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Insanin kendine agit1: Tragedya
Yasa, kurban ve sanat

1

Tragedyanin insanlara neden zevk verdigi Nuttall'in c¢ok
eski olmasa da neredeyse klasiklesmis kitabinin konusudur.!
Nuttall, yapitinda Aristo’dan beri devam eden bir konuyu ele
alir. Gercekten de Aristo, derecesiz ol¢lide taninmig kitabi
Poetics’te tartismayr farkli bir yaklasimla igler.2 Hocasl
Platon’a neredeyse her satirinda cevap verdigi bu kitabinda,
onun, ideal cumhuriyetinden kovdugu sairleri sadece
hoggoriiyle karsillamaz, ayni zamanda onlarin yaptigl isin
degerlendirmesine de girisir. O meyanda tragedyayi ele alir. Cok
o6nemli taniminda tragedyay: anlatim (narrative) degil drama
olarak yani ciddi olaylarin (actions) bir taklidi olarak ifade eder.?
Gene Aristo’ya gore tragedya izleyende korku ve tiziintii (fear
and pity) olusturacaktir ve o duygularin arinmasin (catharsis)
saglayacaktir. Nuttall, s6z konusu katarsis kavramini uzun uzun
tartigsa da onemli olan Aristo’nun saptamasi ve vurgusudur:
Tragedya korku ve {iziintii yaratacak ve o yoldan o duygularin
arinmasini getirecektir. Tragedyadan ylizlerce baska nedenin
yani sira zevk almamizin gerekcesi budur: Katarsis.

Korku uyandiran seyirlerden (imitation) bir zevk almamizi
aciklayan sayisiz bagka gerekce oldugu icin Aristonun bu
tanimini sadece bir saptamayr yerli yerine oturttugu icin
degerlendirebiliriz. Aristo biiyilk basarisini, her biiyiik
saptamada oldugu gibi, verdigi cevapta degil sordugu soruda
gostermigtir. Ortada acik bir gercek var ki, insanlar kendilerinde
korku ve tizlintii uyandiran seyirlerde bulunmaktan zevk aliyor.
Buradaki zevk tath bir anlam tagimiyor elbette. Sagirtic1 olan
da o: Ac1 veren, giindelik hayatta kacindigimiz, kargilagsmak
istemedigimiz goriintiilerle tragedyada yiiz ylize geliyoruz ve
ondan bir tat {iretiyoruz. O bir tat degil, katarsis. Aristo'nun
saptamasindaki gii¢c de bu degerlendirmeden geliyor, katarsisi
yerli yerine oturtmak ve tragedya izleyicisinin duygusunu
adlandirmak.

Buradaki katarsisi bir arinma diye diisiinmekle birlikte
onu bir vecd am olarak ele almak da miimkiin. Yiikselmig
duygularin olusturdugu bir doruk vecd. Bunu saglayan ana
mesele yiizlesme. Insan kendisini meydana getiren (korku ve
1. Nuttall, Why Does Tragedy Give Pleasure? Oxford: Oxford University Press, 1996.

2. Aristotle, The Rhetoric and the Poetics of Aristotle. (Poetics) Tr. By Ingram
Bywater. New York: The Modern Library, 1984.

3. “Tragedy is an imitation of actions that is serious in dramatic not in narrative
form.... Aristotle, Poetics, s. 230.

Man’s elegy to himself: Tragedy
Law, sacrifice and art

I

Why ‘does tragedy give pleasure’ to human beings is the subject
of Nuttall’s classical, although not that old, book.! In his book,
Nuttall delves into a subject that persists since Aristotle.
Definitely, Aristotle examines the dispute in an unusual
manner in his renowned book Poetics.? In this book full of
responses to his teacher Plato, he not only welcomes the poets
rejected from the ideal republic, but also offers an evaluation
of the work they practise. He examines tragedy in that context.
In a remarkable definition he characterizes tragedy not as
narrative but as drama, that is, as an imitation of serious
actions.® Again, according to Aristotle tragedy will cause fear
and pity in the viewer and result in the purification of those
emotions (catharsis). Although, Nuttall meticulously examines
this notion of catharsis at length, the important thing is what
Aristotle determines and emphasises: Tragedy will cause fear
and pity and result in the purging of the emotions. Alongside
all other explanations, this is one of the reasons why we take
pleasure from tragedy: Catharsis.

As there are various other reasons why we take pleasure from
spectacles (imitations) that cause fear, the definition of Aristotle
could be evaluated onlyin terms of establishing a determination.
As in every grand determination, Aristotle demonstrates his
mastery not in his answers but in the questions he poses. It is
clearly apparent that people enjoy spectacles that evoke fear
and pity. The pleasure mentioned here, obviously does not
refer to something sweet. And that is the surprising point: In
tragedy we come face to face with painful sights, situations that
we avoid, or abstain from in daily life and we create a taste for
it. That is not a taste; it is catharsis. The strength of Aristotle’s
determination lies in this evaluation, in defining catharsis and
naming the emotions of a spectator of tragedy.

Apart from being a form of purification, catharsis could as well
be evaluated as a state of ecstasy. Ecstasy is the peak of raised
emotions. The key to it, is confrontation. People don’t want to
confront conditions (fear and pity) that constitute them. But
these are also part of their reality. These are truths/realities
1. Nuttall, Why Does Tragedy Give Pleasure? Oxford: Oxford University Press, 1996.

2. Aristotle, The Rhetoric and the Poetics of Aristotle. (Poetics) Tr. By Ingram
Bywater. New York: The Modern Library, 1984.

3. ‘“Tragedy is an imitation of actions that is serious in dramatic not in narrative
form...”. Aristotle, Poetics, p. 230.



tiztintll olusturan) kogullar ile yiizlesmek istemez. Ama onlar
da gerceginin bir parcasidir. Erteledigi, 6teledigi birer gercek/
gercekliktir onlar ve ilk topluluklardan beri, onlarla yiizlesmek,
karsilasmak, onlar1 gogiislemek ancak bir vecdin icinde
miimkiindiir. Vecd hem o yiizlesme aninda ortaya ¢ikar hem
de onlar1 karsilayabilecegimiz tek andir. Sanatci bu nedenle
oziinde samandir.

Sanatel olarak diisiiniilmedigi dénemlerde sagaltim samanin
dogal bir isleviydi. Yarattig1 cosum ve onun getirdigi bosalma
bir sagaltim yolu olarak goriiliiyordu. Belki bilingli degil ama
bilingsiz de olsa isleviyle ayni sonuca acilan bir kapiydi bu.
Burada ilging olan samanin bu islevi meydana getirirken
kendisini iyicillikle kapli olarak gostermemesiydi. Saman
iirkiitiicii, korkun¢ maskeler takan, karsisindakini iirperten
kisiydi. Saman, kendisini kovmak, ortadan kaldirmak istedigi
kotiiciilliikle 6zdeslestiriyordu. Suratindaki maske, giysileri
onu katiiciil gosteriyor, o kotiictilliigiin iyilik getirebilecegine
inaniliyordu.

Bu ‘ortam’ birkac seyin birden gostergesidir. Birincisi, ortada
seyirlik bir durum vardir. izlemek, Aristonun imitato dedigi
kavramdir. imitato’nun ayn1 zamanda taklit oldugunu biliyoruz.
Dolayisiyla gercekligin kendisi degil taklidi iistiinden yaratilan
bir duygulanim o6ncelikle izleyicinin ilgisini cekiyor. Ritiielin
olugmasinin belkemigi bu: Bir izlencenin yaratilmasi. Tkincisi,
saman izlenen kisidir. Baglangicta kabilenin samana katilmas:
s6zkonusu degildir. Once izlenir saman, belli bir noktadan sonra
ortak bir ritiiel gelistirilir. zleyici o noktada samanla 6zdeslesir,
onunla birlikte eylemeye baglar. Samanistik ritiielin bir sonucu
olarak diisiiniilen iyilesme bu ortaklasmaciliktan, izleyenin
ortada duran ritiielle biitiinlesmesinden tiirer. Bu, iyicilligin
ancak firkiitiicli olam icsellestirmekle tiiretilebilecegini isaret
eder bize.*

Diger bir husus su: Samanistik olan eger sanatsal olansa -ki
oyledir- o takdirde sanatin gercekligini, son kertede iyilesme/
iyicillik olarak kursa bile kotiiciil olanla iligkisi {iistiinden
sagladigin1 soyleyebiliyoruz. Sanat konusundaki en carpici

4. Bu konuda ¢ok genel ama ¢ok 6nemli bir kaynak; Roy A. Rappaport, Ritual and
Religion in the Making of Humanity. Cambridge: Cambridge University Press, 1999.

that are delayed and stalled, and confronting them, facing them,
dealing with them has always been only possible in a state of
ecstasy since the earliest communities. Ecstasy emerges in that
moment of confrontation and it is the only time that we could
cope with these emotions. This is why the artist is a shaman in
essence.

Healing was a natural function of the shaman in those times
when he was not considered as an artist. The exaltation that he
caused and the purging that follows was perceived as a means of
healing. Perhaps it was not meant consciously, but still, even if it
was unconsciously done, its function was serving the same end
anyway. What is interesting here is that while the shaman was
practicing this function he was not presenting himself under a
veil of goodness. The shaman was a horrifying person, wearing
frightening masks and terrifying those that see him. The shaman
was identifying with the evil he was exorcising, that he wished to
annihilate. The mask on his face, the clothes he wore made him
look evil, and it was believed that this evil could bring out the
good.

This ‘environment’ is a sign of a few things all at once. Firstly,
there is a spectacle. Watching refers to Aristotle’s notion of
imitatio. We also know that imitatio is to imitate. Therefore,
initially an emotional response created through the imitation
of reality rather than reality itself, attracts the attention of
the viewer. Thus, the backbone of the ritual is this: Creating a
spectacle. Secondly, the shaman is the person spectated. At
first, it is not possible for the tribe to join the shaman. First the
shaman is watched, and after a certain point a common ritual is
developed. At that point, the viewer identifies with the shaman
and starts acting alongside him. The healing that is considered
to be a result of the shamanistic ritual is produced through
this communion, through the viewer fusing with the ritual.
This implies that the goodness could only be created through
internalising that which is terrifying.*

Another point is this: If the shamanistic is the artistic -which,
it is- then we could argue that art claims reality through its
4. Avery general but much important source on this issue is; Roy A. Rappaport,

Ritual and Religion in the Making of Humanity. Cambridge: Cambridge University
Press, 1999.

gerceklerden birisidir bu. Iyicillik ve onun getirdigi esenlik
degil, kotiictilliigiin diriligi sanatin eylemini meydana getirir.
Sanat 6ziinde sagaltim islevine sahiptir. Kétiiciilliikle bu yoldan
iligki kurmasi da anlagilabiliyor. Ciinkii, sanatin iglevselligi
taklit yoluyla insani rahatsiz eden seyin yerini almak ve onu
ortadan kaldirmak seklinde saptamiyor. Burada taklit, ‘yerini
almak’ kavramlar1 sanatin icerdigi gercekli§in kendisine ve
dogrudan gercege ait olmadigini ortaya koyan saptamalar ve son
derecede 6nemli. Taklit olmasa sanatin ontolojisine ulagsmak da
olanaksizlagacak. Kotii de iste o yoldan elde edilecek ve ortadan
kalkacak. Bastan beri iyi olam1 gosteren, iyi olani kapsayan,
icsellestiren, onu kendisine cikis noktas: olarak alan bir sanat
yok. Sanat gercek giiclinii, etkileyiciligini kotiiciil olanla
0zdesleserek elde ediyor. Nihai amacla onun yontemi birbiriyle
ortiisen hemhal olan seyler degil.

Bunu tragedyaya tasidigimiz zaman ortaya daha da sasirtic
bir sonuc cikiyor. Tragedya artik izleyenin katildig) bir diizlem
degil. Tragedya izleyicisi kabilenin izleyicisine, klanin iiyesine
nazaran ¢ok daha pasif bir konumda. Katilarak, eyleyerek, rol
alarak bir sagaltma elde etmeye calismiyor. Geriye sadece iki
sey kalhiyor: Urkiintii ve {iziintii veren duyguyu icsellestirmek,
onu ‘yasamak’, son asama olan Kkatarsisle onu bogmak.
Bu, tragedyamin ontolojik olarak gene Kkotiiciilliikle iligkili
oldugunu bize gosteriyor. En yiiksek asamalarindan biri olarak
tragedya bize sanatin kotiiyii ele aldi§inda, onunla bogusmaya
bagladiginda, onu 6znesi haline getirdiginde islevsellestigini
gosteriyor.®

Tkincisi belki daha énemli. ‘Yeni insan’ artik her seyi kendisi
yapmak zorunda. Dogrudan eylemeyerek sanati ve onun
islevlerini ancak zihinsellestirerek ondan bir sonug¢ tiiretmek
durumunda. Yeni insan dogrudan katilmiyor. Ama eyliyor. O
zaman sanatin giderek daha 6zgiillestigi bir konuma geciyoruz:
Sanatcinin performans gerceklestiren varlik oldugu, ontolojisini
ve onunla biitlinlesmis pozisyonunu hi¢ degistirmedigi bir
noktadayiz. Sanatci siirekli olarak eyliyor, her zaman etkin, ama
izleyici simdi pasif. izleyici ancak zihinsel bir diizeyde kavriyor
sanatin gercegini.

5. Bu konuda 6zellikle trajik olanin anlami konusunda bknz., Terry Eagleton, Sweet
Death: The Meaning of the Tragic. London: Wiley-Blackwell, 2002.

relationship with the evil even if it constructs a reality of
healing/goodness in the end. This is one of the most striking
truths about art. It is not the well-being of goodness but the
liveliness of evil that constitutes the action of art. Art, in essence,
has the function of healing. Its relationship to evil through this
path is also comprehensible. Because the functionality of art is
determined in replacing and thus, effacing that which causes
discomfort, through imitation. Here, the notions of imitation
and ‘replacing’ point to the fact that the reality contained in art
neither belongs to art itself, nor directly to reality, and this is
particularly important. Without imitation it would also become
impossible to access the ontology of art. And evil would thus
be attained and annihilated. There has never been an art that
shows the good, that contains, internalises and that takes it as
a starting point. Art takes its real strength, its impressiveness
from identifying with the evil. The final aim and its methods do
not coincide they don’t have the same footing,.

When we shift to tragedy, a far more surprising outcome comes into
sight. Tragedy is no longer a plane where the viewer participates.
The viewer of tragedy is in a rather more passive state compared
to the viewer in the tribe or the member of the clan. He is not
participating, acting out, taking a role to achieve healing. Only two
things remain: Internalising the terrifying and pitiful emotion,
‘living’ it and suffocating it in the final stage of catharsis. This
illustrates that tragedy is ontologically related to evil. As one of the
highest levels of art, tragedy shows that art becomes functional in
dealing with, struggling with evil, when it takes evil as its subject.?

Perhaps the second one is more important. “The new man’ has
to do everything by himself now. He has to derive a result by
mentally internalising art and its functions instead of directly
acting out. The new man does not directly participate. But he
acts. Then, we are entering a phase where art becomes more and
more specific: We are at a point where the artist is a performing
being, where he never changes his ontology and the position that
is incorporated into it. The artist constantly acts, always active
but the viewer is passive now. The viewer only comprehends the
reality of art on a mental level.

5. On this matter, especially on the meaning of the tragic, see; Terry Eagleton, Sweet
Death: The Meaning of the Tragic. London: Wiley-Blackwell, 2002.



Boyle oldugu icin Beuys kendisini bir saman olarak
tanimlamaktan c¢ekinmedi. En azindan Beuysun getirdigi
ve lizerinde tartisilan olgusal 6geler hala onun bir devinim
icinde sundugu ve sanatsallastirabildigi kavramlardi. Burada
Beuys ise s6z konusu olan, politikadan, daha dogrusu politik
olandan (political) s6z etmek gerekiyor.® Ciinkii, Beuys,
sanatsal/diisiinsel edimini politik olan {istiinden kuruyordu.
O zaman Beuys politik olamin kétiiciilliigline doniik bir
vurguda bulunuyordu. Beuys'un samanizmiyle kusatilmig
olan politik neticede ‘izleyicinin’ yilizlestigi, katarsis yasadigl,
arindig1 kavramlar ve diizlemlerdi. Kald1 ki politik olan zaten
eylemseldir. Nitekim, Aristo da uzun ¢éziimlemeleri sonunda
tragedyayi ‘politik ve retorik’ bir alan olarak saptiyordu.”

Bu dogaldir. Politik olan daha cok da dil iistiinden gelen bir
toplumsal edimi icerir. Sozelin eylem giicii olmaksizin ve
diyalojik bir diizlem dil kullanilarak kurulmaksizin siyasaldan
soz edilemez. Ne var ki, siyasal kendisiyle sinirh degildir. Siyasal
olan ayni zamanda tiyatrosallig1 olan bir eylemdir. Politikaci
kendi sahnesinde oynayan bir aktordiir.® Arada sadece bir
farktan soz edilebilir trajik olanla mukayese edildiginde:
Trajik olan politik olami kapsar ve 6ziinde politiktir ama politik
olanin zorunlulukla trajik olmasi gerekmemektedir. Fakat
bu saptama politik olanla trajik olanin gerek sahne gerekse
eylem baglaminda kesismedigi anlamina gelmez. Gelmedigi
gibi politik performansin gerek eyleyen (aktor) gerekse izleyen
diizeyinde katarsisle ne derecede i¢ ice oldugu bambaska bir
diizeyde irdelenmesi gereken bir olgudur. Ama politik eylemin
ve bilhassa ‘g6sterinin’ bir katarsis yarattiginda kusku yoktur.

6. Beuys’un yapitindaki gerek politik gerekse diger boyutlarin cok 6nemli analizleri
icin bknz, Claudia Mensch and Viola Michely, eds., Joseph Beuys: The Reader.
Cambridge, Mass: The MIT Press, 2007.

7. Aristotle, Poetics, s. 232.

8. Burada ayrica antik Yunan’daki tiyatro alaninin ifade ettigi politik anlami da
animsiyoruz. Bknz, David Wiles, Tragedy in Athens: Performance space and
theatrical meaning. Cambridge: Cambridge University Press, 1999.

Thisis the reason why Beuys was not hesitantin defining himself
as a shaman. At least the phenomenal elements that were
brought up by Beuys and became the subject of deliberation,
were concepts that he could present in a certain motion and
could render into the artistic. If the subject is Beuys, one should
start addressing politics or rather the political.® Because Beuys
was constructing his artistic/intellectual action through the
political. Then, Beuys was emphasising the evil in the political.
The political covered by the shamanism of Beuys was ultimately
notions and planes that the ‘viewer’ confronted, experienced
catharsis and was purged from. In anyway, the political is
already action based. As amatter of fact, after extensive analyses
Aristotle too, determined tragedy as a field of ‘politics and
rhetoric’.”

That is natural. The political involves a social action that is
derived mainly through language. There could be no mention
of the political without the force of action of the verbal and
without the construction of a dialogical plane through language.
However, the political is not restricted to itself. The political is
an action that also has a theatricality. The politician is an actor
acting on his own stage.® In comparison to the tragic there is
but one difference: The tragic encompasses the political and is
political in essence but the political need not be tragical. But this
deduction does not mean that the political and the tragic don’t
coincide both in terms of stage and in terms of action. That fact
aside, how far the political performance is merged with catharsis
both from the perspective of the actor and from the perspective
of the viewer is a phenomenon that must be considered at length
on a whole new level. But there is no doubt that the political
action and especially ‘demonstration’ creates a catharsis.

6. For very significant analyses of the political and other dimensions of Beuys’s work,
see; Claudia Mensch and Viola Michely, eds., Joseph Beuys: The Reader. Cambridge,
Mass: The MIT Press, 2007.

7. Aristotle, Poetics, p. 232.

8. Here we are also reminded of the political meaning of the theatrical sphere in
Ancient Greece. See; David Wiles, Tragedy in Athens: Performance space and
theatrical meaning. Cambridge: Cambridge University Press, 1999.
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Johan Tahon’un bu sergide yer alan yapitlar1 boyle bir baglami
kusatiyor. Tahon’un yapitlari gerek teker teker ele alindiklarinda
sahip olduklar: giiclii ifadelerle gerekse bu sergiyi meydana
getiren ‘mizansen’le trajik bir baglam kusatiyor. Bu tragedya
cok katmanl bir yapiya sahip. Coziimlenmesiyle Tahon'un
yapitlarimin sahip oldugu farkli anlatimlari ortaya c¢ikaracak
ve cagdas insanin sahip oldugu felsefi sorunsallarin Tahon’un
yapitinda nasil tesekkiil ettigini ya da tersinden sdylemek
gerekirse Tahon'un yapitindaki sorunsallarin ¢agdas insanin
sahip oldugu arayisin bir izdiisiimii olarak meydana geldigini
gosterecektir.

Bu yapitlar cok giiclii ifadecilikleriyle her seyden 6nce birer
gliclii aktore doniigiiyor. Sergiyi olusturan yapitlarin birer
figiirle somutlagsmis ifadeleri eger birer aktoriin ifadeleri,
eylemlerinin sonuglari, digavurumlar olarak diisiiniiliirse o
figtirlerin kendilerini de birer eyleyen olarak kabul edebiliriz.
figlirler kendi ifadelerinin olaganiistii giicleri etrafinda biiyiik
bir tiyatrosallik kuruyor.® S6z konusu tiyatrosallik pasif, ice
kapali ve kendine doniik degil. Tersine bu figiirler izleyeni
biiyiik bir giicle kendileriyle ilgilenmeye zorluyor. Kendilerini
izlemeye. Tragedyanin ‘s6zii’ bufigiirlerin ifadelerine doniismiis
durumda. Tragedyanin aktorii konusur; bir sesi vardir tragedya
aktoriiniin, oysa bu heykeller suskun. Gene de konusuyor
bu figiirler. Ciinkii ifadeleri bir giicten 6te bir siddete dayali.
Tragedyanin vazgecilmez kurucu o6gesi siddet bu figiirlerin
belkemigi, en 6nemli araclar1.'

Bunu ilk saptayanlardan biriydi Nietzsche. Tragedyanin
Dogusu’'ndaki tanimina gére Antik Yunan’'in en 6nemli kiiltiirel
bagarilarindan biri siddetin yiiceltilmis biciminin ifadesini
kurgulamakti (sublimated form of violence).!! Tragedya
siddetin yiiceltilmis bir haliydi, onu yaratacak olan bicimselligin
olusturulmasiydi. Soziinii etti§im tiyatrosallik ve tragedya
bu siddetin cevresine kurulmus durumda. René Girard’a gore
diyalog ve drama, s6zle 6ykiiniin bir uzantisidir. Bunlar da epikle
mimetik olandan tiirer. S6z yani logosun kurucusu ve dramanin
9. Tiyatrosallik kavramini su metinde belirtilen anlamlar cercevesi icinde
kullaniyorum: Tracy C. Davis, ‘Theatricality and Civil Society’, in Tracy C. Davis

and Thomas Postlewait, ed., Theatricality. Cambridge: Cambridge University Press,
2003; 5.127-155.

10. Tragedyanin temel kaynag ve siddeti doguran asli unsur ‘hubris’tir. Bknz., Larry

D. Bouchard, Tragic Method and Tragic Theology: Evil in Contemporary Drama and
Religious Thought. Pennsylvania:Pennsylvania University Press, 1989; s. 23-48.

11. Friedrich Nietzsche, The Birth of Tragedy and Other Writings. Edited by
Raymond Geuss, Ronald Speirs. Cambridge: Cambridge University Press, 1999.
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This is the context that the works of Johan Tahon in the
exhibition envelop. The works of Tahon encompass a tragical
contextboth through the powerful expressions of each and every
one of them and through the ‘mise en scéne’ that constitutes
the exhibition. This tragedy has a multi-layered structure. An
analysis of it would reveal the various different narratives in
Tahon’s work and present how the philosophical predicaments
of contemporary man is incorporated in Tahon’s work or to put
it in another way, illustrate how the predicaments in Tahon’s
work materializes as a projection of the quest of contemporary
man.

Most of all, these works are transformed into powerful actors
through their intense expressionism. If the expressions of
the works in the exhibition, each materialized in a figure, are
considered as the expressions of an actor as the results of his
actions, then those figures themselves could be regarded as
acting beings. This is nothing surprising for the viewers of
the exhibition. These figures build an enormous theatricality
around the extraordinary strength of their expressions.® This
theatricality is not passive, introverted or self-absorbed. On
the contrary, these figures force the viewer with an enormous
strength to pay attention to them. To watch them. The ‘speech’in
tragedyis transformed into the expressions of these figures. The
actor in tragedy speaks, the actor of tragedy has a voice but the
sculptures here are silent. Yet, these figures speak. Because their
expression is based on violence rather than strength. Violence,
the indispensable founding element of tragedy is the backbone
of these figures; it is their most important instrument.'?

Nietzsche was among the first to establish this. According to his
definition in The Birth of Tragedy, one of the most significant
cultural achievements of Ancient Greece was composing a
sublimated form of violence.!! Tragedy was a sublimated form
of violence, and what made it materialize was the creation of
a certain formalism. The theatricality and the tragedy that I
have been mentioning are built around violence. According to
René Girard, dialogue and drama are extensions of speech and
9.T use the concept of theatricality within the framework outlined in the text: Tracy
C. Davis, ‘Theatricality and Civil Society’, in Tracy C. Davis and Thomas Postlewait,
ed., Theatricality. Cambridge: Cambridge University Press, 2003; pp. 127-155.

10. The fundamental source of tragedy and the essential element that creates
violence is ‘hubris’. See; Larry D. Bouchard, Tragic Method and Tragic Theology:

Evil in Contemporary Drama and Religious Thought. Pennsylvania: Pennsylvania
University Press, 1989; pp. 23-48.

11. Friedrich Nietzsche, The Birth of Tragedy and Other Writings. Edited by
Raymond Geuss, Ronald Speirs. Cambridge: Cambridge University Press, 1999.



ayrilmaz Ogesi olan diyalog, mitosla 6nceden kestirilemeyen
mimetik siddet bagiyla irtibatlandirilir.’? Daha spekiilatif bir
ifadeyle sOylersek, siddet yoksa tragedya yoktur. Nasil olabilir
ki, eger tragedya ‘kurban’la ilgiliyse?

Tahon’un yapitlarindaki siddet elbette akla 6ncelikle ‘kurban’y
getiriyor. Hepsinde degil. Ama belinden tavana asilmis
kollarindan mahrum kalmig, uzun ve giiclii boynunu biikmiis
olan figiir acaba bir kurban mi? (Figiir 1- Dieu Fleuve) Olabilir.
Kurban, Girard’da kabilenin/toplulugun giinah kecisidir.'®
Toplumsal diizeni bozan varliktir kurban. Topluluk ondan
kurtulma konusunda hemfikirdir. O ortadan kaldirildiginda
kétiiciil olan da agilacaktir. Girard bunun rasyonel olmadigini
ve kurbanin tesadiifi oldugunu soyler. Buna bagh olarak 6nemli
bir sorun vardir: Topluluk kurbanin {istiinde anlagir ama kurban
kendisine isnat edilen suc¢lamalar konusunda toplulukla ayni
diisiinmez.

Bu bir politik karardir. Her politik vargi gibi taraflara ve
uzlagsmazliklara sahiptir. Sonunda giiclii olan kazanmustir,
kazanacaktir. Tahon, yarattigl siddet goriintiisiiniin rahatsiz
ediciligini (siddetini) yapitinabir bagkaboyut ekleyerekilerletir:
Belinden asilmig ve kollar1 olmayan (koparilmis?) figiiriin
suratinda bir kurban ifadesi yoktur. Ya da tam tersine biitiiniiyle
bir kurban ifadesi vardir: Figiir neredeyse giillimsemektedir
fakat kesin olarak dingin, masum ve sakindir. Bu, izleyenin
pozisyonunu miithis etkileyen bir diizenlemedir. izleyen artik
kurbanlastirilmis aktor hakkinda verilen karardan rahatsizhik
duymaktadir. Dolayisiyla bir se¢cim yapmak zorundadir: Giicli
olan karar iireticilerinden yana mi olacaktir, kurbanlastirilan
magdurdan yana mi? Ustelik, bu sergide cok sik goriildiigii
gibi bu muhakemeyi ters yiiz eden ve en u¢ noktasina iten bir
bagka olgu daha vardir: S6z konusu yapitin adi1 Akan Tanrr’dir.
Karsimizda bir Tanr1 duruyor. Asagida ele alacagimiz gibi Tanr1
kurbam1 yaratandir, kurbamin adina eyleme kavusturuldugu
varliktir, varlik Otesidir. Ama burada Tanrisal bir kurbanla
karsilasiyoruz ki, bu, s6z konusu tablonun trajik yapisini
mitkemmel bir bicimde imlemektedir.

12. K.U.Leuven ‘Antigone: Mimetic violence, tragedy and ethics’, Ethical
Perspectives; Journal of European Ethics Network. No. 1 (2008): s. 81-102.
13. Girard, Sacred.

story. And these are derived from the epic and the mimetic.
Dialogue, the founding factor of speech -that is logos- and
an inseparable element of drama, and mythos are associated
through an indeterminable bond of mimetic violence.!? In a
more speculative statement; there is no tragedy if there is no
violence. How could there be, if tragedy is about a ‘sacrifice’?

The violence in Tahon’s works, first and foremost brings
‘sacrifice’ to mind. Not in all of them. But is the figure hung
from the ceiling from its waist, deprived of its arms, and bending
its long and mighty neck a victim of sacrifice? (Figure 1- Dieu
Fleuve) It might be. The sacrifice, according to Girard is the
scapegoat of the tribe/community.!® The sacrifice is the being
that disturbs the social order. The community shares the same
opinion of getting rid of it. When it is eliminated evil would
be evaded. Girard states that the process is not rational and
that the sacrifice is random. There is an important problem
in connection to this: The community has a common opinion
about the sacrifice but the sacrifice does not share this opinion
of the community in terms of allegations.

This is a political decision. Like all political verdicts it has sides
and disagreements. In the end the powerful had won, and it will
keep on prevailing. Tahon advances on the disturbing nature
of the scene of violence that he created by adding another
dimension to his work: The figure that is hung from its waist and
that has no arms (severed?) does not have the facial expression
of a sacrifice. Or perhaps it has exactly the expression of a
sacrifice: The figure is almost smiling but certainly serene,
innocent and calm. This is an arrangement that greatly affects
the position of the viewer. The viewer is now uneasy about the
verdict passed on the sacrificed actor. Therefore the viewer has
to make a decision: Will he take the side of the powerful decision
makers or stand by the sacrificed victim? All the more, there is
also another phenomenon that turns this argumentation upside
down and pushes it to its limits as is most often the case in this
exhibition: The work in question is called Fluid God. A God

12. K.U.Leuven ‘Antigone: Mimetic violence, tragedy and ethics’, Ethical
Perspectives; Journal of European Ethics Network. No. 1 (2008): pp. 81-102.
13. Girard, Sacred.

Politikanin edimi, tragedyanin politizasyonudur one c¢ikan,
tiyatrosalligin politik dilidir simdi islemeye baslamis olan ve
her tiirlii politik karar tiretme evresinde oldugu iizere, izleyen
bir siddete maruz kalmistir. Politik olanin tragedyas: sanildig:
gibi verilen kararda sakli degildir. Taraf olanin karar alma
giicliigiindedir. Tim tragedyanin kurucu unsuru budur: Se¢im
yapma olanaksizlig1. Politik karar siddettir; tipki siddetin politik
bir edim olusu gibi.

Figiir/Figure 1
Dieu Fleuve, 2010, alci/plaster,
175 x 255 x 105 cm

stands before us. As we shall be examining later on, God is the
creator of the sacrifice, it is the being that the sacrifice is set in
motion for; it is beyond being. But here we are confronted with a
divine sacrifice, which indicates the tragic structure of the scene
perfectly.

The action of politics, the politicization of tragedy surfaces
here; the political language of theatricality has started to
operate and as in any process of political decision-making, the
viewer is subjected to violence. In contrast to common belief
the tragedy of the political is not concealed in the decision. It
is in the biased one’s difficulty in making a decision. This is the
founding principle of all tragedies: The impossibility of making
a decision. Political decision is violence; just like violence is a
political action.







Figiir/Figure 3
Semen (Ich), 2010, al¢1/plaster,
seramik/ceramic, 221 x 53 x 50 cm
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Tahon’un sergisinde ilk katman budur. Bu katman izleyiciyle
sergi ve yapit arasindaki gorselligin baslangic noktasidir.
Izleyen, sergiye soz konusu trajik etkinin icinden, onun
tiyatrosalligindan gecip girmektedir. izleyici giriste kendisini
karsilayan askidaki insan heykelini astiktan sonra arkasinda
yer alan Iphigenia/Titus (Fig. 2) ve Semen (Fig. 3) heykellerini,
onlarin yabancilastiricl etkisini yasiyor. Bu onu tiyatrosalligin
icine cekiyor. Izleyici daha ilerlemeden énce giindelik hayatin
sunmadigl ancak mimetik olanin icinden izlenebilecek
figiirlerle karsilasiyor ve bu onu kusku duymayacag bir bicimde
bir kurmaca evrenine cekiyor. Ne var ki, ‘kendiliginden’ ve
sadece bir ifadecilik parametresi olarak kurgulanmigs heykeller
degil onlar. Bakiyoruz ve insan bagh bir at goriiyoruz. Devasa,
monumental bir yapit bu. Cok islenmis bir ‘goriintiiyil’
biiyiitiiyor, bir kez daha. Ama ¢ok 6nemli bir farkla. Yarg),
hiikiim ve kurban li¢ggenine oturacak 6zgiin bir nedenden 6tiirii.

Bataille, dinsel olanin negatif boyutuyla ilgiliydi. Dinsellik,
Bataille’a gore bir yenilenme araciydi. Dinsellik, arkaik yapinin
one cikardigr ‘istlininsan’in {istiinde olacakti. Nietzsche’nin
gelistirdigi iistiininsan (iibermensch) Bataille'da ‘bassiz’
(acéphale) adini alacakti* S6z konusu bagsiz, 6zgiirce salinan
kutsal enerjiyi i¢sellestirecek, sahiplenecek bir varliktir ve bunu
glicii daha da artmuisg, giiciinii bir hiitkiimranlikla (domination)
biitlinlestirmis bir liderlikle saglayacaktir. Bu, daha spekiilatif
bir bicimde soylersek, Bataille’in mimariyle simgeledigi, her
tiirden otoriteye ve ‘kod’a bagkaldirisidir. Giyimden miizige,
dansa, resme, hepsinden 6nemlisi ‘fizyonomi’ye kadar her sey
Bataille icin bir ‘hapishane’dir ve insani kisitlayan siiperegoya,
kutsal giice doniik bir olgudur. Bununla da yetinmez Bataille ve
bir adim daha atarak ‘yapr’nin (bu insanin mimarisi de olabilir)
bir sessizlik ve amitsallik iireterek korkuyu one cikardigim
belirtir. Dolayisiyla Bataille’a goére bu kisitlamayl asmanin

14. Bagsiz sozciigii Tiirkcede ‘kesikbas’ olarak da kargilanabilir ki, acéphale’in gercek
anlamibudur. BagsizaynizamandaBataille’inyaymladigibirderginin adiydive dergide
Andre Masson’un ¢izdigi bagsiz bir adam figiirii vard1 (Fig. 4). Masson’un figiirtiniin
Leonardo’nun Vitruvian Insan ve gene ondan bazi1 modifikasyonlarla esinlenmis Le
Corbusier’nin standart adamindan anistirmalar tasidig: bir gercekti. Leonardo’nun
Ronesans idealizasyonunu tagiyan resminin bu defa bu noktaya tasinmasi Bataille ve
cevresinin arayiglarim Bat1 metafizigi icindeki yerine oturtmaktadir. Fakat kesikbag
kavrami Bataille’1 agacak bir derinlige de sahiptir. Bu konuda ¢okilging bir ¢oziimleme
icin bknz., Jesse Goldhammer, The Headless Republic: Sacrificial Violence in Modern
French Thought. Ithaca: Cornell University Press, 2005.
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This is the first layer in Tahon’s exhibition. This layer is the
starting point of the visuality between the viewer, and the
exhibition and the works. The viewer enters the exhibition
through the mentioned tragic effect, through its theatricality.
After passing the hanging man sculpture awaiting at the
entrance, the viewer sees the sculptures Iphigenia/Titus (Fig.
2) and Semen (Fig. 3) and experiences the alienating effects
of them. This pulls him right into theatricality. Before going
much further the viewer is confronted with figures that are not
encountered in everyday life, that could only be viewed through
the mimetic, and this pulls him into a universe of fiction without
leaving any room for doubt. However, these are not sculptures
that are constructed ‘spontaneously’ or merely as a parameter
for expressionism. We look and see a horse with a human head.
This is a gigantic, monumental work. Once again, he enlarges a
widely depicted ‘image’. But with a significant difference. Due to
aunique reason that would fit into the triangle of law, judgement
and sacrifice.

Bataille was interested in the negative dimension of the
religious. According to Bataille, religion was an instrument of
regeneration. Religion was going to be above the ‘superior-man’
that the archaic structure had accentuated. The superior-man
(iibermensch) that Nietzsche coined would bear the name
‘headless’ (acéphale) in Bataille.* The headless mentioned here
is a being that would internalise and possess the divine energy
thatis wandering free, and with an increased power and through
aleadership that unites that power with domination he would be
able to do so. To state in a more speculative way, this is Bataille’s
revolt, symbolised by him in architecture, against all kinds of
authorityand ‘code’. From clothing to music, dance, painting and
most important of all ‘physiognomy’ are all ‘prisons’ for Bataille
and are phenomenarelated to the superego and the divine power
limiting the human being. Bataille does not stop there, and with
another leap he claims that the ‘structure’ (this could also be
man made architecture) produces silence and monumentality
to accentuate fear. Therefore, according to Bataille the way to

14. Acéphale literally means headless. Acéphale was also the name of a magazine
published by Bataille and it contained the drawing of a headless man by Andre
Masson (Fig. 4). Masson’s figure was reminiscent of Leonardo’s Vitruvian Man and of
Le Corbusier’s Modulor, again based on the same tradition. Making use of Leonardo’s
drawing carrying a Renaissance idealisation locates Bataille’s and his fellows” quest
in Western metaphysics. However, the notion of the acéphale has a deeper resonance
that would surpass Bataille. For a very interesting analysis on the subject, see;
Jesse Goldhammer, The Headless Republic: Sacrificial Violence in Modern French
Thought. Ithaca: Cornell University Press, 2005.



Figiir/Figure 2
Iphigenie/Titus, 2010, al¢i/plaster,
272 x 295 x 95 cm






yolu mimariye saldirmaktir; mimariye saldirmak insana
saldirmakla, insamin hiikiimranhgina, kolelestiren giiciine/
yanina saldirmaktir.’® Bu saldiriy1 sonuglandirmanin araciysa
‘hayvani/yabanil canavarlik’ (bestial monstrosity) olacaktir.
Acéphale bubaglamdabicimsizligi, kontrolsiizliigii, homojenligi
ve kutsal olani asmanin bir modeli olarak 6nerilmektedir.

Bataille’la bakiyoruz salona. Asili, kollar1 ve ayaklar: olmayan
asili insan, bir bagka ‘canavarimsr’ figlir ve insan bagh bir at
var karsimizda. Bu {icliiniin, ticgenin olusturdugu cerceve bizi
bagka bir noktaya siirtikliiyor. Asili insan/Tanri, ayaklarindan
ve kollarindan mahrum birakilmis durumda fakat suratinda
giillimsemeyi andiran bir ifade var. Benzeri bir uzak ifadenin
insan bagli, at bedenli ‘yaratik’ta mevcut oldugunu da
sOyleyebiliriz. Diger figiir ise cok daha dramatik (‘korku-endise’
dolw) bir ifadeye sahip. Ve o da alisilmig bir insan figiirii degil.
‘Antropomorfik’ (insan yapili) bir figir bu. Timiinii birden
diisiindiigtimiizde cok ilging bir yorum esigine geliyoruz.

Tahon burada bir sicramay1 gerceklestiriyor. Trajik olanin
kurgusunu yaratirken Tahon, asihi figiliri tragedyanin nesnesi
olarak okumamiza olanak veriyor. Icinde celigkiler barindiran,
belki giinah kecisi, belki kurban, belki Tanr1 olan bir heykel
olmasi nedeniyle. Ote yanda yer alan ifijeni heykeli, insan baglh
at govdeli hayvansi/insansi yaratik ise Bataille’in vurguladigi
celigkinin bir uzantisi. Bataille’in kurguladig: bassiz insani eger
otorite dig1, daha sonra Agamben’in ¢ok derinlestirecegi negatif
pozisyonun, istisna halinin (state of exception)!© bir uzantisiysa,
Tahon hayvans1 govdeyi hazirlayarak otoriteye, tragedyanin
0zii olan kutsallik-Tanrisallik baglamina koklii bir elestiri
olusturuyor. Fakat bir 6zgiil ayrintiyla.

Bu defa hayvansal yaratigin kafasi insan kafasi. Belki abartilmig
ama hem amnitsal bir figlir hem de insan karsimizda duran.
Bunun Bataille’in acéphale yaratiginin bir doniisiimii oldugunu
diistinmemek icin hi¢cbir neden yok. Anitsal insan Bataille’in
vurguladig: dinsellik-kutsal-otorite ¢izgisinin bir uzantisi.

15. Bu konudaki en yogun ¢alisma sudur: Dennis Hollier, Against Architecture:
The Writings of George Bataille. Cambridge: The MIT Press, 1992.

16. Giorgio Agamben, Language and Death: The Place of Negativity. Tr. By Karen
Pinkus and Michael Hardt. Minnesota: University of Minnesota Press, 2006.

move beyond this limitation is to attack architecture; to attack
architecture is to attack the human being, his domination; it is
to attack his enslaving power/disposition.!®> And the instrument
for finalising this attack would be ‘bestial monstrosity’. In that
context, the acéphale is suggested as a model for transgressing
formlessness, uncontrollability, homogeneity and the divine.

We are looking at the hall through Bataille. Hung, a human
without arms or feet who is hung, another ‘monster-like’ figure
and a human headed horse we see. The framework made by
these three, by this triangle drags us towards another point.
The hung man/God is deprived of his feet and arms but has an
expression reminiscent of a smile. We can say that a similar
distant look could be seen on the ‘creature’ with the body of a
horse. The other figure, however, has a much more dramatic
expression (full of ‘fear-anxiety’). And that too is not a typical
human figure. This is an ‘anthropomorphic’ figure. When
we consider all three together we come to the verge of a very
interesting interpretation.

Here Tahon manages to realise a leap. While creating the
narrative of the tragic, Tahon facilitates the reading of the
hanging figure as the object of the tragedy. Due to the fact that
it is a sculpture full of contradictions; perhaps a scapegoat,
or a sacrifice, or maybe a God. The Iphigenia sculpture,
an animal-like/human-like creature with the head of a
human and the body of a horse, placed on the other side is an
extension of the contradiction emphasised by Bataille. If the
headless, conceptualised by Bataille, is beyond authority, if
it is an extension of what would later on be further deepened
by Agamben as the negative position, the state of exception,'®
then by preparing the animal-like body, Tahon implements
a fundamental criticism to authority and the context of the
divinity-Godliness that makes up the core of tragedy. But with
a specific detail.

This time the animal-like creature’s head is a human head.
Maybe it is exaggerated but this is both a monumental figure
and a human standing in front of us. There is no reason not to
15. The most concentrated work on this issue is: Dennis Hollier, Against
Architecture: The Writings of George Bataille. Cambridge: The MIT Press, 1992.

16. Giorgio Agamben, Language and Death: The Place of Negativity. Tr. By Karen
Pinkus and Michael Hardt. Minnesota: University of Minnesota Press, 2006.

Kutsalinve otoritenininsanal oldugunu, insanin mevcudiyetinin
bu hegemonik iliskiye acik oldugunu bir daha isaret ediyor
Tahon. Ama aymi gévdenin hayvansallifina doniik ¢izgiler ise bir
olumsuzluk (negativity) arayisinin, siradan, verili olanin digina
tagsma arzusunun gostergesi. Ustelik Tahon bunu geleneksel
‘minotaur’ figiiriinii tersine cevirerek saghiyor. Minotaur hayvan
bagh insandi. $imdi insan baghh hayvam olusturarak Tahon
insanin otoriteyle olan iligkisinin sonsuzluguna, otoritenin
siirekli olarak yeniden iiretilisine ve boylelikle insanin en 6nemli
kisitlamasina, kendi kendini kisitlayisina atifta bulunuyor.
Buradan en az digerleri kadar 6nemli iiciincii figiire gegebiliriz.

think that this is a transformation of the acéphale creature of
Bataille. The monumental human is an extension of the line of
religious-sacred-authority emphasised by Bataille. Once more
Tahon points out the fact that the sacred and the authority
are human, that human existence is open to this hegemonic
relationship. But the lines referring to the animalistic character
of the same body are signs of a pursuit of negativity, a desire to
transgress the ordinary and the prescribed. Moreover, Tahon
achieves this by turning the traditional figure of the ‘minotaur’
upside down. The minotaur was a human with the head of an
animal. By creating the animal with the human head Tahon now
alludes to the perpetuity of human being’s relationship with
authority, to the constant reproduction of authority and thus, to
the most important limitation of mankind, to his limitation of
himself. Here, we could move on to the third figure, which is as
important as the others.




Freud, anitsal olanin 6nemine dikkat cekiyordu. Anitsal olan,
otoriteyle, ylicelik duygusuyla ic iceydi. Otoritenin heykel
olarak bastan beri anitsallikla simgelendigini biliyoruz. Uciincii
figlir de olctileri itibariyle olagan, dogal simirlarin Otesinde.
Ama bir 6zel kogulu var bu figiiriin: Bir insan bu figiir. Fakat
insanda goriilmeyen bir takim 6zellikler de iceriyor. Kafasinda
baz isaretler tasiyor. Onu insan olmaktan uzaklagtiran, 6zel bir
varliga doniistiiren eklemeler bunlar. O zaman bu figiir gene
insan-otorite-kutsallik-yarg1 cizgisini hatirlatiyor bize. Ama
hi¢bir hayvansiliga isaret etmeksizin. Insanin sadece ‘garip’
bir figiirle arada kalmishgina, ezikligine bir vurgu bu. Nitekim
digerlerinin giiliimseyen ifadesine karsilik bunun trajik ifadesi,
kendi disina cikamayan insanmin kisitlanmighigina, hatta otoriteyi
yaratan varlik olarak insanin caresizligine bir gonderme.

Trajik olan, bu baglamda bir elestirel-pozitif alan Tahon’da,
oOnerisi ise onun negatif bir pozisyonla asilmasi. Bu, sanatin
felsefeyle kesisiminin en kritik egigi.

Freud has pointed out the importance of the monumental.
The monumental is fused with authority, with the feeling of
supremacy. We know that in sculpture authority has always
been symbolised by monumentality. In terms of its size the
third figure is also beyond ordinary, natural limits. But this
figure has a special condition: This figure is a human. Yet, it also
has certain characteristics that we do not see in humans. It has
some markings on its head. These are additions that steer it
away from being a human, that transform it into an exceptional
being. Once again, this figure reminds us of the line of human-
authority-sacred-judgement. However, without referring to
any animality. This is an emphasis made on the in-between
state, the ineptness of humankind through a figure that is just
‘strange’. As a matter of fact, its tragic expression in contrast
to the smiling expressions of the other two is an allusion to the
restrictedness of the human being unable to step outside of
himself, as well as to the helplessness of the human as the being
that creates authority.

In this context the tragic is a critical-positive field in Tahon, and
his suggestion is its transgression through a negative position.
This is the most critical threshold of the intersection of art and
philosophy.
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Kapidan girdikten sonra bir prolegomena gibi bahsettigimiz
goriintiilerle ve aralarindaki etkilesimle karsilasan izleyici
yaratilan atmosferi iist katta devam eden c¢ok yogun bir
mizansenle biitiinlestiriyor. Bu tam anlamiyla bir tragedya.
Ama tragedyayl kendi icinde kapali tutmayan bir anlayisa da
sahip. Tam tersine son derecede acik ve tarihin, sanat tarihinin
kendi icindeki salinimlarini yakalayan bir dokusu var iist kattaki
trajik mizansenin.

Kapidan giriyoruz.

Sol tarafta birbiriyle bakisan {i¢ figiir var. Aci, korku ama bir
o kadar da vakar icinde {ic figiir. Bakisiyorlar ama suskunlar.
Belki s6z bitmis. Fakat hesaplagsmanin devam ettigi goriiliiyor.
Teker teker {i¢c kurban bunlar ve tragedyada herkes kurbandir
esas olarak. Karsimizda Girard'in yargisi1 duruyor: Kurban belki

v

After entering and seeing these images that are like a
prolegomena and realising the interaction between them, the
viewer merges the created atmosphere with the intense mise
en sceéne continuing upstairs. This is absolutely a tragedy. But
it also has an approach that does not close the tragedy in on
itself. On the contrary, the tragic mise en scene upstairs has a
character that is totally open and that seizes the swings within
history, within the history of art.

We go through the door.

There are three figures that are gazing at each other. Three
figures that are in pain, in fear, but standing in dignity. They
are exchanging glances but they are silent. Perhaps this is
where speech ends. But it is clearly visible that the settling of
accounts continues. These three are victims of sacrifice; and in

oldiiriiliir ama yargis1 bitmez. Ustelik burada bagka bir burulma
var. Tahon’un figiirlerinin sessizligi izleyenin vicdanina
yiiklenen yiikiin agirhgin artirtyor. izleyen yargilamak zorunda
simdi. Ve bunu yaparken basini saga ceviriyor ve salonun ote
yaninda tek bir figiiriin durdugunu goriiyor: Basinda kirmizi
lekeler, akintilar duran, kana, diyelim, boyanmuis bir figiir.

Tekilve tekbasina. Carpiciolansu: Yarali (?) olsadadigerlerinden
daha giiclii bir ifadeye sahip. Bas egmeyen, direnen bir anlatimi
var suratinin. Otekilerden ¢ok uzaktabir noktada duruyor. Onlar
ti¢ kisi, birbirleriyle bakisirken bu figiir sert bakan gozleriyle
onlari izliyor. O zaman diistiniiyoruz: Kurban bu mu? Hi¢ kusku
yok ki, dislanmig olan, yalmizlagtirilmis olan, itilmis, stiriilmiig
olan bu figiir. isyam Girard1 dogruluyor. Belki sucluluguna,
kurban edilmesine karar verilmistir ama o kabul etmiyor.

O zaman agagidaki figiirti animsiyoruz: Akiskan/Akan Tanri.
Onu da bir kurban gibi/diye imlemistik. Onu da direnen ama
kollarindan ve ayaklarindan olan bir kurban diye goérmiistiik.
Kurban direniyor, kurbanin davasi, direnisi bitmiyor. Fakat o,
sanatc¢inin tanimiyla bir Tanrr’ydi.

Merriman, 2011,
seramik/ceramic,
38x27x38cm

tragedy essentially everyone is a sacrifice. We confront Girard’s
deduction: Perhaps the sacrifice is killed but his judgement
never ends. Furthermore, there is a twist here. The silence of
the figures of Tahon increases the weight of the burden in the
conscience of the viewer. Now the viewer has to pass judgement.
And in the meantime, he turns his head to the right to see a
solitary figure at the other end of the hall: A figure with red
stains, leaking down its head, smeared in, let us say, blood.

Singular and solitary. This is the striking thing: Although it is
wounded (?) it has a stronger expression then the others. It has
an unyielding, resilient expression on its face. It stands far away
from the others. They are three figures; while they gaze at each
other this figure watches them with a stern look in its eyes. Then
we wonder: Is this the sacrifice? There is no doubt that this is the
figure that is marginalized, isolated, shoved off and banished. Its
revolt confirms Girard. Perhaps it is decided that it is guilty, that
it should be sacrificed but it does not accept that.

At that moment we remember the figure downstairs: Fluid God.
We had also designated it as a/to be a sacrifice. We had perceived
it to be resisting sacrifice deprived of its arms and feet. The
sacrifice resists, but its dispute, its resistance does not come to
an end. However, that figure was defined as a God by the artist.




Stream of Salt, 2011, Grigory (balm), 2011, Mount Erebus, 2011,
seramik/ceramic, seramik/ceramic, seramik/ceramic,
88x41x40cm 92x44x45cm 73x33x30cm
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O zaman dahaisin bagsindabambagkabir noktaya cekiliyoruz: Tanr1
ve kurbanin 6zdesligi. Tlging bir nokta, ¢iinkii, Tanrr'nin direnmeyi
gerektirecek bir ‘sey’i yok ama kurban kendisini yargilayana
direniyor; diyebiliyoruz. Ama biraz daha diisiiniince sorunsalin
farkhilagtigin1 gérmek miimkiin. Kurban bir yargiyla olusuyor.
Her karar bir hiikiimranhk/tahakkiim iligkisine dayaniyor. Onu
iceriyor. Tanrinin varhigl neden bu iki kavramla etkilesmesin?

Dostoyevskinin getirdigi Tanrr’yn taniyoruz. Tanrr’yr insan
olusturdu, onu insan anlaginda yaratti. O da bir hiikiimranhk
iligkisiydi. Ve Bati metafizig$inde Tanrrnin varlksalli§i gene
bu anlagin devamina baghdir. Ustelik Tanrlagtirilan varhk
simdi hiikmediyor. Diinyanin en zor ve celigkili isi. Hegel'in
diyalektiginde bakarsak efendi-kole iligkisi, kurban-cellat iligkisi
bir doniigiim meselesidir ve Tanmlagtirllan varlik da kurban
edilmistir bir bakima; yargida bulunmaya ve her defasinda o
6zdeglesimi yagamaya.

O zaman kurulan denge degisiyor bir daha. Her yargilayan
yargilaniyor. Yargilanan ise daima sonsuz davalarin nesnesi
oluyor. Yeryiiziinde tamamlanmis bir dava yok. Olmadig gibi,
yargilayan yani Yasa sonunda sucludur.!” Bu iktidar olmanin
yiikiidiir. Iktidar daima yargilar ve her yargilayan kendine
siirgiindiir. Nitekim yargilayan {ic kisi, act dolu suratlariyla,
kendi gozlerinde ve izleyenin goziinde kurbandir. O ii¢ figiiriin
acl dolu suratlar1 iktidar olmanin tragedyasidir. Bu gercegi
izliyoruz serginin ilk katmaninda.

17. Bu degerlendirmenin nefis bir irdelemesi i¢in bknz., Giorgio Agamben, Homo
Sacer: Sovereign Power and Bare Life. Tr. By Daniel-Heller Roazen. Stanford:
Stanford University Press, 1998.

Then, from the beginning we are drawn towards a totally
different point: The identicalness of God and the sacrifice. This
is an interesting point, because God has no ‘thing’ to resist to,
but it could be said that the sacrifice resists to the judge. On
further consideration, it is possible to notice a change in the
predicament. The sacrifice is determined through judgement.
Every decision depends on a relationship of sovereignty/
domination. Every decision contains that. Why shouldn’t the
existence of God interact with these two notions?

We know the God brought about by Dostoyevsky. God was
materialized by man; he was created in the mind of the man.
That too, was a relationship of sovereignty. And in Western
metaphysics, the existence of God depends on the continuity
of this mentality. Furthermore, the being that is rendered into
a deity, now reigns. The most complicated and contradictory
thing in the world. According to Hegel’s dialectics, the
relationship of master-slave, and sacrifice-executioner is a
matter of transformation and in that way, to a certain degree,
the being that is made into a God is also sacrificed; ordained to
pass judgement and to go through that process of identification
every time.

Subsequently the established equilibrium changes once more.
Everyone who judges is judged. And the one who is judged
becomes the object of eternal trials. There is no finalised trial
on earth. That being said, ultimately the judge -that is the Law-
is guilty.'” This is the burden of being in power. Power always
judges and everyone who judges is exiled to himself. Just as the
three figures judging -with their faces full of agony- are victims
both in their own eyes and in the eyes of the viewer. The faces of
those three figures full of agony are the tragedy of being in power.
This is the truth that we see in the first layer of the exhibition.

17. For an immaculate examination of this evaluation, see; Giorgio Agamben, Homo
Sacer: Sovereign Power and Bare Life. Tr. By Daniel-Heller Roazen. Stanford:
Stanford University Press, 1998.
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Boyle bir katman, trajik olanmin yasa/yargi/vicdan {iistiinden
sunulmasi ve izleyenin izlenenle 6zne/nesne ikilemi icine
girmesi, 6ziinde bir dinsellik alanidir. Girard, biitiin yasalarin
baglangicta dinsel oldugunu vurgular.!® Tragedya bunun
sekiilerlesmesinin ve Tanri-insan hesaplagsmasinin ilk evresidir.
Belki gecikmis ama ilk evre. Koronun, izleyicinin ve yargilayan/
yargilanan iligkisinin varlig1 yasanin ilk mertebesidir. Buradan
hareketle sunu sdylemek miimkiin: Yasa ve yargilama son
tahlilde su¢ ve suclulukla iligkilidir. Bu bir metafiziktir.
Yarg: ve sug, araclar itibariyle somut ve nesnel olsa da kendi
edimi bakimindan soyut ve o6zneldir. Dolayisiyla ne kadar
sekiiler olursa olsun, her yargilamada ilk yasaya bir gonderme
vardir. Yargilayan son kertede hiikiim verendir. Hiikkiim
baglangici itibariyle Tanr1’ya ait bir hak ve yetkidir. Dolayisiyla
yargilamanin zemininde Tanrisal bir iligkiye giriyoruz.

Biiyiik ve son yargi dliimdiir. Her 6ltiim bir hiikiimdiir. Her
6liim Tanrisaldir, o anlamda. Olen herkes, -asil sorun odur, eger
sekiiler bir mantikla diisiiniiliirse- yargilanmaktadir; ciinkii,
sekiiler hukuk yargisiz infaz olmayacagim ilkesellestirmistir.
Insan olecegini bilerek yasayan tek varliktir. Nietzsche’nin
Tanr1 6ldii dedigi biiyiik kars1 cikisi 6nemlidir ve yargi-6liim-
Tanr iligkisini tersine ¢evirmektedir ama bu gercek yerinde
durmaktadir: Insan 6lecektir ve bunu bilmektedir.

Yargl bu gercegi tersine cevirmenin bir evresidir. Tanr’’nin
yargilayan olmasini insan kendisini yargilayan yerine

18. René Girard, Violence and the Sacred. Tr. By Patrick Gregory. Baltimore: Johns
Hopkins University Press, 1979.
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Such a layer, the presentation of the tragic through law/
judgement/conscience and the viewer experiencing a dilemma
of subject/object between himself and the viewed, essentially
sits into the field of religion. Girard points out the fact that
all laws are innately religious.l1 Tragedy is the first stage of
its secularisation and the settlement between God and man.
Perhaps a bit late, yet the first stage. The presence of the chorus,
the viewer and the relationship of the judging and the judged
make up the first stage of the law. Based on this it would be
possible to state that: Law and judgement are after all related to
crime and guiltiness. This is metaphysics. Although judgement
and crime are instrumentally actual and objective, in terms
of the deed itself they are abstract and subjective. Therefore,
no matter how secular it may be, in every judgement there
is a reference to the earliest law. The judge is after all the one
passing judgement. In terms of its origin the verdict is a right
and authority of the divine. Thus, at the bottom of judgement we
are going into a divine relationship.

The biggest and final judgement is death. Every death is a verdict.
In that sense, every death is divine. Everyone who dies is judged
-and that is the main problem, when you think in a secular logic-
because secular law has made it a principle that there shall be no
summary executions. Humankind is the onlybeing thatlives with
the knowledge of his own death. Nietzsche’s great reactionary
exclamation that God is dead is highly significant and it reverses
the relationship of judgement-death-God, but the truth remains:
The human being is going to die and he is aware of it.

Judgement is a stage of this reversal of truth. The human being
is trying to overcome God as judge by placing himself in the

18. René Girard, Violence and the Sacred. Tr. By Patrick Gregory. Baltimore: Johns
Hopkins University Press, 1979.



koyarak asmaya calismaktadir. Girard’in mimetik arzu dedigi
gercekligin tragedyayla ortiistiigii nokta da bu asamada dogar.'®
Tragedya bir sanattir ama insanin Tanr1’y1 dogrudan dogruya
taklit ettigi bir sanattir. Ciinkii tragedya Tanrilar ve kurbanlar
arasinda cereyan eder. Buradaki Tanrilarin soyut varlig bir seyi
degistirmez ve 6nemli de degildir. Ciinkii asil dikkat ¢ekici olan
insanin tragedya siirecinde Tanrilagmasidir.

Gene dikkat ¢ekici olan; sanatin bir evre olarak insanin dogrudan
dogruya Kkendisi olarak Tanrilasmasina yaptigi yardimdir.
Tanri 6ldiiriir ama Tanr1 ayn1 zamanda yaratir. Insan sadece
oldiirdiigii zaman degil yarattigl zaman da Tanrilagir. Ustelik
oldiirmek, eger Conrad’in romam Karanlhigin Yiiregi'ndeki
‘delirmis’ Albay Kurtz degilse insan, cok daha zordur. Ciinkii,
Tanrrnmin paylasmak istemedigi, kiskan¢ davrandigi edim
oldiirmektir. Oysa yaratmanin 6niinii acik birakmigtir Tanr.
Insan bu nedenle yaratisin1 6zgiirce ortaya koyabilir. Ciinkii
yapitini yaratirken insan hem kendisini yaratmaktadir hem de
o6ltime kars1 meydan okumaktadir.

Boyle bir yargidan hareket ederek sanat yapitimin o6ziinde
dinsel oldugunu soylemek miimkiin. Carl Andre minimal
yapitinin diinyanin en askin ve en yercil (sekiiler) yapiti
oldugunu sdylerken hakliyd: (Fig. 4). Sanat¢inin Tanrilagmasi
yaratmasiyla, yani yapmasiyla ilgilidir. Sanat¢1 yapan insandir.
Sanate¢1 yaratisini elleriyle ve zihinselligiyle olusturur.

Bu degerlendirme bizi serginin bir bagka katmanina getiriyor.

19. René Girard, Deceit, Desire and the Novel: Self and Other in Literary Structure.
Tr by Yvonne Freccerao. Baltimore: Johns Hopkins University Press, 1976.

position of the judge. The notion that Girard calls the mimetic
desire where reality coincides with tragedy emerges at this
stage.l® Tragedy is an art, but an art where man directly imitates
God. Because tragedy takes place between Gods and victims.
The abstractness of the presence of the Gods does not change
anything and it is not significant. While the important thing is
that man is transformed into a deity in the process of tragedy.

Another interesting thing is the way art as a phase helps the
human being himself in becoming a deity. God brings death
but God also creates. And the human being too, transforms
into a deity not only when he kills but also when he creates.
Furthermore, killing is far more difficult if you are not the
‘insane’ Colonel Kurtz in Conrad’s novel Heart of Darkness.
Because the act that God does not want to share, the one he is
jealous about is killing. Yet, God has left the path to creating
clear. Therefore, man can freely present his creation. Because
when man is creating his work he is both creating himself and
challenging death at the same time.

Building on such a proposition it would be possible to state that
the work of art is in essence religious. Carl Andre was right in
stating that his minimal work was the most transcendental and
the most secular work in the world (Fig. 4). The artist becoming
a deity depends on him creating, that is making. An artist is a
making man. The artist creates his work with his hands and his
intellect.

And this evaluation brings us to another layer of the exhibition.

19. René Girard, Deceit, Desire and the Novel: Self and Other in Literary Structure.
Tr by Yvonne Freccerao. Baltimore: Johns Hopkins University Press, 1976.

Figiir/Figure 4

Carl Andre

144 Magnezyum Kare/144 Magnesium Square 1969,
magnezyum/magnesium, 10 x 3658 x 3658 mm
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Serginin genel ad1 Beyaz Tohumlayicilar. Tohum, Anaxagoras’in
gelistirdigi ‘panspermia’ kavraminda belki de en trajik
ifadesini buluyor. Anaxagoras tiim diinyanin evrenden
tohumlandigini soyliiyordu, daha sonra Aristo tarafindan
degillenecek kuraminda.?? Bu, diinyanin, biraz da Tanrisal bir
bicimde yaratildigini 6ne siiren bir goriistii. Oysa daha sonra
Aristo’nun ¢ok daha fizik diisiincesi evrenin ‘yapildigin1’ iddia
edecekti. Dogrudur: Evren yapilan bir seydir. Ciinkii evrenin
yaratilmighgiyla diinyanin gercekligi birbirinden farkhdir.
Evren spermik bir bicimde ortaya cikmig olabilir ama diinya
insan emeginin ve bilincinin {riiniidiir. Diinyay1 meydana
getiren ‘techne’dir.

Sanat¢1 dolleyen bir yaratik degildir. Kuskusuz bir déllemeden
soz edilebilir. Ama ondan daha 6nemlisi verdigi kararla ve elinin
emegiyle yapitin meydana getirilmesidir. Bu Marx’in Kapital'de
belirttigi gibiemegin, insan ve doganmin ortak katilimiylaolugsmus
bir {irlin olmasiyla ilgilidir. Doga oradadir ama onu doniistiiren
insanin emegidir, dogay1 insan emegiyle yeniden bicimlendirir,
Marx’in asil terimiyle yeniden fiiretir.2' Sanat yapiti1 bu tanima
girer mi sorusunun yanitim1 vermek kolay degil. Kismen boyle
olmasina karsin sanatin 0zgiilliigli ve yaratimi biraz daha
farklidir. Sanat yapit1 sadece doganin yeniden iiretimi olarak
degerlendirilemez. Belki dogaya yapilmis 6zgiin bir katkidir
sanat yapaiti.

Bu yaniyla da sanat yapiti bir yaratimdir. Tahon’un yapitlari
‘beyaztohumlayicilar’adiylabizioesige getiriyor. Sanatyapitinin
bir yarati oldugunu yeniden diisiiniiyoruz. Ama ‘tohum’kavrami
bizi bagka alanlara da aciyor bu sergide yer alan yapitlarla. Yerde
yatan bir figiir var. Karninda kendinden daha kiiciik bir figiir yer
aliyor, kanlar icinde. Bu, insanin dogurganhigina bir gonderme.
Metaforik olarak baktigimizda bunun iiretmekle ve spermayla
olan iligkisi acik. Ustelik doguran figiir ayn1 zamanda yok olan
bir figiirli anistiriyor. Bitmekle baslamak arasindaki metaforik
iligki iistiinden Tahon sorguluyor sanat yapitini.

20. Bu konunun ¢ok ayrintili bir bicimde ele alindig yapitlardan biri sudur:
Margaret R O’Leary, Anaxagoras and the Origin of Panspermia Theory. London:
iUniverse, 2008.

21. Karl Marx, Capital V.1 A Critique of Political Economy. Tr by Ben Fowkes.
Foreword by Ernest Mandel: Harmondsville: Penguin, 1992; s. 283-292.
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The title of the exhibition is White Seeders. The seed finds its
most tragic expression in the concept of ‘panspermia’ coined by
Anaxagoras. Anaxagoras was proposing that life on earth was
seeded from the universe in a hypothesis that would later on be
negated by Aristotle.2? This was a view suggesting that the world
was created in a divine manner. However, later on Aristotle’s
rather physical thought would suggest that the universe is
‘constructed’. That is true: The universe is something that is
constructed. Because the notion that the universe is created and
the apparent reality of the world differ. The universe might have
emerged in a spermic way but the world is a product of human
labour and consciousness. The world is formed by ‘techne’.

The artist is not an inseminating creature. Of course some sort
of insemination could be talked about. But more important
than that is the construction of the work through his decisions
and his labour. Just like Marx expressed in Capital this is due to
labour being a joint product of man and nature. Nature is out
there but it is the labour of man that transforms it, man gives
a new form to nature with his labour, to use the original term
of Marx, he reproduces it.?! It is not easy to produce an answer
to whether the artwork would fit into this definition or not.
Although it is partially true, the specificity of art and its creation
are somewhat different. The work of art could not be evaluated
as reproduction of nature. Perhaps the work of art is an original
contribution to nature.

In that aspect the work of art is a creation. With the name ‘white
seeders’ Tahon’s works bring us to that threshold. We begin to
think once more that the work of art is a creation. But the ‘seed’
concept unlocks other areas with the works taking place in
this exhibition. There is a figure lying on the ground. There is
another smaller figure in its belly, covered in blood. This is an
allusion to the fecundity of the human being. When perceived
metaphorically this is clearly related to production and sperm.
And the figure giving birth also looks like a figure perishing.
Tahon questions the work of art through the metaphorical
relationship between ending and beginning.

20. One of the works that thoroughly examines this issue is: Margaret R O’Leary,
Anaxagoras and the Origin of Panspermia Theory. London: iUniverse, 2008.

21. Karl Marx, Capital V.1 A Critique of Political Economy. Tr by Ben Fowkes.
Foreword by Ernest Mandel: Harmondsville: Penguin, 1992; pp. 283-292.

Ama 6te yanda ‘semen’ kavrami serginin ana eksenini meydana
getiriyor. Bu kendiliginden bir olgu degil. Tam tersine sergiyi
cok katmanl bir diizeye itiyor. Ciinkii tohum dogallikla-techne
arasindaki iligkiyi bize ¢agristiriyor. S6z konusu c¢agrisim bizi
gene farkl bir boyuta itiyor. Ciinkii tohum son kertede insanin
dogalligiyla ilgili bir kavram. Tohum insanin bedenine bizi
tasiyor. Bedenin varligi, varolusu bu serginin ve yapitlarin
kurucu 6gelerinden biri.

Cagdas sanat bedeni kendisine en énemli ¢ikig noktalarindan
biri olarak kabul ediyor. Son 20 yilin sanati bu yoriingede
gelisti. Beden politikalar1 bir iktidar sorunsali olarak ele
aliniyor. Tahon’un iktidarla olan iliskisinin bu sergide yargi-
yasa iistiinden sorgulandigl acik. Ayrica gene kendi icindeki
metafizik baglaminda da Tahon bedeni sorguluyor. Ciinkii, son
kertede insanin bedeni, varolussal gercekligi, onun metafizigine
digsal degil. Olmadig1 gibi hi¢cbir varolus problemi insanin
fizigi 6tesinde gerceklesmez. Ben eger diinyada mevcutsam bu
fiziksel bir konum ve kosuldur ve varolugsal sorunumu ancak bu
gercegin baglaminda olusturabilirim. Nitekim Sartre’in temel
sorusu da kendisini bu baglamda ifade eder.

Boyle bakinca bedenim belli bir organizmadan meydana
gelmistir. Bu organizmay1 olusturan cesitli ‘sey’ler var. Sperm
onlardan biri. Ama onunla birlikte bedenin diger sivilari da,
en azindan, s6z konusu: Kan, tiikiiriik, safra, idrar, digk. Insan
kendisine yabanci bir varliktir. insan kendi sesini tanimaz,
ornegin. Insan sesine yabanci oldugu kadar kendi goriintiisiine
de yabancidir. Ayna bu nedenle énemli bir aractir. Insanin
kendisini tanimasinin aracidir ayna ve o tanimanin patolojik
evreleri, narsisizm, gene bir ayna sorunsalidir. Insan kendi
imgesine agik olabilir. Fakat sadece imgesine. Insanin kendi
bedeninin salgilariyla biiyiilenmesi bambagka bir olgudur.

Bataille’a gore bu, insan varolusunun en temel olgularindan
biridir. Ciinkii, Bataille, insanin ‘sinirlara’ bedeninin iki temel
ozelligini koruyarak direndiginibelirtir. Bunlarin biri salgilama-
diskilama, digeri sahiplenme giidiisiidiir (drive to excretion and

On the other hand, the concept of ‘semen’ makes up the main
axis of the exhibition. This is not an intrinsic phenomenon. On
the contrary, it motivates the exhibition onto a multi-layered
level. As the seed reminds us of the relationship between the
natural and techne. This association also moves us onto another
dimension. Because ultimately the seed is a concept that is
related to the natural side of the human being. The seed carries
us to the human body. The presence of the body, its existence, is
one of the founding elements of this exhibition and these works.

Contemporaryartperceivesthebodyasoneofthemostimportant
points of departure. The art of the past 20 years has evolved
along that trajectory. The politics of the body is considered as
an issue of power. It is clear that Tahon’s relationship to power
is questioned through judgement-law in this exhibition. Tahon
also investigates the body in its intrinsic metaphysical context.
Because ultimately, the body of the human being, its existential
reality is not extraneous to its metaphysics. Moreover, no
existential problem materializes beyond the physicality of the
human being. If I exist in the world, this is a physical position
and condition, and my existential issues could only emerge
within the context of this reality. Sartre’s fundamental question
is also expressed in that context.

In that aspect my body is conceived of a certain organism. There
are a number of ‘things’ that constitute this organism. Sperm is
one of them. But alongside that there are at least other bodily
fluids that have to be mentioned: Blood, saliva, bile, urine,
excrement. The human is a being alien to himself. For instance,
he does not recognise his own voice. The human being is as
alien to his image as he is to his voice. That is why the mirror
is a significant instrument. The mirror is an instrument for the
human being in getting to know himself and the pathological
stages of that acquaintance, like narcissism, is again an issue
related to the mirror. The human being could fall in love with his
image. But only with his image. The human being mesmerized
by his own bodily fluids is a phenomenon altogether different.



drive to appropriation).22 Salgilar ve onun belirledigi organizma,
insanin orjiyastik ve toplu (collective) olana duydugu egilimle
toplumsal olan arasindaki celigkisini meydana getirir. Birisinin
uyardigl ve yonlendirdigine karsi insan digerinin engelleyici,
kisitlayic1 yaklasimi arasinda sikigip kalmis varhiktir. Insan
cesitli kurumlar, siirecler tarafindan icsellestirilmeye,
hatta oralara cekilerek bir drnek hale getirilmeye, o yoldan
kendisinden vazgecerek kurumsal tercihlerin bir nétr iiyesi
olmaya ancak bedeni araciligiyla direnir.

Buradaki salgilar, digkilar ve diger bedensel ‘gerceklikler’,
Bataille bunlara ‘asirilik/fazlalik’ (excess) demektedir, gene
Bataille’a gore bedenin ‘diigiik’ veya ‘asagl’ (lower) yanlaridir.
Kurumsal kabuller bunlar1 diglar. insanin digkiyla, salgiyla,
vahsetle, cig olanla iligkisi, kurumsal tercihlerin olusturdugu
diinyanin bilgisine dahil degildir. Uygarhk bunlarin yok
sayllmasi, unutulmasi, gormezden gelinmesi tistiine kuruludur.
Oysa bedensel insan dedigimiz gerceklik, bedenin materyalist
dokusu, bunlarla ériiliidiir ve bunlarin mevcudiyeti gerceklige
acilan, onu kavramak icin kullandigimiz birer olgu degildir;
olamaz, ¢iinkii bunlar gercegin bir parcasi degildir, gercegin
kurucu oOgesidirler. Gercek, bedenin bu tiirden o6zellikleri
diglanarak kurulmaz. Tersine bunlar gercegi kurarlar. Bunun
uygarlik icinde kurulmasi ancak bilgidisini (nonknowledge)
gerceklestirmekle miimkiindiir.23

22. George Bataille, Visions of Excess.

23. Bilgidis1 kavrami i¢in bknz., George Bataille, The Unfinished System of
Nonknowledge. Ed with an intro by Stauart Kendall, Tr. By M. Kendall and
S. Kendall. Minnesota: University of Minnesota Press, 2004-.

According to Bataille this is one of the most fundamental
phenomena of human existence. Because Bataille states that
the human being resists ‘limits’ through maintaining two basic
features ofhisbody. These are the drive to excretion and the drive
to appropriation.?? The secretions and the organism determined
by them constitute the human being’s conflict between orgiastic
and collective tendencies, and the social. He is a being caught in
between the urge and orientation of the one and the obstructive,
restrictive approach of the other. The human being could only
resist the internalisation of some institutions and processes,
assimilation into uniformity and becoming a neutral member of
institutional decisions through the use of his body.

The secretions, excrements and other bodily ‘realities’, which
Bataille calls excess, are again according to Bataille the ‘lower’
aspects of the body. Institutional standings reject these. The
human being’s relationship with excretion, secretion, violence
and the raw are excluded from the knowledge of the world
created by institutional preferences. Civilisation is based on
ignoring, overlooking and disregarding these. However, the
reality of the bodily presence of the human being, the material
fabric of the body is interwoven with these and the presence
of these is not a phenomenon opening onto reality through
which we would grasp it; and it could not be so, because these
are not just parts of reality, they are the founding elements of
reality. Reality could not be constructed by excluding such
characteristics of the body. On the contrary, these construct
reality. Building this within civilisation is only possible through
realising nonknowledge.??

22. George Bataille, Visions of Excess.

23. For the concept of nonknowledge, see; George Bataille, The Unfinished System
of Nonknowledge. Ed. with an intro by Stauart Kendall, Tr. By M. Kendall and S.
Kendall. Minnesota: University of Minnesota Press, 2004.
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Buradan hareket edince Tahon’un sergisindeki yapitlarin bir
temel oOzelligine geliyoruz. ‘Beyaz’ heykeller bunlar. Suskun
ama bagiran, yargilayan ama yargilanan, cellat ama kurban
bunlar. Beyazliklarim1 kaplayan bir sir var. O sir gene beyaz
akitmalardan olusuyor. Onlar1 sperma olarak diistinmek yanlg
degil. Bize tohumun bir halini, animalistik halini cagristiran
bu beyaz sir bizi gene baslangic noktasina gotiiriiyor. O sir
sergilenen insanin gercekligini tiimellestirme ediminin bir
parcasl. Insanin insanalligini vurguluyor.

Tiimellik, burada, insani meydana getiren gercekligin
kusatilmasindan doguyor ve cok farkli bir islev iistleniyor.
Serginin biiyiik tematigine yukarida degindik: Oliim ve varolusg
ikileminin gerilimi. Bu sergi son kertede 6liimii sorguluyor,
6liimiininsanalevreni¢indekikonumunu. Vitrindeyeralankirik
kafatasibunu kuskuyayer birakmayacak 6lctide somutlagtiriyor.
Sperma ise bunun &teki yiizii: Baglangic. Insan eger 6liimlii bir

VII

Moving along this line we arrive at a fundamental characteristic
of the works in Tahon’s exhibition. They are ‘white’ sculptures.
Silent yet screaming, judging yet judged, executioner yet victim
they are. There is a glaze covering their whiteness. That glaze
is again constituted of white dribbles. It would not be wrong to
consider these as sperm. This white glaze that reminds us of a
state of the seed, of its animalistic state, takes us all the way back
tothebeginning. That glaze is part of the act of universalizing the
reality of the human being that is being exhibited. It emphasises
the humanness of the human being.

The universalization here emerges out of encompassing
the reality that makes up the human being, and takes on a
whole new function. We have revealed the grand theme of the
exhibition earlier: The tension of the dilemma of death and
existence. Ultimately, this exhibition questions death, the
position of death in the human universe. The broken skull in



varliksa ve 6lecegini bilerek yasarken onu agmanin yolu sanat
iiretmekse bunu ancak kendi varliginin, varolusunun fizik
bilincinde olarak, o fiziksel gercekligi ‘yasayarak’ saglayabilir.

Daha 6nce belirttigimiz gibi fiziksel gercekligi olmayan insanin
evrensel ve metafizik varolus sorunu olamaz. Sperma bu yapma
eyleminin, ama sadece sanat degil, insanin kendisini yapma
ediminin de bir simgesi. Kald: ki, varolusculugun en énemli
argiimanlarindan biri budur: Insanin kendi iradesiyle kendini
yapan bir varlik olusu. Oyleyse sperma burada Anaxagoras’in
anlamini agan ve ondan ¢ok daha 6tede varolussal baslangici
imgeleyen bir metafor. Sanatsal yaratinin kendisiyle degil
insanla bagli oldugunu vurgulayan bir im sperma burada. Ama
cok biiyiik bir diyalektik saptama ve gerilimle.

Sperma son kertede eril bir olgu. Erkek canlinin {ireme araci,
tohumu, sperma. Dolayisiyla Antik Yunan'dan beri erillikle i¢
ice gecmis bir iireme iglevinden s6z ediyor. Atavistik toplum
tasavvurunun biitiiniiyle eril oldugunu, erilligin giicle icice
gectigini biliyoruz. Belli baz1 6zgiil ve ayriks1 kompozisyonlar
disinda Tanrisallik da eril bir olgu. Ona bagh olarak yasa
koyanin erkek oldugunu diisiiniiyoruz, tipki iktidarin erkeksi
hiitkiimranlik oldugunu varsaydigimiz gibi. Sadece yasa koyucu
degil bizatihi yasanin kendisi de erkek bir soyutlama olarak
ele aliniyor. Dolayisiyla tragedyanin Tanrisalligi ve hiikiim
olusturan ifadesi erkekler katinda tesekkiil ediyor.

Ne var ki, Tahon’un sergisinde, bastan beri belirttiimiz gibi
vurgu kadin figiirlerde. Serginin ‘acilig’ boliimiinde, ipuclarinin
verildigi asamada yer alan asili figiir kadin/s1. Trajik figiir ki,
anlamini saptadik, bir kadin. Onun yargiyla olan iligkisi, simdi
bir kadin figiir olarak ortaya cikmasi ve daha da carpici olam
heykelin adinin ‘Semen’ olmasi son derecede manidar. Tahon,
yargi-kutsallik-trajik bagini bu defa erillikten ve o arada da
erkten yalitarak onu disil bir diizeye/katmana tagiyor. Bu bagl
basina bir yeni/den kurgu. Antikiteden ve arrivist gelenekten
tiireyen bilginin doniistiiriilmesi. Bataille’in farkli bir baglamda
gelistirse dahi iiretti§i ‘nonknowledge’ (bilgi olmayan)
kavraminin somutlagtirilmasi. Bu ayni zamanda iiretim-varolug

the window display makes this concrete to a degree that would
leave no room for doubt. The sperm is the other side of the coin:
The beginning. If the human being is mortal and the only way
to transcend while living with the knowledge of his death is to
produce art, this could only be realised by being aware of his
presence, of the physicality of his existence and through ‘living’
that physical reality.

As we have made clear earlier, there can be no universal and
metaphysical existential issue for a human being without a
physical reality. Sperm is the symbol of this act of making, and
that is not only limited to making art, but the human being’s act
of making himself. Besides, this is one of the most significant
arguments of existentialism: That the human being is a being
that builds himself through his own will. So, the sperm here
is a metaphor that goes well beyond Anaxagoras’ sense and
visualises the existential beginning. Sperm, here, is a sign that
emphasises that the artistic work is not linked to its own but to
the human being. But through a grand dialectical determination
and tension.

Sperm is ultimately a male phenomenon. Sperm is the
reproduction device of the male species, its seed. Thus, it refers
to a function of reproduction that has been intertwined with
masculinity since Ancient Greece. We know that the atavistic
imagination of society is completely male oriented, and that
masculinity overlaps with power. Apart from a few specific and
unusual compositions divinity is also a masculine phenomenon.
And in conjunction we consider the maker of the law to be male
as well, just like we assume power to be masculine sovereignty.
Not only the maker of the law but also the law itselfis considered
as a masculine abstraction. Therefore, divineness and the
decision-making expression of tragedy take place at the echelon
of men.

However, in Tahon’s exhibition, as we have been implying all
along, the emphasis is on female figures. At the ‘introduction’ of
the exhibition, where the hints were offered, the hanging figure
is female/feminine. The tragic figure, the meaning of which was

ekseninin yargl-yasa eklemlenmesinin disillik iistiinden isaret
edilerek, hukukun bir tiir yapisokiimii.

Ayn1 sey serginin ‘anlatimi’ (narrative) sayabilecegimiz
ikinci katta da devam ediyor. Yargiy1 olusturan ‘boliim’, ticlii
figiir ve stirdiirdiikleri sessiz diyalog gene kadin figiirlerini
iceriyor. Yargilanan dedigimiz, kurban dedigimiz figiir ise daha
acik olarak eril bir figiir. Bu, alt kattaki ii¢ figlirliin ayr1 ayri
anigtirdiklarini {ist kattaki mizansenin cogaltmasi. Ve gene
oradaki ‘bag’ figlir kadin-dogum iligkisi semensel baglangi¢
ve erillige bir gonderme. Soyun ve o arada da kurumsalligin,
yasalligin t/iiredigi erilligin disillikle olan sert iligkisi. Ama bir
devam da var. Salonun sonunda kurbanin saginda yer alan bir
bagka kadin/s1 figiir var.

determined, is female. Her relationship with judgement, her
appearance as a female figure and most interesting of all, the
title chosen for the sculpture ‘Semen’ are all very meaningful. By
isolating the bond of judgement-sacred-tragic from masculinity
and therefore from power, Tahon carries it to a feminine level/
layer. This is an altogether new/renewed construction. The
transformation of the knowledge derived from Antiquity
and from the arriviste tradition. Making the concept of
‘nonknowledge’ concrete, although Bataille has developed it in
another context. This is also a deconstruction of jurisprudence
by pointing at the conjunction of judgement-law on the axis of
production-existence via femininity.

The same thing continues on the second floor, which houses
what we could call the ‘narrative’ of the exhibition. The ‘chapter’
that constitutes judgement, the three figures and their silent
dialogue again consists of female figures. The figure we have
called the judged, the victim is clearly a male figure. What the
three figures downstairs remind us of is multiplied by the mise
en scene upstairs. And again the figure that is the ‘link’, the
relationship of woman-birth is an allusion to the beginning
through semen and to masculinity. The harsh relationship of
masculinity and femininity through which descent and besides
that institutionalisation, legality is re/produced. But there is
more. There is another female/feminine figure at the end of the
hall to the right of the victim.



Figiir/Figure 5
Michelangelo
Pieta , 1499

St. Peter’s, Vatikan

Bir Madonna bu figlir, mimarisiyle, hi¢ kuskusuz. Onu
anistiracak her sey mevcut. Bu bize Mikelanj’in genclik ddnemi
Pieta’sin1 animsatan bir yapit (Fig 5). Mikelanj’in heykeli
kucaginda ‘kurban edilmig’ Isa’y1 tutuyordu ve Leo Steinberg’in
tanimiyla ‘gelin-anne’ idi. Acisini yiiceltilmis bir duyguyla
(hiiziin) ifade eden bu Madonna figiiriiniin simdi o kdsede,
serginin kurbani oldugunu sdyledigimiz figiiriin 6tesinde yer
alisina manidar dememek miimkiin degil. O kadar boyle ki,
Tahon'un Madonna’si kucaginda kurbanini tagimiyor. Bos
bir kucak. Ama kurbanini gézliiyor. Kurban az 6tede duruyor.
Bu, konvansiyonel Hiristiyan metafiziginin Hz. Isa iistiinden
kurguladil metafizigin gizli bolmelerini acan bir hamle. Isa,
bagkalarinin giinahini cekmek icin 6ldiigiinii belirtiyordu.
Ustelik yargilanmisti. O yargi burada da devam ediyor. Cok
karmasgik bir bicimde. Kadinlarin da oldugu bir yargi meclisinde
ve Madonna biiyiik sessizligi icinde kucagim bos tutuyor,
kurbanini almak icin. Bu doguran figiir-kurban-Madonna
uzantisinda bakildiginda serginin en yiiksek siddet katim
meydana getiriyor: Yoksa dogurmak kurban etmek midir?

This figure is no doubt a Madonna in terms of its architecture.
Everything reminiscent of it is there. This is an artwork that is
similar to Michelangelo’s early period work Pieta (Fig. 5). The
sculpture of Michelangelo was holding ‘sacrificed’ Jesus on her
lap and according to Leo Steinberg she was a ‘bride-mother’. Itis
impossible not to say that it is highly significant that this figure
of Madonna expressing her pain in an elevated emotion (grief)
is now placed at the corner behind the other figure that we have
announced to be the victim of the exhibition. So much so that
Tahon’s Madonna does not carry the sacrifice on her lap. Her
lap is empty. But she watches over her sacrifice. The sacrifice
stands a little distance away. This is a move that unfolds the
secret chambers of what conventional Christian metaphysics
constructs through Jesus. Jesus was saying that he was dying to
save others from their sins. And he was judged. That judgement
continues here as well. In a very complicated way. In a judicial
court also containing women and in her great silence Madonna
keeps her lap empty to be able to take her sacrifice. Perceived
from the line of figure giving birth-sacrifice-Madonna, this is
the layer with the highest level of violence in the exhibition: So
is giving birth an offer of sacrifice?



Salt Seeder, 2011,
seramik/ceramic,
66 x41x36 cm

Sample (of the core body), 2011,
seramik/ceramic,
74x 31x 35 cm
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Buna eklenecek ¢ok carpicl bir imge daha var. Alt katta yer
alan, Bataille-c1 bir baglamda cozlimledigimiz hayvansi/insanal
figiiriin ad1: Iphigenia/Titus.

Yunanmitoloj isininengarplclkimliklerindenbirisidiriphigenia,
Agamemnon’un aldatma yoluyla annesinden kopararak
Tanrilarakurban etmekistedigi iphigenia, baglangictababasinin
belirttigi gibi Asille evlendirilemeyecegini anladiginda ve
kendisinin kurban edilmesi disinda savagin kazanilmasi i¢in bir
yol kalmadigini fark ettiginde, kendisini kurban olarak adar. Her
ne kadar tam 6ldiiriilecegi anda yerini bir geyigin aldigi séylende
dile getirilirse bile buradaki asil sorunsal onun bir kadin olarak
kendi kurbanligini tercih etmesidir.

Bu, bildigimiz ve Girardin uzun c¢oziimlemelerinde siirekli
olarak gondermede bulundugu Eski Ahit'in Hz. Ibrahim’i ve
onun oglunu kurban etmek iradesinin ¢ok farkh bir tiiriidiir.
Bunabiralttiirmii biriist tiir miidemek gerekir sorusunun yaniti
kolay degil. Fakat hi¢ kugsku yok ki, iist katin kurgusu alt katin
imledigi ve hazirladig) dramatis personae burada caglar icine/
oOtesine yayilan bir gondermeler zinciriyle biitiinlestiriliyor.

Ustelik hayli sasirtic1 bir nokta daha var: Yapitin ad1 icindeki
Titus ismi bize Shakespeare’in en kanli tragedyas1 kabul
edilen Titus Andronicus’u diisiindiiriiyor, her ne kadar
Roma tarihinin bir imparatoru da ayni adi tasiyor olsa da.
Titus Andronicus’un kizi Lavinia hasimlar:1 tarafindan irzina
gecildikten sonra konusmasin diye dili, yazmasin diye elleri
kesilmis bir karakterdir. Titus bu olayin intikamini hasminin
kizini 6ldiirtip etini ona yedirmekle alacaktir. Buradaki baba-
kiz iligkisi Iphigenia’dakinden ne kadar farkli olursa olsun
son kertede Bat1 metafiziginin en tedirgin edici konularindan
birinin oldukca gerilimli bir bicimde bir araya getirilmesiyle
serginin kurgusu bambaska bir diizeye cekilmektedir, ama
bu ayn:i tematigin kendi icinde dolagimindan bagka bir sey
degildir. Dolayisiyla bir babanin 6ldiirmek istedigi kiziyla, kizi
oldiirtilmiis bir babanin ayni figiirde bulusturulmasi geleneksel
yargl ve bilincin bu sergide nasil ve nerede koparildiginin ¢cok
onemli bir gostergesidir.

VIII

There is another striking image that has to be included here. The
animal-like/human-like figure downstairs that we have examined
in the Bataille-ist context titled: Iphigenia/Titus.

Iphigenia is one of the most interesting characters of Greek
mythology. When Iphigenia, who was initially deceived and
taken away from her mother to be offered as a sacrifice to Gods by
Agamemnon, realises that she would not be able to marry Achilles
as her father had led her to believe and that there is no other way to
win the war other than her sacrifice, she offers herself as a sacrifice.
Although according to the legend it is said that she was substituted
by a deer at that moment when she was going to be sacrificed, the
real issue here is that she, as a woman, has chosen to be sacrificed.

This is a very different version of the well-known story in the Old
Testament that Girard repeatedly refers to in his lengthy analysis,
where Abraham has the determination to sacrifice his son. Itis not
easy to say whether this version is a lower class or a higher class.
But without doubt, the composition upstairs is made complete
with the chain of allusions spreading across/beyond the ages by
the dramatis personae signified and prepared downstairs.

There is another surprising point: The name Titus in the title
reminds us of Titus Andronicus the most gory tragedy of
Shakespeare, although an emperor from Roman history shares
the same name. Lavinia, the daughter of Titus Andronicus, is a
character whose tongue and hands were cut off so that she couldn’t
speak or write after being raped by the enemies of her father.
Titus would take his vengeance by killing the daughter of his
enemy and making him eat her flesh. No matter how different the
father-daughter relationship here is from the one with Iphigenia,
ultimately collecting one of the most disturbing issues of Western
metaphysics together in a rather tense way draws the composition
of the exhibition towards a totally different level, however this is
nothing other than an internal circulation within the same theme.
Hence, the fusion of a father who wants to sacrifice her daughter
and a father whose daughter is killed into a single figure is a
very important sign of where and how this exhibition parts with
traditional judgement and understanding.







IX
Son noktaya deginelim: Kan.

Doguran kadin figiiriinde ve kurbanda var kan. Freud, kanin
uygarhigin ve libidinal yapinin olusumundaki roliine hayli
gliclii bir bicimde deginir. Cok taninmis ve tartisilmig kitabinda
belirttigine gore insanligin erken donemindeki libidinal
yapinin sakatlandigini 6ne stirer.2* Ciinkd, ilkel dénemin kanla
tatmin olan 6zgiin arzusu (original desire) uygarligin kahredici
kisitlamalariyla kisitlanmistir. Gene ayni donemin libidinal
zevki (joy) kendisini fiziksel siddet {istiinden ifade etmistir.
Tatmin edilecek herlibidinal 6zne icin daha fazla sayidakanayan
kurban gerekiyordu.

Mazoistik bir zevk degil, dogrudan karsidakine cektirilen
acidan tiireyen bir zevkten s6z ediyordu Freud. Bu Hegel'de
ve Bataille’da cok farkli sekillerde ifade edilen efendi-kole
diyalektiginin Freud’da aldigi bicimdir ve bir hiyerarsiye
tekabiil etmektedir. Freud’a gore ac1 ¢ekenler, kurbanlar i¢in
cektikleri aciy1 engellemenin yolu, daha giiclii olanlar, efendiler,
tistiinde yaptirimlar uygulamakti. Yasanin Freud baglamindaki
tegekkiilii buydu.

Ele aldigimiz  yapitlarin = olusturdugu  biitiinii  bu
degerlendirmeyle irdeleyince Tahon’un doguran kadin - kurban
kadin baglamindaki kan iliskisinin libidinal zevkten ziyade
yasaya tekabill ettigini sOylemek kabil. Kan akmus, bu bir
kesimin belki libidinal zevkine tekabiil etmis ama kurbanlarini
da meydana getirmistir. Yasa o noktada dogacaktir. Madonna
burada Tanrisal yaptirnmin gizlenmis ifadesidir. Dogum
dogalligin dili ve islevidir. Doga durumunun ifadesidir. Yani
kanin ve siddetin libidinal siddete tekabiil ettigi donemdir.
Madonna artik ister istemez ‘uygarhktir’.

24, Sigmund Freud, Civilization and its Discontents. Tr. By J. Strachey. New York:
W.W.Norton&Co., 1989.

19;¢
Let us come to the final point: Blood.

There is blood in the female figure giving birth and in the
sacrifice. Freud emphasises the role of blood in the construction
of civilisation and the libidinal structure. In his renowned and
widely discussed book he proposes that the libidinal structure
in the early stages of humanity has been crippled.?* Because
the original desire of the primitive period which could only be
satisfied by blood was repressed by the devastating restrictions
of civilisation. The libidinal joy of the same period has also
expressed itself through physical violence. Every libidinal
subject that had to be satisfied required more and more bleeding
victims.

Freud was not referring to masochistic pleasure; he was talking
aboutajoythatemergesoutofinflicting pain onto the other. This
is the way master-slave dialectics expressed in different forms
by Hegel and Bataille takes shape in Freud and it corresponds
to a hierarchy. According to Freud for the ones in pain, for the
victims, a way to put an end to this pain was to impose sanctions
on the powerful, on the masters. This was the formation of law
according to Freud.

When we consider the totality composed by these works in line
with this evaluation, it would be possible to state that Tahon’s
relationship to blood within the context of the female giving
birth-female sacrificed is more akin to law than libidinal joy.
Blood has been shed, that might have corresponded to the
libidinal joy of a certain party but it has also produced the
victims. Law shall emerge at that point. Here, Madonna is the
covert expression of divine intervention. Birth is the language
and function of the natural. It is an expression of the natural
condition. It is the stage when blood and violence correspond
tolibidinal violence. Madonna is now, inescapably, ‘civilisation’.

24. Sigmund Freud, Civilization and its Discontents. Tr. By J. Strachey. New York:
W.W.Norton&Co., 1989.

“Mushroom-picker” III, 2011,
seramik/ceramic, 130 x 61 x 65 cm










Altai, 2011,
seramik/ceramic, 88 x 44 x 47 cm

X
Sergi kapanirken izleyeni uzun seriivenin sonuna bir soruyla
birlikte getiriyor.

Uygarhik ilkel/libidinal zevkin, aci ve siddetin kisitlandigi
evredir ama bu Freud’un ve Bataille’in kavradig: gibi, uygarhik
kisitlamasinin yarattigl ve yasa/kurum iistiinden bize yonelen
ve bizi kendimizden, gercekligimizden soyutlayan, ikinci bir
boyunduruk meydana getiriyorsa, bu ikilemin dogurdugu
tragedyanin bizatihi kurbani dogrudan insanlik degil midir ve
tragedyadan aldigimiz zevk aslinda kendimize yaktigimiz bir
agit olmamakta midir?

insanin gercek tragedyasi, dyleyse, sdylenebilir, ne Tanrrsiz
yapabilmesidir ne de Tanrr’yla!

Hasan Biilent Kahraman

X
When the exhibition comes to a close at the end of a long
adventure it leaves the viewer with a question.

Civilisation is the stage when primitive/libidinal joy, pain and
violence arerepressed,butasFreud and Bataille have recognised,
if the restrictions of civilisation and the law/institution that
asserts them on us creates another restraint that is alienating
us from ourselves and from our reality, is it not humanity itself
that becomes the victim of the tragedy that is born out of this
dilemma and is the pleasure we take from tragedy not an elegy
to ourselves?

The real tragedy of the human being, then, it could be argued, is
that he can’t do with or without God!

Hasan Biilent Kahraman
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olmustur. O zamandan itibaren Tahon, Hoet’in destegini arkasina almis ve Avrupa’da cesitli galeriler ve 6nde
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Tahon’un heykelleri ayrica; SSM.A.K. (Ghent, Belcika), MuHKA (Antwerp, Belcika), Stedelijk Museum
(Amsterdam, Hollanda), GEM ve Gemeentemuseum (Lahey, Hollanda), MARTa (Herford, Almanya), the
Vanhaerents Art Collection (Briiksel, Belcika), Sevil Sabanci koleksiyonu ve Dutch House of Royals koleksiyonu
(Amsterdam, NL) gibi koleksiyonlarda yer almaktadir.

JOHAN TAHON

Johan Tahon was born in Menen (Belgium) in 1965. He lives and works in Munkzwalm (BE) and in Istanbul
(TR). He studied sculpture at the Ghent Royal Academy of Fine Arts (BE).

Since 1994 Johan Tahon exhibits his work on a regular basis in Belgium as well as abroad. In 1996, he caught the
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it possible for Tahon to interact with world level artists in the internationally renowned exhibition De Rode
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Cragg and Stephan Balkenhol.
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MuHKA (Antwerp, BE), Stedelijk Museum (Amsterdam, NL), GEM and Gemeentemuseum (The Hague, NL),
MARTa (Herford, DE), the Vanhaerents Art Collection (Brussels, BE), the collection of Sevil Sabanci (Istanbul,
TR) and the Collection of the Dutch House of Royals (Amsterdam, NL).
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