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Sivaset ve Estetik:
Ozerk ve Cok Giizel

Ozerk ve Cok Giizel, Tarkive’nin son 20 yilinda Grettii giincel sanattan bir kesit sunmayi
amaclyor. Fakat ne didaktik bir sergidir ne de hir antolojik hoyutu var. Tersing, son yirmi
yilin tarihsel ve toplumsal planda olusturdugu yapinin sanat planinda dnceden dngdriilmesi
olanaksiz gelismelere nasil yol actigini isaret ediyor bir yaniyla. Oteki yaniyla, Tarkiye'de
gelisen bu yeni sanatin daha onceki donemlerde gdriilen sanatsal ifadeden nerede ve nasil
ayrildidina, hatta koptuguna, dzginlidini meydana getiren kavramsal cercevenin 6zgiil
niteliklerine 151k tutuyor.

Sergii¢ ice ge¢mis ama birbirinden tamamen farkli modiillerden olusuyor, her ne kadar iki
kata yayilmis bir sergi gbrintiisd tasisa da... Ustelik o modillerin birer kompartman oldugdunu
da dasiinmemek gerekiyor. Aksine, modlleri olusturan sanatgilar baska modillerle olan
irtibatlari nedeniyle, diger modillerin icinde de yer aliyor. Bu, son dénemde gelisen bu ¢ok
guiclii sanatin ne kadar zengin oldugunu ifade etmenin bir yolu. Daha 6nce denenmemis bir
yontemi. Sonuc olarak hayli kompleks, diyalektik, etkilesimli bir sergi var ortada. Kiiratoryel
kurgunun maharetinden cok “dzerk ve ok giizel” yeni sanatin giicinden kaynaklanan bir
sonu bu!
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1990’larda Ttirkiye kaotik bir tlkedir. Cesitli toplumsal ve siyasal olaylarla calkalanmaktadir.
1980’lerde haslayan ekonomik ve toplumsal donisim daha olumlu sonuglar vermesi beklenen
girisimlerken1990’larinic ice gectigi ve trettigi kaos anlasiimas zor bir durum olusturmaktadir.
(ok ciddi sonuclar Gretecek ve tam manastyla bir siyasal ve ekonomik krizle 2001 yilinda
¢Okerek sona erecek bu donemin tek olumlu yanini kaltirel plandaki gelismeler meydana
getirmekteydi. 1980lerin ortasinda baslayan Istanbul Bienali 1990’larin basinda dnemli bir
donemec almis ve cagdas sanatin Tiirkive’de gorilir hale gelmesine zemin hazirlamistr. Batili
kiltirle buttnlesmek isteyen ama bu kiiltdrel birikimden yoksun bir toplum olan Tirkiye
“orijinal” kavramiyla bu 6lciide itk kez bienaller araciligiyla karsilasiyordu. Yabanci sanatgilarin
sergilenen yaprtlarl hem bu gereksinimi karsiliyor hem de diinyadaki sanatsal Gretim dizeyi
ve gercekligi hakkinda somut bir bilgi Gretiyordu. Ayni sekilde daha kenarda kalmis, kendisini
sunmakta zorlanan sanatci kusadi da ilk kez bu donemde dne ¢ikabiliyordu.

1990’larda Gretilen bu yapitlar gdzden gegirildiginde cok énemli bir gercekle karsilasti
0 donemin izlercevresi. Bu yapitlar hic beklenmedik dlctide ve beklenmedik bir “bicim”de
politikti. Biitiin o on yil boyunca devam eden sanatsal tiretim bu kanava, politika, Gstiine
islendi.

Gercekten de beklenmeyen bir durumdu bu. Bir kac nedeni vardi. Oncelikle 1980
sonrasinda toplumun depolitizasyonu dodrudan dodruya “anayasal” bir durumdu. 1982
Anayasas toplumun ve bireylerin siyasetle olan baglarini en sert bicimde koparmist.
1930’larin organik toplum, solidarist ve korporatist devlet anlayisini yeniden canlandiracad
ve sistemlestirecedi distincesiyle, ongoristyle hazirlanan bu anayasa neticesinde bitiin o
1980’ler boyunca siyaset sadece toplumdan uzaklasmakla kalmamis sanatla olan baglarini
da koparmisti. Siyasetsiz bir toplumda yasayan insanlarin kendilerine 6zgi bir bireylik
gelistiremeyecedi genel bir hilgidir. Fakat Turkiye'deki sistem 6zellikle bunu ariyor ve talep
ediyordu.

Ote yandan 1970’leri Tarkiye de, dinyanin baska yerlerinde, bilhassa kita Avrupa’sinda
oldugu gibi son derecede sert ve katr bir siyasal anlayis icinde gecirmisti. O siyaset sadece
sokakta cereyan eden bir tir i¢ savasta bes bin Kisinin 6limiyle sonuclanan radikal bir
aynisma dedildi. Bu, Soguk Savas’in biittin siddetini Gzerinde hisseden Tiirkive’nin yasadidi ve
karsisinda hala suskun kaldidi bir tragedyadir. Toplum aradan kirk yila yakin bir stirenin gectigi
bugiinden retrospektif bicimde bakildiginda anlasiimasi gti¢ bir yariima icinde yasamistir
1970’leri ve s6z konusu yariimanin getirdidi toplu katliamlar da isin baska bir boyutunu
olusturmaktadir.

Politics and Aesthetics:
Autonomous and Absolutely Beautiful

Autonomous and Absolutely Beautiful aims to present a section from the contemporary art
produced in Turkey in the last 20 years. However, it is neither a didactic exhibition nor does
it have an anthological dimension. On the contrary, it denotes how the historical and social
structure formed in the last twenty years led to unforeseeable developments in the field of
art. That is, on the one hand. On the other, it sheds light on where and how this new art
flourishing in Turkey diverges, an even breaks off, from the artistic expression observed in
previous periods, and elucidates the specific features of the conceptual framework that makes
up its particularity.

The exhibition consists of intertwined, vet completely distinct modules, despite its
appearance of an exhibition spread over two floors. Moreover, those modules should not be
thought of as compartments. On the contrary, the artists making up the modules are also
part of other modules by way of their connections with them. This is a way of expressing
the richness of this very powerful art developing in the last period. A method previously
untried. As a result, there emerges a highly comple, dialectical, interactive exhibition. Thisis a
consequence owing more to the power of the ‘autonomous and absolutely beautiful’ new art
than the proficiency of the curatorial construct!

\

Turkey was a chaotic country in the 1990s. It was in great political and social turmoil. While
the economic and social transformation that began in the 1980s was an enterprise that was
expected to have more positive consequences, the chaos embodied and produced by the
1990s constituted a perplexing situation. The only positive part of this period, which would
bear very serious consequences and that would come crumbling down in 2001 with a political
and economic crisis in the strictest sense, consisted of developments at the cultural level.
The Istanbul Biennial that was launched in the mid-1980s had taken a significant turn in the
beginning of the 1990s and had prepared the ground for the visibility
of contemporary art in Turkey. Turkish society, which desired to integrate with Western culture
but lacked the necessary cultural capital, was encountering the concept of the ‘original’ to
this degree for the first time through the biennials. The exhib ited works of foreign artists
were both meeting this demand and also producing substantial knowledge about the level
and reality of artistic production in the world. By the same token, the rather marginal artist
generation, which previously had difficulty presenting itself, could make it to the fore for the
first time in this period.

Once these works produced in 1990s were reviewed, the audience of the period happened
upon a significant reality. These works were political to an unexpected degree and in an
unexpected ‘way’. The artistic production of the whole decade was embroidered on this
canvas, this politics.

It was really an unexpected situation. It had a number of reasons. First of all, the post-1980
depoliticization of the society was directly a ‘constitutional’ situation. The 1982 Constitution had
severed all the ties of the society and the individuals with politics in the most violent way. As
a result of this Constitution, which was meant to revive and systemize the organic society, and
the solidarist, corporatist state conception of the 1930s, not only was politics estranged from
society but it had also severed all ties with art throughout 1980s. It is common knowledge that
people living in an anti-political society cannot develop a particular individuality. However, the
system in Turkey was seeking and demanding specifically this.

On the other hand, in Turkey, as in other parts of the world, and especially the continental
Europe, an extremely rigid and inflexible conception of politics had prevailed throughout the
1970s. That politics did not only entail a radical dissidence that resulted in the deaths of about
five thousand people in a kind of civil war that was waged in the streets. This is a tragedy
Turkey, as a country under the full pressure of the Cold War, suffered and in the face of which
still remains silent. In retrospect, the society had gone through the 1970s in a split that is hard
to make sense of; and the mass murders, which were a consequence of this split, comprised
another dimension of the mater.



Gene s6z konusu donem sikiyonetimler, sokaklarda patlayan bombalar, tutuklamalar
ve katliamlarla cereyan ederken kiltiirel planda da siyaset etkili olmaktadir. Bu alandaki
siyasal yaklasim sanatin Marksist hir yéntem ve yorum icinde nasll Gretilecedi sorusuyla ise
haslamaktadir. Gercekten de tim sanatsal dretim bu dodrultuda cereyan etmektedir. Yani,
hem sanatcinin yaklasimi o yondedir hem de sanat yorumu. Sanatin dncelikli islevi toplumsal
dondisimi sadlamak ve tarihe taniklik etmek seklinde saptanmistir. Ortadaki sanat yapitina
da gene bu iki soru cercevesinde hakilmaktadir. Marksist sanat kuramlan bu anlayisla ortada
dolasmaktadir. Brehtci “epik” kavrami temel cikis noktalarindan biridir. Lukacs’in “tarihsel
roman” kavrami kadar roman ve ideoloji baglaminda soyledikleri de en ileri tezlerden biri
olarak itibar gormektedir.

Bu son derecede mekanik tutumun 1980’lerdeki darbenin getirdidi kopma ve ice
kapanma icinde kismen asildidi soylenebilir. Buna sanat yapitini soz konusu mekanik iliskiler
disinda ele alan ve yapitin “esoterik” yani Gstiinde diisiinen akimlarin yavas yavas Tirkiye'ye
girmesi de tesir etmistir. Yapisalalik bunlarin basinda gelir. Ne var ki, Yapisalallik, Tarkiye'de,
Sausurre’den cok Barthes'in cok daha “siirsel” ve yazinsal yaklasimiyla belirmektedir. O da
“yazarin 6limi” ve “mitolojiler” temeline yaslanmistir. i

Gene de bu degerlendirmelerin son derecede kisith oldudu muhakkaktir. Ornegin
yavas yavas adindan soz edilen Michel Foucault neredeyse badlamindan ve asal cabasindan
tamamen soyutlanmistir ve neredeyse salt bir tarihgi gibi ele alinmaktadir: ciizzamin ve
deliligin tarihini yazan bir entelekttielin yapitr olarak kendisini gostermektedir ilk Foucault
cevirileri. Zaten cevirileri yapanlar da konunun diger yonleriyle ilgili olmayan geng
edebiyatgilardir. Foucault'da drtali olan byik politik elestiri, temel olan modernlik elestirisi
s6z konusu dahi dedildir.

Bu cerceve 1990°larda hizla kirildi. Yeni bir kusadin daha ¢ncekilerden farkli bir egitim
kokeninden gelerek hakim oldudu alanlarda gdsterdidi etkinlik iki biyiik kavramsal dedisiklige
yol act1. Oncelikle siddetli bir modernlik elestirisi gindeme yerlesti. Tam manastyla Foucaultcu
ve ¢agdas Fransiz diisiincesi temeline yaslanan bu sorgulama Tarkiye'deki yerlesik “yapinin”
her boyutuyla yeni bir gdzle ele alinmasina yol acti. “Yapi” siyasal sistemi, onu sirdirmek
ve yeniden Gretmek i¢in kullanilan ideolojik mekanizmalari, bicimlendirdidi insan “tipini”,
kurumsal iliskileri ve mekanizmalar kapsiyordu. Tam bu olgular teker teker ele aliniyor ve
irdeleniyordu. lkinci dedisiklik siyaset kavramini kapsiyordu. Sivaset artik 1970’lerin kati ve
devletin yticeltimesine dayall, onu ele gecirmeye yonelik makro anlamindan soyutlanmis ve
cok daha mikro temellere oturmustu. Devam eden modernlik elestirisi ayni zamanda siyasal
hir elestiriydi. Daha dogrusu siyasetin elestirisiydi. Artik hayatin her noktasinin siyasal oldugu
biliniyor, kabul ediliyor ve o diizeylerde kendisini gdsteren hir “sokiim” baslyordu.

Bu sokiim, 1990’larda, cesitli toplumsal taleplerle birlikte geliyordu. Cesitli mikro gruplar
kendi iclerinde orgitleniyor ve kendilerine ait yeni kimlik ve aidiyet tanimlari gelistiriyordu.
Sosyolojik manasinda “mikro” diye nitelendirdidimiz bu gruplari Mislimanlar, Kirtler ve
kadunlar olusturuyordu.

Her tic grup da 1920lerde ve 1930’larda bicimlenmis bir modernlik anlayisi icinde
tanimlanmistr. Sadece o gruplar degil “makro” yapiyt meydana getiren basta Turklik/Tarkler
olmak (zere neredeyse tiim gruplar ve arac kurumlar da hegemonik modernligin icinde
bicimlenmisti ve onun belirleyici, tayin ettidi, kimlik niteliklerini tasiyordu. Bu defa tartisma
50z konusu aktorler kendi kimliklerini kendileri tanimlamak istedidinde bashyordu. Kiirt'iin,
Msliman’in, kadinin veya Tark’dn kim olduguna 6znenin kendisi karar vermek cabasindaydi.
Yerlesik ideolojinin disina ¢ikmak bakimindan bu cok dnemli bir hamleydi.

Ayni zamanda 1980 sonrasinda baslamis sivil toplum ve kamusal alan kavramlarinin
gelisimi bakimindan da dnemliydi bu ¢ikis. Ciink(i yeni talepler kamusal alanin genisletilmesi
onerisini de iceriyordu. Kaldi ki, her kamusal alan tartismasi bir noktasiyla demokrasi
tartismasina dokunur. Daha acik soylemek gerekirse kamusal alanin tanimi ve niteligi
demokrasinin tanimi ve nitelikleri bakimindan ¢ok tayin edici ipuclan barindirir biinyesinde.
Bu durum Tarkiye’de 1990°larda cereyan eden yeni model dnerileri bakimindan da gegerliydi.
Tartismalar en genis manada bir demokrasi tahayyiilindn icinden cereyan ediyordu.

Buna karsilik 1990’lar demokratik aidan bir ilkenin yasayabilecedi en kit donemlerden
birine taniklik ediyordu. Siyasetin sinirlarini genisleten ve demokrasiyi yeni bir anlayisla
karsilayan bu yaklasimlara ragmen 1990’larin iki alanda cok sert ve siddetli gelismelere sahne
oldudu da muhakkaktr.

Bir yanda Giineydodu Anadolu'da cereyan eden Kiirt savasi vardi. 1990°larin hemen
haslarinda savas siddetlenmisti. Ayrica o sirada parlamentoya bir baska partinin (SHP)

While the period eventuated in marital laws, arrests, and massacres, politics was effective
also in the cultural field. The initial question of the political approach in this field was how to
produce art within a Marxist method and reading. Indeed, all artistic production took place in
this direction. That is, it was the approach adopted by hoth the artist and art criticism. As its
primary task, art was to ensure the transformation of the society and be a witness to history.
Any artwork in question was again evaluated from the framework of these two questions.
Marxist art theories circulated around with this perspective. The Brechtian concept of ‘epic
served as one of the fundamental starting points. Not only Lukacs™ concept of ‘historical novel
but also his remarks within the context of the novel and ideology were credited as one of the
most progressive theses.

It can be arqued that this utterly mechanical attitude was partly superseded by the

rupture and isolation effected by the 1980 coup. The gradual introduction of movements that
evaluated the artwork without reference to the mentioned mechanical relations, and reflected
on the ‘esoteric” aspect of the work also had an impact in this direction. Structuralism was the
most prominent of these movements. However, structuralism manifested itself in Turkey more
in the line of Barthes” considerably more ‘poetic and literary approach than Saussure’s. And
that was based on ‘the death of the author’ and ‘mythologies'.
Still, it is obvious that these assessments were rather limited. For instance, Michel Foucault,
about whom talk had started here and there, was almost completely isolated from his context
and main concern, and treated as a mere historian: first Foucault translations portrayed him
as an intellectual writing the history of leprosy and madness. And anyway, those who made
the translations were young writers who were not interested in other aspects of the subject.
Foucault’s implicit vet great political criticism, the critique of modernity fundamental to his
work were not even made mention of.

This framework was quickly shattered in the 1990s. The influence exerted by a new
generation, coming from new educational grounds, in the fields they predominated brought
about two major conceptual changes. To begin with, a forceful modernity critique occupied
the agenda. This inquiry, which was thoroughly Foucauldian, and grounded in contemporary
French thought, opened the way for the reevaluation of each and every dimension of the
established ‘structure” in Turkey from a new perspective. This ‘structure” was comprised of the
political system, the ideological mechanisms that are used to sustain and reproduce it, the
human ‘type’ shaped by it, and institutional relations and mechanisms. All these phenomena
were tackled and scrutinized one by one. The second change concerned the concept of politics.
Politics was now liberated from its macro sense of the 1970s, which sublimated the state and
aimed to seize it, and hased on rather micro grounds. The ongoing critique of modernity was
at the same time a political criticism. Or rather, it was a critique of politics itself. It was now
understood and acknowledged that every aspect of life was political, and a ‘deconstruction’
that manifested itself on all these levels was initiated.

In the 1990s this deconstruction moved hand in hand with various social demands. Various
micro groups were organizing among themselves and developing new definitions of identity
and belonging. These groups, which we define as ‘micro” in sociological terms, consisted of
Muslims, Kurds, and women.

All three groups had been defined within the context of a modernity that had been
shaped in the 1920s and 1930s. Not only these groups, but almost all the groups, beginning
with Turkishness/Turks, and intermediary institutions that made up the ‘macro’ structure
were formed within the hegemonic modernity and they were marked with the identity traits
designated by it. This time the discussion began when the agents in question demanded
to define their own identities. It was an effort on the part of the subject to be the one to
decide what it was to be a Kurd, Muslim, woman, or Turk. This was a crucial move in terms
transcending the established ideology.

This outburst was also critical in terms of the development of the concepts of civil society
and public space that had come to the fore after 1980; since the new demands included the
suggestion that the public space be expanded. Besides, every discussion concerning the public
space connects with the democracy debate at some point. To be more precise, the definition
and qualities of public space contain rather decisive clues regarding the definition and qualities
of democracy. This was also valid for the new model propositions that were voiced in Turkey
in the 1990s. The discussions were arising from within a vision of democracy in the broadest
SENse.



biinyesinde intikal eden Kirt kkenli milletvekillerinin yemin sirasinda Kirtce konusmalar,
izleyen dénemde tutuklanmalari ve yargilanip hapsedilmeleri s6z konusu sorunun sinirlarini
her manada biiyitmastd. Savasa ve ¢ok sayida insanin dlimane dayah bu “iliski” PKK'nin
yoneticisi Ocalan’in 1999 yilinda yakalanmasina kadar devam etmisti. 2000’lerde de srecek
“savas hali” ancak 2010°larda baska bir icerik kazanacakt.

Gene 1990’larin daha sert cereyan eden bir baska iliski dazeyini “tirban” sorunu meydana
getiriyordu. Universitelerde baslayan bu sorun zamanla biyayerek ok daha genis kapsamli
bir icerik kazanmist. Bu icerik siyasal planda cereyan eden gelismelerle ic iceydi. Ciinkii 1994
yilinda yapilan yerel secimlerde Islamci kdkenden gelen bir siyasal parti (RP) lzmir disindaki
hayik kentlerin belediyelerinde yonetime oturmustu. Bu yerlesik sistem ve onun kurumlari
tarafindan Grkitiicd bir durumdu. Izleyen yilda ise gene ayni parti bu defa genel secimlerde
birinci parti olmustu. Kisa bir siirede de merkez sad bir partiyle (DYP) koalisyon olusturarak
kendisini iktidara tasimisti.

Bu iki olusum 1990’larin siyasal iklimini somut bir sekilde tayin ediyordu. Nitekim
1997 yilinda, 28 Subat giinii toplanan MGK'da askerler hiikiimetin isletilis bicimine acik ve
dogrudan bir miidahalede bulunacak, hirkac ay icinde de hiikiimet istifa edecek, olay yakin
tarihimize 28 Subat midahalesi olarak gececekti. Turkiye’nin uzun ve adeta sonu gelmeyen
“askeri midahaleler” tarihinde boylelikle yeni bir miidahale daha gerceklesmisti. Onu izleyen
ddnemde de dnce RP, sonra FP Anayasa Mahkemesi karariyla kapatilacakti.

Nihayet 1990’lar 2001 yilinda cok adir, cok derin ve cok genis bir ekonomik krizle
kapaniyordu. Fakat 1990’lari bitintyle sona erdiren 2002 yilinda yapilan secimler oldu.
Bu secimlerde “eski diizen”in birbiriyle zitlasan, yolsuzluklara batmis, Tirkiye'de “kotii
yonetimin” simgesi sayilan partilerinin tamami barajin altinda kalmis, sandiktan, kapatilan
onceki Islami kokenden gelen partilerin yerine, geng hir kadroyla ve cok daha modern bir
anlayisla kurulan Ak Parti cikmust. Tairkiye’nin ancak 1970leriyle mukayese edilehilecek 1990’1
donemi bdylece cileli bir bicimde sona ermisti.

Bu ddnemin getirdidi siyasal ortamin zengin bir sanatsal ifade yarattidr muhakkaktir.
Bu sanatin zaman zaman daha sekilci, bazen asirt 6lciide anlatimai, yer yer sembolik oldugu
da dodrudur. Fakat bir biittin olarak bakildidinda bu yeni sanat toplumsal planda yasanan
neredeyse tiim “olaylara” bir cevap Uretmistir. Yapilacak daha kapsamli arastirmalarin ortaya
cikaracadi gibi donemin ozellikle ikinci yanisindan baslayarak sanatcilar bu olusumlart ayni
zamanda bir 6zgrlesme imkani olarak kullaniyordu. Yeni donem sanatci sadece politik olani,
giincel sanatin dokusundan kaynaklanan bir anlayisla, her asamada kusatmanin zenginligini
yasamakla kalmiyor, daha dnceki donemlerin icine kapall sanatsal ifade hicimlerini de gelisen
yeni tekniklerin sadladidr imkanlarla zenginlestiriyordu.

Boylelikle siyasal kavrami bazen dodrudan ve acik gondermelerle sanatsal plana
yansirken cogu zaman da “yeni siyaset” badlaminda bir 6zne/llik sorunsali olarak ortaya
cikiyordu. Bu bakimdan 1990°lan ancak 1970’lerle mukayese edilebilecek derecede politik
hir donem olarak nitelendirmek mamkan. Aradaki fark 1970’lerin sadece belli kavramlar
etrafinda bicimlendirdidi siyasali 1990’larin siyasal olanin 6znel, 6znel olanin da siyasal
oldugunu vurgulayarak bicimlendirmesiydi. 1970’ler ise sadece “nesnel” ve tarihsel olanin
izini strlyordu.

Bu sergive zemin teskil eden “6zerk” kavrami tam da bu noktada devreye girer. Ozerk,
tanimi geredi politik olan bir kavram. Bati siyasal kiiltdrinde ve bilincinde 6zgirlesmeye
tekabul ediyor. Daha dodrusu 6zgiirlesmenin somut ve cercevesi ¢izilmis bir durumuna.
0zqirliik ise elbette sinirsizlidn isaret eder. Sonuc olarak cesitli planlarda bugtnkd haliyle
Kant'in bicimlendirdigi bir kavram ozerklik. Kant, modern ve “vesayetten arinmis”,
“hilmeye cesaret eden” modern hireyin moral ve etik planda “emperatifleri” ancak kendi
0zq0r iradesiyle kabul etmesi gerektidini savunuyordu. Herhangi bir dis etken altinda bir
emperatifi kabullenmek yanlistt. Dolayisiyla 6zerk olmak hali her planda kendi kendine karar
(iretebilmeye tekabul ediyordu.

Boyle dederlendirildiginde 1990’larin toplumsal bilince giiclii bir 6zerklik tasicigi
one siriilebilir. Bu, egemen anlayistan bireyin ve onun 6rgutli halinin kopmasi demekti.
En azindan onu kabul etmek dahi ancak 6zgir iradeyle (free will) mimkin olabilirdi.
Cumhuriyetci iradenin sadece Tarkiye'de degil Fransa ve Amerika modellerinde de ortaya
cikardigr bu “modernlik paradoksu” yani, 6zgirlestirici bir siyasal yontemin hegemonik hir
nitelik kazanarak hireyi kiskivrak baglamasi halinin ancak 1990’larda yeni kimlik ve beden
politikalariyla asildigini vurgulamak gerekir. Biraz zorlayarak sunu da séyleyebiliriz: Tarkiye'de,

In contrast with this, the 1990s were witnessing one of the worst periods a country can
o through in terms democracy. Despite these approaches that expanded the boundaries of
politics and embraced democracy with a new vision, it was obvious that the 1990s witnessed
very harsh and violent developments in two areas.

On the one hand, there was the Kurdish war that ensued in the South East. The war had
intensified just in the initial years of the decade. Moreover, the incident in which the Kurdish
MPs, who had entered the parliament through the list of another party (Social Democratic
People’s Party), spoke Kurdish while taking the oath and, subsequently were arrested, tried
and jailed, expanded the scope of the problem in every sense. This ‘relation” based on the war
and the deaths of innumerable people had lasted until the capture of the PKK leader Ocalan in
1999. The ‘state of war” that would last through the 2000s would take on a new shape only in
the 2010s.

Again, another relation level of the 1990s that was articulated along rather ill terms was
the ‘headscarf” problem. Over time this conflict, which had began in the universities, had
grown to acquire a much broader content. This content was interconnected with developments
that took place in the political sphere. A party with Islamic roots (Welfare Party) had won the
municipal elections of 1994 in all metropolises except Izmir. This was a terrifying situation for
the established system and its institutions. The same party would win the general elections
in the following year and form a coalition government with a center-right party (Right Path
Party).

These two formations were determining the political climate of the 1990s in a tangible
way. Hence, in the National Security Council that would hold @ meeting on February 28 1997,
the military would openly and directly intervene in the way the government was operated and
the government would be forced to resign in a few months. This incident would go down in
our recent history as the February 28 intervention. Thus, another intervention had been added
to Turkey’s long and virtually unending history of ‘military interventions’. In the period that
followed, first the Welfare Party, and then its successor Virtue Party, would be closed down by
the decision of the Constitutional Court.

Eventually, the 1990s were coming to an end in 2001 with a very heavy, deep, and extensive
economic crisis. However, what completely did away with these years were the 2002 general
elections. In these elections, none of the conflicting and corrupt parties of the ‘old order’, which
were regarded as the symbol of ‘poor governance’, would be able to make it over the election
threshold, and out of the ballots would come the Ak Party (Justice and Development Party) -
a party, unlike its Islamic-rooted predecessors, founded by a young cadre and with a highly
modern vision. Thus the 1990s, which could be compared only with the 1970s, had come to an
end in a painful way.

Itis beyond doubt that the political environment brought about by this period engendered
arich artistic expression. It is also true that the art in question has been at times more formal, at
times over-narrative, and still at other times symbolic. However, in its totality, it has responded
to almost all the ‘events’ that occurred in the social sphere. Extensive research would reveal
that, beginning with the second half of the period, artists were operating these social
formations as also means of liberation. The artist of the new era was not only experiencing
the richness of encompassing the political in every instance by means of a vision stemming
from the very texture of contemporary art, but s/he was at the same time enriching the self-
enclosed artistic expression forms of previous periods through the possibilities opened up by
new techniques.

Thus while the concept of political was occasionally reflected in the sphere of art through
direct and explicit references, mostly it was emerging as a problematic of subject/ivity within
the context of ‘new politics’. In this sense, the 1990s were political to a degree comparable
only with the 1970s. The difference being that while the 1970s formed the political only around
certain concepts, the 1990s shaped it through emphasizing that the political is personal, and
the personal is political. Whereas the 1970s were only tracing that which is ‘objective” and
historical.

The concept of ‘autonomous’, which constitutes the basis of this exhibition, comes to play
right at this moment. Autonomous is a political concept by definition. In the political culture
and consciousness of the West it corresponds to liberation. Or rather, to a localized and tangible
mode of liberation. Freedom of course, for its part, signifies infinitude. After all, autonomy,
as we use it today, is a concept mainly modeled by Kant. Kant argued that the modern



Agamben’in daha sonra ¢ok farkli planlarda kullanilacak sekilde yeniden dolasima soktugu
“Istisna hali” kavramiyla soylersek, 1970’lerde istisna haline karar veren devletti, 1990’larda
ise buna toplum karar vermeye basladi. 1990’lar1 o derece karanlik hale getiren devletin bu
gercedi gormemesi, gordigu yerde anlayamamasl ve siyasetin de kendisini hala devlet odakl
bir makro sorunsal olarak gormesiydi.

[l

Oysa Siikran Moral'in bu sergide yer alan 1997 tarihli yapitinda sergiledidi cok carpici
performans tam da hoyle bir tutuma tekabiil ediyordu. Moral, Roma'da da goriilmesine
ve hayli yaygin olmasina ragmen, sonradan doniiserek neredeyse hiittin bir hayali Dogu
mitolojisini Batililarin Oryantalist planda (izerine oturttugu “hamam”a hem gercek hem de
metaforik planda hayli farkli bir yaklasim sergiliyordu. Son derece dnemli bir calismaydi bu.
(iinki, Moral, yapitinda, bir kadin olarak erkekler hamamina giriyor ve kendisini gene erkek
tellaklara yikatiyordu. Dogrudan dodruya erkekligin alani olan, hatta timayle kapali olan bu
mekana ¢iplakligiyla girmesi basli basina bir sinirasimi idi (transgression).

Buna hadli olarak bu son derece kapsamli isinde Moral, rol dedisimini bir “mekanik”
haline getirerek, yukarnda dedindigimiz gibi, Oryantalist hamam imgesine adir bir darbe
indirmekle kalmiyor, “erkek bakisi”ni (male gaze) zaman zaman orjiastik bir planda yeniden
kurguluyordu. Bedenini yikayarak tahakkiimti altina girdigi kadin boylece tellaklar tarafindan
temsil edilen erkeklerden uzun tarihinin intikamini da aliyordu. 0 arada beden ve temsiliyet
iliskisini, tabulastiriimis, zaman zaman korkulmus kadin bedenini erkedin ellerine birakarak ve
onun “yikama” edimi icinde kendisine dokunmasini saglayarak baska bir diizleme tasiyordu.
0 dénemde yaptid1 “genelev” calismasiyla birlikte, Moral’in isleri donemin doniisen kimlik ve
politika anlayislarinin en ug ve en irkiltici drneklerinden birini olusturuyordu.

Daha sonraki hir tarihe ait olmakla birlikte bu rol dedisimi Ferhat Ozgir'dn isinde de
gbrilmekteydi. Ozgiir, Metamorfoz Muhabbet isimli video yapitinda Moral’'n cok farkli bir
planda ve cok sert bir islupla gelistirdigi “dontstirme” cabasini, 1990lardan sonra Turkiye'de
cok tartisiimis bir alanda, “ilericiler-gelenekgiler” diizleminde ele aliyordu. Biri yash ve daha
“modern/Cumhuriyetci”, dideri daha “gelenekgi” iki kadin bir sohbet sirasinda elbiselerini ve
makyajlarini dedistirerek birbirinin yerine geciyordu.

Sadece kimligin degiskenligi ve Judith Butler'in, farkl bir baglamda kullanmasina ragmen
gelistirdidi bir metaforla sdylersek, “6grenilmis” olmasiyla ilgili bir calisma dedildi bu. Ayni
sekilde, Tarkiye'de cok rahatsiz edici bir sekilde yasanmis bir catismanin daha yumusak bir
zemine tasinarak, politikanin yukaridan bastirdigr aidiyetlerin asilmasina donik bir ¢cadri da
dedildi sadece Ozgar'an isi. Bunlarin hepsini kaplamakla birlikte iki kadmin soyunma aninda
geleneksel ve mitolojik, hir o kadar da hegemonik estetik kadin bedeni anlayisina dontk bir
elestiriydi. Neticede iki yasli ve bedenleri “deforme” olmus, cinsel ¢ekicilikten uzaklasmis
kadinin soyunarak o “beden disiine” yonelik, cok gercekei bir planda cereyan eden saldinsiyd.

Buna mukabil Erdag Aksel’in isi 1990’larin somut ve makro politik dizlemde yasanan
tim catismalarinin en aykirt ifadelerinden biriydi. Aksel cok “agresif” isinde bir helikopterin
pervanesini cadristiran ve tavana bir mekanizmayla badlanarak donmesi saglanan pervanenin
kanatlarini koltuk dedneklerinden yapmisti. Biiyiik bir zanaat inceligi de gdsterilen bu iste,
1990°larin genel ortamu, politik durumu baska hichir soze gerek birakmayacak bir kesinlikte
dile getiriliyordu. Yapit son derecede kati, insanin icini de katilastiran bir sentaksa sahipti.
Aksel'in o donemde hirbiri ardinca actigi sergilerin de bir manada 6zeti sayilabilecek bu s,
bir yandan da erilligin Tirkiye'de hem odak hem doruk noktasi olan askerligin kiyasiya bir
elestirisiydi. Kaybedilen bacaklar o ddnemde bir kere daha kendisine 6zgii hakimiyetini
kurmus olan ve bunun icin militer bir toplumsal duyarlihdr da kullanmaktan kacinmayan
“sistemin” farklr bir acidan bakinca neleri “kapsadigini” ortaya koyuyordu.

Aksel, 1990’larda ver alan bitin sergilerinde ve gosterdidi tim islerde son derecede
politik bir tavir icindeydi. Aksel'in heykellerine hakim olan iki 6zellikten biri buydu. Son
derecede elestirel ve dzellikle de iktidar kavramini irdeleyen bu yapitlari bu érnekte oldugu
gibi bazen alabildigine sertlesiyordu. Onun 6tesinde Aksel'in doneme hakim olan tutumu
iktidar kavraminin erillik kavramiyla ic ice gecmis bir halde hakim ideolojiye dontisimiine
isaret ediyor, 0 yaklasimi da kiyaslya elestiriyordu. ikti(_iann sadece militer ve eril yanina degil
ornedin dinsel yanina da ayni tutumu gésteriyordu. lkinci 6zelligi ise bu yapitlarin yerlesik
heykel anlayisini ters yiiz etmesiydi. Yapitiar sadece teknik ve “zanaat” basarilanyla degil,
icerdikleri ironiyle de bu dénisimi saglyordu. Ironi, Aksel'in anlam kaydirmalarina, yer

individual, who is ‘freed from tutelage’ and who ‘dares to know’, should accept moral and
ethical ‘imperatives” only by free will. It was wrong to resign oneself to an imperative under
the influence of an outside factor. Therefore, the state of being autonomous corresponded to
the capacity of making decisions on one’s own on all fronts.

Viewed in this way, it can be arqued that the 1990s endowed the social consciousness with
a powerful autonomy. This entailed the breaking away of the individual and its organized form
from the dominant mentality. At least, even the acceptance of this mentality could come about
through free will. It should be emphasized that this ‘modernity paradox” fashioned by the
Republican will and observable not only in Turkey but also in the American and French models,
that is, the condition in which a liberating political method acquires a hegemonic quality and
tightly weds the individual, could only be overcome in the 1990s through identity and body
politics. By pushing it a little further we can also argue thus: to resort to the concept of ‘state of
exception’, which has been put into re-circulation by Agamben used in very different contexts,
while in the 1970s it was the state who decided on the state of exception, in the 1990s the
society began to make this decision. What made the 1990s so dark was the state’s reluctance
to see, and inability to acknowledge this fact, as well as politics’ persisting self-perception as a
state-oriented, macro problematic.

|

Whereas the striking performance exhibited by Stkran Moral in her 1997 dated work,

which also takes part in this exhibition, was corresponding to exactly such an attitude. Moral
was displaying a rather different approach to the hammam, which - despite its existence
and prevalence in Rome as well - in time, has been transformed into virtually the central
figure upon which the Orientalist West built up an imaginary Orient mythology, both literally
and metaphorically. This was an extremely important work. Because, in her work Moral was
entering the men’s section of a hammam and letting herself be washed again by male
rubbers. Her entrance - in all her nudity - to this space, which is the zone of manhood par
excellence and s strictly exclusive to men, was a transgression on its own.
In relation with this, in her utterly comprehensive work Moral was not only dealing a major
blow to the Orientalist hammam image as we have mentioned above, but she was also
subjecting the ‘male gaze’ to a - sometimes orgiastic - reconstruction through turning the
shift of roles into a ‘mechanics’. The woman, under whose domination men fell through
washing her body, was thus taking the revenge of her long history from men represented
by rubbers. In the meantime, she was carrying the body-representation relation to another
plane through lending the tabooed and at times feared female body to the hands of man and
ensuring that he touches her in his act of ‘washing’. Moral’'s works, together with the ‘brothel’
work that corresponds to the same period, constituted one of the most radical and startling
examples of the changing conceptions of identity and politics of the time.

Though belonging to another period, this role shift is also visible in the work of Ferhat
0zqir. In his video work Metamorphosis Chat, 0zglir was dealing with the ‘transformation’
effort, undertaken by Moral in a completely different context and in an uncompromising style,
in the context of the ‘modernists- traditionalists’, an issue much debated in Turkey after the
1990s. Two women, one older and rather ‘modern-Republican’, the other more ‘traditional’,
were exchanging their clothes and make-up in the course of a conversation and thus replacing
each other.

This was not a work solely interested in the versatility and ‘learned” character of identity
- a metaphor borrowed from Judith Butler though she applies it in a completely different
context. Nor was 0zgtr's work only a call to transcend the identities imposed from above by
politics, through the transportation of a conflict experienced by Turkey in a very disturbing
way to a softer terrain. In addition to covering all this, it was a critique of the traditional and
mythological, as well as hegemonic, image of the aesthetic female body, materialized in the
instance of two undressing women. After all, it was an attack, occurring in a rather realistic
frame, at that ‘body picture’ by two undressing old women who have ‘deformed” bodies and
hence are no longer sexually attractive.

In return, Erdag Aksel’s work was one of the most unusual expressions of all the tangible
conflicts at the macro political level of the 1990s. In his highly ‘aggressive’ work Aksel had made
the blades of the propeller, which bring to mind the propeller of a helicopter and is mounted
to the ceiling with a mechanism that enables it to rotate, out of crutches. In this work, in which



degistirmelerine, gosterdidi ters ilintilere badl olarak ortaya ¢ikiyor, bunlar da bir bitin
olarak siyasal elestiriyi ayr bir diizleme tastyordu.

Ayni sekilde, gene daha ge¢ bir tarihte gerceklestirilmis olsa bile, Ersan Deveci'nin
bir helikopterin mermi firlatan parcasinin yakin plandan yapilmis resmi, bir yandan
fotorealistik denebilecek hir hassasiyeti ve keskinlii icerirken bir yandan da gene ayni
militarist anlayisin bir baska yansimasiydi. Deveci, 2000’lere yayilan diger calismalarinda
s0z konusu militer tutumun adeta 1990 sonrasindaki serpintilerini resmediyordu. Yakin
plandan gdsterilen tabancalar, askeri arag icleri, el bombalari daha diin denecek bir dénemde
cereyan eden sert bir militer donemin cagnisimlarinin birikimiydi. Ayrica Deveci’nin yukarida
degindigimiz fotorealistik edilimi, sahip oldudu ozelliklerle, belirttigimiz anlam ¢ercevesinin
somutlastirimasi bakimindan ek kolayliklar sadlyordu. Bununla birlikte Deveci’nin o dehset
veren militarist eylemi estetize etmekten uzak bir anlayisla isini olgunlastirdidina ayrica
dedinmek gerekir.

Uzerinde durdugumuz dénem 2000l yillarda celik cekirdekli bu 6zini yavas yavas terk
ediyordu. Gerci, 0 adir donemin, verdigimiz drneklerden anlasilacadi gibi, elbette izi kalacakti
ve sanatgilar elbette o izi siireceklerdi. Ama bu 1990’lardaki makro séylemin icerdidi dozda bir
dogrudan politik agirk tasimayip, daha énemli olan mikro politik alanlara acilacaktr. Getirilen
elestiriler bu baglamda cereyan edecekti.

[II

Bunlarin basinda belirttigimiz erillik meselesinin cok dolayli sorgulamalari énemli bir rol
oynayacaktl.

Erillik, Tarkiye'de kadinlik kadar dahi irdelenmis bir konu degildir. Oysa genel, yaygin ve
speklatif bir cerceve icinde bakilirsa bu olgu Tirkive’nin hasat ozellikleri arasinda sayilrr.
Gercekten de Tarkiye bayak yapisi itibariyla erkeklik koltirine fazlasiyla dayalidir. Feodal
bir temelin uzun stire sadece korunmasi yoluyla dedil, kendi i¢ doniisimlerini sadlayarak
bu nitelidini rehabilite etmesi neticesinde de erillik hakimiyetini korumustur. Aile, okul, kisla
gibi mikro sosyoloji treten alanlarda s6z konusu kuiltiir kendisini cogaltacak vasatlar da
bulmustur.

0 alanlarin en énemlilerinden biri kitle kaltirdidar. Kitle kiilttrd Tarkiye'de cogu zaman
hayli “ham” alanlarda “yasanir”. Bunlarin basinda futbol gelir. Demin belirttigimiz erilligin
“macoluga” dondstagi bu alanin gene erillik dstiinden gelen ve cok ice donik hir dizi
dinamik gelistirdidi muhakkaktir. O dinamiklerin basinda dislayici bir milliyetcilik anlayisi
gelir. Gercekten de futbol izleyicisinin ana karakteristiklerinden birisi budur ve 1990°l yillarda
milliyetcilik bir baska hakim kavram olarak donemin militarist yapisini pekistiren bir unsur
olarak sisteme yerlesmisti.

Vahit Tuna’nin “Avrupa Duy Sesimizi” baslikli video calismasi bu sergide ikili bir rol
oynamaktadir. Bir yandan futbolun icerdidi ve vurguladidimiz bu niteliini olanca ¢iplakligiyla
ortaya koymakta bir yandan da serginin erillik ve onunla timlesik diger kavramlarini baglayan
bir tiir cimento islevi gdrmektedir. Sergide yapitin yer aldidi mekan bu bakimdan 6nemlidir.
Bir yandan yapit “hamam”in icerdidi dontistartcii ve tersinleyici erilligi yeni bir evreye tasiyor.
Yapitin ikini islevi ise ancak yaninda yer aldidi ve Ardan Ozmenoglu’na ait “Orhan Baba” isi
¢oztimlenerek kavranabilir.

(Ozmenodlu, post-it'lerden olusan yapitlar 2000’1 yillarin ortasindan baslayarak Gretti.
Yakaladigi bu teknigin sagladidi esnekliklerle ve cok varaticr bir gozlemcilikle neredeyse
tamami gindelik hayata ve maddi kiltiire ait olan imgeleri dénistirmeye ve yeniden
iretmeye basladi. Post-it'in tekil parcalar olarak girdidi resimsel yiizey bash basina bir
inceleme konusu olarak ortada dururken Ozmenoglu, toplumsal bilincdisini bu resimsel
dinamikler etrafinda giicli bir ifadecilikle ele aldi. Osmanli sultanlarindan manav vitrinlerine,
20. yizyilin Kafka gibi ikonik cehrelerinden Atatirk gortintiilerine kadar genis hir yelpazeyi
kusattr.

“Orhan Baba” o baglama yerlesen yapitlardan biri. Tirk popler killtiirtindn en 6nemli
isimlerinden biri Gencebay. 1960lardan sonra Gretilmis ve zaman zaman kicle cok yakin duran
bu estetik figiir elbette kendisine 6zg bir toplumsal estetik tarafindan diretildi. 0 toplumsallidi
hazirlayan karmasik unsurlarin 6nde gelenlerinden biri gene erillik. Arabesk kavraminin bir
miizik tdrine verilen sorunlu bir ad iken zamanla belli bir toplumsal pozisyonun ve hatta
“tipin” tanimlayici sifatr haline gelmesi bu dinamikleri aciklayacak guictedir. O tip ise 6ncelikle
erildir. Nitekim Gencebay’in ve onunla benzer bir kariyere sahip olan bir haska sarkicinin,

a finesse of craft is exhibited as well, the general environment of the 1990s and the political
situation at the time was depicted in such precision that rendered any further remark futile.

The work had an utterly hard syntax that also hardened the viewer. This piece that can
ina way be considered to be a summary of the successive exhibitions Aksel held at that time
was, on the other hand, a relentless critique of military service, which is both the focus and
the apex of masculinity in Turkey. Lost legs were exposing what the ‘system’, which had once
again established its peculiar dominance and did not refrain from abusing the military social
sensitivity for that end, ‘entailed” when viewed from a different perspective.

Aksel assumed a highly political attitude in all the exhibitions he held and works he
presented during the 1990s. This was one of the two qualities that marked his sculptures.
These extremely political works of Aksel, which especially examined the concept of power,
could at times vehemently harshen as seen in this example. What is more is that, Aksel's
predominant attitude at the time was pointing to the transformation of the concept of power
- interwoven with the concept of masculinity - into the dominant ideology, and unremittingly
reproaching that approach. He showed the same attitude towards not only the military and
masculine aspects of power but also towards its religious side. Secondly, these works were
reversing the established view on sculpture. They were ensuring this transformation not only
with their competence in technique and ‘craft’, but also with the irony involved in them. lrony
was emanating in relation with the semantic shifts, replacements, and negative correlations
performed by Aksel, and these, in return, were carrying political criticism to another level.

Even though produced at a later date, Ersan Deveci’s close-up painting of the part of a
helicopter that shoots missiles entailed, on the one hand, a sensitivity and sharpness that
can be defined as photorealistic; and on the other, it was a reflection of the same military
mindset. Deveci, in the other works he produced throughout the 2000s, was virtually depicting
the post-1990s repercussions of the military attitude in question. The revolvers, military vehicle
interiors, and grenades were the accumulation of the echoes of a harsh military period that
had happened just yesterday. Moreover, Deveci’s photorealistic tendency, by way of its
Qualities, was providing additional conveniences for the materialization of the suggested
semantic framework. Nevertheless, it should be mentioned separately that Deveci matured his
work in an attitude remote from aestheticizing that terrifying military act.

The period we dwell upon was slowly yielding its essence of steel core in the 2000s. Yet,
that heavy period was surely going to leave a trace, as can be understood from the examples
given, and artists were surely going to hunt after that trace. However, this was not going to
bear the same direct political weight as embodied by the macro discourse of the 1990s, but
instead was going to open up to more significant micro fields. Criticisms would be voiced
within this context.

If

Foremost among these, highly indirect inquiries into the above-mentioned question of
masculinity were to play a significant role.

In Turkey, masculinity is a subject tackled not even as much as femininity. However,
seen through a general, pervasive, and Speculative perspective, this phenomenon can
be counted among the principle features of Turkey. Indeed, in terms of its grand structure,
Turkey is excessively predicated on male culture. Masculinity has retained its dominance not
only through the mere preservation of a feudal basis for a long time, but also as a result of
its rehabilitation by means inner-transformations. The culture in question has also found the
means to reproduce itself in areas that produce micro sociologies like the family, school, and
barracks.

One of the most important of those areas is mass culture. In Turkey, mass culture is usually
experienced in highly ‘raw” domains. Among them football takes the lead. It is beyond doubt
that this sphere, in which the aforementioned masculinity is transformed into machismo, has
developed a series of highly enclosed dynamics, again carried over masculinity. Foremost
among those dynamics is a very exclusivist notion of nationalism. Indeed this is one of the
main characteristics of the match-goer; and in the 1990s nationalism, as another dominant
concept, was embedded in the system as an element that reinforces the militaristic structure
of the time.

Vahit Tuna’s video work Europe Hear Us plays a binary role in this exhibition. On the one
hand, it exposes in all its nakedness this quality contained in football; and on the other, it



Mslam Giirses'in, “Baba™ olarak animasi bu bakimdan hayli anlamlidir. Buna mukabil
kendisine 0zt bir disillige de yakin durur. Ozellikle giyim kusam, makyaj ve genel durus
bu hakimdan onemlidir: kuskusuz ve dncelikle eril olan “tutumun” gizli bir disillikle ic ice
ge¢mesi.

0zmenoglu, Warhol'un deneyip gelistirdigi bir yontemi onunkiyle mukayese dahi
edilmeyecek hir kiltirel cerceve icinde yeniden dretirken bir arabesk pop ikonunun bu
“dolastk” (convoluted) kisiligini carpici bir Gsluplastirma ile disavuruyor. Yapit batiin bu
ozellikleriyle icine verlestidi kabinenin ok sert dokusuna ayrica ironinin isigint serpiyor. Bu
onemli bir olgu. Ciinki, 2000°li yillarin 1990’ yillardan devraldigi 6nemli olgulardan biri
bu: ironi! Makro politikanin kisir alani genisletilince meydana gelen bosluk baska pek az
donemde bu derecede yodun bir bicimde gorilen ironik yaklasimlara da kapi aralamis oldu.
0zmenoglu bu yaklasimin cok 6ne ¢ikmis adlarindan biriydi ve kendisine 6z ikonografik bir
antoloji olustururken aslinda sakli hegemonyalan irdeliyordu. Her ikonik imge hegemoniktir.
0zmenodlu’nun “sokmeci” yaklasimi o hegemoniye bir saldinydi ve bunu ironiyle yapmas
1990’larin birikimini bambaska bir dodrultuya itiyordu.

Yeniden Tuna’nin yapitina dénersek Ozmenodlu'nun dile getirdidi arabesk onun isaret
ettigi futhol kitlesiyle 6zdeslesiyor. Futbolla ic ice gecmis Kitle tabii ki arabeskle de i ieydi.
Tuna’nin olanca ayrintisiyla ama “sicramalarla” saptadidi kitlenin tepkisellidi o niteliginin
icinde barindirdigr naifligi, hatta kinlganigi da dile getiriyordu. Dolayisiyla Ozmenodiu’nin
ironisi Tuna da bir metafora dondstyordu: Avrupa’ya ses duyurmak. Sadece bu sloganin
icerdidi milliyetci tutum dahi arabeskin icinde barindircigi “ikililigin” bir baska dizeydeki
yansimasidir. Nasil “baba” Gencebay bir baska diizeyde disilligi cadristiryorsa, bir metafor
olarak, ayni sekilde o “yikicthdin” Avrupa’ya ses duyurmak, Avrupa tarafindan fark edilmek
maksadini tasimasi en az o derecede dznenin kendisini ikincillestirmesidir. Baskasinin
“sefaatine” kendisini sunmasidir.

Bu baglama oturan hir baska yapit Osman Din¢’in heykeli. Din’in heykelini ileride tekrar

ele alacagiz. Burada yapitin stibjektif boyutuna isaret edelim.
Sergide yer alan yapitinda da ince ve cok uzun bir kayik bugday yikld olarak yer aldidi salonu
capraz hir sekilde katediyor. Bu, ayni zamanda tarihsel bir yolculuk. Din¢’in isi gerek hacim,
gerek form, gerek de estetik olarak bize “demir cadin” animsatiyor, her ne kadar paslanmaz
celikten dretilmisse de. Bu yolculugun cok sert, cok yildina bir gecmisten bugine dodru
gelen bir yoriingesi oldugu hissediliyor. Maddenin katiidiyla yapitin lirizmi tam bir celiski
olustururken birbirini tamamlayan 6zellikler de tastyor. Bu, yapitin icerdidi anlatimalidin gizli
dramatizasyonu icinden okunabilir. Yolculuk bitmeyen bir yolculuktur.

Bu yolculugun bu sergi badlaminda nesnel ve oznel boyutlarindan soz edilebilir.
Avrupa'dan s6z ederken Tiirkiye’nin son iki yiizyillik tarihinin bir yolculuk oldugunu soylemek
gerekir, Avrupa’yla iliskili bir yolculuk. Avrupa’ya “yonelen” ve ona dodru ilerleyen bir iilke
var ortada. Din¢’in kayidi azigini yiiklenmis bir isciyi ammsatiyor bir yandan da; fiili olarak
Avrupa’ya calismaya giden yiz binlerce isciden biri nicin olmasin o kayik? Bu ayni zamanda
Ding’in kendi dznel tarihiyle de buttnlesen bir durum. 0 da 1971 yilinda Paris’e gidiyordu, s6z
konusu seriivenin bir parcas! olarak. Simdi de Fransa-Istanbul arasinda gidip gelen bir sanatg,
bitmeyen bir yolun yolcusu.

ikincisi Din¢’in yolculudu ve onu imleyen heykeli kiiltdirel planda da énemli ¢iinkd bir
“Ozerklesmeyi” de gdsteriyor. 1850’lerden bu yana resim 6drenmek icin gidilen Paris son 20
yilda yerini baska merkezlere birakti Tirkiye'deki sanatcilar ve sanatcl adaylar bakimindan.
Dolayistyla bu kayik, 1990°larda ve 2000’lerde yiikselen yeni siyasal ortamin Avrupa-Tiirkiye
arasindaki bayuk serivende vyarattigi degisimin de bir izdtstima. Serginin icerdidi Avrupa
gercekligini bu yaniyla kusatan bir niteligi var.

Din¢’in yapitr biittin bu niteligiyle hem suskun hem konuskan bir yapit olarak Aksel'in cok
dramatik vurgusuyla kendisi arasinda bir denge kuruyor ki, bu iki yapit son 20 yilda Ttirkiye'de
{iretilen heykelin dykiistni tamamliyor.
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Nitekim serginin ayni kattaki ikinci kabinesinde yer alan bir baska yapit bu iki olguyu
birbirine baska bir cimento olarak baglyordu. Seydi Murat Ko¢ “Yerden Yiksek No: 13” isimli
yaprtiyla icinde ver aldigr kabineyi bir kere daha cok farkli bir cizgide bir onceki kahineye
badliyor. Ko¢'un yapitinda ic ana unsur var. Bunlarin ikisi son derecede manidar imgeler. Biri,
[ngmar Bergman’in Sessizlik filminde gorildikten sonra Susan Sontag’in “fallik sembol” diye

functions as the cement that hinds together masculinity and all the other integral concepts
dwelled upon in this exhibition. On the one hand, it carries the transformative and inversive
masculinity featured in the ‘hammarm’ to a new stage. The second function of the work can
only be conceived by analyzing the Orhan Baba work of Ardan Ozmenoglu, next to which it is
Situated.

Ozmenodlu has been producing these works made up of post-its since the middle of
the 2000s. She began to transform and reproduce images, almost all of which belonging
to everyday life and material culture, by means of the flexibility provided by this technique
she developed and a very creative power of observation. Ozmenoglu addressed the social
unconscious around these pictorial dynamics with a strong expressionism, while the pictorial
surface, in which the post-its took part as singular units, constituted a subject of study in its
own right. From Ottoman emperors to greengroceries, and to iconic figures of the 20. century
like Kafka and Ataturk, she covered a wide range of images.

Orhan Baba is one of the works situated within that context. Orhan Gencebay is one of the
key figures of the Turkish popular culture. This aesthetic figure, which at times displays rather
close affinities with kitsch and which is an artifact of the post-1960s, was of course produced by
a social aesthetic peculiar to itself. A primary one among the complex factors that prepared the
way for this social formation was again masculinity. The fact that the notion of arabesque came
to denote a social position and even a ‘type’, while previously it was merely the problematic
name of a music genre, has the power to explain these dynamics. As for that type, it is first and
foremost masculine. Hence, in this sense, it is highly significant that Gencebay, and Muslim
Glrses, another singer with a similar career, are referred to as ‘Father’. On the other hand,
Gencebay remains close to a femininity peculiar to himself. Especially clothes, make-up, and
overall posture are significant in this sense: the entanglement of a doubtless and primarily
masculine ‘stance” with a latent femininity.

While Ozmenoflu reproduces a method experimented and developed by Warhol within a
cultural framework that cannot even be compared with his, she is expressing the convoluted
personality of an arabesque pop icon by means of a striking stylization. Besides, the work
sheds the light of irony onto the very rigid texture of the cabinet it is situated in. This is an
important phenomenon. Since this is one of the major phenomena taken over by the 20005
from the 1990s: irony! The space opened up with the expansion of the infertile sphere of macro
politics had also paved the way for ironic approaches, which were rarely observed at this
degree of intensity in previous periods. 0zmenodlu was one of the most prominent names
of this approach, and she was in fact scrutinizing the hidden hegemonies while building a
unique iconographic anthology. Every iconic image is hegemonic. Ozmenoglu’s deconstructive
approach was an attack at that hegemony and the fact that she realized it by means of irony
pushed the accumulation of the 1990s towards a completely new direction.

To return to Tuna’s work, the arabesque expressed by Ozmenodlu is identified with the
social body of foothall pointed out by him. The mass involved in football was also associated
with arabesque. The reactiveness of the mass, which Tuna detected in ‘leaps’ but still in detail,
was also speaking out the naivety, and even fragility inherent in that quality. Therefore, the irony
of Ozmenodlu was turning into a metaphor in Tuna: to make oneself heard by Europe. Even
the nationalist attitude implied by this slogan, in its own, is a reflection of the ‘ambivalence’
contained in arabesque at another level. Just as ‘father” Gencebay, as a metaphor, evokes
femininity at another level, in the same way, the intention inherent in that ‘destructiveness’ to
be heard and recognized by Europe entails the subordination of the subject at least to the same
extent. It is the submission of the self to the intercession of the other.

Another work that is situated within this context is the sculpture of Osman Ding. Below,
we will elaborate further on Din¢’s sculpture. At this point, we shall point out the subjective
dimension of the work.

In his work that takes place in the exhibition, a narrow and very long boat loaded with
cereal diagonally traverses the hall it is situated in. This is at the same time a historical journey.
Interms of volume, form, and aesthetics, Din¢’s piece reminds us of the ‘Iron Age’, even though
itis made of stainless steel. It is sensed that this journey has a trajectory that is reaching out
from a very harsh, disconcerting past towards the present day. While the inflexibility of the
material and the lyricism of the work are in flat contradiction, they also have qualities that
mutually complement each other. This can be discerned from within the hidden dramatization
of the narrative implied in the work. The journey is an unending one.



nitelendirmesi distiine ikonik bir eril imge stattistine yikselen tank namlusudur. Gercekten de
amorf ve tuvalin sinirih@ini asmayi ayrica ontolojik bir sorumluluk haline getirmis “resimde”
tank namlusu diger kabineye yonelerek basli basina bir referans noktasi olusturmaktadir.

1990°larla mukayese edildiginde biraz zorlayarak “post-travmatik” diyebilecegimiz
bir muhakeme etrafinda olusan bu imge sadece militer bir anlayisi “imlemekle” kalmiyor.
Kuskusuz oyle... Fakat ondan daha fazlasini gerceklestiriyor. Militer ve eril bir kiltiriin
1990 sonrasinda da sivasal/toplumsal bilincteki kaliciidina isaret ediyor. Fakat Tuna’nin ve
0zmenodlu’nun cok daha ortiik olarak dile getirdidi bu erillik bu defa bir tank namlusunun
olanca ¢iplakligiyla ifade ediliyor.

ikinci 6nemli imge “Capitoline Veniisi”nil cagnistran ama kesinlikle “Venus Pudica”
(Alcakgdniilla/Mahcup Venis) kategorisinde ver alan bir ¢iplak kadin. Kendi icinde ayrica
coztimlenecek bu yapitin, drnedin cinsellidi bir yana, simgeledidi cok dnemli iki olgu var: bir,
her seye ragmen kadin; dolayisiyla s6z konusu erilligin bir tank imgesiyle bittinlestirilmis
gOrantlst altina yerlestirilmis bir ¢iplak kadin bedeni olarak ifade ettidi anlam ve yarattidi
celiski. ikincisi, bu gorantinin vurguladigr Avrupa kiltird. Hic kuskusuz “Vends” bitin
tarihsel yiikiiyle Avrupa’min kurucu imgelerinden biridir. Seydi Murat Koc'un dstelik de
“Mahcup Vents”0 secerek onu bir tank imgesinin altina yerlestirmesi, bu defa hemen yaninda
ver alan Nazif Topcuodlu'nun fotografiyla da irtibatlantyor.

Nazif Topcuodlu cok uzun yillardir olusturdugu fotodraflarinda, hemen belirtmek gerekir,
Bati/Avrupa kiltiriingn temel imgelerini yeniden Gretme cabast icinde. Mikemmel denecek
bir duyarlilik ve hassasiyetle tasarladigi “teatral” sahnelerinde s6z konusu kiiltdirin kategorik
imgelerine vurucu yeni kurgular hazirladi. 1990’larin ortasindan haslayarak gelistirdidi bu
calismalarda donemin yerlesik ve belirttidimiz tavrini dislamasa da benimsemeyerek ok
daha “esoterik” bir ¢izgiyi tercih etti. Uzun siire Balthus'a acik gndermeler iceren ama Bati
bilingdisinda “kotiliik” kavramiyla bittinlesecek sahneleri tercih eden yapitlarinda Marquis de
Sade veya Bataille da uzak cadrisimlarla kendisini hissettiriyordu. Bu bakimdan donemin en
0zgiin isimlerinden biri olarak saptanabilirdi.

(ok farklr diizlemlerde yer alsalar da Topcuodlu ancak Mishima’yla birlikte diistintilebilecek
bir tutum icindeydi. Disiplin, otorite, karnal goriintiiler, gizli bir cinselligin saklanarak biishitiin
vurgulanmis mevcudiyeti bu dokuyu hazirliyordu. Doku, Batili cok aykir bir imgenin bir baska
kiilttirde hayli 6zgiin hir sekilde yeniden Gretilmesinden mutesekkildi. Topcuodlu son derece de
entellektiiel bir izlek takip ediyordu.

Sergide vyer alan fotodrafinda Topcuoglu bir kere daha biyik bir mizanseni
gerceklestirirken Fransiz resminin gerek klasik gerekse neo-klasik doneminde gorilen
tragedyay! derhal animsatan bir kurguyu deniyordu. Farkliliklar bilinse bile daha ziyade
Trioson’un Atala’sini cadristiran bu trajik anin Avrupa diye isimlendirilmesi, hele dénemin
kosullart icinde, hayli dikkat cekiciydi. Bati tragedyasinin belli bir mitolojiyle bitinlesmesi
goze carpmakla birlikte “6len Avrupa” vurgusu dénemin bir baska dinamigine gondermede
bulunuyordu. Bu tercihin cok estetik hir gorsellikle ic ice gecerek Kog’un resminde yer alan ve
neredeyse dodrudan dogruya kendisi Avrupa’yr simgeleyen Venis'le bu bitind olusturmasl
donemin actk ve gizli arayislart bakimindan carpicidir. Topcuodlu'nun s6z konusu “tablo”yu
aynca bir sark halisinin Gstinde islemesiyse tartistigimiz cerceveye ek ve cok 6zgin bir baska
katkidr.

Bu cerceve o kahinede yer alan iki ayn tabloyla butinlesiyor. Bunlarin ilki Ahmet Elhan’in
hayli ilging bir fotodraf calismasi. Elhan’in yapiti neredeyse buraya kadar vurguladigimiz
tim kavramlan ozetleyecek bir mahiyet tasiyor. Elhan, gene biyiik bir hassasiyetle calistidi
yapitinda, kadin ve erkek bedenlerini Gst tste bindirerek, belli bir seri icinde, Muybridge’in
hareketi saptadidi fotografini uzak bir cagnisimla hatirlatan, dinamik bir gérsellik elde etmekle
kalmiyor.

Muybridge veya Merdivenden inen Nii, No: 2 isimli resminde Duchamp dodrudan hareketi
yakalamaya calisiyor, “metne” hareketin gorselligini aktariyordu. Elhan ise cok daha zor bir
yol secerek yapitin kendi ic mekanidinden tiireyen dinamidi saptamayr basariyor. Ust tste
bindirilmis, aralarindaki celiskileri bu yoldan hem konsolide edilmis hem vurgulanmis farkli
bedenlerin bir araya gelisi elbette dinamik bir “durum”dur. Fotografin duradanhigiyla (durum)
imgeyi olusturan stirecin mekanidi arasindaki celiski sadece karsimizdaki yapitin gercekligini
(veya gercek disihginn) vurgulamakla kalmiyor. Gerek donemin gerekse serginin diger
kabinesinde yer alan gerilimleri yansitma kapasitesini de elde ediyor.

Ozmenoglunun ~ Orhan  Gencebay'inda,  Moral'm  Hamam’inda, ~ Ozgir'in

Inthe context of this exhibition, the objective and subjective dimensions of this journey can
be talked about. When referring to Europe it should be mentioned that the last two hundred
years of Turkey’s history is a journey, a journey related with Europe. There is in question a
country ‘oriented” and moving towards Europe. From another angle, Din¢’s boat recalls to mind
a worker who has shouldered his provisions; indeed why shouldn’t that boat be one of the
hundreds of thousands workers that actually went to Europe to work? This is, at the same time,
a situation that coincides with Din¢’s subjective history. He too was going to Paris in 1971, as a
part of the adventure in question. And now he is an artist who comes and goes between France
and Istanbul; he is the passenger of a never-ending road.

Secondly, Din¢’s journey, and his sculpture that alludes to it, is also significant at the
cultural frame because it signifies a kind of ‘autonomy’. From the point of view of the artists
and artist candidates from Turkey, Paris, as the place visited for learning painting since the
1850s, has been replaced by other centers in the last 20 years. Therefore, this boat is also a
projection of the change effected in the great adventure between Europe and Turkey by the
new political environment rising in the 1990s and 2000s. It has a quality that encompasses the
Europe reality this exhibition engages in.

With all these qualities, Ding’s work, as both a silent and talkative work, strikes a balance
between Aksel’s rather dramatic emphasis and himself, so that these two works complete the
story of the sculpture produced in Turkey in the last 20 years.

IV

Hence another work that is placed in the second cabinet of the same floor was binding
these two phenomena together as another kind of cement. Seydi Murat Koc, with his work
titled Above the Ground No:13, once again connects the cabinet he inhabits to the previous one
through a new line. Ko¢'s work contains three main elements. Two of them are highly revealing
images. One of them is the tank barrel, which has been elevated to the status of an iconic
masculine image after its appearance in Ingmar Bergman’s film Silence and its consequent
definition as ‘phallic symbol’ by Susan Sontag. Indeed, in this amorphous ‘painting’, which
has made it into an ontological responsibility to transcend the finitude of the canvas, the tank
barrel constitutes a point of reference in itself by way of inclining towards the other cabinet.

This image, formed around a reasoning than can easily be deemed ‘post-traumatic’, with
a little exaggeration, in comparison to the 1990s, does not just ‘allude’ to a militaristic mindset.
Undoubtedly it does so. However, it does more than that. It signifies the persistence of a
military and masculine culture in the political/social consciousness of the post-1990s. However,
this time, the masculinity in question, which has been conveyed much more implicitly by Tuna
and Ozmenodlu, is being expressed by the blinding nakedness of a tank barrel.

The second significant image is a naked woman who brings to mind the Capitoline Venus,
but definitely belongs to the category of Venus Pudica (Modest/Shy Venus). Leaving aside for
instance its sexuality, this work — which will also be analyzed in its own terms - symbolizes two
very important phenomena: First, despite all, it is woman; hence the meaning it conveys and
the contradiction it sets as a naked female body placed under the image of the aforementioned
masculinity embodied by the tank barrel. Second, the European culture emphasized by this
sight. Without doubt, ‘Venus’, with all its historical baggage, is one of the constituent images of
Europe. Seydi Murat Ko¢'s positioning of the Modest Venus, of all the Venuses, under the image
of a tank relates his work to Nazif Topcuoglu's photograph next to which it is placed.

[t should be indicated at once that in his photographs formed over many years Nazif
Topeuoglu is striving to reproduce the fundamental images of the Western/European culture.
In his ‘theatrical” scenes, which he has designed with a sensibility and accuracy that can be
deemed perfect, he assembled new and striking constructs for the categorical images of
the culture in question. In his works, which he has been developing since the mid-1990s, he
opted for a much more ‘esoteric’ line by not adopting - even if not rejecting altogether -
the established attitude of the time mentioned above. In his works, which for a long time
contained explicit references to Balthus, but targeted scenes that would be identified with
the concept of ‘evil" in Western unconscious, Marquis de Sade and Bataille were also evoked
through distant echoes. In this sense, he could be defined as one of the most original names of
the period.

Even though they occupied very diverse levels, Topcuodlu maintained an attitude that
could only be thought in association with Mishima. Discipline, authority, carnal visions,



metamorfozundaki dinamik Elhan’da da cok kendisine 6zgi bir “hicimde” ortaya cikiyor ve
bedenler, kimlikler, tutumlar, edinilmis gercekliklerle onlarin “dodal”liklar! arasindaki farki
isaret ediyor. Artik hichir seyin kati, hegemonik, tek ve tekcil olmadidini, her seyin bir gecise,
akiskanliga, cakismaya tekabil ettigini vurguluyor. Erillik ve disillik de bu anlayisla yeni bir
kanavaya oturuyor. Kisacas her seyin digerinin icine gectidi, otekinin icinden algilandidi
(perception) ve alimlandidi (reception) bir “stadium”a, ama giictinii dinamizmden alan bir
“stadium”a, bir gonderme Elhan’in isi.

Kabinenin son isi Ramazan Bayrakodlu ve bu is, s6z konusu “b6lim”iin bir baska
gercekligini vurguluyor: estetik, yani gizellik! Ondan 6nce bu konuyu biraz agmak gerekiyor.

Guizellik, 1990’larin henz yeterli bir vurguyla olmasa da alttan alta sezdirdidi bir sanatsal
baglamd. Bastan beri cizdidimiz sinirlar icinde 1990°larin ana belirleyicisi elbette giizellik
dedildi. Siyaset ttim asamalariyla dénemi mihirlemisti. Ne var ki, o on yilin ikincisi yarisindan
baslayarak, 2000’li yillarda neredeyse timdyle degisen bir siyasal iklimde sanatci artik, acik
veya sakli olsun, siyasal olana génderme yapmakla yetinmiyordu. 1970 sonrasinin uzun tarihi
icinde bu durumla ilk kez karsilasiliyordu. Basta da belirttigimiz gibi o uzun donem giizelin
siyasal olan icinden gorilmesini, belki de tam tersine siyasal olan icine saklanarak gozden irak
tutulmasini 6n gerektirmisti. Bu, giizelin “diinyayi degistirme kapasitesine” sahip olmadigini
dusiinmekle ilgiliydi. Giizel, kendisine kapal bir kavram olarak telakki ediliyordu.

1990°larin codulcu estetik acilimlan ve estetidi farkli katmanlardan beslemeye acik
yapisi bu anlayisin degismesine olanak sagladi. Ne olursa olsun kendisine donik bir kiiltdr
{retme cercevesi bu donemde kirildi. Bienaller basta olmak iizere, degisen editim yapisi,
kiiresellesmenin artan ve kendini kaginilmaz olarak duyuran etkisi, fuarlarin iilkeye ve ilke
disina tasidigr kapasite neticesinde giincel sanatin biyiik boslugu olan estetik bu donemde
yeniden hatirland.

v

Bu asamada ddnemin ana niteliklerine dedinmek gerekiyor.

Donem 2002 yilinda baslad: denebilir. 0 yil yapilan secimlerde eski diizenin tim krizlerini
yaratan partiler s6z konusu krizlerde bodulma anlamina gelecek sekilde secim barajinin
altinda kaliyordu. Buna Karsilik daha bir yil 6nce kurulmus olan Ak Parti iktidara geliyordu.
Ak Parti Islama kokten gelen siyasal partilerin sonuncusuydu. Fakat 6zgiin bazi niteliklere
sahipti. Her seyden dnce o giine kadar devam etmis olan partilerin daha kati ve ice donik
tutumlarindan uzak, modern bir anlayisa sahipti. Partiyi onceki parti yonetimine karsi
baskaldirmis gen¢ grup olusturmustu.

Bilhassa kimlik krizinin bir neticesi olarak biiyiik kitleler blok halinde bu siyasal olusuma
yonelmisti. Bu gelismede 1997°de yasanan 28 Subat’in biiyik etkisi vardi. Tarihsel olarak askeri
darhelerden sonra gelen secimlerde toplum darbenin muhatabina tevecctih ediyordu. Bu tavir
bir kere daha gdsterilmisti. Parti, Recep Tayyip Erdodan’in siyasal yasadi nedeniyle baskanlik
edememesi Gstiine 2001 yilindan beri milletvekili olan, bakanlik gdrevlerinde bulunan
Abdullah Gal tarafindan yonetiliyordu. iktidardan sonra da Gil, Basbakanlida gelecekti.

Yeni iktidarin sahip oldugu toplumsal destede radmen sistemle catismasi dodald.
Ayrica kbkenleri nedeniyle sistem tarafindan kuskuyla izleniyordu. ilk yillarda hayli derinden
cereyan eden bu sistem-iktidar gerilimi Avrupa Birligi konusundaki tercih nedeniyle kismi bir
yumusama gosterdi. Iktidar, daha onceki koken partilerinin uzak durmasina mukabil AB ile
tam Qyelik miizakerelerine girmis ve iradesini, tercihini bu kurulustan yana kullanmisti.

Yeni iktidarin itk donemi 2007 yilinda siddetli bir ¢atismayla kapandi. 0 yil yapilacak
(umhurbaskanligi secimlerine eski Bashakan ve Disisleri Bakani Gl aday olmustu. Partinin
parlamento cogunlugu nedeniyle secilmesi kesindi. Fakat sistemin direnisi de cok aciktr. Bu
maksatla secim sartlar zorlandi. Cogunluk yeterli goriilmeyerek Anayasa Mahkemesi’nden
getirilen bir kararla daha yiksek sayida bir cogunluk aranmasi gerektidi kabul edildi. 0
arada 27 Nisan gecesi Genelkurmay Baskanlii internet sayfasina bir aciklama koyarak Giil'iin
(umhurbaskanligini benimsemeyecegini belirtti.

Hiiktimet daha 6nceki muhtiralarda gortilen siyasal tavrin tersine bu karara karsi tutum
aldi ve erken secime gidecedini acikladi. 0 arada Cumhuriyet Mitingleri adi altinda mitingler
dtizenleniyordu. Bunlar ordunun denetiminde yapilan gdsterilerdi. Toplum cok siddetli bir yeni
ideolojinin tesiri altina girmisti. Ulusalalik diye aciklanan bu ideoloji, Islami kokenden gelen
siyasal iktidarin tersine, ornegin, AB’ye ve genel olarak Batiya ok elestirel, hatta mesafeli
bakiyordu. Bu gértisiine kosut olarak Avrasyacilik adi altinda trettidi bir ideolojiyle kendisini

and a veiled sexuality whose presence has been entirely emphasized in the very act of its
concealment were paving the way for this texture. This texture consisted of the reproduction
of a rather unorthodox European image in another culture in a considerably original way.
Topcuodlu was following a quite intellectual path.

In"his photograph that takes place in the exhibition, Topcuodlu was attempting at a
construction that immediately recalls the tragedy observed in both classical and neo-classical
periods of French painting in his enactment of once again an epic scene. The namimg of this
tragic moment, which associates rather with Trioson’s Atala, even though the differences are
known, as Europe is particularly remarkable, especially under the conditions of the period.
While the identification of Europe with a specific mythology was obvious, the emphasis on
the ‘dying Europe” was referring to another dynamic of the period. It is striking in terms of
the explicit and implicit quests of the period that this choice, intertwined with a very aesthetic
visuality, formed a whole with Ko¢’s Venus, which almost immediately symbolizes Europe.
Topcuodlu's depiction of the ‘scene” in question on an oriental carpet is an additional and very
original contribution to the framework we are discussing.

This frame integrates with two separate works that are part of the same cabinet. First
of them is a quite interesting work of photography by Ahmet Elhan. Elhan’s work features
a quality that almost summarizes all the concepts we have emphasized until now. Elhan, in
this work of his, which is once again produced with utmost delicacy, does not merely attain
a dynamic visuality - which is remotely reminiscent of the photograph in which Muybridge
captures motion - within a specific series through superposing femnale and male bodies.

Muybridge or Duchamp in his painting titled Nude Descending a Staircase, No.2, for that
matter, were trying to directly capture motion and convey the visuality of the motion to the
‘text’. As for Elhan, he takes a much harder path and manages to detect the motion that derives
from the work’s own inner-mechanics. The coming together of superimposed, non-identical
bodies, whose contradictions are thus both consolidated and stressed, is surely a dynamic
‘Situation’. The contradiction between the inertia of the photograph (pose) and the mechanics
of the process that generate the image does not only emphasize the reality (or unreality) of
the work we are encountering. It also attains the capacity to reflect the tensions manifest both
in the period and in the other cabinet of the exhibition.

The dynamic found in Ozmenodiu's Orhan Gencebay, Moral's Hammam, and Ozgur's
metamorphosis surfaces in Elhan as well in a very distinctive ‘form’, and it signifies the
discrepancy between bodies, identities, attitudes, acquired realities and their ‘natural’ness. It
underlines that nothing is solid, hegemonic, uniform, and unitary; that all corresponds to a
transition, fluidity, and coincidence. In this outlook masculinity and femininity are also framed
inanew canvas. In short, Elhan’s work is a reference to a stadium - a stadium that derives its
power from dynamism - where everything traverses, is perceived, and received through the
other.

The last work of the cabinet is Ramazan Bayrakoglu's, and this work underlines another
fact of the ‘section’ in question: Aesthetics, that is, beauty! Previous to that, this subject requires
a hit of an elaboration.

Beauty was an artistic context subtly suggested, even if not with sufficient emphasis, by
the 1990s. Within the boundaries we have delineated since the beginning of the text, beauty
was obviously not the main determinant of the 1990s. Politics on all stages had stamped its
seal of the period. However, in a political environment almost completely changing since the
mid-1990s and throughout the 2000s, the artist no longer contented her/himself with explicit
or implicit references to the political. In the long history of the post-1970 such a situation was
encountered for the first time. As we have mentioned at the beginning, that long period
had pre-required that the beautiful be perceived from within the political, or maybe just the
opposite, that it be hidden within the political and hence kept out of sight. This was related
to the conviction that the beautiful lacked ‘the capacity to change the world’. Beautiful was
regarded to be a self-enclosed concept.

The pluralist aesthetic initiatives of the 1990s and its structure fit for nourishing aesthetics
from different layers provided an opportunity for this mentality to change. In any case, the
frame for producing an introvert culture was shattered in this period. As a consequence of
primarily the biennials, the changing education structure, the intensified and inevitably felt
impact of globalization, and the capacity imported and exported by expos, the great void of
contemporary art, aesthetics, was once again remembered in this period.



Doguya aciyordu. Koyu ve 1930’lardaki modeli ¢cadnstiran bir Kemalizmle 6zdeslesen bu
ideoloji katr bir laikgilikle de ic ice gecmisti.

Yerlesik dinamiklerle ve gelisen yeni sosyolojilerle iliskisi olmayan bu yaklasim 1994 ve
95 sonrasinda yasanan toplumsal dondstimi algilamiyordu. Oysa ayni donemde kentlerin
cevresine milyonlarca insan geliyordu. Ornedin 2002-2012 arasinda Istanbul 6 milyon gd¢
altyordu. Bu yeni gocer kitle modernlesme ihtiyact icindeydi. Geleneksel degerlere ve onlarin
bileskesi olan dinsellige tutunarak moral planda ayakta kalmaya calisan kitle ¢te yandan hizl
bir killtiirel ve ekonomik ddniisim geciriyordu. Kent cevrelerinde yer alan uydu kentlerde
yasayan bu biyiik kitle iktidarla yerel yonetimler diizeyinde kopmaz bir bag kurmustu. Iktidar
kitleye ekonomik imkan, gelecek umudu, fakirligini unutturacak yontemler sagliyor, o da
iktidarr oyuyla destekliyordu ki, bizatihi bu mekanizma modern bir olusumdu. Buna karsilik
sistem bu gelismeye gozlerini kapayarak her seyi kati bir laiklik-seriat dikotomisi icinden
dederlendiriyordu.

Buiyik patlama 27 Nisan bildirinin hemen ardindan hiikiimetin yoneldidi erken secimden
oylarini artirarak cikmas! neticesinde gerceklesti. Ak Parti oylarini artrmisti. izleyen dénemde
Gl Cumhurbaskanr secildi. Bu bir devrin kapanisina isaret ediyordu. Halk belli bir siyaset
anlayisina sandikta bir kere daha son vermisti. Ak Parti bir sonraki secimleri de gene oylarini
artirarak kazanacaktl.

Donemin kiiltarel yapisi bu sartlarda bicimleniyordu. Biittin farkh tutum ve davranisina
karsiik Ak Parti iktidar kentli, yerlesik, yiksek gelire sahip, daha yasl kitle tarafindan
benimsenmiyordu. Toplum ok keskin bir kutuplasmaya sirtiklenmisti. Kentli kitle nifus
baskisinin da bir sonucu olarak hizla degisen kentsel dokudan kendisini ancak sitelere
ve rezidanslara kapatarak uzaklastinyordu. 0 arada kabul etmek gerekir ki, bilhassa 2011
sonrasinda siyasal iktidar kuiltdrel tercihlerini giindelik hayata daha fazla yansitmaya
baslamisti. Gerilimin catismaya dontsmesine de yol acan unsur buydu.

Nihayet birbiri ardinca gelen iktidar talepleri sistemi germeye basladi. Bunlar gercekten
de killttirel temelli arayislard. Kiirtaj konusundan baslayarak, Kars'taki bir heykelin yikilmasl,
ardindan Devlet Tiyatrolarinin tartismaya aciimasi ve hiikiimetin bu kurumlan kapatacagini
iddia etmesi, Atatirk Kltdr Merkezi icin alinan yikim karari, Camlica’ya bir cami yapiimak
istenmesi bu zitlasmalarin 6nde gelen nedenleriydi.

Tartismalar kopma noktasina Tiirk toplumsal ve siyasal killtiiriinde daima onemli bir rol
oynamis Taksim Meydanrna yonelik dizenlemelerle ulasti. Hikiimetin meydana bir cami
ve kalintilan cok daha sonralart ortadan kaldirimis Osmanli son doneminde yapilmis eski
bir askeri kislanin replikasini insa etmek istemesiyle ve bu nedenle Gezi Park’ni yikmaya
calismasiyla gerilim Kitlelerle polis arasindaki siddetli catismalara dondu. Bu Ak Parti’ye yakin
duran ve cesitli nedenlerle onunla koalisyon kurmus olan cevrelerin uzaklasmasina yol acti.
Iktidar tasiyicl bir koalisyonla mevcut giiciine ulasmisti. Simdiise o unsurlari kaybediyordu.

Donemin bu killtiirel aynsmasi beraberinde muhafazakar estetik tartismalarini da
getiriyordu. 2011 sonrasinda su yiiziine vuran bu tartismalarda daha ziyade muhafazakarlik
kavrami cevresine yerlesmis ve iktidara ait killtiirel tercihler 6nemliydi. Bu tercihler muhayyel
bir gecmis anlayisina dayaniyordu. Cok ilging bir bicimde dizi filmlerin de katkisiyla Gretilen
bu gecmis bilincinin Osmanlrnin herhangi bir déneminde yasadidi gerceklikle hichir ilgisi
yoktu. “Ecdat” kavramiyla vurgulanan bu ge¢mis tamamen hir kurmacayd. Ote yandan
Osmanli donemine ait kiiltiir gerek kurumsal gerekse maddi planda saray kiilttirdyken, giincel
duzeyde bir populer kiiltdr anlayisina yaslanmisti ve kitleler icin Gretilmek isteniyordu. Bunun
actk bir celiski ve gercekle bagdasmaz bir durum oldugu meydandayd.

Bunun neticesi olarak ddénem kultdrd cok hizli bir sekilde tivatrallida kaydi. Hayatin
bir tiyatro dekoruna dondstirilmesi ve o dekorun gercek olarak algilanmasi basl basina
bir sorundu. Omedin muhafazakar burjuvazi icin insa edilen kapal siteler ve hatta uydu
kentler son derece eklektik bir gdrsellige yaslaniyordu. Osmanli, Bogazi¢i'ni veya mesela
Venedik'i kurgulama ¢abasini gdsteriyordu mimari projeler. Bu Batili burjuvazi icin de gegerli
bir durumdu. Onlar da insa ettikleri ve yeni bir finans kapitalin simgesi olan gokdelenleri
postmodernligin fiitdristik, high-tech izlenimi veren gérsellidiyle butinlestiriyorlard.
Mimarinin dénemi bitintiyle kurgusal ve muhayyel bir zemine tasidigi muhakkaktr.

Bu olusumun son evresini en genis planda kentsel dntsim meydana getiriyordu.
Ozellikle istanbul, ama dider biyik kentler de, cok hizli bir déndisim icindeydi. Spekulatif
gayrimenkul ranti doneme damgasini vuran bir olguydu. Bu olgu kentlerde cesitli semtlerin
soylulastinimasi cabastyla ic ice geciyor, kent dokusu taninmayacak derecede degisiyordu.

Vv

At this stage, the main features of the period should be mentioned.

The period can be said to have begun in 2002. In the elections held that year the parties that
had engendered all the crises of the old order were remaining below the election threshold:
in a sense, they were drowning in the crises of their own making. In return, the Ak Party,
which was founded only a year ago, was coming to power. Ak Party was the last of the parties
descending from Islamist-roots. However, it had several distinctive qualities. First of all, it had a
modern understanding, remote from the rigid and self-absorbed attitudes of the parties that
had lasted until that day. The party had been founded by a young team, which had revolted
against the executive board of the predecessor party.

Especially as a result of the identity crisis, masses had turned towards this political
formation in blocks. The February 28 incident that had taken place in 1997 had played a
significant role to this effect. Historically, in the elections following a military coup the society
was favoring the addressee of that coup. This attitude was once again exhibited. Due to the
political ban on Tayyip Erdodan, which prohibited him from becoming the chairperson, the
party was ruled by Abdullah Gl who had also carried out ministerial duties besides being a
deputy since 2001. And after the election victory Gil would become the prime minister.

Despite the social support it gained it was natural for this new government to conflict
with the system. Besides, it was being watched with suspicion by the system because of its
roots. This system-government tension, which manifested itself very intensely in the initial
years, was partially tenpered by the choice made regarding the European Union. Although the
previous radical parties had kept their distance from it, the government had initiated the full
membership negotiations with the EU and thus exerted his will, made his choice in favor of this
institution.

The first term of the new government closed in 2007 with a violent conflict. Former prime
minister and foreign affairs minister Abdullah Gil had been nominated as a presidential
candidate. The parliamentary majority held by his party guaranteed his election. However, the
opposition of the system was evident too. To this end, the requirements for being elected were
manipulated. The parliamentary majority was regarded not to be sufficient and by way of a
decision delivered from the Constitutional Court it was accepted that a greater majority was to
be sought for. In the meantime, on the evening of April 2007, the Turkish Armed Forces issued
a statement on its official website and declared that it would not approve Gul's presidency.

In contrast to the submissive attitudes displayed by previous governments faced with
similar interferences by the military, the government stood against the memorandum and
declared that they would go to early elections. In the meantime, public demonstrations -
under the name of Republic protests - were taking place. These were protests staged under
the control of the military. The society had remained under the influence of a very strong, new
ideology. In contrast to the government with Islamic-roots, this new ideology named Neo-
nationalism had, for instance, a highly critical, even adverse, view of the EU in particular, and
the West in general. In parallel with this view, it was opening itself to the East by means of an
ideology called Eurasianism. This ideology, which was identified with a staunch Kemalism that
was reminiscent of the model prevalent in the 1930s, was buttressed with a rigid secularism.

This approach, which was indifferent to the established dynamics and new sociologies,
did not perceive the social transformation that took place after 1994-5. In fact, at the same
period, millions of people were flowing to the peripheries of cities. For instance, between
2002 and 2012 Istanbul had received a migration of 6 millions. This new migrant mass was in
need of modernization. This mass, which was trying to morally survive through holding onto
traditional values and religion -the intersection point of these values -, was at the same time
undergoing a rapid cultural and economic transformation. This big mass living in the satellite
towns situated at the peripheries had formed an indestructible bond with the government
at the level of local administrations. The government was providing the mass with economic
facilities, a hope for future, and methods that would make them forget their poverty; in return,
it was supporting the government with its votes. This mechanism was, in its own, a modern
formation. On the other hand, the system was ignoring this development and evaluating
everything from within the dichotomy of secularism-sharia.

The explosion took place when the government came out of the early elections it had
called for right after the April 27 memorandum by increasing its votes. The Ak Party had
increased its votes. In the following period, Gl was elected president. This was signifying the



Muhafazakar oldugunu soyleyen ve kendisini siirekli olarak gecmisle dzdeslestiren bir iktidarin
0zellikle Istanbul gibi bir kentsel dokuyu bu derece tutkulu bir bicimde donistirmesi yerine
oturtulmas! zor bir durumdu, ama dénemin ruhunu da, siyasal iktidarin bilin¢ yapisini da
anlatmasi bakimindan carpiciyd.

Vi

Sanatsal planda donem “disa agilma” ile biitinlesiyordu. Fuarlar, mizeler gibi cesitli
diizeylerde cereyan eden etkilesim Torkiye'deki glincel sanati cok farkli bir mecraya tasimisti
bu dénemde. Yeni kurumlarin ve galerilerin ortaya ¢ikmasl, finans kapitalin sanata yénelmesi
sanatsal ifadeyi hizla dondstiren bir nitelik tasiyordu. Ozellikle genc bir kusak bu sartlar
altinda kendisini gdsteriyordu. Hakim muhafazakar estetikle hic ilgisi olmayan “yeni sanat”
daha 6nceki on yilda bicimlenmis ve siyasetle hayli yakin yeni ifade olanaklarini bu defa yeni
bir estetige tasima cabasini gdsteriyordu. Yeni estetik kentsel mimariyle ve yapt mimarisinin
yeni bicimsel dinamikleriyle kosutluklar iceriyor ve temas ediyordu. Bu yeni bir estetigin
kesfiydi. Glzel olan bu dénemde sanatin énemli araglarindan biri niteligini kazanmisti.

Burada bir saptama yapmak gerekir. 0zii itibanyla politik olan ve giincelin icinden
bicimlenen, giincelle diyalektik bir etkilesim icinde olan giincel sanatin mutlaka estetik olmak
dive bir zorunlulugu yok. Estetigin veya giizelin ne Ronesans’taki ne de mesela Baroktaki
anlaminin pesindedir giincel sanat. Hatta daha ileri giderek, giincel sanatin da giizel olanla
dogrudan ilgilenmedigini belirtmek mimkiin. 1990’larin ortasindan baslayarak toplumsal
kuramla giincel sanatin kesisme noktalarindan birini tiksing (abject) kavrami meydana
getiriyordu. Tiksing olan, tipki tekinsiz olan gibi dénemin ¢ok dnemli bir kavramiydi ve cesaret
edilemeyene cesaret etmekle ilgiliydi. Bu kavramlarin cevresine yerlesmis bir anlayisin
ozellikle “giizel” oldudunu sdylemek olanaksiz.

Ne var ki, giizelin giincel sanatta kendisini gsterdidi baska bir dizlemden hemen sz
edilebilir. Giincel sanat, Barok’a ve onun ok sofistike ama gercedi sirekli olarak 6telemekle
ontolojisini meydana getiren niteligine, yakinlastigi noktalarda giizele yaklasiyor. Jeff
Koons'un parlak, cilali yiizeyleri tipki bir ara icinde yer aldigi Versailles sarayinin Barok’'una
yakin bir Gslup icinde kalarak gtizeli vurguluyor. Ayni sekilde dénemin hemen hatirlanan bir
dider spekiilatif ve spektakuler ismi Damien Hirst de kelebeklerle olusturdugu diizen icinde
gene Barok bir estetik sergiliyordu.

Tarkiye'de Gretilen giincel sanat bu ¢izgiyle paralellikler ¢izmedi. Daha aykir bir yol izledi.

Kabul etmek gerekir ki, Tirkiye'de Gretilmis gdrsel sanat, cesitli tarihsel ve kiilttirel
tesirler altinda, daha ziyade anlatimla (narrative) ilgilidir. Asirlarca ihmal edilmis bir gdrsel
oykilemecilik, klasikle hi¢ temas kurmarmis bir izden yiriyerek ortaya ¢iktiginda hegemonik
olur. Tirkiye'de Osmanlrda baslayan gorsellik bu yoldan gelisti. Cumhuriyet doneminde
elbette zaman zaman soyut olani denedi. Cok basarili drnekler de sergiledi. Fakat bu alanda
hicbir zaman sistemli bir kararlilidi olmadi. Ornedin ne Paris Okulu bu manada yakin geldi ona
ne de Amerikan Soyut resmi. Oykdlemeci-figiirasyon sonuna kadar badli kaldii tek anlayis
oldu.

Bununla birlikte o resimde bishiitiin ileriye tasinmis, bir u¢ noktaya gotiriimis estetigi
aramadi. Askinsala bir anlayisla bitiinlesmemis yle bir tavrin bu yonde direnmesi zaten
beklenemezdi. Buna bir de s6z konusu anlatimcilidin siyasal olani kusatma ve onun arkasinda
kalma ¢abas! eklenince estetidin ¢ok uzaklastidi bir gdrsellik kendisini 6ne tasid.

2000lerin gorsel tercihleri bu anlayisin disinda bicimlendi. Sanatin kendisine 6zqi bir
ontolojiyle biittinlestiginin neredeyse iyice “6drenilmesinden” sonra, toplumsal kuram
icinden bicimlenen sanatin disinda kalan bitiin ifade arayislar damitilmis bir estetige veya
estetik hir damitima yoneldi.

Semerciodlunun metal bir yizey olarak tasarladid isinin 6teki kutbunda yer alan
Osman Din¢’in isi neredeyse timdiyle farkl kaygilari tasiyor. Ding neredeyse kirk yillik bir
gecmiste hacim estetigi dretiyor. Heykele tamamen yabana bir kiiltirde bir kutbunu Aksel'in
olusturdugu bayik dondistarict cabanin dider bir kutbu da Ding olarak gdrilebilir. Aksel'in
daha sorunsal ve her zaman politik olmus isine karsilik Din¢, Arte Povera’va yakin duran bir
anlayisla daha metafizik diizlemleri benimsedi. Her zaman lirik ve daima pastoral bir yani olan
bu calismalar cogu zaman biyik demir bloklarin olusturdudu formlar halinde tecessim etti.
Demir Din¢’te sadece bir malzeme olarak dedil, ifadenin 0z, yapitin kendisi, hatta dykusi
olarak yer aldi. Demirin yani sira cam ve tahil gene Din¢’in yapitini olusturan hem malzeme

end of an era. The people had once again put an end to a certain way of doing politics at the
ballots. The Ak party would win the following elections again by increasing its votes.

The cultural structure of the period was being shaped under these conditions. For all its novel
attitude and conduct, the Ak Party was not embraced by the urban, settled, high income,
and relatively older section of the society. The society had been driven towards a very sharp
polarization. The urban mass could distance itself from the urban texture, which was rapidly
changing as a result of also population pressure, only by shutting itself in gated communities
and residences. In the meantime, it should be acknowledged that, especially after 2011, the
government had begun to reflect its cultural preferences rather assertively on everyday life.
And this was the factor that caused the tension to turn into a conflict.

Eventually, successive demands for more power began to strain the system. These were
indeed culture-based pursuits. The abortion debate, the demolishing of a statue in Kars, then
the bringing of the state theaters into question and the government’s assertion that it would
close down these institutions, the decision to demolish the Atatirk Culture Center, and the
desire to build a mosque in Camlica were the forerunning causes of these confrontations.

The dispute reached a climax with the designs to replan the Taksim Square, which has
always played a critical role in the social and political culture of Turkey. With the designs of
the government to build a mosque and the replica of bygone barracks belonging to the late
(Ottoman period - the remnants of which were removed long after the thing itself was gone
- and with the following attempt to demolish the Gezi Park for that end, the tension turned
into violent clashes between masses and the police. This caused the circles that had stood
by the Ak Party and formed coalitions with it for various reasons to incline away from it. The
government had reached its current power with a supporting coalition. But now it was losing
those elements.

This cultural division of the period brought along discussions regarding conservative
aesthetics. The central point of these discussions that surfaced after 2011 was the cultural
preferences of the government that were situated around the concept of conservatism. These
preferences were hased on an imagined conception of the past. This consciousness of the past,
which was in a very interesting manner fabricated with the help of television series, had no
relation at all with the reality experienced at any period of the Ottomans. This past, which was
underlined with the concept of ‘Ancestors’, was a complete fiction. On the other hand, while
the Ottoman culture was courtly culture at both institutional and material levels; in the current
context, it was based on a notion of popular culture and, its production for the masses was the
target. It was obvious that this was a flat contradiction and a situation that did not accord with
reality.

As a result, the culture of the period quickly lapsed into theatricality. The transformation

of life into a setting and the perception of that setting as reality was a problem by itself. For
instance, the gated communities and even satellite towns built for the conservative bourgeoisie
were based on an extremely eclectic visuality. The architectural projects were displaying the
effort to construct the Ottoman Bosphorous or, for instance, Venice. The same was also valid
for the Western bourgeoisie. They were associating the skyscrapers they build as the symbol of
a new finance capital, with the visuality of post-modernity disseminating futuristic and high-
tech impressions. It was definite that architecture was transporting the period to a completely
fictional and imaginary ground.
The final stage of this formation consisted of urban transformation in the broadest scope.
Especially Istanbul, but also other large cities, was undergoing a rapid transformation.
Speculative real estate profits was a phenomenon that put its stamp on the period. This
phenomenon went hand in hand with the endeavors to gentrify various neighborhoods; the
urban texture was changing beyond recognition. The transformation of an urban texture like
that of Istanbul with such vengeance by a government that claims to be conservative and
constantly identifies itself with the past was a situation hard to understand, yet striking in
terms of exposing both the zeitgeist and the government’s mentality.

Vi

In the artistic field the period corresponded to ‘stretching out beyond the borders’. The
interaction occurring at various levels, like the expos and museums, had significantly changed
the course of contemporary art in Turkey. The emergence of new institutions and galleries, and
finance capital’s inclination towards art had an aspect that swiftly reshaped artistic expression.



son 20 yilin heykel dykiisiine bu defa Semerciodlu-Ding-Aksel iliskisini getirebiliriz. Bu ayn

zamanda 1990larda Tirkiye'de yasanan “demir ¢adi”nin da bir oykistdir.

Vil

Bdyle bir alginin nerede digiimlendidini irdelemek bakimindan Bayrakodlu'nun yapiti
son derecede dnemli. Bayrakoglu, cok 6zgin bir teknikle viicuda getirdidi yapitinda elbette
bir yandan fotorealist bir hassasiyete yoneliyor. Yanlis olan bu gerceklidin tersini distinmekti.
(iinki, baska ozelliklerinin yaninda fotorealizm ayni zamanda duyarli bir estetik olusturma
cabasidir. Parlak, neyi 6zne olarak alirsa alsin arinmis bir yiizey iceren, dikkatle kotarilmis,
damitik yiizeylerin nihai bir estetikle bitiinlestigi aciktir. Bu 6zelliklerin tmi Bayrakoglu’nun
resminde de mevcuttur. Bir “puzzle” mantidiyla olusturulmus ve ayrica anlamlar iceren
teknidin otesinde Bayrakoglu sergide ver alan yapitinda gtizel bir kadini gdsteriyor hize.

Bu yapit da digerleri gibi ikili bir anlama sahip. Bir defa, biitiin salonu dolasan kadin
imgesine ayri bir génderme olusturuyor. Topcuodlu'nun trajik Avrupa’si, Koc'un mahcup
Veniis't, Elhan’in donistiirtlmis bedenleri, Moralin hamamindaki kadm, Ozgir'an gene
dondsen kimlikleri bir ping-pong topu gibi kadin imgesini siirekli olarak iki kabine arasinda
dolastirnrken Bayrakoglu'nun kadini bu stireci noktaliyor. Buradaki kadin Batili, kendisine
donik, gizelligini vurgulayan bir kadindir. Daha fazla donismeye kapalidir. Dolayisiyla
salonda alttan alta dolasan sinamali erilligin tam karsisinda yer almaktadir. “Pozu” ise
erilligin icerdidi gizli kadin korkusuna yanit olusturmaktadir. Gercekten de meydan okuyan,
hatta sorgulayan bir kadin vardir ortada ama bu tavrt hichir politik tutuma dayanmamaktadir.
Bir manada Venis'dn ve Europa’nin gincel uzantisidir. Onlarin icerdigi trajidi ancak
suskunluguyla dile getirmektedir. Ayrica Tarkiye'deki gorselligin cok sorunlu bir iliski kurdugu
“portre” anlayisina cepheden bir yanit olusturmaktadir: mahcup Venis ve meydan okuyan
kendisini, alk erotizmiyle vurgulayan kadin!

Bu resmin kendisinde sakli olan estetidi kadin goriintisi Gstiinden ve cinsellikle
butiinlesmis olarak ifade etmesiise karsimizda duran portrenin ikinci islevidir. Kadin bedeninin
mahcup Venis'e de kaynaklik eden Knidos Venis'inden bu yana “estetik kadin bedeni”
imgesiyle 6zdeslesmesi Batili tahayyilde zaten dodal durumdur. Dogulu bilin ise buna
kapalicir. Ramazan Bayrakodlu, giizel kadini kendisine ait hem sodukluk hem de suhlukla
ortaya koyarken mesela Ferhat Ozgdr'an videosundaki yipranmis ve gerek bu anlayisa, gerek
kendisine gerekse izleyiciye yabancilasmis bedeni de dolayl olarak isaret ediyor. Gene de asil
maksadin gizel olanla bir irtibat arayisi oldudunu ayrica belirtmek gerekmez. Bir resim son
kertede resimdir. Onun giizel oldugunu ve giizel bir imgeyi icerdigini sdylemek de Freud’un
“bir puro bazen de sadece bir purodur” séziini animsatan bir dogrudanlik iceriyor.

Btin bunlarin 6zeti serginin bu katinda yer alan iki yapitta saklidir. Bunlardan biri
Yasam Sasmazer'in kaskati kesilmis kiz cocudu (veya geng bir kadin) heykelidir. Sasmazer’in
figirlerini baska bir yazida “diinyanin en iyi yenilen insanlar” diye nitelendirmistim. Bu
“venilgi” bu sergide yer alan iki yapitinda (dideri bir oglan cocugu ve dylesine saskin durup
bakiyor...) actkca disavuruyor kendisini. O kaskati kesilmislik bu sergi katinda yer alan ana
kavramlarindan biri olan (sorunlu) erillik meselesinin neredeyse a contrario (tersinden)
vurgulanmasidir. Belki de her seyin kaynadi o donukluk, o “katelepsi” ve onunla temsil edilen,
onunla i¢ ice bulunan erillikler (masculinities). Gencebay’da dahi gértilen, futhol kitlesinde
0 vahsete ragmen sakli olan erillikten kadinlida akan baskiyi ve dehset duygusunu Sasmazer,
son derecede trajik bir dinamizmle dile getiriyor. Oteki, heykel ise bu kavramlarin dibinde
yatan cok daha hassas hir baska saptama: erkek kinlganlid... Biitiin bu seri oradan haslayarak
okunabilir. Gergin, trkmis, caresiz ve hizla agresif hale gelecek bir oglan cocugu o. Oglanlik
bir gecis donemidir. Erilligin yari bilincli yar bilingsiz kesif sahasidir. Bu nedenle de en hassas
donemdir. Sasmazer, bu katmanlar hem trajik hem de teatral ve anlatima bir dslupla
somutlastiryor. 0 oglan cocudunun gelecedi diger yapitlarda aranabilir.

Onun karsisinda ver alan Inci Furni resmi ise Sasmazer'in bicimlendirdidi “oglanin”
gelecedini insa eden mekani gsteriyor: erkek berberi. Furni'nin yapitindaki bicimsel dzellikleri
ayrica ele alacadiz fakat burada o yapitin 6ne cikardigi vurgu gene erillikle kurdugu iliskidir.
Berher, son derecede hassas bir kavram ve belki de Tiirkiye'de tstinde hi¢ distindlmemis bir
olgu. Berber insanin arindid bir mekan. Erkeklidin saklanmasina da bir l¢tide imkan sagliyor.
Berherde erkekler tiras olarak gdstergeleri olan tiiylerinden ariniyorlar. Bir tir uygarlasma
asamas berberler. Ama kategorileri var: damat tirasi, asker tirasi! Her ikisi de gene erkeklige
gecisin kiyilar. Buna haska bir imge daha eklemek gerek: ustura! Tiras ustura veya hicakla

Especially a younger generation was distinguishing itself under these conditions. This ‘new art’,
which had nothing to do with the dominant conservative aesthetics, was showing the effort
to introduce the new possibilities of expression, which were closely related with politics and
shaped in the previous decade, this time into a new aesthetics. The new aesthetics contained
parallelisms and contacted with urban architecture and the new formal dynamics of building
architecture. This was the discovery of a new aesthetics. The beautiful, in this period, attained
the quality of being one of the most important tools of art.

At this point something should be discerned. Contemporary art, which is essentially
political, shaped from within the contemporary and is in a dialectical interaction with it,
does not have an obligation to be absolutely beautiful. Contemporary art is not after the
Renaissance or, for that matter, Baroque sense of the aesthetic or the beautiful. It is even
possible to argue, by pushing this line of thought a little further, that neither contemporary
art is directly interested in the beautiful. Since the mid-1990s, the concept of ‘abject” has been
serving as one of the intersection points of social theory and contemporary art. The abject,
just like the uncanny, was a key concept of the time and it was concerned with daring the
undareable. Itis impossible to define an understanding that is situated around these concepts
as particularly ‘beautiful”.

However, another dimension at which the beautiful manifests itself in contemporary art
can be mentioned at this point. Contemporary art approaches the beautiful at moments when
it verges on the Baroque, and that highly sophisticated quality of Baroque that constitutes its
ontology by way of constantly deferring the truth. The shiny, polished surfaces of Jeff Koons
emphasize the beautiful by way of adopting a style similar to the Baroque of the Versailles
Palace in which they were once placed. In the same way, Damien Hirst, another speculative and
spectacular name of the period who instantly comes to mind, was also exhibiting a baroque
aesthetic in the arrangement he has made with butterflies.

The contemporary art produced in Turkey did not show parallelisms with this line. It followed a
divergent path.

[t should be acknowledged that the visual art produced in Turkey, due to various historical

and cultural influences, is rather concerned with narrative. When a visual narrative, which has
been neglected for centuries, emerges from a path that has had no contact with the classical
it becomes hegemonic. In Turkey, visuality that began in the Ottoman era, developed through
this line. In the Republican era, it occasionally attempted at the abstract. It displayed very
successful examples too. However, it never had a systematic tenacity in this field. For instance,
it did not feel an affinity for either the School of Paris or the American Abstract art. Narrative-
figuration has been the only view it adhered to the end.
That said, it did not search for the aesthetic carried to the edge, taken to the ultimate point
in that painting. Anyway, it could not be expected of such an approach not blended with a
transcendentalist conception to resist in that direction. Besides, once the effort of the narrative
art in question to encompass and remain behind the political was added to this, a visuality
(uite remote from aesthetics became prominent.

The visual preferences of the 2000s were shaped outside this conception. Once it was
almost thoroughly ‘learned” that art belonged together with an ontology peculiar to itself,
all quests for expression remaining outsice the art shaped from within social theory, inclined
towards a distilled aesthetic or an aesthetic distillation.

Osman Din¢’s work, which is placed at the opposite pole of Semercioglu’s work designed in
the form of a metal surface, assumes almost completely different concerns. Ding is producing
an aesthetics of volume in a past of almost forty years. If Aksel constitutes a pole of the grand
transformative effort in a culture that is almost completely foreign to sculpture, then Ding
can be regarded as the opposite pole. In contrast to Aksel’'s more problematic and always
political work Din¢, with an understanding that has affinities with Arte Povera, embraced rather
metaphysical levels. These works, which were always lyrical and had a pastoral side, were most
of the time embodied in the forms made up of big iron blocks. Iron works in Ding not only as
a material, but also as the essence of the expression, the artwork itself, and even as its story.
Besides iron, glass and cereal as well functioned as both material and essence. Thus we can
introduce the Semercioglu-Dinc-Aksel relationship to the story of the sculpture of the last 20
years, which we had previously viewed along the line of the Aksel-Din¢-Sasmazer relationship.
This is at the same time a story of the ‘Iron Age’ lived in Turkey in the 1990s.



gerceklestiriliyor. 0 bicaklar/usturalar cok yakin bir tarihe kadar berberlerin stinnet yapmak
icin de kullandigi araclardi. Dolayisiyla berber ayni zamanda stinnetciydi. Boylelikle berber
imgesi de, fiili olarak berbere gitmek de, stinnet olmakla, stinnet edimiyle i¢ ice gecirir insani,
belki bilincinde belki biling disinda. Stinnetin ise, dinsel rittiel bir yana, travmatik etkisi ayrica
irdelenmeyi gerektirse de icerdidi hakikat bakimindan sorgulanamaz: erkeklik ancak stinnetle
mimkandir, ¢ink bu kiltdrde sinnet olan erkek olan diye algilanir.

Bu agidan bakinca Sasmazerin “donmus”, Urkmtis odlaninin duygusuna bir kaynak
bulabiliyoruz. Hele o oglanin Furni’nin “erkek berberi”nin karsisinda durdudu anlasilirsa.
Furni’nin bir berber salonunu gdsterirken basit ve nétr bir ic mekani yapitina 6zne olarak
secmedidi muhakkaktir. Furni, tim bu dedindigimiz olgularin bicimlendirdidi bir “cerceve”yle
ve bir biling durumuyla mesgul olmaktadir. 0 biling¢ durumunun ic mekani, onu kurgulayan
kiiltarel alandir tablosunun belkemidi. Dolayisiyla “erkek berberiyle” hamamin ve
Gencebay’n birlikte yer aldidi bir mekan hir donemin Grettidi gorsel bilincin nelerin tstiine
edildigini de ortaya koymaktadir. Neticede erkek berberi Tirkiye'de erilligin arka planinda yer
alan “kastrasyon kompleksinin” somut mekani ve ona badl korkularin kaynadidr.

Sergide tam karsi planda yer alan Giilay Semercioglu ise dider yapitlart bir kere daha ait
olduklari ve Gizerine egildikleri estetik planda sinayan bir diizlemdir.

Semerciodlu, bir coklu estetik olusturuyor “tuval heykellerinde”. Semercioglu da son
kertede bir yiizey estetidi meydana getiriyor. Bunlar son derecede giizel yapitiar. On planda
baska hichir stze yer birakmayacak Olclide giizel bu yapitlar. Ve tellerle olusturulmus
diizlem estetikleri. Ne var ki, tel bir hoya degil. Bir “nesne”. 0 nesnenin tasinarak tuvalde
bir yiizeye dondistaralmesi Semercioglu'nin yapitlanni coklu estetik diye adlandirdigimiz bir
konuma eristiriyor. Bu yapitlarr birer “resim” olarak gérmek kabil. Fakat malzemelerinden
hareket ederek bunlarin birer yiizey heykel oldugu da sdylenebilir. S6z konusu ozellikleriyle
de bu “tuval heykeller” diger yapitlarin icermedidi bir dile sahip. Bu dil hichir figiirasyon
barindirmiyor. Hayli abstre bir sdyleme sahipler. Genel olarak bakildiginda s6z konusu
soyutlamanin da uzak figtirlerle, figlr anistirmalanyla iliskisi kurulabilir. Ama bu bir zorlama
olur, Oziinde soyutlanmis diizlemlerle karsi karstyayiz. Bu nedenle de mutlak hir estetik
{iretmekte 6tekilerden daha fazla 6zgirler.

Bu estetik ve icerdidi “gizel” yukarida ele aldigimiz estetik tercihle ortiisiyor. O niteligiyle
de kltrler arasinda dolasan bir zgiillik tastyor. Geleneksel planda bakilirsa Semercioglu’'nun
estetigi hizla Dogu stslemeciliginin ve o anlayisin dayandidi modulasyonlarin bittigi yerde
basliyor. Giderek ilk bakista hig iliskisi yokmus gibi dursa da mesela Bayrakoglu’nun yizeyde
olusturdudu estetigin diliyle kosutluklar gosteriyor. Mutlak giizel olanin belli bir ontoloji
Gstiinden elde edilmesine dayanan bu ¢aba, estetigin kendisine ait “devrimci” 6ziiyle i¢ ice
geciyor. Tipki Seydi Murat Ko¢'un gorselligini dstiine isledidi yiizeyi amorf hale getirerek ona
yeni bir anlam katmani eklemesi gibi.
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Gercekten de 2000°li yillarin sanati bu kavrami kendisine esas aldiktan sonra biishiitiin
rahatliyordu. Bu durum Tiirk Popu adini verdigimiz bir olusum icinde kendisini gosterdi.

Tark Popunun Amerikan pop sanatiyla kurdugu diz ve ters bir iliski soz konusuydu.
Amerikan Popu uzun yillar devam eden Gc hiyik akimin hayli yordugu gérsel bilince
yonelikti. Bu (¢ akim Amerikan Soyutlamaci resmi, Minimalizm ve Kavramsal sanattl. Belki
Kavramsal sanatin Pop sanatla kronolojik olarak i¢ ice gecen bir yani da vardi. Bununla birlikte
minimalizmin ve yerlestirmelerin daha genis bir planda ve kamusal bilincte kavramsal diye
nitelendirildigini biliyoruz. Pop sanat ansizin icerdigi gérintiiler, gindelik hayat, siradan
yasamlar ve ikonalarla ic ice gecerek olusuyordu. Deterjan kutularindan populer kiilttir
ikonalarina, ¢izgi romanlardan i¢ mekan gériintilerine kadar anlatima ve “hos” resimlerdi
bunlar.

Tiirkive'de benzeri bir durum ortaya ikt 2000’lerde. Yeni hir kusak kavramsal sanatin
ve politik olanin zaman zaman glic, zaman zaman sert cizgisinden uzaklasarak ¢ok daha
anlatima, figiratif bir dokuyu hizla gelistirmeye basladi. Ne var ki, bu popun Amerikan
popundan ayrildigi bir nokta vardi. Bunlar da 6ncelikle son derece giizel, cekici, hos yapitlard.
Hatta giizellik bu yapitlar icin dnde gelen bir kaygiydi. Ne var ki, bu yapitlarin cok biyik bir
bolimi kadin sanatgilar tarafindan gerceklestiriliyordu ve o bilince ait bayik bir elestirellik
iceriyordu. Erkek sanatcilarin da gene kesin olarak daha kolay okunan ve izleyeni zorlamayan
bu kanavaya verlesen vyapitlarinda ayni elestirelligi bulmak zordu. Dolayisiyla Tiirk Popu,
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Bayrakoglu's work is extremely significant in terms of analyzing where such a perception
knots. Bayrakoglu certainly inclines towards a photorealist receptivity in his work, which he has
created witha rather unique technique. What was wrong was to think otherwise. Since, besides
its other properties, photorealism is also an attempt at establishing a sensitive aestheics. It is
evident that shiny, carefully dished up, distilled surfaces, that are purified regardless of what
they take as their object, are fused with an ultimate aesthetic. All of these properties are
present in Bayrakodlu's work as well. Beyond the technique that bears additional significances,
in his work displayed in this exhibition, and which has been produced with a "puzzle” logic,
BayrakodIu shows us a beautiful woman.

This work, just like the others, is also equivocal. First, it entails another reference to
the woman image that circulates the entire hall. While Topcuoglu’'s tragic Europe, Ko¢'s
Modest Venus, Elhan’s transformed bodies, the woman in Moral’'s hammam, 0zqiir's again
metamorphosing identities ceaselessly send the woman image back and forth like a ping-
pong ball between the two cabinets, Bayrakodlu's woman completes this process. This
woman is a Western, self-centered woman who stresses her beauty. She is closed to further
transformation. Therefore, she is situated in exact opposition to the probational masculinity
that subtly traverses the hall. As for her ‘pose’, it is a response to the latent gynophobia
inherent in masculinity. Indeed, there is a challenging, and even questioning woman in
view; yet this attitude of her's is not based on any political position. In a sense, she is the
contemporary extension of Venus and Europa. She expresses the tragic embodied by them
solely by her silence. Besides, it constitutes a frontal answer to the notion of ‘portrait’, with
which the visuality in Turkey forms a very problematic relation: the Modest Venus and the
woman who underlines her challenging self with her explicit eroticism!

As for the expression of the aesthetic, intrinsic in this painting, through the woman image
and as merged with sexuality, it is the second function of the portrait we are facing. The
identification of the female body with solely the image of ‘the aesthetic female body’ since the
Knidos Venus, which is also the source of the Modest Venus, is already in the nature of things
for the Western imagination. This notion, however, is foreign to the Oriental consciousness.
While Ramazan Bayrakodlu exhibits the beautiful woman in her coldness and allure, he also
indirectly points to, for instance, the age-worn bodies, which are estranged from the viewer as
well as from themselves, and foreign to this notion, depicted in Ferhat Ozgir's video. Still, itis
not necessary to additionally indicate that what is at stake here is the quest for a contact with
the beautiful. A painting, in the last instance, is a painting. And to say that it is beautiful and
contains a beautiful image entails an immediateness reminiscent of Freud’s saying ‘Sometimes
apipe is just a pipe’.

The summary of all this is hidden in two works that are placed in this floor of the
exhibition. One of them is Yasam Sasmazer’s sculpture of a stiffened girl (or a young woman).
Inanother piece | had described Sasmazer’s figures as ‘the best defeated people of the world’.
This ‘defeat” is explicitly manifest in both of her works (the other one is a boy exhibited in the
window and he is just standing with a silly look on his face ...) displayed in this exhibition. That
stiffened state is almost an opposite emphasis of the (problematic) masculinity issue, one of
the main concepts of the floor. Maybe the source of everything is that dullness, that ‘catalepsy’,
and the ‘masculinities that are represented by and intertwined with it. Sasmazer depicts the
oppression and sense of terror that flows from masculinity - which is deeply latent and indirect
in Gencebay, vet revealed with violence in the football mass - to femininity with an extremely
tragic dynamism. As for the other sculpture, the one that is in the window, it is another, much
more delicate, determination that underlies these concepts: male fragility. The entire series
can be read starting from here. He is a tense, terrified, and desperate boy who will easily
turn aggressive. Boyhood is a transition period. It is the semi-conscious, semi-unconscious
discovery field of masculinity. Therefore, it is the most sensitive period. Sasmazer materializes
these layers with a tragic, theatrical, and narrative style. The future of that boy can be searched
forin the other works.

Inci Furni’s work shows the place that shapes the future of the ‘boy’ formed by Sasmazer:
the barber. We will separately dwell on the formal properties of Furni’s work; however, here
the main emphasis is again on masculinity. The barber is an extremely delicate concept, and a
phenomenon mayhe never reflected onin Turkey. The barber is a place where you are purified.
[t also provides opportunity to a certain extent for manhood to hide. In the barber, men are



Amerikan popundan hayli farkli olarak bir yandan anlatimcr ve ifadeci bir resim, bir yandan
elestirel bir resim, nihayet hir yandan da estetik bir resimdi.

Haluk Akakce bu olusumun kaynak kisisiydi. Akakce 1990’larin ortasindan baslayarak
ortaya koydugu ve zengin bir yelpazeye yayilan yapitlarinda bir yandan hareketli goriintiler
bir yandan yerlestirmeler bir yandan da yiizey estetigiyle cok farkli ve hizli bir estetik
olusturdu. Neredeyse Tanrisal denebilecek bir maharetle hicimlendirdidi cizgisi o giine kadar
benzeri olmayan bir soylem gelistirdi. Hareketli gdriinttilerinde kullandigi ortamin da verdigi
olanaklarla soyutlayarak muhayyel diinyalar kurmayr basardi. S6z konusu yapitlar cogu
zaman belli bir desenin ic ice gecmis modulasyonlarina dayaniyordu. Sadece estetik olarak
dahi bunlar miitkemmel ve son derece arinmis gérselliklerdi.

Yiizey estetiginde ise zaman zaman gercekusticti denebilecek hir imge dizlemi kuruyor,
fakat cok guicli desen yetenedinin verdidi imkanlarla tuval yiizeyinde dissel, cagrisima agik,
sasirtict, zaman zaman ironik bazi imler ve imgeler olusturuyordu. Giicli bir emprovizasyon
yetenegiyle tuvalin kusursuz bir dengeye ulastinimasi basarisinin bir baska hazirlayic
etkeniydi. Bitin bunlarin sonunda Akakce yepyeni bir gorsel metin yaratiyordu. Canli,
hatta Barok renklerin 6zgtirce kullanildigi bu gdrsel metinler kisa strede yarattiklar “pop”
atmosferle yeni bir kusadi arkasindan stirakledi.

Bu sergide de ver alan tablosunda ayni ozellikleri gérmek mimkin. Dolayisiyla
Akakge’nin serginin girisinde fakat ikinci kabinede yer alan yapiti sirt sirta durdugu Seckin
Pirim’in cok cekici bir estetikle biittinlesmis ve iki dev kulagi yansitan heykelinin de temelinde
ver alan estetigin uzak bir kurucu akrabasi nitelii tasiyor, Inci Furni’nin, yukarida dedinip
erteledigimiz, estetidinin kaynadini hazirliyor. Bunlar birbirinden etkilenmis yapitlar degil.
Kesinlikle dedgil. Cok farkli zamanlarda ve kosullarda olusturulmus, cok farkli ozellikler iceren
yapitlar. Sadece Wittgenstein’in deyimiyle “aile anistirmalarindan” (family resamblances)
s0z ediyoruz ki, Furni, bu yaptigimiz Tiirk Popu tanimini, “erkek berberi” tuvaliyle neredeyse
kusursuz bicimde ornekliyor: elestirel ve gizel.

Pirim ise Tirkiye'de neredeyse tepeden tirnada eksik oldudu soylenebilecek bir
alanda, heykel alaninda, yani hosluk estetiginde, iic boyutlu estetikte cok 6nemli bir isim.
Pirim’in heykellerinin de son kertede heykel olmalarinin yaninda hir de yiizey estetigi
boyutu var. Kendilerine ait planlarda bakildiginda bu yapitlar renkleri, islenis bicimleriyle
bu tanimladigimiz estetik cerceveye oturabiliyor. Son derecede ¢ekici bu yapitlar giclerini
sadece kusursuz formlar ve ktleler olusturmaktan degil bir de o dzellikleriyle buttnlesen
alimhliklarindan sadliyor. Bunlar acikca “resim” olarak da gorilebilecek hacim estetikleri.
Nitekim serginin giris planinda ver alirken birlikte oldugu Ersan Deveci’nin tuvaliyle bir
biitainliik olusturuyor. ikisi de, gene cok farkli dzellikler tasisalar bile, estetiklerinin kurdugu
uzak akrabalidi birlikte cogaltabiliyor.

X

Akakee’nin diline yakin bir is Hiseyin Caglayan’in videosu. Cadlayan' videosu, ayni
zamanda bir tasarimal olan bu sanatcinin ok ilging gondermelerini iceriyor. Neredeyse diissel
bir dinyanin, bilimkurgusal dykisind anlatiyor bize. Ya da anlatirken anlatmiyor. Yakin
plan “insan” goriintleriyle videonun icerdii tasarimsal nesneler arasinda kosutluklar ve
tamamlayict iliskiler var. Videonun bize yakin gelen insan gériintiileri de o bilimkurgu mantigi
icinde ve o anlayisin icerdigi metaforik diizlemde eriyor.

Sonunda bize ait sandidimiz ama bizimle ilgisi olmayan bir evreye variyoruz. Bu estetigin
kendine ait soyutlamasinin hasladidi katmandir. Estetik de bize ait, bize ait oldugunu
sandigimizama bize degil kendisine ait olan bir gercekliktir veya bir soyutlamadir. Caglayan'in
yaprtinin gict bu olguyu somutlastirmasinda ve kusursuz bir estetidi cok dinamik bir planda
yaratmasindadir. Bu kurgusalligin icerdidi tanidik yabanalik Akakce’nin yapitindaki tanidik
yabancilikla ve bir duvarla ayrilsalar da bir sira halinde art arda duran Deveci ve Pirim’de
bitin 6zgil farklarina ragmen devam eden hir olgudur. Gizelin etkileme giiciinden ve
soyutlama kudretinden kaynaklanan devrimciligini saptayan diizlem de budur.

Bu plandaiki yapit s6z konusu estetidin cok farkli iki imgesiyle biittinlesiyor ayni mekanda.
(adlayan’in yarattigi diissel diinya Murat Germen’in ve Serkan Taycan’in yapitlarinda ok
sasirtict bir plana tasiniyor: kent!

Kent son ¢oziimlemede bir mekan. Ama kent mekani hilimkurgusalliga en acik olan
duzlemayni zamanda. Ciinkdi, kent kamusallidin ve onunlailiskili tim kavramlarin i ice gectidi
bir alan. Devlet, otorite, disiplin, ¢atisma, 6zgirlik, sermaye, miidahale ve direnis kentsel

purified from their hair, which is their signifier, through getting shaved. Kind of a stage of
civilization are the barbers. But there are categories: groom cut, crew cut! Once again, both
of them are shores of the passage to manhood. One more image should be added to this:
the razor! Haircut is executed with a razor or a blade: those razors and blades were, until very
recently, tools used by barbers also for crcumcising. Therefore, the barber was at the same
time the circumnciser. Thus both the barber image and literally going to the barber engages
one in being circumcised, and the act of circumcision - maybe in one’s consciousness maybe
in one’s unconsciousness. Leaving aside the fact that it is a religious ritual, the truth entailed
in circumcision is indisputable, even if its traumatic effect requires further analysis: manhood
is only possible through circumcision because, in this culture, the one who is circumdised in
perceived to be man.

From this perspective we can find a source to the feeling of Sasmazer’s dull, and terrified
boy. Especially if it is understood that that boy stands just across Furni’s ‘barber’. It is obvious
that by displaying the harbershop Furni does not choose a simple and neutral interior as the
subject of her work. Furniinvolves herself with a ‘framework’ shaped by all the phenomena we
have mentioned and with a specific state of consciousness. The interior space of that state of
consciousness, the cultural space that constructs it, is the backbone of her painting. Therefore,
a space in which the ‘barber’, the hammam, and Gencebay take place together also reveals
what the visual consciousness produced by a certain period dealt with. After all, the barber is
the physical space of ‘the castration complex’, which occupies the background of masculinity in
Turkey, and the anxieties emanating from it.

As for Gilay Semerciodlu’s work, which is placed just at the opposite wall, it functions as a
plane that once again tests the other works against the aesthetic ground they address and to
which they belong.

SemerciodIu’s ‘canvas-sculptures” convey a multiple aesthetics. Semerciodlu, in the last
instance, produces an aesthetics of surface. These are extremely beautiful works. They are
beautiful to the extent that they leave no space for further remarks in the foreground. And
an aesthetics of planes made up of wires. However, wire is not paint. It is an ‘object’. The
transportation and subsequent conversion of that object into a surface on the canvas elevates
Semerciodlu’s works to multiple aesthetics. It is possible to think of these works as ‘pictures’.
However, based on their materials they can as well be defined as surface sculptures. It can be
argued that by way of this property of their’s, these ‘canvas-sculptures’ attain a language that
is lacking in the other works. This language does not harbor any kind of figuration. They have
a highly abstract discourse. From a general perspective, the abstraction in question could be
associated with remote figures and allusions to figures. However, this would be far-fetched.
In essence, we are faced with abstracted planes. Therefore, they are freer than the others in
producing an absolute aesthetics.

This aesthetics and the ‘beautiful’ involved in it correspond to the aesthetic preference
we have tackled above. And as such, it maintains a specificity that travels across cultures. At
the traditional level, Semerciodlu makes a quick start where Oriental ornamentalism, and
the modulations it depends on end. Gradually, it shows parallelisms with, for instance, the
language of the aesthetics Bayrakoglu composes on the surface - even though at the first
glance they seem to have no connection at all. This attempt, which depends on the attainment
of the beautiful over a speific ontology, intertwines with aesthetics™ own ‘revolutionary’
essence. Just as Seydi Murat Ko¢'s addition of a new layer of meaning to the surface on which
he executes his visuality by way of rendering it amorphous.
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Indeed, the art of the 2000s was relaxing altogether once it predicated itself on this
concept. This situation manifested itself within a formation called Turkish Pop.
Turkish Pop related to American Pop both lineally and inversely. American Pop was aimed
at a visual consciousness, which was rather exhausted by three movements that have lasted
for years. These three movements were American Abstraction, Minimalism, and Conceptual
art. Possibly, Conceptual art had also a strand that chronologically overlapped with Pop
art. In addition, we know that minimalism and installations are qualified as conceptual in
a broader perspective and in the public consciousness. The images Pop art suddenly seizes
were springing from everyday life, ordinary experiences, and icons. From the detergent boxes
to popular culture icons, comics, and pictures of interiors these were narrative and ‘pretty’
pictures.



gercedin icinde ver aliyor. Kent toplumsallikla ve sahip oldudu 6zgurlikle otoritenin kesisme
noktasl. Bu nedenle kent gercegin en son noktasidir. Ve gene bu nedenle en son noktasina
erismis bir gercekligin ziddina dontismesine kosut olarak kent gercek disini da en fazla
barindiran diizlemdir. Modernlesmenin ve modernlidin kentle kurdugu iliskinin kaynagini bu
niteligi olusturur. Bilimkurgunun modern dénemde Fritz Lang'in “Metropolis”iyle baslamasi
bu nedenle metaforiktir. Metropolis bir yandan modern olanin sonul noktasini isaret ederken
bir yandan da gerceklik 6tesini isaret ediyordu. Tipki postmodernin Ridley Scott'un Blade
Runneriyla simgelenmesi gibi. Hatta Ronesans’in anonim yapiti ideal Kent tuvalinde de
ayni durum sz konusudur: modern/giincel olanin 1ssiz, terk edilmis, gercekustii bir mekana
dontsmesi o yapitta bu nedenledir.

Murat Germen, cok duyarh fotodrafinda Tirkiye toplumunun son donemde yasadigi
en sert ve en kapsamli sosyo-politik gelismelerin zemini olan Istanbuldan bir gorinti
olusturarak Cadlayan’'in vurguladidi kent ve otesi, yerlesiklik ve Gtesi, gerceklik ve Gtesine
baska bir im duisiyor. Kentsel planda kendisini gsteren ¢ok yogun ve hizli yapilasmanin,
kentsel donistimin, hatta kapitalist donistimin simgesi olan gékdelenleri ters cevirdidi,
hilgisayarla miidahale edilmis ve dylelikle yeni bir gerceklige tasinmis fotodrafinda gercek
olanla elestirel olani biiyik bir maharetle dist ste bindiriyor. Germen’in yapitinin 6nemini
sadece iceridi olusturmuyor. Germen, eldeki teknik olanaklarin gorsellige disardan ne kadar
miidahale edebilecedini de gosteriyor. Bu miidahale imgenin sanallidini cok daha ileri
boyutlara tasiyan sonuglar Gretiyor.

Ne var ki, Germen bu miidahaleyi mesela bir Man Ray veya Rodchenko anlayisiyla dedil,
21. ylzyilin cok farkli mekanikleriyle yapiyor. Bir manada mekanidin kendisine miidahalesine
actk bir alan yaratiyor ki, basarisi bu. Oysa 20. yiizyilin fotograf distiinden gercek disi gornti
yaratma cabasi Kisinin/sanatcinin mekanige miidahalesiyle ic iceydi. Germen bu lineer
yapiyi ters yiz ederek Istanbul’un Haziran ayi boyunca yasadigi biyik sarsintinin kaynagini
teskil eden dinamiklere de bir agilim getiriyor. Bununla birlikte biittin elestirelligine ragmen
Germen’in estetik planda son derece 6zgun bir dil olusturdugunu séylemek gerekir. Ayni
zamanda ok 0zgiin ve soyutlanmis, adeta dokunulmayacak kadar inceltilmis bu estetik 21.
ylzyilin gerek sanat gerekse kentsel dokuya getirdidi ve kacinilmaz olan miidahaleyi de isaret
ediyor.

Serkan Taycan ise bu dontisimii cok daha “dramatik” bir evrede isaret ediyor. Kazilan bir
kenti gorsellestiriyor. Edward Burtynsky’nin gérselligini cagristiran bir yaklasimla olusturdugu
estetiginde insaat alaninin ham ve cok yildinc gorantisind bir insan gercekligine
dondstartiyor. 2000°li yillarda Istanbul’da gorilen biiyik kent patlamasinin adeta anatomisi
olan bu fotograf yalinhdi ve bir o kadar da “karanlidr” nedeniyle olusturuyor icerdidi dramatidi.
Germen’de dahailk bakista gdze carpan arinmislik ve estetikle Taycan'in sertligi bir gercekliin
iki yiiza olarak duruyor karsimizda. Ayni kent, ayni sorunsal ve ifadenin cogullugu demek de
kabil bu duruma.

Buraya eklenecek Giiincii yapit Ansen’in fotodrafidir. Codul estetigin en dnce ¢ikan
adlarindan biri olan ve 2000°li yillarin estetik/giizel vurgulu genel yoneliminin belirleyici
adlarindan olan Ansen’in The Cleaner isimli yapiti biitiin formel dzelliklerinin otesinde
kentsellii cok ayr bir dille kusatiyor. Taycan ve Germen’in altyapisini olusturduklar “yeni
kent”, cam, altiminyum, plastik bir kule halinde yikselirken ve mimari planda kendi estetigini
kurarken Ansen daima ic ice gecirdidi dussellikle gercekligi ayrica son derecede cadal bir
estetikle biittinliyor. Diger yapitlarinda da gérilen bu tutum resimle fotodrafik realitenin,
hatta Cadlayan’da ve Akakce'de gérilen hareketli goriintiiyle imgenin birbirine geisini yeni
bir diizleme tastyor.

Bu Ansen’e kenti onun kiyisindan gelmis hir insanin odadindan gdsterirken yeni bir
estetik kurma olanadini da veriyor. Bir durum veya tutum dedil artik onun gorselliginde ortaya
cikan. Gorselliin icerdidi estetidin niteligi bash basina bir durum olusturuyor. 2000’lerin bu
olanadini burada hir kere daha kaydetmek gerekir. Daha onceki donemlerde durumdan
estetige gitmenin yollari aranirken simdi son derecede geliskin bir estetigin kendisi bir durum
olarak sunuluyor, o estetigin tirettidi durumlar Gstiinde distinmeye itiliyor izleyici. Giizelin
hegemonik gercekligi burada baslyor ama unutmamak gerekir ki, bu gene de son kertede
sanatcinin tercihidir. 0 tercih buglinki sanatin geldidi yeri imlemektedir.

Ozerklidi ve cok giizel olani baska tiirldi yaratmanin olanad da yoktur.

Hasan Bilent Kahraman

A similar situation emerged in Turkey in the 2000s. A young generation, distancing
themselves from the at times arduous and at times hard line of conceptual art and the political,
set about to expeditiously develop a much more narrative, figurative texture. However, this
Pop diverges from the American Pop at one point. At the outset, these too were extremely
beautiful, appealing, and pretty works. Moreover, beauty was a primary concern of these
works. However, a significant majority of these works were being produced by women artists
and they had a critical attitude intrinsic to that consciousness. It was hard to find the same
critical attitude in the definitely much easier to read, less compelling works of the male artists
that belonged to the same canvas. Therefore, Turkish Pop, as rather distinct from the American
Pop, was, on the one hand, a narrative-figurative painting, a critical painting on the other, and
finally, an aesthetic painting.

Haluk Akakce was the key figure of this formation. In his works, which he has been
producing since the mid-1990s and which spread over a wide range of media, Haluk Akakce
formed a very distinct and fast aesthetics with animated videos, installations, and surface
aesthetics. His line, which he has shaped with a prowess that can almost be deemed divine,
brought on an unprecedented discourse. With the possibilities provided by the medium he
uses in his animated videos, he succeeded in constructing abstracted and imaginary worlds.
The works in question were most of the time based on the intertwined modulations of a
specific pattern. Even solely in terms of aesthetics, these were perfect and thoroughly purified
visualities.

In his surface aesthetics he was occasionally constructing an image plane that could be
defined as surrealist; yet, with the possibilities provided by his quite powerful illustration
skills he was composing oneiric, evocative, puzzling, and at times ironic signs and images on
the surface of the canvas. A powerful improvisation ability was another element leading to
success in achieving a perfect balance in the paintings. After all, Akakce was creating a brand
new visual text. Before long a younger generation started following the ‘pop” atmosphere
generated by these vivid visual texts, in which Baroque colors were freely used.

The same qualities can be discerned in Akace’s painting that takes place in this exhibition.
Thus, Akakee’s work, which is placed in the second cahinet of the entrance floor of the
exhibition and back to back with Seckin Pirim’s work, has the character of being a distant
constitutive relative of the aesthetics found also in the foundation of Pirim’s sculpture, which
projects two giant ears and is embodied in a highly attractive aesthetic; it prepares the ground
for Inci Furni’s aesthetic, which we have mentioned in passing. These are not works influenced
by each other. Definitely not. They are works with quite diverse qualities, which have been
produced at very different times and under different conditions. We are only talking about
‘family resemblances’ in Wittgenstein’s words; and in fact, Furni almost impeccably epitomizes
the Turkish Pop we have defined in her painting Experiences at the Barber: critical and
beautiful.

Asfor Pirim, she is anotable name in the field of sculpture, a field almost altogether missing
in Turkey; that is, in the aesthetics of space, three-dimensional aesthetics. Pirim’s works too, in
the last instance, have a dimension of surface aesthetics besides being sculptures. Viewed in
their own grounds these works can fit in this aesthetic framework we have delineated, with
their colors and with the way in which they are treated. These fully attractive works derive their
power not only from constructing immaculate forms and volumes, but also from their charm
embodied in these. These are volume aesthetics that can be clearly seen as ‘paintings’ as well.
As a matter of fact, the work forms a whole with Ersan Deveci’s canvas, which is also placed
in the entrance hall. Both can together proliferate the family resemblances of their aesthetics,
even though they display very different qualities.

X

Awork that has affinities with the language of Akakce is the video of Cadlayan. (adlayan’s
video includes rather interesting references by the artist who is at the same time a designer.
He is telling us the science-fictional story of an almost dream-like world. Or rather, he is
withdrawing in the very instance of telling. There are parallelisms and complementary relations
between the close-up ‘human’ shots and the design objects contained in the video. The human
images that feel familiar also dissolve in the logic of science fiction and the metaphorical level
it entails.

Eventually, we arrive at a stage, which we assume to be ours; yet, has nothing to do with



us. This is the layer where the abstraction peculiar to aesthetics begins. Aesthetics, as well, is a
reality or an abstraction, which belongs to us, which we assume to belong to us, but actually
belongs to itself and not us. The power of aglayan’s work lies in his materialization of this
phenomenon and his creation of an impeccable aesthetic in an extremely dynamic ground.
The familiar strangeness entailed in this fictionality is a recurring phenomenon in Akakge’s
work, and the works of Deveci and Pirim, which form a sequential series even though they
are separated by a wall, despite their individual variances. This is the level that determines the
revolutionism of the beautiful that springs from its power to effect and capacity to abstract.

At this stage, two works embody two rather distinct images of the mentioned aesthetics

in the same space. The dream-like world created by (adlayan is transported to a rather
unexpected sphere in the works of Murat Germen and Serkan Taycan: the city!
The city, in the final analysis, is a space. However, it is simultaneously the plane that is most
prone to science-fictionality. Because, the city is a Space where the public and all the concepts
related with it are intertwined. The state, authority, discipline, conflict, freedom, capital,
intervention, and resistance reside in the urban reality. The city is the intersection point of the
social, and the freedom it entails, and authority. Therefore, it is the ultimate point of reality.
And for the same reason, parallel to the transformation of a reality, reaching its ultimate point
of arrival, into its opposite; the city is the sphere that incorporates the unreal the most. This
feature of the city constitutes the source of the relation modernization, and modernity, forms
with the city. The beginning of science fiction with Fritz Lang’s Metropolis in the modern era
is, therefore, metaphoric. While, on the one hand, Metropolis was pointing to the final point
of the modern; on the other hand, it was pointing to that which lies beyond the real. Just as
the post modern is symbolized with Ridley Scott’s Blade Runner. The same is valid even for the
anonymous work of the Renaissance, The Ideal City: it is for this reason that in that work the
modern/contemporary becomes a desolate, abandoned, and surreal space.

In his highly sensitive photograph Murat Germen puts another mark on the city and
beyond, settlement and beyond, reality and beyond, emphasized by Cadlayan, by constructing
an image from Istanbul, the ground of the severest and most comprehensive socio-political
developments lately experienced by Turkey. In his photograph, in which he turns upside down
the skyscrapers that are the symbols of dense and quick housing, urban transformation, and
even capitalist transformation - phenomena that manifest themselves in the urban sphere
- and which is digitally manipulated and thus transported to a new reality, Germen skillfully
overlaps the actual with the critical. The significance of Germen’s work is not only grounded
in its content. Germen also shows to what extent the available technical means can externally
manipulate visuality. This manipulation has consequences that carry the virtuality of the image
to further dimensions.

However, instead of executing this manipulation in the fashion of, let’s say, a Man Ray or
Rodchenko, he executes it by way of mechanisms peculiar to the 21. century. In a sense, he
produces a space open to the intervention of mechanics; and this is his achievement. Whereas,
the attempt of the 20. century to create illusory images through photography was based on
the intervention of the person/artist in the mechanics. Germen was turning this linear structure
upside down and hence offering an insight into the dynamics that form the basis of the great
turmoil Istanbul experienced throughout June. In addition, despite allits criticism, it should be
indicated that from the perspective of aesthetics, Germen constructs an utterly characteristic
language. At the same time, this unique and abstracted aesthetic, which has been refined to
the point of almost becoming intangible, signifies the inevitable intervention in both art and
urban texture brought about by the 21. century.

As for Serkan Taycan, he captures this transformation at a much more ‘dramatic’ stage.
He is visualizing an excavated city. In his aesthetic, which he has shaped in an approach that
resembles Edward Burtynsky’s visuality, he turns the crude and rather unnerving image of
a construction sight into a human reality. The ‘dramatic’ involved in this photograph, which
is virtually the anatomy of the enormous urban explosion Istanbul underwent in the 2000,
is due to its bareness as much as its ‘darkness’. The pureness and aesthetic in Germen, which
strikes the viewer at first glance, and Taycan’s harshness face us as the two sides of the same
coin. To say the same city, same problematic, and the plurality of expression may as well suffice
to define this situation.

The third work that will be added to this is Ansen’s photograph. Beyond all its formal
features The Cleaner by Ansen, one of the most prominent names of plural aesthetics and

a significant figure in the general tendency of the 2000s that accentuates aesthetic/beauty,
encompasses the urban with a very distinct language. As the new city’, whose infrastructure
has been constructed by Germen and Taycan, rises in the form of a glass, aluminum, and
plastic tower and constructs its own architectural aesthetic, Ansen integrates the imaginary
and the real, which he always interlaces, with a quite contemporary aesthetics. This attitude
of his, which is observed also in his other works, transports the intermeshing of painting with
photographic reality, and even the animation found in Caglayan and Akakce with image to
another level.

While this shows the city to Ansen from the viewpoint of somebody who has come from
the periphery, it also gives him the opportunity to construct a new aesthetics. It is no longer
a situation or an attitude that manifests itself in his visuality. The quality of the aesthetics
involved in this visuality constitutes a situation in its own right. This possibility of the 2000s
should once again be marked down. While in previous times the means for going from the
situation to aesthetics were searched for, now an extremely advanced aesthetic is presented
as the situation itself, and the viewer is compelled to think over the situations that derive from
that aesthetic. The hegemonic truth of aesthetics begins here; still, it should not be forgotten
that this is, in the last instance, the choice of the artist. That choice signifies the point today’s
art has reached.

And there is no other way of constructing the autonomous and the absolutely beautiful.

Hasan Bilent Kahraman
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Ahmet Elhan
1959, [zmir
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Miirekkep | / Composed |, 2013
Palladium platinum baski / Palladium platinum print, Triptik / Triptych, 36x27 cm (her biri / each), Unique
Galeri Zilberman izniyle / Courtesy of Gallery Zilberman
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Ansen Atilla
1978, Kayseri







26



The Cleaner, 2009
Lambda mono baski / Lambda monoprint, 222x85 cm
Nezih Barut Koleksiyonu / Nezih Barut Collection
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Ardan Ozmenoglu
1979, Ankara
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Orhan Baba, 2012
Post-It notlar tizerine karisik teknik / Mixed media on Post-It, 100X100 cm
Sanatcinin izniyle / Courtesy of the Artist
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Erdag Aksel
1953, Izmir
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Hadi Hava Atalim / Let’s put on airs, 2010
Karisik Teknik / Mixed media, g: 220 cm
Sanateinin izniyle / Courtesy of the Artist
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Ersan Deveci
1969, Denizli
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Lancher, 2012

Aliminyum Gzerine kanisik teknik /

Mixed media on aluminium, 150x200 cm

Galeri Merkur izniyle / Courtesy of Merkur Gallery
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Ferhat Ozgiir
1965, Ankara
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Metamorfoz Muhabbet / Metamorphosis Chat, 2009
Video, 9 75”
Sanateinin izniyle / Courtesy of the Artist
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Giilay Semercioglu
1969, Istanbul
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The Birds on the Wire, 2011
Tel, ahsap, vida / Silver wire, wood, screws, 70x300 cm
Oner Kocabeyodlu Koleksiyonu / Oner Kocabeyodlu Collection
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Haluk Akakgce
1970, Ankara
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Soyut K \bstract Composition, 2012
Ahsap panel tzeri karisik teknik, 180x160 cm
GALERIARTIST izniyle / Courtesy of GALERIARTIST
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Hussein Chalayan
1970, Lefkosa
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Place to Passage, 2003
Video, 12110”
Fusun Eczacibasi Koleksiyonu / Fiisun Eczacibasi Collection
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Inci Furni
1976, Bursa










Erkek Berberinde Deneyler 1/
Experiences at the Barber 1, 2013
Tuval tzerine akrilik /

Acrylic on canvas, 200x200 cm
RAMPA Galeri izniyle /

Courtesy of RAMPA Gallery
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Facsimile Vol.2 #5, 2013

(-print + diasec, ED. 1/7 + 2 AP 220x80 cm

CAM. Galeri izniyle / Courtesy of CAM. Gallery
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Nazif Topcuoglu
1953, Ankara
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Europa, 2011
Lambda Baski / Lambda Print, 120X183,
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Osman Din¢
1948, Denizli
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Sekiz Bin Yillik Hikaye ve Kayik / Eight Thousand Years Old Story and the Boat, 2008-2013
Paslanmaz celik, bugday / Stainless Steel, wheat, 400x45x70 cm
Sanatcinin izniyle / Courtesy of the Artist
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Ramazan Bayrakoglu
1966, Balikesir










Tasha, 2011

Pleksiglas panel Gizerine endustrivel akrilik / Industrial acrylic
on plexiglass panel, 162x295 cm

Oner Kocabeyoglu Koleksiyonu / Oner Kocabeyodlu Collection

75



76

Seckin Pirim
1971, Ankara
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Dinliyorum / 'm listening, 201
Akrilik, metal araba boyas! / Acrylic, metallic car paint, 200x75x90 cm
Oner Kocabeyoglu Koleksiyonu / Oner Kocabeyodlu Collection






80

Serkan Taycan
1978, Gaziantep










Kabuk #06 / Shell 06, 2012

Arsivsel pigment baski /

Archival pigment print, 110x138 cm

Elipsis Galeri izniyle / Courtesy of Elipsis Gallery
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Seydi Murat Ko¢
1981, Konya
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Yerden Yuksek No: 13 / Above the Ground No 13, 2012
Tuval Uzeri akrilik ve vaghboya / Acrylic and oil on canvas, 147x212 cm
Galeri Cagla Cabaoglu izniyle / Courtesy of (adla Cabaodlu Gallery
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Silkran Moral
1962, Samsun
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Hamam / Hammam, 1997
Video, 2018”, Ed. 5+2 AP
Galeri Zilberman izniyle / Courtesy of Gallery Zilberman
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Vahit Tuna
1971, Istanbul
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Avrupa Duy Sesimizil / Europe Hear Us!, 2000
Video, 06°08”
Sanateinin izniyle / Courtesy of the Artist
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Yasam Sasmazer
1980, Istanbul
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Big Bang, 2011
Bronz, elde boyanmis / Bronze, patinated by hand, 42x16x13 cm
Ali Giireli Koleksiyonu / Ali Giireli Collection
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