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Cagimizda sanat, sanat¢inin kimliginin asindi1 ve kendi aidiyetinden bagimsizlagti%i, sinirlardotesi
bir “imge” iiretimi haline geldi. Artik, ulusal kimlige dayali reflekslerin yerine, sanat¢ilarin
lirettikleri imgelere odaklanmamizin nedeni de budur. Sanatin ilgi alani genisledikge, “fizyonomi”,
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yer”, “kent”, “cografya”, “matematik” ve kisaca “diinya”, de facto sanatin konusu haline geliyor
ve bu konular, Kantgi bir eksende diigiiniiliirse, herkesin begenisine hitap edebiliyor. O halde dort
sanatg¢inin, materyalist bir bicimde isimlendirilen bir sergide, bir dort yol agzinda kesistikleri
“Crossroads 4” bulusmasina dair neler soylenebilir?

Art in our time has become an image production that has worn away the identity of the artist
and has separated her from the idea of a “belonging”. That is the reason why we focus on the
images artists produce rather than the reflexes based on national identities. As the areas of
interest of art expand, themes such as physiognomy, space, city, geography, mathematics and in
short, the world de facto become subject matters for art, and these themes, when posited in a
Kantian context, can appeal to everybody’s tastes. Then what can be said about the meeting of
four artists at the “Crossroads 4", an exhibition that is named very materialistically?

Sergide yer alan sanatcilarin isleri farkl baslklar altinda gruplaniyor:
Konstriiktivist yaklagimlar, kent ve fizyonomi ilk akla gelenler
arasinda. Genel olarak ise her biri, sanatin geleneksel tanimlarini ve
tretim tarzlarini tersyiiz eden yaklasimlara sahipler.

Ornegin AHMET CERKEZ'in ¢alismalarinda yiizeylerin tuvale
gerilmedigi, bu baglamda sanatginin sanata dair olagan beklentilere
yliz cevirerek, var olanin Gtesinde daha saf ve sade bir ifadeyi sectigi
gorullyor. Eger calismalar soyut bir egilimde olsaydi, hemen bir tiir
konstriiktivist yonelime sahip oldugu soylenebilirdi; ama yiizeyler
Uzerindeki figtiratif baskilarin varligi, hem izleyiciyle iletisim kuran
disavurumcu bir yapiyr hem de yiizeyin 6zgiirlugiyle, sadece kendi
olmayi ifade eden bir tiir “formalist” tarzi barindiriyor. Bu yaratici bir
sentez ve bu baglamda, kendisini zor ele veren anlam katmanlarina
sahip. Boyle bir yaklasim ayni zamanda caligmalara bir tiir “poster”
havasi da veriyor. Bir duvara ya da diizleme asilan ve sadece
grafiklerden olusan bir afis gibi, gozii yakalayan ve bilgi verici. Yiizey
tizerinde anarsizmi animsatan sikilmis bir sol yumruk, yaninda
bariscil bir acik el, bizi glinliik yasamda kullanilan jestlerin
farklilhigina, “fizyonomiye” ve “gostergebilime” gotiiriiyor.

AHMET CERKEZ
isimsiz Untitled

Bez lizerine akrilik ve kolaj
Acrylic and collage on canvas
60 x 69 cm

The artists’ works displayed in the exhibition are divided into
different categories: Constructivist approaches, the city and
physiognomy are the first ones that come to mind. Generally, each
one of them adopts an approach that capsizes the traditional
definitions and ways of production of art. For instance, in AHMET
CERKEZ's works, one can see that the surfaces are not bound to the
canvas, thereby reversing the expectations from art. The artist prefers
a modest and simple way of expression that is beyond the extant
ones. If the works had an inclination to abstraction, one could say
that they also constitute a constructivist tendency; however, the
figurative prints on the surfaces harbor a formalist style both with an

expressionist structure that connects to the audience and with the AHMET CERKEZ
autonomy of the facade. This is a creative synthesis, and in this Isimsiz Untitled
2016

context, has layers that do not disclose themselves easily. This kind of
approach also attributes a poster-like outlook to these works. Just like
a poster that is composed of graphics hung on a wall or a flat surface,
they are informative and captivating. On the surface, a tight fist that
seemingly refers to anarchy, right next to it a hand that is open and
peaceful, hint us the differences between daily gestures, physiognomy
and semiotics.

73 X 80 cm
detay detail
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OLCAY KUs ise jestlere ve beden diline, 6zellikle toplumun gozii
ontinde ve medyanin siirekli pompaladigi “eril” dilin futboldaki
yansimalarina dikkat ¢ekiyor. Sanatcinin yapitlarinda gazeteleri
kullanmasi ve imgeleri manipiile ederek, goriiniir hale getirdigi
medya diliyle yarattigi ironi, bu “beden dilini” ustaca donusttirtyor.
Galismalarinda futbol diinyasinin yapisindaki i¢sel ve yazili olmayan
jestler, farkli bir bicimde ve cesitlilikle sunulmus. Bu baglamda,
televizyonlardaki futbol maglarindan, spor programlarindan ve hatta
spor dergilerinden ¢ok daha etkili bir bicimde bir drami goriiniir
kildigini séylemek olasi: Futbolun baslica drami olan “zafer” ve
“skor”u. Boylece calismalarin bu “pathos”a ve “hamaset” edebiyatina
dair farkindalik yarattigi sdylenebilir: Takim elbiseleri icerisinde ciddi
ve kararli bir komutan edasiyla teknik direktérlerin “iste bu!” dedikleri
kol hareketleriyle saha kenarindan saha icerisini yonettikleri anlarin
yaninda, saha icerisinde, “Nasil da golii attik!” bakislari, topa ¢ikan
oyuncular, sevingler veya kacan gollerin enstantaneleri. Tim bunlar,
forma renklerinin devre disi birakilmasiyla, baglamlarindan
koparilmis birer jest olarak, gostergebilimin sinirlari icerisinde
degerlendirilebilecek isaretler sistemi.

Olcay Kus, bu icerigi iletirken, desen, stencil, baski sablonlari ve sprey
boya kullaniyor. Cerceveli cam arkasi sablon ve sprey uygulamasi gibi
hem geleneksel resim tiretim modellerinin varligi hem de sokak
sanatinin malzemeleri olarak bilinen stencil, sablon ve sprey boya
kullanimi, sanata dair bilindik sinirlari agindiran bir yaklasim. Bunu
simdi, baglamindan koparilmis bir bicimde birer hazir-nesne gibi
forma renkleri belli olmayan futbolcu jestleriyle birlikte
dustiindiigimiizde, sanatc¢inin nasil glinlitk yasam sosyolojisi ve sanat
arasindaki sinirlarda ustaca hareket ettigi goriilmektedir. Peki, bu
glinltiik yasam sosyolojisinin yer aldigi kent dokusu hakkinda ne
soylenebilir?
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Cam Uzerine sprey ve akrilik boya
Spray and acrylic paint on glass
114 X 94 €M
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OLCAY KUS, on the other hand, draws our attention to gestures and
body language, especially the masculine language in football that is
usually within the society’s reach and constantly pumped by the
media. The artist’s usage of newspapers in his works achieve an ironic
quality by manipulating images and the language of the media, and
masterfully transfigures the body language. In his works, the gestures
inherent but unwritten are diversely presented. In this context, it is
possible to say that these works demonstrate the focal issues with the
concepts of “victory” and “score” more than football games, sports
programs on TV and sports magazines do. Therefore, his works can be
said to create awareness to the literature of pathos and valor: The
football coaches, dressed in their suits and with the impression of
serious and decisive military leaders, talk with their arm gestures
saying, “that’s it!” They attempt at leading the game from outside of
the field, their looks show their pride from the previous goal, and
players rise for a high ball, rejoice or miss positions. All of these are
exposed as gestures freed from their contexts by eliminating the
colors of the team jerseys, and are signs that can be construed within
the framework of semiotics.

Olcay Kus, when transferring this content uses drawings, stencil,
pattern templates and spray paint. Both the usage of traditional
painting production modes such as templates behind a framed glass
and spray paint, and street art materials such as stencils, templates
and spray paint blur the borders of art. This, when thought within
the framework of the colorless jersey gestures as separated from its
context as a ready-made object, it is clearer how the artist
masterfully moves between the lines of sociology of the quotidian
and of art. But what can be said about the cityscape in which the
sociology of the quotidian prevails?



ERMAN OZBASARAN, sergide kent estetigini sorgulayan calismalari ile
yer aliyor. Tuval tizerine karisik teknik calismalarinda kent mekaninin
jeolojik ve jeomorfolojik 6zellikleri, fotograflarin varligiyla birlikte es
zamanl olarak hem bir mimari plan hem de kent fotograflari
tzerinden goriilebiliyor. Diger bir deyisle bir yanda kus bakisi olarak
kent planinin varligi hem de yakin planh olarak kente dair detaylarin
secilebilmesi, Ozbasaran’i kente dair is iireten sanatcilardan
farklilastiran bir 6zellik. Boylece temsil ve soyutlamanin arasindaki
sinirlarda salinan sanatci, ayni anda hem fiziki ve psikolojik olani,
hem amaclanan ve tesadiifi olani ve hem de sezgisel ve kavranabilir
olani ayni yiizey tizerinde goriinir kilabiliyor.

Sanatginin kendi cektigi ve daha sonra manipiile ettigi fotograflariysa,
kent manzaralarinin detaylarini iceriyor. Kent manzaralari, kent
yasami, soylulastirma projeleri, bitmeyen insaat ve yikim faaliyetleri,
fotograflar icerisinde goriilebilen/sezilebilen konular arasinda. Elbette
sanatcinin kadrajina girmeyenleri de hesap ederek, bunu genis
perspektifli olarak yorumlamak gerekir. Fotograflar bize bir “an”i ve
ona dair sanat¢inin yorumunu gosteriyor ama bunu bir
dokiimantasyon olarak degil gostermedikleriyle beraber bir “agik
yapit” olarak yorumlamali. Sanatg izleyici ve kent arasinda bir
dolayim yaratiyor; bundan sonrasi bize, yani izleyiciye dustyor.
izleyici, bu dolayimi kullanarak kenti, etrafini ve diinyayi
anlamlandirabilir. Boylece bu fotograflari birer “kiiltuirel peyzaj”
ornegi olarak gorebiliriz. Kentin farkl bicimlerini, mekanlarini ve
izlerini gormek, bakan kisiyi cografi determinizmden ziyade, sanatin
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Bu soru bizi, oLcu ULKENCILER'in kent estetiginden ilhamla
olusturdugu ¢ boyutlu calismalari ve desenlerinin, Erman
Ozbasaran’'la kesistigi noktaya gétiiriiyor. Sanatgl, bicim ve espasin
gorsel niteliklerine odaklanmakta ve gortiniirde gercek diinyanin
nesnelliginin sinirlarindan 6zgiirlesmektedir. Hem (g boyutlu islerin
hem de desenlerin genelinde geometrik, biitiinciil ve matematiksel
bir prensip gelistirildigi rahatlikla gorilebilir. Sanatginin islerinde
goriilen bu matematiksel kesinlik esasina dayali yapisal uygulamalar,
malzemeler birbirlerine baglanarak olusturulmus. Bu baglamda,
aralarindaki gercek uzama sanatsal bir unsur olarak yaklasilabilir ve
hatta aralarindaki igsel iliski 6nemli bir estetik farkindalik olarak
goriilebilir. Karsilastigimiz, cagdas heykelin yiiziinii donustiirmeye

calisan ve espasi kompozisyonel bir faktor olarak 6neren bir yaklasim.

Boylece Olgu Ulkenciler'in calismalari ayni anda konstriiksiyon ve
dekonstriiksiyonu ya da diger bir deyisle tez ve antitezi iceriyor.
Karsimizda hem kesin ve mutlak bir geometri hem de rolyefler ve
desenler yer aliyor. Kente ve sembollere dayali konstriktif yapilar
moddiler bir formatta sunulurken, Boris Groys'un su tespitini
animsatiyor: “Aziz olmak icin 6nce glinahkar olmaniz gerekir”.
Sanatginin, soyutlamaya giden yolda, geometrinin izini siiren
konstriiktivizm etkili isleri bu perspektifte dustiniilebilir. Son olarak
ytkim ve yeniden insa faaliyeti biteviye stirerken, modernitenin
gormezden geldigi atiklarin, 6tekilerin, ne hale geldigine
deginmeliyim.

OLGU ULKENCILER

ifade giicline yaklastirir. Kent mekanlarinin bu yikim ve yeniden Spiral Spiral
insasi baska nasil goriinir kilinabilir? 2016
Aliminyum | Aluminum
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question the city aesthetics. Using mixed media on canvas, he . This question brings us to the crossroads of OLGU ULKENCILER’s 7r1ap.
displays the city space with its geologic and geomorphologic features three-dimensional works and drawings inspired by city aesthetics
simultaneously with the help of photographs and architectural plans. i3 3 4 with those of Erman Ozbasaran. The artist focuses on the visual

In other words, having both the bird—gye views of a city plan and the i ﬁii%:tﬁihﬁﬁéf" : elements of form and space and frees himself from the objectivity of

close-ups of city’s details is what sets Ozbasaran apart from other A s reality. Both her three-dimensional works and her drawings often

artists that also dwell on the subject of the city. Thus Ozbasaran
threads the lines between representation and abstraction — he
concomitantly reveals the physical and psychological, the intended
and the incidental, and the heuristic and the cognizable on the same
plane.

The photographs that the artist took and manipulated himself
include cityscape details. Cityscapes, city life, gentrification projects,
ceaseless destruction and construction projects are themes that can
be seen and sensed in the photos. Of course, this needs to be
understood within the bigger picture, bearing in mind the images
that escape the artist’s photo frame. Photographs show us a moment,
and artist’s interpretation based on that moment; yet this should not
be viewed as a document, but an “open-ended work” with the
elements that do not necessarily appear in the photo. The artist
creates a mediation between the viewer and the city, and the rest is
up to us, the viewers. The audience, using this mediation can make a
meaning out of the city, the surrounding environment and the world.
Therefore, these photographs can be perceived as examples of
cultural landscapes. Witnessing different versions, places and traces of
the city makes one familiar not with the geographic determinism but
to the expressive power of art.

OLGU ULKENCILER
Desen Drawing

2016

Kagit tizerine miirekkep
Ink on paper

40 X 40 CmM

OLGU ULKENCILER
Yaprak Leaf

2016

Aliminyum | Aluminum
y | h 48 x45x%x26 cm
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AHMET GERKEZ ve ERMAN OZBASARAN'IN ortak projeleri olan
“Metabolit” baghkl seri, sanatgilarin insaat molozlarindan topladiklari
ahsap metal ve atiklarin bir araya getirilmesinden olusuyor. Kurt
Schwitters’tan referanslar tagiyan bu uygulama, bdylece bir temsil

nesnesinden ziyade, ortaya ui¢ boyutlu yapilar ¢ikariyor. Metabolitler
—metabolizma artiklari— 6rnegin ti¢ metrelik bir heykele dontistiyor.
Anitsal bir bicimde galeri duvarina dayanan bu siitun, ayni zamanda
oteki tarafin gozlemlenebilecegi cesitli caplarda delikler iceriyor.
Oyuncul bir bicime biiriinen bu oyun —bir diirbiin araciligiyla etrafi
gozlemlemek olarak diistiniilebilecegi gibi dldiiriicti birer kursun izini
de sembolize edebilir- bir heykele doniiserek, interaktif bir yapiyi da
iceriyor.

AHMET GERKEZ and ERMAN OZBASARAN’s collaborative project
“Metabolite” series is formed by the accumulation of waste materials,
metal and wood from construction debris. Referencing Kurt
Schwitters, this installation produces three-dimensional structures
rather than solely remaining as a representative object. Metabolites
—wastes of metabolism— for instance, turn into a three-meter
sculpture. Monumentally leaning on the gallery wall, the column also
includes holes from which one can observe the other side. Adopting a
playful form, this game which can be understood as seeing through
binoculars as well as symbolizing a deadly bullet, turn into a
sculpture and embody an interactive structure.

AHMET GERKEZ 8 ERMAN OZBASARAN
Metabolit «Bane» Metabolite «Bane»
2016

Ahsap, demir, cimento

Wood, iron, cement

y | h 305 x 40 x 40 cm

[saG]detay [R1GHT] detail

develop geometrical, holistic and mathematical principles. These
applications based on mathematical preciseness that can be observed
in her works, which are formed by attaching different materials
together. Thereby the real space between them can be approached as
an artistic element and can situate their inherent relationship as an
aesthetic awareness. What we encounter is a method that tries to
transform contemporary sculpture and recommends “space” as a
compositional factor.

Thus Olgu Ulkenciler’'s works simultaneously include construction
and deconstruction, in other words, thesis and anti-thesis. We
encounter both precise and absolute geometry as well as reliefs and
drawings. While the constructive structures based on the city and
symbols are exhibited in a modular format, they also remind us of
Boris Groys’s observation: “You must first be a sinner to become a
saint”. Therefore, her works can be thought as works influenced by
constructivism, supporting abstraction and geometry. Finally, while
the destruction and construction activities continue, | should perhaps
mention the wastes —the others— which the modernity ignores.

Sergide yer alan her bir sanatcinin dznel
yaklasimlari ve islerinin niteliginin yaninda,
gozlemlenen bazi ortak ézellikler de meuvcut: ilk
olarak kendilerince ifade dillerini
zenginlestirebilecek her tiir nesne ve yontemin
kullanildigi genis bir malzeme dagarcigina sahip
olduklari goriiliiyor: insaat atiklari, epoksi
malzemeler, altin varaklar, sprey boya vs. gibi.
Boylece yapistirmadan, kaynak yapmaya kadar
farkli yapi olusturma modelleri ile karsi
karsiyayiz. Malzeme dagarciginin bu zenginligi bizi
sanatin Ozerk giiciinii kavramaya gétiiriiyor.
“Kent”, “yapi/insa” ve “jestler/fizyvonomi” ise
sergideki konu gruplanmalari olarak tespit
edilebilir. Hem iiretim tarzlarinin cesitliligi hem de
konularin farklilagmasi, sanatin ifade giiciiniin
ispatidir. Eger hepsini kapsayan bir nitelikten
bahsedebilseydik, o zaman anlamlari tek ve acik
olan “trafik isaretleri” gibi, sikici bir sanat
tanimlamasi yapmis olurduk. Bunun aksine, her
biri ¢dziilmeyi bekleyen birer sifre gibi, sergi farkli
anlam katmanlarinin acilmasini bekliyor; diger
bir deyisle sahne simdi izleyicinin.

Besides the subjective states of each artist and
therefore their works in the exhibition, some other
commonalities are prevalent: Firstly, the artists
have a great vocabulary of various media to
express and enrich themselves such as construction
debris, epoxy, gold foils, spray paint etc. Therefore,
we witness different production models from
Zluing to welding. The repertoire of medium urges
us to grasp the autonomy of art.

“City”, “construction/building”, and “gestures/
physiognomy” can be specified as the main
categories in the exhibition. Both the variety in
production and the subject matter are proofs of
the expressive power of art. If we could talk about
a feature that encapsulates all, we would have to
submit to a single-meaning, boring definition of
art, like that of traffic lights signs. On the
contrary, each of these works presents a new layer
of meaning like that of a riddle to be solved, and
the stage is now yours.

Ceviri Translation EzGi iNCE
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