcan Sirmeli'nin tuval Gzerine yapilmis, cesitli boyama
tekniklerinin bir arada kullanildigi, yogun bir ifade tasiyan bir
multimedya calismasi olan Crkis Yollarindan Biri adli eserinde
manzarayl, onun ge¢misini ve simdiki halini mielliflik acisindan
okumak temel bir konu gibi gorinmektedir. Tuval tzerindeki,
kavisli cizgiler ve kazinmis yerler gibi, izlerin bazilari kasitlidir,
diger bir kismi ise sanat¢inin benimsedigi, damlatma teknigi
gibi, ongorilemeyecek sonuglar doguran uygulamalarin
sonucudur. Bu tir yaklasimlarin yani sira sprey boyanin da
kullanilmis olmasi, calismayi grafitinin sahip oldugu gorsel

usluba dogru gotirmektedir. Ritmik, aktif kompozisyonuna
ek olarak, bu calisma katmanlar halinde insa edilmis gibi
gorinmektedir; eski izler yeni lekeler ardinda gizlenmekte,
onceden yapilanlar sadece kismen gorulebilmektedir. Bu
baglamda, galeride sergilenmek Uzere hazirlanmis bu
calisma, sehrin bazi sokaklarindaki duvarlarda “bulunan”
kosullari orneklemekte gibi gozukur; eski sloganlarin Gzerine
yenilerinin yazildigi, boylelikle katmanlasan, birbirine karisan
bir girultinidn olustugu, okunmasi olanaksizlasan bir cesit
palimpsest haline gelmesiyle sonuc¢lanan durumu yineliyor.
Okunabilirlik ve karmasa arasinda salinan bu kayit fazlaligi,
bantla yapilmis biylk bir ¢carpinin altinda, tuval Gzerinde dolup
tasmaktadir. Bu carpi isareti, ressam elinden ¢ikma izler ve
lekeleri gizlemekten ¢ok sembolik bir olumsuzlama ortaya
koymaktadir.

Sergide izleyici karsisina ¢ikan guncel kaygilar, ortamlar
ve yontemler yelpazesiyle 2018 yili Akbank 36. Glinimiiz
Sanatgilari Odili Sergisi icinde yasadigimiz anin ruhunu
ozetliyor. Bu sergide yer verilen sanatgilar, jirinin kendi
arasinda yaptigi konusmalari daha ileri noktalara gotiren,
tartisma ortami yaratan, tutkulari atesleyen ve hatta
anlasmazliklara yol acan ¢alismalar uretenlerdir. Umarim
izleyiciler de onlarin Uretimlerini degerlendirirken benzer bir
itham verici ve merak uyandirici nitelik bulurlar.
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Nadim Samman

The 2018 Akbank 36th Contemporary Artists Prize Exhibition
showcases works by 18 finalists, across a variety of media
- including painting, sculpture, installation, video and
performance. Together, this juried selection highlights the
breadth of techniques and intellectual agendas playing out in
Turkey’s emerging art scene. The featured artistic positions
investigate a host of contemporary concerns. Reflections on
how new technologies are redefining everyday life, affecting
the way we learn, what we know, and how we feel, feature
prominently. Additionally, timely meditations on the fate of
place, and landscape, in a culture saturated with representation
abound. Cutting across both of these tendencies, and
registering more perennial concerns, explorations of language
and sense making are present. So, too, engagements with the
power of suggestion, and influence. Celebrating new talents,
and offering them a platform, the Akbank 36th Contemporary
Artists Prize Exhibition looks towards the future of art, today.

What is the purpose of an art prize? Must artists work with
the idea that, one day, they might receive one, in order to
stay motivated? Of course, there are never enough awards to
decorate all the passionate, intelligent creators out there - so
this cannot be the case. But the underlying issue, of recognition,
is not resolved through this observation. Indeed, the struggle to
have one’s work seen, perhaps even celebrated, is of concern
to most artists. But how strategic must one be? When does
pragmatism, in this regard, ruin the work? Such questions are
explored, playfully, in Merve Vural's Ave Maria. This is a single
channel video which presents a performance by the artist,
who appears front and center of the frame wearing a formal
lace dress, looking directly at the camera, and by extension,
the viewer. She offers an acapella serenade of of Ave Maria.
Awkward, weird, and funny—She can sing, but obviously not
to a professional standard. Nevertheless, at least in terms of
attitude, it is a strident aria. It takes confidence to sing, even
before a camera - to pick up the mantle of diva, and offer it
to the viewer. The frame is closely cropped, and the fact that
you see her eyes makes it feel too close for comfort. There's
something awkward about it. But how? It would seem that it

is as embarrassing for us as, we expect, it should be for her.
This is an audition. Do you like it? There is contact in the gaze
and you feel she is performing for you. The performance is,
musically, certainly not perfect. But perhaps you respect her
effort. But do you have to listen to the whole thing? You feel,
perhaps, a little put upon. You feel, perhaps, a little guilty when
you begin to reject (silently, perhaps even unconsciously) her
overture. Perhaps you feel that she is is attempting to seduce
you, in song, and it feels a little inappropriate. When you look
at the background, you can discern that the video is shot in the
studio of her art school. She’s a young artist auditioning for you
- for your attention and your gaze. As it happens, the libretto
for Ave Maria, by Schubert, is a prayer for help addressed to
the Virgin Mary. It is a song of supplication. Here is a (young)
artist in supplication, before the viewer, before the audience.
Ave Maria is the prayer of a lost person - a plea to found,
recuperated, orincorporated. Perhaps one finds the experience
of viewing this work awkward because, while asking for our
approval, for recognition, this young artist leans on a classic
(musical) artwork. Perhaps all artists aspire to the status of
the a classic - to be as important, as celebrated, as this song is
in our cultural imaginary. There’s something impudent about
this prayer for importance. It is knowing work played in a naive
way. She’s singing her position without shame, and we can't
help feel ashamed to be in position to judge her.

Also expanding on the theme of judgement, and impudence—
Antigone, by Levent Yildiz, is a multichannel video featuring
nine screens, each of which display scenes from the eponymous
ancient Greek tragedy - sampled from different film and theatre
stagings. Comprising retellings from 1961 to the present, all
the footage runs simultaneously, with the voices of the actors
blending into a cacophony. Showcasing multiple tellings of this
story at the same time, while disclosing the specificity of each
artistic document, serves to heighten and unfold the stakes of
this classic drama: Antigone breaks the law against mourning
- attempting to secure a decent burial for her brother against
the word of the king - with tragic consequences for her, as
well as the king himself. In patrilineal terms, Antigone is a re-
articulation of her father Oedipus’ rupture with the sovereign’s
will. However, unlike him, she is holds the moral high ground.
While she breaks the law, she does not - unlike her father -
usurp sovereignty by default. Nor does she seek to become

it. Hers is a re-articulation of rupture, but of a different sort.
Alone in her tragic fidelity to her brother, she is a martyr to a
principle - a female exception who will be vindicated. The video
grid delivers multiple Antigones, proliferating the textures and
stakes of disobedience in her story. In this staging, Antigone
becomes a chorus. No longer a single mourner, or eventual
martyr, she is many. Hers is no longer an individual objection
to the will of (male] sovereignty, but a protest. In this sense,
the work foregrounds a drama of recognition.

A related drama underpins Ayse Nilden Aksoy’s Face to Face
series of portrait photographs, printed on watercolor paper
using pigments derived from plant juices. Developed from
digital negatives through a solar printing process, the gentle
earth-toned photos portray farm workers in media derived from
their own labor—vegetables cultivated under the hot sun. The
unstable medium of the natural dyes causes the images to fade
rapidly, mirroring the precarious nature of agricultural labor
today, which is often performed by seasonal migrant workers.
Portraiture is a genre through which the self is consolidated
and given public representation. To portray someone is to
valorize their image within social space. Long a privilege
available only to the wealthy, the invention of photography is
credited with a radical democratization of portraiture. In this
light, the temporary nature of the ‘visibility" at play in Aksoy's
work suggests that we take this series of images as a portrait
of the political economy of social representation itself.

Inall of the above works, as with Zeynep Kaynar’s contribution to
this exhibition, a question arises: When we observe something
(or someone] intently - or attempt to judge them - when does
the act of 'sizing them up’ actually de-center our own self-
image? (Amorphi) Kolimbariis a painting on a collage support
of newspaper and paper, featuring the oversized representation
of a strange fish, distinguished having an extremely large eye in
place of its head. Utterly replacing features such as mouth, or
gills, its massive iris and pupil resemble human eye. The body
of this cyclops belongs to a sea bass, a creature whose mode
of life and interactions with humans are of of longstanding
interest to the artist. Might studying this animal intently, such
that it looms larger in one’s frame of attention, change our
relation to it? Might its look back at you? What does it see?

Questions of recognition, and misrecognition, of legibility,

underpin the social domain - from relationships of the most
intimate sort to questions of politics and collective identity. We
want to be recognized, and to see clearly. We crave interpretive
schema, rules, and order... until such time as they constrict;
foreclosing possibilities; undermining mystery, and freedom.
When everything is pre-interpreted or defined, the play of
imagination in a partnership between two people, just as in
society at large, is slowed. A work like Atilla Galip Pinar’s
Untitledembraces the strange; and productive confusion. This
installation features 12 acrylic and pencil drawings on paper.
A number of them feature animals or human figures staged
in relation with inanimate objects or schematic forms: a pig
is seen in profile, one half of its body replaced by a house; an
elephant’s body becomes a right angled line; a black square
is positioned above a tortoise. Throughout this series pictorial,
figurative, illusionistic, three dimensional motifs meet flat,
graphic, monochrome elements. As these two image regimes,
abstract and figurative, contend, the overall scenario looks like
a language game - as if these strange combinations amount to
statements, icons or ideograms (dog + ear = dog eared). This is
to say, the various combinations seem to promise a sense, to
be uncovered, after one has overcome the apparent nonsense.
The work draws you into trying to read a clear meaning, but
its appeal lies in the pleasure of finding none. In an age of
emojis, corporate logos, and rational signage, where graphic
communication has assumed massive prominence, and clarity
of messaging is deemed of paramount importance, working
with clear signs to make unmeaning is welcome.

Moving away from reflections on abstract signification,
The Lovers turns around tensions between recognition,
misrecognition, and legibility while staging this dynamic in
relation to the image of love, and by implication, between lovers
themselves. The installation, by Seher Uysal, comprises a series
of 51 black ink paintings on paper, presented in grid formation.
Above them a single panelis mounted, depicting a symbol from
a Swedish Viking-era rock carving. All of the images below take
the form of silhouettes, whose outlines are based on depictions
of famous lovers from throughout art history. A silhouette
valorizes a person or object’s most distinctive feature, while
at the same time reducing and flattening its subject - into a
monochrome. Abstract, excepting a traced contour, each one’s
visual source/reference is identifiable only to the extent that
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the viewer’s cultural conditioning allows. While some may be
obvious - like Chagall's The Birthday (Anniversary)- others
may seem wholly unfamiliar. What is the function or rationale
for singling out one sheet of paper, the Viking rune, and placing
it outside the grid; above, in a privileged position, seemingly
establishing a hierarchy? Is the image a key to interpreting
the works in the grid? Alternatively, does the content of the
grid establish a criterion for establishing the meaning of the
of the ancient symbol? The fact that the rune is an ancient
symbol suggests the issue of genealogy, or origins, in relation
to topic of love and its visual representation in a long-duree.
In this respect, The Lovers also stages a tension between the
love’s transhistorical quality, and its historical dimensions as
a cultural project whose outlines have developed in time, at
least in part through regimes of image making.

Technically, Stal/e, by Hatice Artiiz, is a single channel video,
by virtue of its display on a screen. In its formal composition,
however, as a near-static image of a canvas curtain billowing
gently within a frame, it most obviously invokes painting. The
camera’s gaze is trained directly upon this curtain, which
appears to affixed around its edges to the entrance of a tunnel
in some kind of industrial facility. The entrance is framed by
four thick pipes running in parallel, focusing one’s gaze on
the slightly soiled fabric surface, which flutters subtly each
time an apparent gust of air moves passes through the tunnel.
The deliberate composition of the video gradually entrains the
viewer into a meditation on the relation between painting and
cinema. Are we watching a blank cinema screen, a potential
surface for projection? Or a canvas to be painted? Or is this
surface, an index of the wind with its own texture and dynamic
shape, and movement itself the object represented? Finally,
we are drawn to consider whether the double valence of the
screen—as surface on which to project or to inscribe—contains
a third possibility; that the curtain may also function as a veil
for what lies within the frame.

Berkay Yasar's 138 Impact=36 Calorie is a single channel
video piece, that, in counterintuitive fashion, does not offer
a manifestly visual component. This is to say, the screen is
all black throughout its duration. The only changing pictorial
feature, which might guarantee its status as a moving image
work, isawhite text subtitle that runs throughout—accompanied

by a soundtrack. And yet, the video is full of action. Running
throughout, a commentary, and sounds, convey the systematic
destruction of an unspecified object. Amid the roar of power
tools, and the artist’'s commentary the viewer bears a kind of
witness to its breaking down, or dismantling. One’s curiosity
is, naturally, engaged through the act of visual denial, and the
obliteration of the object is, in a way, registered by the optical
lack. 138 Impact=36 Calorie’s mode of presentation relies on
hiding something - making the object in question apparent,
to the imagination, through withholding. The work makes
testimony an issue. We must take the artist (or the voiceover)
as truthfully registering the fact that something is being subject
to a physical process. While the spoken account, and the
soundtrack seem to convey this possibility, there is certainly
room for doubt. What are the stakes of knowing the truth of
the matter? Does it matter if our assesment is incorrect? And
what might be gained by knowing that the object exists, or,
for that matter, what it is? Speaking to modes of verification
facilitated by filmic documentation, the work foregrounds the
viewer's expectations and desires for this media. The voiceover
is offered in a deadpan fashion, somewhat complementing the
blank screen. The work, it seems, offers a canvas on which to
inscribe trust, or its opposite, and, more broadly, to project
one’s assessment regarding the object of the enterprise.
In what sense, the work proposes, is the viewer a witness?

Hoddevik is a large format photograph by Batuhan Keskiner.
Located in the center of the composition, a concrete pylon
acts as a support for power lines which disappear into the
distance. Set against an open horizon of light grey clouds, in
a valley between rising slopes on either side, this man-made
monolith made stands in contrast with the natural landscape
- telegraphing man’s presence despite the absence of human
figuresin the scene. A straightforward photograph, or a signal
inviting decryption?

Pushing this problematic, Backl/it, by Mert Acar, plays with
perception and expectation. The work consists of three
photographs, one of which depicts a defunct billboard, whose
advertisements have been ripped away, or else destroyed by
weather. Defunct as a method of signage, its interior lighting
system - an arrays of fluorescent bulbs which should normally
normally be hidden - is visible. This photo, along with two

others featuring similar fluorescent fixtures, are exhibited as
lightboxes. In so doing, Acar’s work stages a doubling - not
so much a contrast as a contiguity, established between the
real ground of photographic display (with its actual frame and
neon tubes), and the image which describes. In this artistic
proposition, the reality of the work’s material support does not
cede priority to the pictorial subject, but rather shines through
it. Backlit is a synthesis of real and image, constituting a third
object which has the capacity to represent itself.

As well as the above thematic, various works in the exhibition
proffer reflections on how new technologies are redefining
experience, affecting the way we learn, what we know, and
how we feel. A key strand of analysis, in these works, has to do
with the question of civilization - that is, how such phenomena
relate to values and institutions, that were once considered
good, or valuable.

Kaan Ficici’'s Echoed Through the Ages is a hyperreal acrylic
painting on canvas that depicts a manifestly imaginary space,
featuring architectural forms and consumer electronic
components - such as mini-jack audio cables, of the sort used
in headphones - scaled up to monumental proportions. The
ground of this landscape is defined by a series of straight lines
that converge at the central horizon of the plane, suggesting a
huge, flat, perhaps infinite plane. Establishing an architectural
space within this expanse, a curved row of classical columns
seems to demarcated a kind of coliseum, within which the
oversized contemporary markers perform. This theatre-
like setting suggests a reckoning, or drama, in which the
protagonists are serpentine cables assailing an oversized
vase, or an urn - suggesting a kind of technological laocoon.
This is a fantastic or virtual scene, taking place in a space that
can never exist outside of representation. It suggests a digital
architectural rendering of an infrastructural dreamscape -
marshalling technological markers and tools of indistinct
function, whose contemporaneity is offset by the additional
presence of the columns. Through the former’s scaling up,
these items encroach on the latter’s cultural valence, as
important, and perhaps even venerable. They have, in a
pictorial sense, been elevated to the the status of the classics.
Or perhaps the columns have been shrunken to the size of the
mini-jack. Either way, the diminution of the past, and, or the

inflation of present, are leveled. It is a picture that, it seems,
seeks to ask how our contemporary techno-culture might
approach the status of civilization.

Gilgin Karaca's triptych, Library, endeavors to explore a
similar question as this relates to a key marker - the library;
the repository of knowledge; a foundational institution with
respect to learning and the goods that result from it. The work
is a partially abstracted perspectival image depicting three
rows of library stacks, rendered in paint and tape, which
converge towards an implied vanishing point at the work’s
dead center. According to the artist, choosing sheet metal for
the ground of the collage/painting (instead of canvas] conjures
associations with screens - reflecting the fact that, today,
libraries are virtual. In this respect, Library strives to address
today’s data-driven situation, staging the virtual in contrast to
the sensuous texture of the living environment - suggesting
that while the former might make content/information highly
accessible, to some degree, it renders this content flat, and
impenetrable to tactile modes of reading.

But what are the stakes in this question of civilization? Is it an
abstract, academic question?—Something only for cloistered
scholars; those with a penchant for the elegant tokens of
a bygone age? Or is there, perhaps, something urgent to
consider? Hasan Mert Oz's Untitledvideo work features man,
wearing only his underwear, is seated on a slope of jagged
rubble under a beating hot sun - his head titled upwards
towards the sky. But this sweating figure doesn’t seem to be
paying much attention to what is above him, or the rest of his
surroundings machinery. In fact, in this particular moment,
he seems completely unware. His ears are covered, and his
eyes and forehead are enclosed within VR goggles, whose
weight is the reason for upturning is face. You imagine that he
might be more comfortable lying down, if the rocks weren’t
so sharp. He doesn’t mind, though, as he appears lost in his
virtual experience most of the time - his auditory and visual
consciousness elsewhere. Every now and again, however, he
screams. If this work is not a portrait of an individual person,
it may very well be a portrait of our times - or a particular
method for coping with adverse environmental conditions. The
figure in this work has ceased to pay discomforting attention
to reality, instead escaping into a virtual world. He might look
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absurd, to us, here in the gallery, but aren’t we all guilty of this
to some degree? Clearly, the piece invites reflection on one’s
own coping strategies, and the choices made when placed in
a disagreeable position.

While the landscape of contemporary subjectivity, both
personal and political, is certainly being altered by emerging
technologies, it is important not to lose sight of the material
and physical reality. As attention to Hasan Mert 0z's figure
suggests, leaving behind such questions for pure virtuality may
be more wishful thinking than a practical strategy for dealing
with today’s challenges. As environmental and ecological
challenges grow, and while the world effectively shrinks,
distant geographies ever more connected, the landscape itself
remains a key concern for artists.

But what is a landscape-when ‘all that is solid melts into
air'? How do we ground our reflections on the contemporary
moment, when it is so often presented as ethereal, or
immaterial? Nur Pinar Ozen's 7#e Cloudis a work rendered
in charcoal on eleven sheets of white paper that have been
partially overlaid. These papers are arranged in a manner
that recalls a pixelated organization, which may suggest the
possibility of a shifting configuration of the image - resonating
with the constantly shape-shifting nature of clouds in general.
In terms of drawing, the whiteness of this cloud appears as a
kind of tonal relief against a black background. This background
is, of course, suffused with carbon (from the charcoal). While
the cloud motif in question belongs to the non-threatening,
friendly, cumulous variety - its figure discloses a blackened
surrounding atmosphere. In combination with the pixel
allusions in paper arrangement, one’s thoughts shift to the
digital cloud - and a reckoning with the energy intensive, and
polluting, reality of data storage. This is, apparently, a picture
of a white cloud but it is also a picture of a black cloud. It is
the silhouette of an atmospheric cloud, but it is also a kind
of silhouette for one’s carbon footprint. Taking in the virtual
figure of the "cloud’ as well as its material substrate, this work
is both subtle and prescient.

So often, images are considered immaterial; somehow floating
free - in some important respect - from a physical ‘ground’.
It is this aesthetic tendency that licenses a kind of mysticism,

or cultural theories of universal equivalence with respect to
value or truth. Complicating the intellectual picture, however,
may be more rewarding. G/ade is an installation by Berna
Dolmaci comprising many large sheets torn paper that have
been crumpled into three dimensional forms, and brought
together to suggest a landscape. Partially wall-mounted, their
combined effect pushes beyond painting and relief sculpture,
towards architecture. Coated in a range of earth tones -
greens and browns, greys and whites - the artist has applied
various intensities of color and marks, amplifying the visual
texture and depth supplied by the volumetric composition. Itis
almost as if numerous landscape paintings have been ripped
from their stretchers and re-installed as collage in order to
produce an ‘actual’ landscape. Given this (painterly) work’s
scale and, additionally, sculptural qualities, the following
question presents itself: What kind of representational claim
does it make? Namely—Is this a landscape, of paper, or a
paper analogue/model for a ‘real’ landscape beyond the realm
of mimesis? At the border between image and spatial reality,
the work solicits exploration.

An even more explicit representational game obtains in
Bedengi, by Meltem Begi¢c—various pieces of wood of different
shapes and sizes that, must have formerly comprised a single
doorframe. Each of these pieces shows signs of wear and
tear; some retain a coat of paint, others are flaking, or have
been stripped. Inscribed on each piece, however, is a small
red cross or X mark, rendered in red. These repeating signs
are suggestive of inscriptions that might be made by builders
or a demolition crew, designating features to be excised, as
opposed to being merely decorative. The pieces themselves
have been loosely re-arranged, such that they compose a
rectangular formation. But rather than just comprising the
perimeter of this rectangle, some of the painted pieces also
sit within it. This is to say, the frame is edging towards being
a picture. This subdivided and reorganized perimeter evokes
one’s repeated passage through a single doorframe, a static
structure that bears witness the daily process of orienting
oneself to the world, a process which on each occasion involves
bumping up against and adjusting to different contact points.
Collapsing a temporal sequence into a spatialized array, this
endless portal through which we present ourselves here takes
the place of a painted portrait.

How does the world change when we re-orient ourself, or
our attention? Gul Akpinar’s Entropy is a monumental scale
painting, some 5 meters in length, depicting a street scene
devoid of persons - a foot path, a bit of road, a rubbish bin,
and piles of bricks. Behind them there is a stone wall and a
steel fence, through whose vertical bars trees are visible. The
scale of this work is almost one to one with the scene that
it conveys. The colors are applied in thin washes, with that
overall effect that the painting seems weathered, like the stone
and concrete that it represents. Beyond straight illustration,
however, the bars of the fence reappear, unnaturally, as
if reflected in the concrete below. Upon further attention
the viewer identifies more repeated forms, and objects, of
different scales, and recognizes multiple spatial perspectives
within the scene. In contrast with the work’s painterly mark
making, the composition seems to zoom in and out, to magnify,
abstract, and diminish its foci while pursuing a visual grammar
that reflects digital editing tools. Additionally, this pictorial
device recalls the shifting, uneven optical focus experienced
when one walks down a street. Hovering somewhere
between the phenomenology of an itinerant, embodied, gaze,
and the programmatic disarticulations enabled by visual
technologies, the work is a reverie on the stability of place -
as an image in everyday (pre-reflective) life, and in processes
of representation, both technical and otherwise.

Reading the landscape, its past, and its present, in terms of
authorship seems to a key concern in One of the Ways Ourt,
by Ogulcan Sirmeli - an expressive multimedia work on
canvas, marshalling various techniques of paint application.
Some these marks are deliberate, such as curved lines and
scratches, while others are the result of the artist’'s embrace
of unpredictable effects, such as dripping. Such devices,
along with the use of spray paint, traffic in the visual style
of graffiti. In addition to its rhythmic, active, composition, the
work appears to be built up in layers - earlier marks hidden
behind latter ones, such that only parts of the former remain
visible. In this respect, this gallery work appears to sample the
‘found’ conditions apparent on the walls in certain city streets,
wherein older tags are overwritten by newer ones, resulting in
a kind of unreadable palimpsest of sedimented, intermingling,
noise. This excess of inscription, oscillating between legibility
and disorder, seethes on the canvas, underneath a large cross

made of tape. A crossing out that does not so much obscure
the painterly marks as proffer a symbolic negation.

Through the range of contemporary concerns, media, and
methods showcased in this exhibition, the 2018 edition of the
Akbank 36th Contemporary Artists Prize encapsulates the
spirit of the moment. The featured artists are those whose
works pushed the jury’'s conversation forward - sparking
debate, passion, and even disagreement. | hope the audience
finds similar inspiration, and intrigue, in reviewing their
creations.
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Ayse Nilden Aksoy

1983, Ankara

Yildiz Teknik Universitesi, Sanat ve Tasarim Fakiiltesi, Fotograf ve Video B&limii

Yildiz Technical University, Faculty of Art and Design, Department of Photography and Video

Yuzlesme Face to Face

Suluboya kagidi tzerine baski Print on watercolor paper, 2018

1. fotograf Ispanak suyu-dijital negatifle glines pozlama

2. fotograf Mor Lahana suyu-dijital negatifle glines pozlama

3. fotograf Sirkeli Mor Lahana suyu-dijital negatifle glines pozlama

4. fotograf Pancar suyu-dijital negatifle gines pozlama

1t photograph Spinach juice-sun exposed anthotype with digital negative

2" photograph Red Cabbage juice-sun exposed anthotype with digital negative

3" photograph Red Cabbage juice and Vinegar-sun exposed anthotype with digital negative
4" photograph Beetroot juice-sun exposed anthotype with digital negative
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Tarlada calisan birisiicin emek, insanin toprakla butinlesmesidir. Gormedigimiz, tanimadigimiz, bircogumuzun varliklarindan
bile haberdar olmadigimiz, Yedikule Bostanlarinda Osmanli déneminden beri devam eden kent ici tarimin, geleneksel sulama
yontemleri ile Ureten, gecimini bu yolla saglayan toprakla bitinlesmis toprak iscileri; sirekli yasadiklari kentsel dontstime
emeklerini kurban verme riski ile karsimizda. Bize, gozlerimizin icine bakiyorlar, an be an yok olarak...

Bu projede, glinimuzin dijital fotograf imkanlari ile 1800lerde kullanilmaya baslanmis, ama yavas yavas yok oldugu icin
unutulmus bir teknigi birlikte kullanarak, yok olma sirecini gézlemleme imkani hazirladim.

Hic kimyasal icermeden, bitki sulari kullanilarak glines baski yontemiyle gerceklestirilen baski sireci, emegin, sabrin ve
tutkunun birlesmesi ile sonuc veriyor.

Baskilarin itk gin yapilan dijital reprodiiksiyonlari ile yasayan, nefes alan, i1siktan ve hava kosullarindan dogrudan etkilenen
orijinal hallerini karsilastirarak, soluklasma, siliklesme ve sonu¢ olarak yok olmaya varan sireclerinin bir parcasi oluyoruz.
Boylece fotograf, ani yakalama 6zelliginden 6te “an”in yok olusuna da taniklik ediyor. Bize de bu gercekle ylzlesme firsati
taniyor.

Doganin gozlemlememize izin verdigi, her bir orijinal baskinin kokusuyla, rengiyle yavas yavas kaybolusuyla ortaya ¢ikan bu yok
olma surecini; topragin, emegin ve degerlerin, insan eliyle tahrip ediliyor olmasina dikkat cekmek icin kullandim.

Projeyi gerceklestirirken, bugin bircok alanda hayatimizdan ¢ikmis ya da cikmak tzere olan sabir, emek ve Uretim kavramlarini
hatirlamak; dijitallesmenin, bize sagladigi pek cok kolayligin yanisira kaybettirdiklerini fark etmek; hayatimiza yerlesen
degerbilmezlik ve tiketim cilginliginin getirdigi sonuclari vurgulamak istedim. Bir yandan unutulmus bu teknigi kullanarak,
glnumuze, gecmisin penceresinden bakarken, 6te yandan, ginumuzin dijital imkanlarindan faydalanarak, gecmise bir pencere
acmaya calistim. / Ayse Nilden Aksoy

For someone working in the fields, labour is the integration of man with the land. These are the land workers of Yedikule
Bostanlari. People we do not see, we do not know; people, many of us didn't even know existed. People integrated with the land,
working in these urban vegetable gardens that have been in existence since the Ottoman era, producing crops with traditional
irrigation methods and earning a living in this way. Here they are face to face with the risk of sacrificing their labour to the
constant threat of urban regeneration. They look at us, they look into our eyes, fading away by the minute...

In this project, to observe a process of disappearance, | took the opportunity to use the present-day tools of digital photography
together with a technique that was initially used in the 1800s, but was forgotten as it had slowly disappeared.

This printing process, which is carried out without chemicals, but by using plant juices and sunlight, produces its results
through a combination of labour, patience and enthusiasm.

By comparing the digital reproductions of the prints, showing their condition on the first day of printing, with the living, breathing
original prints that are prone to the effects of light and weather conditions, we become part of their processes of discolouration,
fading, and eventual disappearance. Thus, the photograph not only captures the moment, but also bears witness to the
disappearance of the "moment”. And allows us to come face to face with this reality.

| used this process of disappearance that nature allows us to observe — manifested through the gradual diminishing of the
unique scent and colour of each original print - to draw attention to the fact that land, labour, and values are being destroyed
by the hands of the humankind.

In realising this project, | aspired to remember the concepts of patience, labour and production that have either been excluded
or are about to be excluded from many areas of our lives today; to recognise the ease that digitalisation has provided, as well
as the things it has deprived us of; and | wanted to emphasize the consequences of the lack of appreciation and the madness of
consumption that have already taken root in our lives. By way of using a forgotten technique, | attempted to look at the present
through the window of the past, while on the other hand, | took advantage of the digital possibilities of today, aiming to open a
window overlooking the past. / Ayse Nilden Aksoy
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Atilla Galip Pinar

1978, Ankara

Mimar Sinan Giizel Sanatlar Universitesi, Giizel Sanatlar Fakiiltesi, Heykel B&limii
Mimar Sinan Fine Arts University, Fine Arts Faculty, Department of Sculpture

Bu dizenleme icin secilmis 12 adet yapit, varolus karsisinda geciciliginin, acizliginin, yalnizliginin, tutsakliginin farkina varan
bireyin tedirgin ruh halini minimalist geometrik yaklasim ile dissel tasvirlerin ic ice gectigi bir anlatimla yansitir.
Insan-doga, birey-toplum, zaman-mekan iliskileri, psikolojik ve ontolojik distnce katmanlariyla harmanlanarak kavramsal
temeli olusturur. Renkler, insan ve hayvan figurleri, formlar, bu temeli destekleyecek ¢agrisimlar goz onine alinarak

kullanitmistir. / Atilla Galip Pinar

The twelve works selected for this arrangement reflect the perturbed emotional state of the individual who has become
aware of his brevity, powerlessness, loneliness, and captivity in the face of existence, through a narrative where a minimatlist
geometric approach and imaginary depictions are intertwined. By blending the relations between human-nature, individual-

society, time-space, together with psychological and ontological layers of thought, the conceptual basis of the work is formed.

Colours, figures of human beings and animals, and forms were used with a consideration of the associations that will support
this foundation. / Atilla Galip Pinar

isimsiz Untitled

Kagit Uzerine akrilik ve kalem Acrylic and pen on paper
12 parca, degisken boyutlar 12 pieces, variable sizes
180 x 180 cm. 2018
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Batuhan Keskiner

1991, Ankara

Mimar Sinan Giizel Sanatlar Universitesi, Giizel Sanatlar Fakiiltesi, Fotograf Bolimii
Mimar Sinan Fine Arts University, Fine Arts Faculty, Department of Photography

Alesund

Metalik Baski - Diasec Metallic Print - Diasec
100 x 150 cm. 2017

4+

Hoddevik

Metalik Baski - Diasec Metallic Print - Diasec
100 x 150 cm. 2017

4+

41



T m e ——— T




44

Berkay Yasar
1994, Istanbul
Marmara Universitesi, Glizel Sanatlar Fakiltesi, Resim Bolimd

Parcalanma surecini ses ve yazi yoluyla, siyah ekran Uzerinden izleyiciye aktaran bu ¢alisma, bir eylemi gostermeden

betimlemeye odaklanir. Nesne hakkinda bilgi vermez, olgunun sirekliligine isaret eder.
Ses ve yazi yoluyla izleyicinin zihninde siddete dair bir imge olusturur. Bu tirden bir eylemin genel gecerligine ve benzer

baska durumlara uygulanabilirliine isaret eder. / Berkay Yasar

138 Darbe=36 Kalori
Video, 02°417 2018
5 Edisyon

30 cm capinda ve 10,2 kg olan kiitle, elde edilen 428 parcaya esittir.
Bu parcalarin agirhg 8,7 kg'dir. Parcalama esnasinda ~ 36 kalori harcanmistir.
Parcalar sayilirken 1 cm’den kii¢lik parcalar dahil edilmemistir.
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Berna Dolmaci

1994, Konya

Dokuz Eylil Universitesi, Giizel Sanatlar Fakiiltesi, Resim Bolimii
Dokuz Eylul Univesity, Fine Arts Faculty, Department of Painting

Modern dinya ile birlikte gelen sehirlesmenin dngorilemez betonlasmasi, doganin gittikce yok olmasina neden olmaktadir.
Dogadan koparak yapay biryasam alaniicerisinde sikisan insan, betonlasmanin boguculuguyla strekliyizlesmek durumundadir.
Insanin dogadan kendini uzaklastirmasi ise ¢alismanin ana problemini olusturur. Imgedeki “bakire doga” tasviriyle Uretilen
calisma, izleyici ile guclu bir diyalog kurmayr amaclar ve izleyiciyi yizeyde olusturulan derinlik yanilsamasinin icine ceker.
Ayrica, koku kullanarak imgedeki doga tasvirine ait izleyicinin belleginde kalici bir gérsel kod olusmasini hedefler. Boylelikle,
betonlasmanin getirdigi boguculuktan uzaklasmak isteyen izleyiciicin bir ¢cikis noktasi onermektedir. Atik kagitlari dogal boyalar,
akrilikler ve murekkeplerle donistirip kolaj tekniginde yeniden olusturan sanatci, cesitli materyallerle yizeyde dokular elde
etmektedir. Bu baglamda, calismanin organik yapisi imgedeki “bakire doga” tasviri ile somut bir tutarlilik géstermektedir.

/ Berna Dolmaci

The unforeseen outcome of urbanization in the modern world is a world becoming more and more filled with concrete, which
leads to the gradual disappearance of nature. Severed from nature and confined within an artificially constructed living space,
humankind is forced to experience a constant confrontation with the suffocating nature of concrete. The fact that humankind
has separated itself from nature constitutes the main concern of the work. The work, produced by the representation of an
image of “pristine nature”, aims to establish a powerful dialogue with the viewer, and draws the viewer into the illusion of depth
created on a surface. By utilising scents, it also attempts to create a lasting visual code in the memory of the viewer about the
nature depicted in the image. Thus, it offers a way out to the viewer who wants to get away from the stifling sensation brought
about by concrete. By using natural dyes, acrylics, and ink, the artist transforms waste paper and reconstructs these in a
collage, producing textures on the surface through the use of various materials. In this context, the organic structure of the
work tangibly corresponds to the representation of “pristine nature” in the image. / Berna Dolmaci

Kayran Glade
Atik kagit Uzerine karisik teknik Mixed media on waste paper
530 x 250 x 100 cm. 2017

49



50

51



52

Gul Akpinar

1984, lzmir

Dokuz Eylil Universitesi, Giizel Sanatlar Fakiiltesi, Resim Bolimii
Dokuz Eylul Univesity, Fine Arts Faculty, Department of Painting

Evrenin her parcasinin butiinin bilgisini tasidigi dislncesinden hareketle, her mekanin aslinda mikro kozmik anlamda bir
evren oldugu bilinci ile mekan, eserde evrenin yansimasi olarak konumlanir. Kaos ve kacinilmaz olarak ona bagli olan entropi
sayesinde, dlzensiz ve karmasik gibi gorunen yapilar aslinda iclerinde tutarlidir ve entropi tarafindan evrende dongu halinde
bir tir denge olusturulmaktadir. Entropik dizen olarak tanimlanan kozmik yapidan kaynaklanan bu kaotik denge hali, eser ile
kaotik atmosfer icerisinde ifade bulmaktadir. Evren sirekli olarak bir yikilma ve yenilenme hali icerisindedir. Her seferinde
kendini yenilenmek Uzere yikan evrende, belki de tutku ifadesini kaosta bulur. / Gul Akpinar

Starting from the thought that every single piece of the universe carries the knowledge of the whole, and the awareness that
every space is in fact a microcosmic universe, in the work, space is positioned as a reflection of the universe. Owing to chaos
and its inevitable counterpart entropy, structures that seem in disorder and complex are actually internally consistent, and
entropy creates some sort of equilibrium in the form of a cycle in the universe. Defined as an entropic order, this chaotic
equilibrium resulting from the cosmic structure finds an expression in the work through a chaotic atmosphere. The universe is
in a perpetual state of destruction and regeneration. In a universe each time destructing itself to be regenerated again, perhaps
passion would find its expression in chaos. / Gul Akpinar

Entropi Entropy
Tuval Uzerine yagliboya Oil on canvas
170 x 500 cm. (2 parca ? pieces, her biri each one 170 x 250 cm.) 2016
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Gulgin Karaca

1986, Adana

Anadolu Universitesi, Gizel Sanatlar Fakiltesi, Resim Bolim
Anadolu University, Fine Arts Faculty, Department of Painting

Bir ic mekani betimleyen ‘Kitiphane™ adli calisma, sac levha Uzerine plastik boya ve bant kullanilarak yapilmistir. Calismada
betimlenen kitiphane kitaplarla doludur ve okuma-bilgi edinme tutkusunu temsil eder. Ayni zamanda bilgi artik daha cok
sanal ortamdadir. Tipki doganin bitmesi, sanatin da 21. yizyilin getirdikleriyle farklilasmasi gibi bilgi de farkli bir sekle ve boyuta
burinmektedir. Calismadaki sac etkisi, calismada gercek olmayan bir derinlik yanilsamasi yaratmayi; ayni zamanda bilgisayar
ekrani gibi parlak bir ekran goriintist saglamayi, boylelikle teknoloji ve sanal tutkuyu betimlemeyi amaclamaktadir. Biten doga
ve sanallasan dinya beraberinde yliksek binalarla dolu metropollerive karmasik sehir hayatini getirir. Calismadaki belli belirsiz
ve renkten arindirilmis yiizey, ayni zamanda bir sehir mekanini da bu dogrultuda yansitmak ister. / Gulgin Karaca

A work titled ‘Library’, depicting an interior space, was made using emulsion paint and tape on sheet metal. The library
depicted in the work is filled with books, and represents a passion for reading and acquiring knowledge. At the same time,
information exists in the virtual realm now. Just like the end of nature and the changes in art occasioned by what the 21st
century has brought, knowledge, too, assumes a different form and dimension. The effect of the sheet metal in the work is
there to create an unreal illusion of depth in the work; while at the same time providing the look of a bright screen just like
a computer screen, thus attempting to depict technology and virtual passion. The annihilated nature and the world rendered
virtual bring with them metropolises filled with high-rises and the complex urban life. The vague and desaturated surface in
the work also aims to reflect the urban space in this manner. / Gllgin Karaca

Kutliphane Library

Sac levha Uzerine akrilik boya ve bant

Acrylic and tape on metal

3 parca 3 pieces, her biri each one 90 x 50 cm. 2018
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Hasan Mert Oz
1998, Mers_,_in _
Marmara Universitesi, Atatirk Egitim Fakultesi, Resim-Is Egitimi

|zledigimiz, etrafta gordigiimiiz hemen hemen her sey bilincaltimiza isleniyor. Ozellikle de bilim-kurgu filmlerinin tek bir ortak
noktasi var. Doganin bitmesiyle Diinya yasanamaz hale gelmis ve insanlar kapasitesi distk uzay gemileriyle farkli evrenlere
goc¢ ediyorlar. Peki geride kalanlara ne olacak? Iste bu, geride kalanlarin hikayesi. Bu insanlar gercek diinyadan, bedenlerinden
habersiz, gozlerine takilan gozliklerin icindeki dinyaya hapsolmus durumdalar. Insan insan olamadiktan sonra neye yarar?
Hic kimse doganin bitmemesi ile ilgili bir sey yapmiyor. Tam tersine hizla katletmeye devam ediyoruz. Doga biterse insan da
biter. Bu bilim kurgu filmlerinde islenen bir diger konu ise akil yuklemek. Insanligin butun birikimi, yapay zekayla donatilmis
kuantum bilgisayarlara aktariliyor. Sonu¢ olarak bu bilgisayarlar butun birikimimize sahipler ve bizim gibi disinebiliyorlar,
pekiya "Robotlar da tutkuyla sanat tretecekler mi? / Hasan Mert Oz

Isimsiz
Fine Art baski /100 x 70 cm. - 70 x 100 cm.
Video 46" 2018
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Hatice Artiz

1987, Ankara

Gazi Universitesi, Glizel Sanatlar Fakdiltesi, Resim Bolimi
Gazi University, Fine Arts Faculty, Department of Painting

Titresimli Monolog

Her sey titresir! Insan bedenindeki her hicre, her hastalik, her virus, her istek, her duygu...
Dizensiz ve belirsiz olan diyaloga mi glvenir insan?

Akisi belirli olandan kacinir mi?

Titresimin ve bunun yarattigi rezonansin saf gerceklige donistigu yanilgisina diser mi?
Yarattigi yapay dramlar saf gerceklikle karsilastiginda onu baskalariyla yan yana getirir mi?
Sahici olanda mi var olur, yoksa yaniltici olanda mi? / Hatice Artiiz

Vibrating Monologue

Everything vibrates! Every cell in the human body, every disease, every virus, every wish, every emotion...

Does a person rely on irregular and uncertain dialogues?

Does one avoid the definite flow?

Does a person make the mistake of assuming that vibration and the resonance it creates evolve into a pure reality?
When the artificial tragedies he creates come face to face with pure reality, do they bring him closer to other people?
Does he exist in the real or the delusive? / Hatice Artlz

Bayat Stale
Video, 102" 2018
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Kaan Figicl

1982, Istanbul _

Istanbul Bilgi Universitesi, Gérsel lletisim Tasarim

Istanbul Bilgi University, Department of Visual Communication Design

Caglar Boyunca Yankilandi

Hegel, insanlik tarihinin, insanlik bilincinin tarihi oldugunu séyler. Oyleyse insanlik tarihini yani insanlik bilincini ve onun kurdugu
gerceklikleri hangi araclarla, nasil kavrayabiliriz?

Marx ve Engels “Tek bir bilim taniyoruz, Tarih Bilimi” derken, nesnel gercekligi kavrama ¢cabamizin “tarih” basligi altinda
toplanabilir olduguna isaret ediyorlardi. Anlama fiilinin 6znesi olan “ben” ise, ylizlerce yildir uygarligi kuran mitlerin mirasi olan
bu blyik anlatida, bilissel uyumsuzluk icinde oldugu, celiskili bir durumla karsi karsiya kaliyor.

Insan’in hakikat sonrasi zamanlarda, anomi halinin sirdigi Dinya'yl anlayabilmesi ve anlamlandirabilmesi mimkin mu?
“Caglar Boyunca Yankilandi” calismalari ile egemen anlamlandirma sistemlerinin ve bilgi rejimlerinin zamani ve mekani
nasil ele gecirdigine, gercekligi sadece zihin dizleminde biteviye ureterek bilinci, yani 6zneyi nasil tahakkim altina aldigina
odaklaniyorum.

Formlari takip eden dekupe tuvaller, asildigi mekan ile bitlinleserek sonsuza uzanan bir acik kompozisyon olusturuyor. Akrilik
boya ile ince katmanlar halinde olusturdugum imgeler diinyasinin grafik dili, formlarin birbirleri ve mekanla olan iliskileriyle,
bicimlenmelerin insan zihni ile iliskisine dair anlik bir izlenim ve duygulanim olusturma cabasindayim. / Kaan Figici

Echoed through the Ages

Hegel asserts that the history of mankind is the history of human consciousness. Then, how and with which tools can we grasp
the history of humanity, that is, the consciousness of humanity, and the realities established by it?

When Marx and Engels made a declaration, saying that "We know only a single science, the science of history.” they were
pointing out that our endeavours in understanding an objective reality can be gathered under the title of "history”. The ‘I that is
the subject of this act of ‘understanding’, faces a contradictory situation, a cognitive dissonance with this grand narrative that is
the heritage of the myths that have been establishing civilization for centuries.

In these times after the end of the real, is it possible for the human being to understand and give meaning to the World that
remains in a state of anomy? In the work “Echoed through the Ages” | focus on how the dominant systems of signification and
the information regimes have taken control of time and space, and how they have power and influence over consciousness, that
is, the subject, by endlessly producing reality, merely on a mental level.

The découpé canvases that trace the forms, create an open composition that merges with the space in which they are hung, and
extends to infinity. Through the graphic language of the realm of images formed by applying thin layers of acrylic paint, and the
relations of forms with each other and the space, | aimed to create a momentary impression and emotion about the relationship
between the formations and the human mind. / Kaan Figicl

Caglar Boyunca Yankilandi 2, Echoed Through the Ages [l
Sekilli MDF panele marufle tuval tzeri akrilik

Shaped MDF pans marufle acrylic on canvas

146 x 87 cm. 2017
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Levent Yildiz
1993, Istanbul
Marmara Universitesi, Glizel Sanatlar Fakiltesi, Resim Bolimu

MO 440’larda Sofokles tarafindan yazilan ‘Antigone” metninin, 1961°den giiniimiize kadar olan, belli sinema ve tiyatro kayitlarinin
bir araya getirilmesiyle olusturulan yerlestirme, ayni metin tzerinden kurgulanan farkli imgelerin iliskisini sorgular. Birbirleri
arasindaki sure farkliliklarinin 6nceyi ve sonrayi bir arada bulundurmasi, dongide sonlanmayan bir streci meydana getirerek,
metnin yeniden yapilanmasina neden olur. / Levent Yildiz

Antigone
9 kanalli video- enstalasyon, renkli / siyah-beyaz, degisken siire
2017
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Meltem Begig

1989, Batman

Batman Universitesi, Giizel Sanatlar Fakiiltesi, Resim Bolimii
Batman University, Fine Arts Faculty, Department of Painting

Kapilar, mekanlarimiz, yasantilarimiz birer kimlik imgesidir. Bu imgeler, bazen kimligimizi sembolize eden tarafin enkazi olur.
Ben de Walter Benjamin'in, anlaticinin gercek yasama atifta bulunmasi hususunda gercek yasami kusanirim. Kapi dokintulerinin
arkasinda cok sesli hikayeleri anlatirim. Savasin yikintilari arasinda sikismis toplumun belleginde yer edinmis olaylari, yasanan
felaketlerin onlardan alip goturduklerini, gerilimlerini, yokluklarini, umutlarini, korkularini ve hi¢c gecmeyecek izleri sunarim.
Baska yureklere dokunmadan ylregimize dokunamayacak olan agitlarin parcasi olurum.

Dékintllerin her bir parcasinda Bertolt Brecht'in ‘Distnin, karanligi ve aci sogugu, feryatlarin yankilandigi bu vadide.” sézlerini
fisildarim. / Meltem Begic

Doors, our spaces, our lives are all images of identity. These images sometimes become the wrecks of their aspects of
symbolizing our identities.

On the subject of the author alluding to real life, as noted by Walter Benjamin, | robe myself in real life, too. Behind decrepit
doors, | tell polyphonic stories. | present events that have made a mark on the memory of a society trapped within the ruins of
war, the things these disasters have deprived them of, their tensions, their absence, their hopes, their fears, and the scars that
will never disappear. | become part of a lament that cannot strike a chord in our own hearts without touching other hearts.

At each fragment of the ruins | whisper Bertolt Brecht's words, Think of the blizzards and the black confusion, which in this vale
of tears we must behold.” / Meltem Begig

BEDENGI

Enstalasyon - Kapi parcalar
Installation - Door pieces
120 x 225 cm. 2018
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Mert Acar

1989, Ankara

Hacettepe Universitesi, Glizel Sanatlar Fakiiltesi, Grafik B&limii
Hacettepe University, Fine Arts Faculty, Department of Graphic

Gérsel imge bombardimaninin yogun oldugu bir ¢agdayiz. Tutkularimizi yonlendirmek icin tasarlanmis bu imgelerin 7/24
gortnur olmasini saglayan arka aydinlatmalar, yizimuzd glnesten daha cok aydinlatiyor. Bu isik kaynagi, onindeki icerigi
aydinlatirken, icerigin ardindaki derin bir gercekligin yoklugunu da doldurmaya calisiyor. “Backlit” var olusunu en parlak haliyle
kanitlamaya calisan bu yapay gercekligi, kendi olmayisinin imgesi Gzerinden tekrar ayni isikla meydana cikariyor. / Mert Acar

We live in an age where we're under a constant barrage of visual imagery. Back lights that ensure that every image designed
to direct our passions is visible 24/7, light our faces more than the sun. This light illuminates the content in front while at the
same time trying to fill the void of the lack of a deeper truth behind the content. "Backlit” exposes this artificial reality that is
luminously trying to prove its own existence, through the image of its non-existence, with that very same light. / Mert Acar

Backlit

Enstalasyon Installation

Arka aydinlatmali fotograf yerlestirme Backlit photo installation
90 x 135 x 10 cm. (1 adet 1 piece)

70 x 105 x 10 cm. (2 adet 2 pieces) 2018
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Merve Vural

1989, Istanbul

Mimar Sinan Giizel Sanatlar Universitesi, Glizel Sanatlar Fakiiltesi, Resim Bolimi
Mimar Sinan Fine Arts University, Fine Arts Faculty, Department of Painting

“Tragedyalar ve komedyalar salt cilginlik olarak tutku icerir. Sanat sadece tutku ile mi tretilecek?”

Cile:

(1) 1. /sim Zahmet, sikinti:

‘Bizim bu dinyadaki hayatimiz da bir ¢ileden ibaret oldugu diisindlecek olursa en mdiinasip cilenin de burada olmasi icap
ediyordu.”- A. H. Celebi.

2. din b. Dervislerin kirk glin sire ile kendilerine uyguladiklari zahmetli ve perhizli dénem.

() 1. /sim Ipek, yin, pamuk vb. her turlt iplik demeti.

2. Yay Kirisi.

Cile-cilik: vazgecme, aci cekme.

SANATIN CILESI

Franz Schubert tarafindan 1825 yilinda op.52'nin bir parcasi olarak bestelenmis olan Ave Maria, cilekes Hz. Meryem icin yazilmis
bir Hiristiyan duasidir.

cozmeye calisiyorum. Sesimin yettigince séyliyorum, “Dogal” olmadan, sanatin “"dogasini” bulmaya calisarak. / Merve Vural

“Tragedies and comedies involve passion as mere folly. Will art be produced merely with passion?”

Suffering (¢/7le in Turkish):

(1) 1. noun Hardship, distress:

‘Considering that our life in this world consists of nothing but suffering, it would be expected that the most appropriate suffering
would be here.”- A. H. Celebi.

2. religion b. A period of forty days” hardship and fasting observed by Sufis.

(111 1. noun A hank: a coil or skein of silk, wool, cotton, or other material.

2. Bowstring.

Asceticism ({ile-cilik in Turkish): abstinence, enduring pain.

THE SUFFERING OF ART

Ave Maria, composed by Franz Schubert in 1825 as part of his Op. 52, is a Christian prayer addressed to the ascetic Virgin Mary.
In this video performance, shot at the carpet workshop at school, | am attempting to comprehend the real “asceticism” amidst
hanks of yarn and to disentangle the Gordian knots of art. | sing as best | can, without appearing “natural”, but striving to unravel
the “nature” of art. / Merve Vural

Ave Maria Untitled
Video 03’59 2018
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Nur Pinar Ozen

1993, Izmir

Dokuz Eylil Univeristesi, Giizel Sanatlar Fakiiltesi, Resim Bolimi
Dokuz Eylul Univesity, Fine Arts Faculty, Department of Painting

Gercekte glzelligini yitirmekte olan doga kavrami bilincte kayitli olan imgelerden yararlanmak zorunda kalarak, sanatin bir
tutku Uriintine donidsmesine neden olmustur. Doga artik dissel bir manzarandan ibarettir. Dissel manzaralar medeniyetin
urdnd degildir. Kendi kendisi icin var olan doganin drdnddur.

Dissel manzaralarda atmosferin surekliligi ve ritmin devamulligr seyirciyi gercek dinyadan koparir ve hayal diinyasina sevk
eder. Puslu, karanlik, los ve sessiz mekanlar izleyicinin bilincaltindaki sembollerle, riyalarindaki gorintilerle baglanti kurmaya
iter. Bu gorintilerin bilincaltinda kayitli bir gecmis ve bir de gelecegi vardir. Ayni doga gibi kendi sonsuzlugu icerisinde donlp
duran bir tutkuya evrilir.

Ruhun ‘tutkuyla” yeniden dogusu, zihinsel manzaralarin, arzulanan doganin dissel imgeler ile yeniden kurgulanmasina kaynak
olmustur. Doganin tini sadece goriniste ruhun karsitidir ve aslinda ruhun kendisini gostermesinin bir aracidir. / Nur Pinar Ozen

The concept of nature losing its beauty has caused art to become a product of passion, having to recourse to images registered
In memory. Such nature is nothing but an imaginary landscape which is not a product of civilization but that of nature existing
for itself.

The continuity of the atmosphere and rhythm in imaginary landscapes takes the viewer from the real world and places him or
herinto an imaginary one. Hazy, dark, gloomy and silent spaces impel the viewer to connect to his or her unconscious symbols
and dream images. These images have a past and a future registered in the unconscious. They evolve into a passion revolving
around in its infinity, just as nature does.

The rebirth of nature with “passion” has become the source of the re-fictionalization of mental landscapes and the desired
nature through dream images. The spirit of nature is against the human spirit only on the surface, but, in fact, it is a means for
the human spirit to show itself. / Nur Pinar Ozen

The Cloud
Kagit Uzerine fizen Charcoal on paper
180 x 367 cm. 2018
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Ogulcan Surmeli

1995, Istanbul

Isik Universitesi, Gérsel Sanatlar Bolimii
Isik University, Department of Visual Arts

lcgiidisel dirtiilerin insanin istegdi disinda “biling disinda” tutulmasi ve bilince ¢ikmalarinin 6nlenmesi baski, uygun goriilmeyen
istek ve anilari bilingcten uzaklastirmak ise bastirilmadir.

Tek ve yapay bir personada birlesen, benligine yabancilasmak ve ortak bir hayatin nesnesi olmak yerine, idiyosenkratik bir hayatin
oznesi olmak yikimi gerektirir ki ego Uzerine konulacak ekstra bir tugla kendi kendine yikima sebebiyet vermesin. “Kendi” olmaya
calisan “Ben”in, tliketim nesnesi haline gelmis kisiliksiz “Ben”i fark etmesi, ondan ayrismasi, onu yikmasi gerekir.

Zihnimizde yasadigimiz bu baskiyi tetiklemek ve bunun disavurumunu gerceklestirmek icin fiziksel bir midahale isin icine girmistir.
Buradaki distince, fiziksel mtdahalenin zaman icersinde zihnimizde yasattigi cinnet anini ortaya koymaktir. / Ogulcan Strmeli

The involuntary act of keeping instinctual impulses in “the unconscious” and inhibiting their surfacing into one’'s awareness is
repression, while the inhibition of unacceptable desires or memories from one’s awareness is suppression.

Being the subject of an idiosyncratic life, instead of merging into a single and artificial persona, being alienated from the self
and becoming an object of a common life, would necessitate destruction, so that an extra brick added on to the ego would not
cause an inadvertent self-destruction. The “I” striving to become a “self” has to become aware of the identitiless “I” that has
evolved into an object of consumption, to dissociate from it, and to destroy it.

In order to trigger this repression occurring in our minds and to be able to give it an expression, a physical intervention was
actuated. The idea here is to reveal the moment of delirium in our minds that the physical intervention eventually causes us to
experience. / Ogulcan Strmeli

Cikis Yollarindan Biri One of the Ways Out
Tuval Uzerine karisik teknik Mixed media on canvas
167 x 125 cm. 2018
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Marmara Universitesi, Giizel Sanatlar Fakiiltesi, Resim Bolimii
Marmara University, Fine Arts Faculty, Department of Painting

“Asiklar” Isvec'in Tanum sehrindeki Vikinglerden kalma figiirlerden referans alir ve sanat tarihindeki diger asiklarin izini arar.
Bu tanidik asiklar ortamlarindan soyutlanarak sillet haritalar seklinde birbirlerini gérdikleri gibi sunulur; onlar da birbirlerine
bakarken odadaki nesneleri veya resim cercevesinde izleyiciye sunulan detaylari pek gormezler. |ki insanin olabilecek en
mahrem anlarindan biri cogu zaman voyorist bir bakisla sunulmustur, bu nedenle calisma onlari leke, siliet ve haritalara
indirgeyerek saklar. Ancak onlari golgeler ardina sakliyor olmak merak duygusunu da beraberinde getirir. Bu asiklar kimdir,
nerededir? Boylece calisma kendi icinde kiiclk bir sanat tarihi oyunu yaratma amaci tasir: Bu asiklarin yaraticisi kimdir, hangi
resimden koparilmislardir?

Dahasi, bugtine yaklastikca cogalan ve kabina sigmayan bu figlrler artik asiklardan ziyade baska kavramlara ek olarak sunulur:
Kimlik, aidiyet, cinsiyet gibi. / Seher Uysal

“The Lovers” makes a reference to the figures left behind by the Vikings at the city of Tanum in Sweden and traces the other
lovers in the history of art. These well-known lovers are abstracted from their environment and presented as silhouette maps,
in @ manner as they would see one another; as they look at each other, they, too, hardly see the objects in the room, or the
details presented to the viewer within the picture frame. One of the most intimate moments that two people can have is often
presented with a voyeuristic view, that is why the work maintains the figures by reducing them to patches, silhouettes and maps.
However, concealing them behind shadows brings with it a certain sentiment of curiosity. Who are these lovers, and where are
they? Thus, the work aims to create a little game of art history: Who is the creator of these lovers, and which picture were they
taken from?

Moreover, these figures, which increase in numbers and grow out of bounds as we come closer to the present day, are now
presented as appendices to other concepts such as identity, belonging, gender, rather than being merely lovers. / Seher Uysal

Asiklar Lovers

Enstalasyon Installation

Kagit Uzerine akrilik Acryclic on paper
51 adet pieces 30.5 x 30.5 cm. 2017
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Sabanci University, Visual Arts and Visual Communication Design

(Amorfi) Kolimban adli desen ¢alismasi, Homer'in Odesa Destani'ndan ilham alarak, insan gozlu bir levredi tasvir eder. Levrek
goc rotasinda, firtinali ginlerde sig ve pis sularda gezinmeyi seven levrek Kolimban, bu seyahatinde tanik oldugu, Uzerine
bir hayli distindigu, ancak dillendiremedigi olaylara yonelik tasviri yapilmis bir karakterdir. Dogasi geregi insanlarla iletisim
kuramayan su canlisi levrek, gozlem yetenegi gelismis bir yari insan-yari balik olarak tekrardan yorumlanmistir.

Yunanca Kolumbao kelimesi kokinden tiretilmis Kolimban, dalis¢i (suya dalan, distncelere dalan) manasina gelmektedir.
Gundelik yasantimizdaki olaylara, dusiunce o6zgurligine yapilan gondermelerin yani sira, kullanilmis materyallerden
Uretilmesiyle, geri dontsUmu glc olan maddelere, deniz temizligine ve ekolojik dengeye yonelik dislncelere de atifta
bulunmaktadir. / Zeynep Kaynar

The drawing titled [Amorphi) Kolimban, depicts a sea bass with a human eye, inspired by Homer's epic, Odyssey. Depicted along
the sea bass migration route, the sea bass Kolimban, a character who likes to swim on stormy days and in shallow and murky
waters, is portrayed through the things it had witnessed on this trip, events it had mulled over but could not express. The sea
bass, which, by nature, cannot communicate with people, has been reinterpreted as a half-human and half-fish sea creature
with a sophisticated ability of observation.

Kolimban, derived from the Greek word Kolumbao, means diver (plunging into water, plunging into thoughts).

As well as references to events in our everyday lives and to freedom of thought, the fact that the work was produced by used
materials, makes reference to materials that are difficult to recycle, the cleanliness of sea, and matters concerning ecological
balance. / Zeynep Kaynar

(Amorfi) Kolimban

Kullanilmis gazete ve canson kagitlarindan yapilmis kolaj Gzerine karakalem
Charcoal on collages made of used newspapers and canson papers

150 x 72 cm. 2017
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