#artonpost

N°1
artonistanbul.com
Eylil | September 2018 Ozel Sayi | Contemporary istanbul | Special Edition
ENVANTER: ESYANIN TABIATI ALi ELMACI: . KANAVASI iSTAl:IBULLU HATIRLAMA VE HATIRLATMA
VE SEHRIN AURASI KAN GORUNCE RUYA BOZULUR BIR SANATCI: MITHAT SEN UZERINE BIR SERGI: 99 KARE
INVENTORY: THE NATURE OF ALi ELMACI: MITHAT SEN: A CANVAS AN EXHIBITION ON REMEMBERING
OBJECTS AND THE AURA OF THE CITY BLOOD SPOILS THE DREAM ROOTED IN ISTANBUL AND REMINDING: 99 SQUARE

EVREN SUNGUR “DELILER TRENI” | SANAT ESERINE NASIL BAKARIZ? | BURCU ERDEN HEYKELLERINDE AHSABIN DEViNiMi
CI'18 SECKiSi | MIMARI BIRIMLERLE BiCIMLENEN TOPRAK: CANAN DAGDELEN'IN PORSELEN OBJELERI
Kapak gérseli | Cover image: MITHAT SEN lIl. istif” Serisinden Heykel 7 | Sculpture from the Series “Isti lll.f” 7, 2018 Detay | Detail
EVREN SUNGUR “MADNESS TRAIN” | HOW DO WE PERCEIVE A WORK OF ART? | THE MOTION OF WOOD IN BURCU ERDEN’S
SCULPTURES | SELECTION FROM CI'18 | ARCHITECTURAL UNITS SHAPED WITH CLAY: PORCELAIN OBJECTS OF CANAN DAGDELEN




POST

E b

Art On istanbul olarak zamanin ve
zeminin degiskenligini biliyor; icinde
bulundugumuz kosullarin bilincinde,
sanatcilarimiz ve ekibimizle, inancimizi ve

umudumuzu yiiksek tutarak var giicimizle

calismaya devam ediyoruz. Biyik bir
heyecanla basladigimiz yeni sanat
sezonunda sizlerin destegi, gayretimizin
kesintisiz sirmesi icin son derece anlaml.

Bu gazeteyi, Art On istanbul'un sezon
programini daha yakindan takip

edebilmeniz icin hazirladik. Sezona, Erdal

inci, Cagn Taskin ve Serkan Kaptan'in
olusturdugu sanatcr kolektifi Oddviz'in
Envanter sergisi ile basladik. Bir yili askin
kolektif bir calismanin sasirhici ve heyecan
verici sonuglari, teknolojinin sanatsal
dénisimiine yetkin bir 8rnek sunuyor.

Kasim-Aralik aylarinda gerceklestirece-
gimiz 99 Kare sergisi, Sezer Tansug'un
1993'te basladigr “Cumhuriyetin
Degerleri” projesini giincel katiimlarla
tamamliyor. Yakin Tirk sanat tarihini
merkeze alan, uzun siire konusulacak

bu sergide, sanatcilarin Cumhuriyetin kijltir
hayatina katkida bulunmus kisilere getirdigi

yorumlari izleyecegiz.

Bir galerici icin en heyecan verici
seylerden biri, yetkin bir sanatcinin yeni
malzemeleri dénistirirken yasadigi
deneyimi paylasmak olmali. 2019un ilk
sergisinde, Mithat Sen’in “Istif” serisinden
deri islerini 3 boyuta tasidigi mermer
heykellerini, “Beden” serilerinden
baskilanyla birlikte gérecegiz.

As Art On istanbul we are aware how
unstable and everchanging times are. We
acknowledge the conditions we're in and
with our artists and our team we continue
to work as hard as we always have with
our hopes and beliefs. Your support is
integral for our efforts to persist in the
new season of art.

We created this post for you to be able to

follow Art On istanbul’s seasonal program.
We started the season with Erdal inci,Cagn
Taskin and Serkan Kaptan’s Oddyviz's new

exhibition Inventory. The exciting and
surprising results of a year long collective
work, exemplifies the transformation of
technology to art.

99 Square exhibition that we will have in
November-December completes Sezer

i

Tansug's “Values of The Republic” project

that he started in 1993 with contemporary

additions. At the exhibition that centralises
recent history of Turkish art that will be
talked after for long time, will show the
interpretations of artists regarding people
that have contributed to the cultural life of
The Republic.

One of the most exciting things for a galle-

rist is to share the experience of a compe-
tent artist transform new materials. For the
first exhibition of 2019 we will see Mithat

Sen’s marble sculptures that he transformed

from his leather work of the “istif” series
alongside prints from his “Body” series.
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Sergisi ve kitabi ile tatmin ve memnun
oldugumuz Parca Biitiin projesinin ikinci
ayadi icin hazirliklarimiz siriiyor. Art On
ailesine kahlmasiyla enerjimizi arttiran

Ali Elmaci’nin Mart ayinda gerceklesecek
kisisel sergisi Kan Gériince Riya Bozulur
ile Ali'nin harikalar diyarini izleyiciye bir
deneyim olarak yasatmak icin sirprizli bir
sunum hazirliyoruz. Heykel alaninda
ahsap malzemeyi sicak ve evcil halinden
cikarip gerilimli ve dinamik bir bicimde
kurdugu 6zgiin Uslubuyla dikkat ceken
Burcu Erden’in figirlerini, kisisel sergisinde
ilk kez toplu halde gérecegiz. Sezonun
son sergisi, bu sene ilk defa baslathgimiz
ilk Kisisel Sergi Acik Cagrisimin
sonucuyla belli olacak.

Art On Istanbul olarak, fikri yapt,
soyutlama, form ve teknik cesitlilik
bakimindan mithis bir gérsel zenginligi
ortaya cikaran sanatcilarimizin eserlerini
bu yil da Contemporary Istanbul sanat
fuarinda siz degerli sanat izleyicileriyle
bulusturmaktan mutluluk duyuyoruz.

Bu vesile ile konvansiyonel bir hayah ve
beraberinde getirecegi bitin konforu
reddederek yaratic zihninin, zgiir ve
dzgiin disiincesinin pesinde ilerleyen ve
yillginhga kapilmadan iretmeye devam
eden sanatcilarimiza ve onlara destek
olan sanat izleyicilerine ve emekgilerine
yirekten tesekkir ediyoruz.

Seogiyle,
Gelgen Bugra
p. é .5

Organisations are continuing for the
second volume of the Part Whole project
that we were very satisfied and with both
as an exhibition and a publication. With
Ali Elmaci’s addition to the Art On family
he raised our energy and his new solo
exhibition Blood Spoils the Dream and Ali
in Wonderland will be presented to the
viewer in an exciting new presentation.
We will see Burcu Erden’s wood figures all
together for the first time in her solo
exhibition. Her figures have an authentic
way of transforming wood’s warm and
cosy feeling to a tense and dynamic feel.
The last exhibition of the season will be
determined by the result of the First Solo
Show Open Call we started this season.

As Art On istanbul we are proud to present
our artists who create amazing visual
richness with their structural, abstract,
figurative and technical variety that can be
seen at Contemporary Istanbul this year.

We would like to thank our viewers and
art lovers, especially our artists who have
rejected a conventional lifestyle and all the
comfort that comes with it to follow their
unique and limitless thought without every
shying away from creating.

Al the besz,
4704/;"»' ?uy“w
Dercetor
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Réportaj Selin Akin

ENVANTER: ESYANIN TABIATI
VE SEHRIN AURASI

Oddviz sanatci kolektifinin ilk sergisi Envanter, siratle degisen sehirler
Uzerinde insanin ve zamanin birakhgi izleri gérsel bir arsivde koruyor

ve adeta bir sehir mizesi gibi kendi ruhuna uygun bir dizenleme ile

yeniden sunuyor. 11 Eylil-20 Ekim tarihleri arasinda Art On istanbul’da
gorilecek sergiyi, Oddviz’i olusturan Erdal Inci, Cagn Taskin ve
Serkan Kaptan ile konustuk.

Selin Akin: “Envanter” serisi, isminin de
cagnishrdigi gibi bir kayit altina alma eylemi-
ni mi iceriyor? Oyleyse bu sergi cercevesinde
neyin envanterinden s6z ediyoruz?

Erdal inci: Sergi icin istanbul, New York,
Venedik ve Berlin'de cekimler yaptik. Kamusal
alanlardaki sokak mobilyalarini tic boyutlu
belgeliyoruz; bir arsive dénistiriyoruz ve

o arsivden hareketle sanal bir yerlestirme
yapiyoruz. Tabi yerlestirmeyi yaparken sehrin
karakterine uygun olmasini 8nemsiyoruz.
Sectigimiz sehrin karakteristigine uygun bir
formla kompozisyon olusturuyoruz.

Serkan Kaptan: Sehirleri birazcik daha
daraltarak belirli muhitler slceginde cekim
yaptik: Kadikdy, Manhattan, Venedik ve
Kreuzberg gibi...

SA: Envanter icin TDK, “mal ve degerlere
ait dékiim” tanimini yapiyor. Béyle bir
dskim nasil sanatsal bir Gretime dénisiyor?

Ei: Sectigimiz objeler, yerel yénetimlerde
demirbas olarak geciyor ve envanteri tutu-
luyor. Biz de onlarn belgeleyip kaydettigimiz
icin bunlar bir sekilde bizim koleksiyonumuza
dénisiyor. Cinki baskalar da belgeleye-
bilir ama biz, kendimize has bir belgeleme
ydntemi kullaniyoruz. Sokaktaki nesnelerin
bir karakterleri var ve zaman icinde insan
midahalesi ile o karakter sirekli degisiyor.
Bizim tam olarak belgelemek istedigimiz sey,
bu degisim. Cinki, mizedeki nesneleri de
belgeleyebilirsin ama on yil sonra da yiiz yil
sonra da ayni kalacak. Sokaktakiler, sirekli
degisiyor ve izerlerindeki stickerlar, yazilar
vesaire aslinda etnografik bir deger.

SA: Peki objeleri nasil seciyorsunuz;
nasil ayrisiyorlar?

Mesela Manhattan icin sectigimiz yangin
hidrantlar, filmlerde, kitaplarda New York’la
dzdeslesmis, ikonik bir sehir mobilyasi. Her
New York filminde mutlaka bir sahnede itfaiye
hidranti patlar. New York Times Square'de
Mart ayinda gésterilen Centipedes isim icin
gidecegim kesinlesince ne cekebiliriz diye
baktik. Once Google Street View'dan bir kesif
yaphk. Hidrantlarin bu kadar cesitli oldugunu
tahmin etmiyorduk. Mahallesine gére besinci
bulvardaki, yedinci bulvardaki hidrantlar
bakimli, boyanmis, parliyorlar. Harlem'dekiler
pasli, sanatcilarin yasadigr hip bir mahalle
olan Soho'dakiler sticker’li, graffitili... Hepsinin

gercekten mahalleye gére karakterleri var.

SA: Kadikdy isinin cekimleri ve
tamamlanmasi ne kadar vaktinizi aldi2

Cagni Taskin: Bir ayimizi aliyor asagi yukar.

SK: 20,000 fotografi toparlayip hepsini tek
basina optimize edilmis hale getirmek ve
sonrasinda yerlestirmek...

Ei: Her sehirde 200-400 arasi obje cektik.
Bunlarin yaninda mesela New York'ta
heykeller, metro girisi, posta kutular, polis
alarmlan var. Sadece hidrant degil, sehir
hakkinda daha cok ipucu verecek seyler...

SA: Kullandiginiz metod fotogrametri, pek
bilinmiyor. Bu teknigin ayirt edici 6zelligi
nedir?

CT: Teknik, aslinda gercek bir objeyi iic
boyutlu olusturabilmek. Ben mimarlik
disiplininden geliyorum. Mimarlikta bakarsin,
Slcersin, cizersin. Ama obje karmasiklastikca
cizmek zorlasiyor. Ne kadar benzetebilirsen
o kadar iyi olur. Bunun izerine bir sey daha
geldi: gercek dokuyu vermek. Fotogrametri
teknigi hem iic boyutu olusturuyor hem de
dokusunu izerine yapistinyor.

SK: Fotogrametri, belgelemenin &tesinde
sunumda da bize yardimci oluyor. Ornegin
fotografla belgeleseydik kolaj yapilsa bile
isiklar ve gélgeler farkl olacag icin ortak 1sik
altinda sergilenemeyeceklerdi. Ama biz
nesneleri gélgede cekiyoruz, yani istlerine
direk 1s1k dissmiyor. Sonrasinda biitiin
objelerimizi dijital stidyoda bir araya getirip,
sanal isikla aydinlatiyoruz.

CT: Obijeleri tastyip fotograf stidyosuna
dizmek gibi. Basit bir fotomontajdan cok daha
etkili bir midahale yapabiliyoruz.

SA: Kompozisyonlarinizi olustururken
belgelediginiz objelere ne kadar midahale
ediyorsunuz?

Ei: Manipilasyon yapmiyoruz. Her seyi
oldugu gibi koruyoruz; bir araya getirirken,
yerlestirmeyi yaparken bir mekén olusturmaya
calisiyoruz. O mekani da sehir planing,
yapising, karakterine gére yapiyoruz.

Bir kiratér nasil bir secki ve yerlestirme
yapiyorsa biz de benzer bir yaklasimla
objeleri yerlestiriyoruz.
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Erdal inci, Cagri Taskin, Serkan Kaptan

Oddviz

Oddviz Kolektifi, 2016 yazinda yeni gérintileme
tekniklerini kullanarak tretimde bulunmak izere
mimar Cagn Taskin, sanatci Erdal Inci ve mishendis
Serkan Kaptan tarafindan kuruldu. Temel iretim
araci olarak fotogrametriyi benimseyen iicli, tc
boyutlu ve foto-gercekei belgeleme calismalarinin
ilk cikhsi Otel videosunu 2017’nin bahar aylarinda
Time dergisinde yayimlanan bir makale ile
duyurdu: “Bu sanatcilar fotografa yeni bir boyut
kazandiryor.”

Oddviz Collective was founded by architect
Cagn Taskin, artist Erdal Inci and engineer Serkan
Kaptan in the summer of 2016 to produce works
by using new scanning techniques. Embracing
photogrammetry as their main tool of production
the trio made their debut with a work titled Hotel
through an article published in Time Magazine
the spring of 2017: “These artists are giving
photography a new dimension.”



INVENTORY: THE NATURE OF OBJECTS
AND THE AURA OF THE CITY

Interview Selin Akin

The first solo exhibition of Oddviz, Inventory focuses on the marks left on

its inhabitants by the everchanging cities long lasting time. Oddviz captures
these effects in a virtual archive, creating a city museum to present it again to
fit the character of the city. We had a talk with Erdal inci, Cagn Taskin and
Serkan Kaptan, the founders of Oddviz about their exhibition at Art On
istanbul, held between September 11th - October 20th.

Selin Akin: The series “Inventory” recalls an
action of recording as per the word itself. If
so, what kind of an inventory are we talking
about in terms of this exhibition?

Erdal inci: For the exhibition we had shoots
in Istanbul, New York, Venice and Berlin. We
document street furniture in public areas,
create an archive and with the help of this
archive we transform them into a virtual
installation. Of course, when we create the
installation we make sure it suits the city.

We create are compositions to highlight the
characteristics of the specific city.

Serkan Kaptan: We narrowed down the
cities into specific neighbourhoods: Kadikdy,
Manhattan, Venice and Kreuzberg...

SA: The Turkish Language Association (TDK)
defines inventory as “list of stock or goods”.
How does such a list turn into an artistic
production?

Ei: The objects we chose are found in the
inventories of the local municipalities. Once
we document and collect them, they transform
into our own collection. Others can also
document the same things however,

we use a method specific to us. The objects
on the streets have their own character

and they constantly change with human
interference. This change is the exact thing
we want to document. It is crucial because,
you can document the objects in a museum
but they will stay the same for ten years or
hundred years. The ones on the street change
without an end; the stickers, tags and writings
are all of ethnographic value.

How do you select the objects2 How do they
differentiate?

El: For example, the fire hydrants we chose
for Manhattan is a street furniture identified
with New York in movies and books. In almost
every New York movie there is a scene where
the hydrant explodes. When it was certain
that my work Centipedes was going to be
shown in Times Square in March, we started
searching what we can shoot. First, we did a
reconnaissance through Google Street View.
We didn't guess that they hydrants could be
so varied. According to the neighbourhood,
the hydrants near the 5th or 7th avenue were
painted shiny and well groomed; the ones at
Harlem were rusty and the ones at Soho whe-
re many artists live are covered with graffiti

and stickers. They all truly have a character
specific to their neighbourhood.

SA: How long did the shoot and completion
of Kadikdy took?

CT: It approximately takes one month.

SK: Bringing together 20,000 photographs,
optimizing them and placing them...

Ei: We photographed 200-400 objects in
each city. Apart from those, for example in
New York there are sculptures, subway ent-
rances, post boxes and police sirens. Not just
hydrants but other objects that present more
details about the city.

SA: The method you use, photogrammetry
is not well known. What is the distinctive
character of it?

CT: The method is actually re-creating the
object three dimensionally. | come from an
architecture background. In architecture you
look, measure draw but once the objects get
more complex, it gets harder to fully replicate
and draw. The similar the drawing the better.
On top of the replication, comes the

Venedik Il | Venice Il, 2018
Fotogrametrik sanal yerlestirme | Photogrammetric virtual installation

Sanatsal baski | Fine art print 80 x 175 cm / Ed. 5+ 1 ap

transference of the texture. Photogrammetry
both creates the three dimensionality and cap-
tures the texture.

SK: Photogrammetry also helps us with the
presentation apart of the documentation. For
example, if we just documented the object
with photography even if we made a collage
the light and the shade would be different.
Because of this they wouldn't have been exhi-
bited under one common light. We shoot the
obijects in the shade; no direct light is casted
upon them. Afterwards, we combine all the
images in a virtual studio and illuminate them
with virtual lighting.

CT: Like carrying the objects to the studio. We
can intervene with a much more powerful
manner than a simple photomontage.

SA: When you're creating your compositions
how much do you interfere with the objects?

Ei: We don’t manipulate them. We preserve
everything as they are; when putting them
together we're trying fo create a space. We
base that space on the city’s plan, structure
and character. Just as a curator does we
select and position to the objects.
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Deliler Treni IV | The Train of Madness 1V, 2018
Tuvale marufle kagit tzerine kémir, yagl boya
Charcoal, oil on paper mounted on canvas
200 x 400 cm

Deliler Treni | | The Train of Madness |, 2016
Tuvale marufle k&gt tizerine kdmir, yagh boya
Charcoal, oil on paper mounted on canvas
200 x 200 cm

Ozel Koleksiyon | Private Collection

EVREN SUNGUR

DELILER TRENI

“Deliler Treni”, izerinde tasidigi insanlarin
degisen dinyaya adapte olabilmek icin cesitli
kiliklara/kimliklere girdigi, dinyanin
kendilerini sirikledigi bilinmez bir gelecege
sag salim ulasabilmek icin Nuh'un Gemisi gibi
tutunduklar ancak bir taraftan da

toplama kamplarina giden trenlerdeki gibi
zorla bindirildikleri simgesel bir aractir.
Uzerindeki insanlar gerek sirekli kimlik
degistirmekten gerekse hicbir sonuca
ulasmadigr halde sirekli cabalamaktan
yaptiklari isin akilla olan irtibatini kaybetmisler
ve sirtlarinda tasidiklar tekrar hayata gelmesi
mimkin olmayan bir fosili ayaga kaldirmaya
calisiyorlar. Ne kurduklart hayaller gercek
olabilir ne de gerceklesse bile gelecek hayal
ettikleri gibi giizel olabilir. Fakat gerceklikle
iliskileri kesilmis, bir hayal dinyasina
yuvarlanan bu insanlar, icinde bulunduklari
durumun farkinda olamazlar ve hatta
bindikleri oyuncakvari trenin hicbir yere
gitmediginin dahi farkinda degiller.

MADNESS TRAIN

“The Train of Madness” is a symbolic vehicle
whose passengers assume various guises/
identities to adapt to an ever-changing world,
clinging on to the train as if it were Noah's Ark
-an Ark that will take them safe and sound to
an unknown future-but who have nevertheless
been forced to board the train, as though

they are being sent to concentration camps.
Its passengers try to revive a fossil who will
never be able to regain its feet, and they have
lost all sense of direction because they have
constantly been changing their identitiesand
all their efforts have come to naught. Their
dreams can never come true, and even if they
were to come true, their future will never be as
beautiful as their dreams. Cut off from reality
and entrapped in a fantasy world, these
people are unaware of the situation they are
in-they can’t even see that the toy-like train
they have boarded is not going anywhere.

With the funny costumes they have assumed,
the impossible load they are carrying on their

POST

Girdikleri garip kiliklarla, sirtlarinda tasidiklari
imkansiz yikle ve bindikleri hayali trenle bu
insanlar, kendilerini toplumdan ayrishrmislar
fakat her ne kadar akil cizgisinden uzaklasmis
olsalar da kendi aralarinda isleyen sosyal bir
diizenleri var, seyirciye sarsilmaz ve yenilmez
goérintyorlar. Ustlerinde onlarla beraber
gelen portreler, belki nereden geldiklerini
belki de ileride neye déniseceklerini
g&steriyor. Resmin cissesi ise bu durumun
korkutuculugu ile orantil.

Her yani giincel simgelerle dolu bu resim,
dinyanin radikal déniisiminiin toplumlari ve
tek tek bireyleri nasil kékten etkiledigini
seyirciye derinden hissettirmek icin

trajediyi tim resme hakim kiliyor. Ayn
zamanda devam eden kiiresel siriklenisten
aklini kaybetmeden cikabilecek olanlarin,
uygarhigin gelecegini sekillendirebilecek giice
sahip olacagini hatirlatmayi amacliyor ve tim
bu riyanin icerisinde saklanan ironi,
kstimserligi degil umudu 6n plana cikariyor.

backs, and the imaginary train they have
boarded, these people have dissociated
themselves from society; yet even though
they have lost all contact with reason, they
still have a functioning social order, and they
strike the viewer as a stable and invincible
community. The portraits which they carry may
be indicative of where they are coming from,
or what they will transform into in the future.
The sheer bulk of the picture is directly
proportionate to the luridness of the situation.

Scattered with contemporary symbols, this
work is dominated by tragedy, so as to evoke
in the beholder the striking effect ofthe radical
transformations of the world as seen on
societies and individuals. It also aspires to
remind us that those who can get through this
global disorder without losing their minds, will
have the power to shape our civilizations’
future. And the irony secreted within this
dream underlines hope, not pessimism.
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ALI ELMACI:
KAN GORUNCE

RUYA BOZULUR

Réportaj Azra ismen

Ali Elmaca’yla sanat pratigi ve
gelecek sergisi Gzerine atélyesinde
bir sohbet gerceklestirdik.

Ali Elmaci’nin sanatsal pratigini dissiiniirken,
akillara éncellikle izleyicinin ister istemez
goz goze geldigi, fiktif figirlerin saskin

ve tedirgin edici bakislar geliyor.

Bu bakislardan biraz bahsedebilir miyiz 2

Ben, bitin yaptgim figirlerde, aslinda kendi
bakisimi, kendi gézlerimi yerlestiriyorum.
Boylelikle bitin resimlerimi otoportrelestiri-
yorum. O saskin bakis da aslinda istemsizce
yaphgim kendi ifadem. Cocuklugumdan beri
bu ifademin taklidini yaparlardi bana, bu
durum beni sinirlendirirdi. Bir de izlenmenin
rahatsizlik verdigi gercegi var. Biz, aslinda
sirekli her yerde izleniyoruz ve cogu zaman
bunun farkinda degiliz. Birebir bir kameray
karsimiza yerlestirmedikleri sirece
izleniyoruz gibi bir his icinde olmuyoruz. Ama
simdi sokakta bile mobeselerle ve givenlik
kameralariyla izleniyoruz. Figirlerimde
izleyiciyle direkt bir g6z temasi kurdurmamin
bir nedeni de rahatsiz hissi vermek Uzerine.
Seninle konusurken devamli géziiniin icine
baksam bir siire sonra rahatsiz olur, bakisini
kagirirsin. Baski olusturuyor. Nereden baksan
sana bakiyor. izleyicinin de izlendigi bir
hissiyat olusturmak istiyorum. Bunu da kendi
gézlerimle yapryorum.

Resimlerinizdeki yogun kompozisyonlarda,
her seferinde farkli bir veya bircok karakter
6zenle kurgulanmis bir sekilde yerlerini
aliyor. Hayvanlar, doga, sasali dekorlar,
cesitli sislemelerle bezenmis mekanlar
ortaya cikiyor. Resimlerdeki figiirler
cogunlukla pozlariyla, kraliyet dénemlerin-
deki hikmedenleri daha da gérkemli hale
getiren tablolari animsatiyor fakat kitschl
hep &n planda... Tablolarinizdaki kurguyu
nasil olusturuyorsunuz 2

islerimi, ayni ana haber biltenlerindeki gibi
kurguluyorum. Ana haber biiltenlerinde
verilen bilgi, hiyerarsiyle ilerler. Biltenin
sonuna gelindiginde ilk séylenen unutulur.

O giin cumhurbaskani ile ilgili gelismeler
varsa o gelismeler anlahlir; ikinci sirada
basbakan veya hikimetle ilgili gelismeler,
iciinci sirada ana muhalefet, dérdinci
sirada muhalefet diye gider... Kanalin politik
ve ideolojik durusu ne olursa olsun bu
siralama her zaman béyledir. Politika
haberleri bittikten sonra ekonomi haberleri
baslar fakat bu haberlerde, herkes kendi
sizgecinden siizerek aktarir. Haber
biltenlerinde ancak olaylarla gerceklerin bir
parcasini dgreniriz. Bir puzzle gibi onu oraya
yerlestir bunu buraya yerlestir, bir cikarim
yapmaya calisinz. Sonrasinda kriminal
haberlerle devam eder biilten, onlar da

tamamen pornografik dizeyde: nasil 8lmis,
kac yerinden bicaklanmis, adli tip raporlari,
cenazede kim bayildi, ambulansa onu kim
tasidi, feryatlar ne sekildeydi, hangi dilde
feryat edildi, vs...

Aslinda bir hikéye anlaticisi var ve pornog-
rafik detaylarla izleyicinin dikkatini cekip,
hikéyenin inandincihgini arttinyor. istedgi
seyi gosteriyor filtreliyor ve izleyiciyi de
istedigi yénde manipile ediyor...

Evet evet... Burada isin aslina bakhigimiz-

da birinci sirada séylenilen seyin en sonda
unutturmak istendigini gériyoruz. Politika
ekonomi ve iiciincii sayfa haberlerinden sonra
da magazin haberleri gelir: bilmem nerede
konser oldu, sahnede saka yapti, bilmem
nerede yemege gitti gibi gayet lizumsuz ve
mizikle desteklenmis renkli olaylar... Biltenin
en sonunda ise sevimli bir haber: patisine

bir sey bulasmis, buzdolabindan tezgaha
atlayan kedi tijri sirin videolar... En sonunda
da spor ve hava durumu ile kapanir. Béylece
basta verilen icerigin 8nemi derece derece
kaybolur. Resimlerimi de bir ana haber bilteni
akistyla kurguluyorum: cicekler, renkler siisle-
meler...

Kompozisyon kalabaliklasiyor...

Kalabalik koyuyorum ki ana konu geri plana
ifilsin. Ve izleyicinin de aslinda cok tanidik
oldugu bir kurgu bu. Bir sekilde oradaki
detaylara ve renklere o kadar takiliyor ki asil
meseleyi sonradan fark ediyor. illa fark etmesi
gerekmiyor tabi...

Peki ya figiirin agzindaki bicaklar?

Bicagr cok sik kullanryorum. En basitinden
tuhaf bir alet! Mutfakta elma da kesiyoruz,
basit bir mutfak esyasiyken bir cinayette de
kullanilabilir ve cok korkutucu bir hél alir.
Mesela Leon'u izlemisinizdir. Basroldeki kiz
Mathilda kiralik katil olmak istiyor. Leon
anlatiyor ona: “Tifekle baslamalisin, tifekten
sonra tabancada iyice ustalashginda ancak
bicak kullanabilirsin cinki artik kurbaninla en
yakin temasa geciyorsun.” Bizi de cok
korkutan tekinsiz bir sey bicak...

Bu durumda bicak da dikkati dagitan bir
sislemeye mi déniisiyor?

Tam olarak degil. Tekinsiz bir nesneyi alip o
kompozisyonda otorite olan figiirin agzina
yerlestirirken artik onun séyledigi her seyin
tehlikeli ve kesici bir manipilasyona acik,
yeniden sekillendirici bir tarafi oldugunun

Ali Elmaci

altini cizmek icin bicagr kullaniyorum. Bir de
izleyiciyi tedirgin etmek icin...

Sizi ncelikle desen ve tuval resimlerinizle
tanidik. Simdi heykeller var, daha farkh
mecralar kullanmak istediginizden de
bahsediyorsunuz...

Tabii ki cesitli projelerim var érnegin fotograf
projelerim gibi, artik onlari da hayata
geciriyorum. Beni sadece resim yapmak
tatmin etmiyor. En sevdigim sey resim yapmak,
bu yizden yaptgim her seyi de resim gibi
yapiyorum. Ornegin 2016 yilinda
Contemporary Istanbul'da gésterilen Ben
Senin Duygularina Karsilik Veremem

Osman il isimli heykelimi hatirlarsaniz,
heykeli yaparken de resim gibi yaptigimi
anlarsiniz. Resmimin kaygilarini tasiyor yap-
hgm heykeller de. Ne yaparsam yapayim,
iretim bicimimim temelini resim olusturuyor.

Resminizin temelinde oldugu bir dinya
yaratiyorsunuz aslinda cerceveden tasan...
Onceki sergilerinizde devlet otoritesi, sinifsal
farkliliklar, birokrasi ve militarizm gibi
toplumda baski olusturan konular iizerine
yogunlashniz. 2019 yilinin Mart ayinda, Art
On istanbul’da gerceklestireceginiz 5. Kisisel
serginizde izleyiciyi neler bekliyor2 Serginin
ana konusundan biraz bahsedebilir misiniz?

5. kisisel sergimin ismi, Kan Gériince Riya
Bozulur olacak. Bu sergi icin siyasi ideoloji-
nin kutsallastnimasiyla ilgili isler Gretecegim.
Bunun icin ideoloji nedir, kutsal nedir, biz

bu ikisini nasil bir araya getirerek ideolojiyi
kutsallashnyoruz ve siyasi ideoloji neden
beslenir, nasil yayilir gibi konular arashrdim.
Lugattan okuyarak birkac tanim yapmak
istiyorum. Kutsal, “tapinilacak veya yolunda
can verilecek derecede sevilen” demek.
ideoloiji ise “ dsinbilimsel, toplumsal ya da
siyasal bir 8greti olusturan ilke olarak da
benimsenebilen kisi veya kurumlara yén veren
disincelerin bitinidir.”

“Kan Gériince Riya Bozulur”, riya tabirlerin-
de bir deyim haline gelmis, kalip bir cimledir.
“Riyada Kan Gériince Ne Olur2” sorusunun
cevabini bir riya tabirleri sitesinden okumak
istiyorum: “Kana bulashgini géren kimse,
haram mal ile ugrastgina ya da biyik bir
ginah isledigine delalet eder. Gémleginde
nerden bulash@ini bilmedigi bir kan oldugunu
goérmesi, hic beklemedigi bir yerden kendisine
iftira edilmesine delalettir. Gémlegine boga
kani bulashgini géren kimseye, sultan tarafin-
dan iftira ahlir. Kog kani bulash@ini gérmesi,
zengin ve mertebeli bir adamin kendisine iftira

etmesidir. Bunun gibi elbisesine hangi hayva-
nin kani bulasmissa, o hayvanin delalet ettigi

kimsenin kendisine iftira atmasidir. Riyada in-
san kani ictigini géren kimse, mal ve menfaate
nail olur. Ve tim bela ve fitneden kurtulur.”

Bu sergiyi hazirlarken kiliselerden yola ciktim.
Kilise resimlerini inceledim; gezdigim bircok
kilisede sunu gérdim; inanilmaz bir sisleme-
cilik var her yerde renkler ve cicekler var. Bir
taraftan sislemeli bir huzur ortami var diger
yandan biitin o ciceklerle sislerin arasinda
biyik bir siddet var: isa’nin kani. Her yerde
bu siddeti hissediliyor ve Isa’nin-Hiristiyanlarin
inancina gére-insanlanin giinahlarina karsilik
kendi canini verdigini biliyoruz. incil'de de
Yesaya 53:1-12 ayeti bu hikayeyi anlatir.

Ayet, isa’nin insanlar icin neler yaphigini
acikliyor. Sergimin ana fikri de aslinda bu
ayette sakli. Ornegin “Bizim isyanlarimiz
yiziinden bedeni desildi” gibi insanligin
isledigi butin suclarin cezasini isa’nin
cekmesi... Bana gére Isa sldikten sonra

din siyasallast ve aslinda bu ayet de bunu
acikliyor. Siyasi ideolojinin nelerden beslene-
rek nasil biyiyebilecegini, kendisine muhalif
olanla nasil micadele ettigini gérebiliyoruz.
Kanla beslenen ve bu dogrultuda kendisinden
farkli olan her sey yok ediliyor.

Yani siyasi ideoloji kutsallastinldikca siyasi
liderin de kutsalligr sorgulanamaz hale geliyor
ve ideolojinin soyutlugu artik liderin
bedeninde viicut buluyor. Béylelikle hem lider
hem de ideolojisi kutsal ve dokunulmaz hale
geliyor. Ben de bugiiniin kutsalini sorgulu-
yorum aslinda. Bugiiniin Isa’si kim, bizim icin
neleri isteleniyor, biz ona nasil itaat ediyoruz
ve ona itaat etmeyenlerin sonlar ne oluyor...

Kan Gériince Rilya Bozulur'da, tuval ve
desen calismalarinizin yani sira heykel ve
yerlestirmeler yer alacak hatta tim sergi
alanini resimlerinizdeki bir kurguya ceviriyor-
sunuz. Sergide yer alacak calismalarinizdan
ve mekanin da bir malzeme haline déniisti-
rilmesinden biraz bahsedebilir misiniz?

Yine kiliseden yola cikiyorum. Kiliseyi kilise
yapan, sandalyesinden kiirsisine,
mumlarindan ciceklerine, resimlerinden
heykellerine icinde barindirdigi bitin bu
nesnelerdir. Kilise, benim icin siyasallasmis
dini temsil ediyor. Bu ibadet mekaninda
camide, havrada géremeyeceginiz 6ziinde
biyik bir siddet barindiran resimler ve imgeler
var. Bu sergide, calismalarim mekénla
birleserek resimlerimdeki riyay ortaya
cikariyor.



Kan Gériince Riiya Bozulur I | Blood Spoils the Dream 1, 2018
Ahsap izerine yagdli boya & polyester iizerine 2k boya, 2k vernik
2k paint, 2k varnish on polyester and oil on wood

y/h 95 xu/185xd/w56cm
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ALl ELMACI:
BLOOD SPOILS
THE DREAM

Interview Azra Ismen

We had a discussion with Ali ElImaci
at his studio about his artistic process
and his upcoming solo exhibition.

When you think about Ali Elmaci’s artistic
practice, it is inevitable to talk about the
fictive figures the viewers are faced with that
have a bewildered and uneasy expression.
Can we talk about these expressions?

l insert my own glance, my eyes to all the
figures | paint. By doing this all my paintings
carry a touch of my self-portrait with them.
That confused and bewildered expression all
my figures have reflect me. | often find myself
giving the same or similar look. | always did
this even when | was a child; my friends used

to make fun of me and it made me very angry.

Also, it is irrefutable that being watched is

an annoying action. We're constantly being
watched by something or someone and we're
rarely aware of it. We never truly grasp the
fact that we're being watched until a camera
is facing us. However, now every small street
or road is being watched by cctv cameras. To
enhance and further elaborate this concept,
my figures directly stare at the viewer. When
talking to someone, if they stare at you
directly for a long period of time you would
be uncomfortable and look away. | use the
same logic. | try to replicate the idea of being
watched, and | do this by inserting my own
eyes to my paintings.

In your densely composed paintings there
are various characters that are made with
great detail. Animals, nature, lamboyant
decorations, places with large embellis-
hments are seen. The figures resemble
portraits done for emperors and rulers that
convey them larger than life. However, kitsch
is always present. How do you build the
composition of your paintings?

My compositions are built just like the news
on tv. The information given in the news
follows a hierarchy. At the end of the news the
viewer forgets the beginning. If there are any
developments about the president the news
begins with these, then after that they move to
the prime minister or the government, third is
the main opposition party, following is the rest
of the opposition parties and so on. No matter
what the political or the ideological tendency
of the channel is, the process is always the
same. After the news about politics is over,
economy follows; however, the channels cho-
ose these according to their own filters. We
can only learn one part of the reality from the
news. Like solving a puzzle, we put together
news we collect from several other channels.
The following news is pornographic; compo-
sed fo only give numerical information. How
people died, how many times they were
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stabbed, criminal reports, how many people
were at the funeral how many fainted, efc.

So, there is a storyteller and it draws the
attention of the viewer with these
pornographic details, to further improve the
persuasiveness of the story. The storyteller
shows whatever it wants, filters it
accordingly and manipulates the viewer
however it wants...

Yes yes...If you look at the entirety of the
process, we can see that the at the end the
things said in the beginning are trying to be
forgotten. Following the news about politics,
economy and daily stories, come the tabloid
press. We see news about concerts, jokes
done on stage, news about celebrities, unne-
cessary news backed with music. At the end
of the news we see cute stories about animals,
cute cat videos, funny dog stories and so on.
Finally, before finishing, news about sports
and the weather report is presented. This way
the importance of the news in the beginning is
slowly lost. | compose my paintings using the
same process: flowers, colours, decorations...

The composition gets more crowded...

| crowd the canvas to push the main subject

behind. This creates a composition that the
viewer is used to. The viewer gets caught up
in the detail and the colours of the painting so
much that they realize the main figure later on.
Of course, they don't have to realize it at all...

What about the knives in the mouth
of the figures?

| use knives a lot. It is very weird tool to say
the least! You can use it in the kitchen to slice
an apple but it can easily turn into a mur-
der weapon, and be very frightening. For
example, in the movie Leon the protagonist
Mathilda wants to be a hitman. Leon tells
her: “You have to start with a rifle, then you
need to move on to a hand gun. After you've
mastered these you can use a knife. Because
this way you can get in close contact with
your victim.” it is something that scares us a
lot, it's eerie.

In this case does this make the knife
a distracting decoration?

Not exactly. When you put a dangerous
object into the mouth of the main figure of the
composition, | give the message that every-
thing that comes out of the figure’s mouth is
dangerous and open to manipulation. | use



the knife to underline that there is a way to
reshape its words and also to make the viewer
feel uneasy.

We first got to know you with your pattern
drawings and your works on canvas. Now
we're seeing sculptures and you've
mentioned that you want to work with
other mediums...

| have several ongoing projects; photog-
raphy for example, I'm bringing those o life
these days. Painting alone doesn't satisfy me.
My favourite thing to do is to paint, that's
why whatever | do, | do it like painting. For
example if you remember my sculpture | can’t
Reciprocate Your Feelings Osman Il that was
shown at the 2016 Contemporary Istanbul art
fair, you can see that | create my sculptures
like painting. My sculptures carry the same
worries as my paintings. Whatever do pain-
ting build the basis of my creative process.

You create a world that outpours from your
canvas...In your previous exhibitions you
focused on subjects that create a pressure on
the public such as government authorities,
bureaucracy, militarism and economical
differences. What can the viewers expect
from your 5th solo exhibition Blood Spoils

the Dream that will take place at Art On
istanbul in March of 2019. Can you talk
about the main idea of the exhibition?

The name of my 5th solo exhibition will be
“Blood Spoils the Dream”. For this exhibition

| will create works about the consecration of
political ideology. | researched topics like
ideology, divinity, how we sanctify

ideology by using these two, what does
political ideology feed off of and how is it
distributed. | would like to talk about some
direct definitions. Holy means something that
is to be worshipped and to die for. Ideology
means a systematic body of concepts espe-
cially about human life or culture; a manner
or the content of thinking characteristic of an
individual, group, or culture and the
infegrated assertions, theories and aims that
constitute a socio-political program. “Blood
Spoils the Dream” is a commonly used saying
in dream interpretations. | would like to read
to you the answer fo the question, “What does
it mean when you see blood in a dream?2”

in a dream interpretation site. “If someone
sees itself with blood on its body, it means
that they have been involved with unlawful
good or have committed a grave sin. If they
see a blood stain on their shirt from an
unknown reason, it means that an unexpected

someone will slander you. If they see their
own blood on their shirt it means that the
sultan will slander them. If they see the blood
of a ram it means that they will be slandered
by someone rich with a high social class. If
they see themselves drinking human blood
means that this person will come to a lot of
money and benefits and that this person will
be protected from all trouble and unrest.” For
this exhibition my starting point was
churches. | studied many paintings of
churches; at the churches | visited |

realized the amount of decoration, colours
and flowers. On one side there is a peaceful
environment with the flowers but on the other
side there is a huge scene of violence there:
the blood of Christ. You can feel this
violence all over, and according to the
Christian teaching we know that Christ gave
his life for the sins of humanity. Isaiah 53:1-12
from the Bible tells this story; the verses
explain what Christ did for mankind. The main
idea of the exhibition is actually hidden in
these verses. For example, the line “His body
was carved for our rebellions.” is a crime
committed by humanity that Christ died for.

According to me, after Christ died religion
politicised and actually the verse talks about
this. We can see what political ideology is

nourished, how it grows and how it deals with
the thing that oppose it. Everything that feeds
off of blood and is different is destroyed.
Therefore, once the political ideology is divi-
nified the sacredness of the political leader is
indisputable. Furthermore, the abstract nature
of the ideology comes to existence in the
body of the leader. Because of this both the
leader and the ideology become untouchable
and sacred. I'm questioning the sacred of
today. Who's the Christ of today, what does
it undertake for us, how do we obey it, and
what happens to those that don't obey it...

At your exhibition Blood Spoils the Dream
there will be sculptures, paintings and
installations, you're transforming the
exhibition space into one of the sceneries
of your works. Can you talk about your
works and the transformation of the space?

I'm basing it on churches. What completes a
church is the chairs, the pulpit, the candles,
the flowers, the paintings, the sculptures, all
of the objects inside it. The church symbolises
politicised religion to me. In this sacred place,
there are more violence driven works than

a mosque or a synagogue. In this exhibition
my works become one with the space and
portray the dreams in my paintings.

Rabbim Beni Bastan Yarat |

My Lord Recreate Me I, 2018

Tuval iizerine yagh boya | Oil on canvas
60 x 50 cm

Rabbim Beni Bastan Yarat Il

My Lord Recreate Me II, 2018

Tuval izerine yagl boya | Oil on canvas
75 x 65 cm

75 x 65 cm

Yaralarimla Yasiyorum I-11
I'm Living With My Wounds I-1l, 2018
Tuval iizerine yagh boya | Oil on canvas

Kan Gériince Riiya Bozulur lll-Il | Blood Spoils the Dream I1I-1l, 2018
Ahsap izerine yagl boya & polyester izerine 2k boya, 2k vernik
2k paint, 2k varnish on polyester and oil on wood

y/h 95 xu/185xd/w 56 cm
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~SANAT
“ESERINE

(NASIL
YAV

Metin Sena Ozcifici

Edmund Feldman, Gérsel Deneyim Cesitleri
(Varieties of Visual Experience, 1987) isimli
kitabinda bir eseri taniyip yargiya varmanin
bir sirec icinde gerceklestigini séyler. Bu siirecin
dért asamasi vardir: Tanimlama, ¢éziimleme,
yorumlama ve yargi. Feldman, bu asamalara
iliskin tezini ortaya koymus, 6grencisi Gene
Mittler de ’bakmayi 6grenmek’’ izerine cesitli
sorularla Feldman’in bu yéntemini gelistirmistir.
Mittler’in sanat eserine ydnelttigi bu sorulan
Contemporary istanbul izleyicileri icin
vyarladik. Sergi ve fuarlari bir de bu sorular
esliginde izlemeyi deneyin.

“"HOW DO WE'
PPERCEIVE

kil

Text Sena Ozciftci

In his book Varieties of Visual Experience,
1987, Edmund Burke Feldman states that to
familiarising and judging an artwork happens
through a process. This process has four steps:
identification, analysis, interpretation and
judgement. Feldman’s student Gene Mittler,
further improved Feldman’s method by
creating questions to “learn how to look”.
We modified the questions of Mittler for the
viewers of Contemporary Istanbul. Try
surveying art fairs and exhibitions in light

of these questions.

iLK KARSILASMA

Eserin tiri nedir? (resim, heykel, fotograf,
seramik, 8zgiin bask, yeni medya...)

Eserin hangi medyumda retilmistir2 (yaglh
boya, bronz, metal, karakalem, ahsap...)

Eserin konusu ne olabilire

Eserin plastik dzellikleri, kullanilan malzeme
ve teknik, sanatcinin fikrini aktarmak icin
nasil dénistirilmistire

ALIMLAMA

Sanatcinin kendine has yaklasiminin,
Uslubunun eser iizerinde etkisi olmus mudur?
(firca darbesi, modelaij, 6zel figirler,
semboller, bakislar...)

Sanatcinin bu eserini, diger eserleriyle
karsilashrin. Bu eser, sanatcinin diger
eserleriyle tutarll mi2 Yoksa yeni bir
yaklasim, yeni bir yénelim mi2

Sanatcinin eserini sanatciyla ayni dénemde
yasayan diger sanatcilarla karsilastirmayi
deneyin.

Sanatcinin eseri 6zgiin mi yoksa etkisi altinda
oldugu bir akim ya da sanatci var mi2

Sanat eserinde gdzinize takilan ilk sey nedir2
Neden onu gérdiginizi aciklayabilir misiniz2

IDENTIFICATION

What is the technique of the work2 (painting,
sculpture, photography, ceramic, fine art
print, new media...)

What is the medium of the work? (bronze,
metal, wood, charcoal, oil paint, acrylic...)

What can be the subject of the work?

How are the material’s qualities and the
technique are transformed to convey the
artist’s idea?

ANALYSIS

Does the artist’s characteristic style influence
the artwork? (brush strokes, special figures,
modelling, symbols, glances...)

Compare one work by the artist with his/her
other works. s this work consistent with their
previous works2 Or is there a new approach,
a new tendency?

Try comparing the work of the artist with other
artists’ works who were alive at the same time
as artist.

Is the work unique or was the artist influenced
by another artist or an art movement?

What is the first thing you notice about the
artwork? Can you explain why you noticed it2
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YORUMLAMA
Eser, sizde nasil bir his uyandiriyor?

Eser, sizi bir gelenek veya kiltirle
karsilastiryor mu?

Sanatci, zaman, mekén, inans, kiiltirel ve
sosyal farkliliklar konusunda neler sdyliyor?2

Sanatel, eserinde bir dyki veya mitolojik bir
konu anlatiyor mu?

Resimdeki insanlarin gercekte yasadiklarini

dissinirseniz, sizce ne yapiyorlar, ne

sdyliyorlar, kiyafetleri ve halleri size

neler sdyliyor2

Eserin nasil bir sesi var2

Eserde semboller, simgeler gériyor musunuz?

Eser icin bir isim disinsen bu, ne olurdu?
YARGI

Sizce bir sanat eserini nitelikli yapan nedir2

Hangi bakimlardan iyi oldugu konusunda

nasil karar verebiliriz®

Bu esere bakinca yabancilik
hissediyor musunuz?

Bu esere sahip olmak ister miydiniz2

INTERPRETATION

Does the artwork awaken any feelings
for you?

Does the artwork present a tradition
or a culture?

What does the artist say about time, place,
belief, cultural and social difference?

Does the artist tell a tale or a mythological
subject with the artwork?

If you imagine the subject of the artwork in
real life, what do you think theyre doing, what
are they talking about? What does their
demeanour and clothing tell you about them?
What kind of a voice does the artwork have?

Do you see symbols or icons?

If you could name the artwork, what
would it be?

JUDGEMENT
What do you think makes an artwork
qualified? How can we decide if the

artwork is qualified from certain aspects?

Do you feel any foreignness when you look
at the artwork?

Would you like to own the artwork?



ONUR MANSIZ

Fragments Il, 2018
Tuval izerine yagl boya
Qil on canvas
210 x 154 cm
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Réportaj Zeynep Alp

Burcu Erden’in figirleri, yarahldiklar
malzeme olan ahsabin yasayan yapisiyla bir
devinim icinde olan dinamikler olusturuyor.
Figirlerinin hareket halinde oluslar ve
Erden’in ahsabin dogal dokusundan
kopmayarak genis ve duragan kitleler
yaratmasi, izleyicinin bu devinimin hangi
noktasina déhil oldugunu sorgulahyor:
insanin zamanindan bir anin viicut bulma
asamasi mi yoksa bir anlar dizisinin donarak,
kitleleserek sonlanisi mi2 Eserlerindeki bu iki
yonli catisma, bir yasayis yelpazesinin
timine ayni anda bakmamizi saghyor.

Bu etki, Umberto Boccioni’nin heykellerinde
hareketin zaman icindeki asamalarini
yakalama kaygisini animsatiyor. Burcu
Erden’in heykellerinde insan figiirinin
sinirsiz déniisiim yetisi, ahsabin mekanik
dogasi ile daha da giicleniyor. Sanatcr ile
Contemporary istanbul kapsaminda
sergiledigi eserleri ve bahar aylarinda

Art On istanbul'da gerceklesecek kisisel
sergisi hakkinda konustuk.

Cl 18de sergilenen eserlerinizde temel
malzeme olarak calisan, yasayan ve sirekli
bir déniisim sirecinde olan ahsabi
kullaniyorsunuz. Kullanmay: tercih ettiginiz
bu malzemenin eserlerinizin anlam
bitinligi acisindan 6nemi nedir?

Ahsap malzemenin bicimlendirme olanaklar,
yizeyde elde ettigim doku, ekleyerek degil
kitleden yontarak calismamin ortaya
cikardigi etki, ahsap heykellerimin ifadesi
izerinde direkt ve belirleyici bir giice sahip.
insan figirrine dair imgeleri, leke ve kiitle
degerinin gerisine iterek, inandirncihiga
dayanan bir anlayss icinde ele aliyorum.
Modlaj dilim de heykel ile tanimli olan
arasindaki mesafenin acilmasini destekliyor.
Calisirken kullandigim siyah boya izlerini
muhafaza edisim de bu mesafeye hizmet
ediyor. Béylece, figirlerin hareketli olmayan,
durgun jestleriyle celisen bir dinamizm ortaya
cikiyor. Sicak ve aslinda imgeyi evcillestirme-
ye egilimli bir malzeme olan ahsabi, gerilimli
ve dinamik kullanmanin yarath@ celiskiyi
heyecanli buluyorum.

Ahsap, lifli yapisindan &tiiri kinlgan degil
kimi tirleri tastan bile dayanikli bir malzeme.
Diger yandan, yasamaya devam ediyor ve
hava kosullarina reaksiyon veriyor. Kald ki
tomrukla calisiyorsaniz ahsap, kuruma

[simsiz | Untitled, 2018
Ahsap | Wood
y/h 200 x u/1 62 xd/w 62 cm

[simsiz | Untitled, 2018
Ahsap | Wood
y/h 200 x u/1 58 xd/w 58 cm
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BURCU ERDEN I-!EY.KELLERiNDE
AHSABIN DEVINIMI

Burcu Erden

sirecinde catlamaya devam ediyor.
Uzerinde calisirken duydugum catlama
sesleri, ben calisirken malzemenin de
calish@ini hissettiriyor. Bu catlaklarin isi
olumsuz yénde etkiledigini disinmiyorum.
Aksine korudugum o hamlik ile &rtistigini
distntyorum.

Eserlerinizde figiir agirlikli calismay: tercih
ediyorsunuz. Figire yaklasiminizda
belirleyici olan nedir?

Bu sorunun cevabi benim icin de sirekli olarak
gincelleniyor. Ama insan figirini ele aldigim
heykellerimde soyut degerler aradigimi
sdyleyebilirim. Bu arays, bash basina
heykelimin cikis noktasi. Figirlerimin kendi
kurgulari icinde bir inandiniciliklar olmasini
amacliyorum; hayatin gercekliginden referans
alan ama ondan uzak. Tanimli olan

unsurlarin mimkin oldugu kadar geriye
gitmesi ve ortaya cikan kompozisyonun,
kiitlesi ve leke degeri ile kendi basing,
tamamlanmis bir heykel olmasi izerine
calisiyorum. Bu yizden figiirin tasidigi duygu
izerine yapilan yorumlar, bazen bana
yabanci geliyor. Bu kadar tanimli ve
hikayelemeye oldukca misait insan figirini
soyut degerler icinde ele almaya calismanin
tezathgr da benim icin oldukca giizel bir
problem.

Bahar aylarinda Art On istanbul’da acilacak
olan kisisel serginizden bahsedebilir misiniz?2

Calismalarnimda genel olarak insani, insan
dogasini ve baskalaryla yasama olgularini
merkeze aldigimi séyleyebilirim. Yeni sergim
de bu konularin etrafinda bicimleniyor. Bu
fuardaki iki ahsap heykel, sergide yer alacak
islerin bicim anlayisina dair bir fragman.
izleyici ile heykel arasinda kurulacak
iliskiden hareketle, 8lcegin bu iliskideki ve
anlam izerindeki belirleyiciligi, calismala-
rimdaki temel problemlerden biri. Bir heykeli
2.10cm yapmak ile 1.40 cm yapmak arasin-
daki anlam farki izerine odaklaniyorum. Bir
imgenin gercek hayattaki boyut ve oranlar,
bu imgenin heykelde var olacagi boyut ve
8lcege dair karan etkileyen dnemli bir nokta.
Diger yandan kendi fiziksel boyutlarimizla
deneyimledigimiz gerceklik var. Bu bicimsel
ve fiziksel unsurlarin icerik Gzerindeki
belirleyiciligi, benim icin zorlayici ve heyecan
verici bir sirec.



THE MOTION OF WOOD IN
BURCU ERDEN’S SCULPTURES

Interview Zeynep Alp

The living characteristics of the wood creates
the motions and the dynamic figures of
Burcu Erden. The dynamism of her figures,
Erden’s continuation of the natural texture of
the wood and her creation of static masses
makes the viewer question which part of this
process they are involved in. Is it a time
within the life of mankind or is the ending

of a series of events? This mutualistic conflict
helps us see a spectrum of ways of living all
at the same time. This effect resembles the
search of movement within time in Umberto
Boccioni’s sculptures. The endless transfor-
mative ability of the human figures of Burcu
Erden’s sculptures is strengthened by the
mechanic nature of the wood.

For your works at Contemporary istanbul
this year you chose wood, a constantly
changing, living and working material.
What is the significance of the material for
the completeness of the work?

The various opportunities to shape the wood,
the texture | attain on the surface, the effect

| create not by adding to the material but by
removing from it has a significant weight on
the expression of my works. | take on the
human figure on a persuasive basis.

In my language of modelling, the black marks
| leave on my works further improve the im-
pact | make with my sculptures. By doing this
a dynamism that is in contradiction with the
static mimics of the figures. | find the tension
and dynamism of the wood, which is a warm
and inviting material, quite exciting.

Due to the wood's fibrous nature it can be
stronger than most materials. On the other
hand, wood is a living and reactive material.
Furthermore, if you're working with log it con-
tinues to crack while it's drying. The sounds the
material makes while I'm working on it makes
me feel like it's also working with me. | don't

think these cracks effect the work in a negati-
ve way, on the contrary | think it matches the
crudity.

You prefer to work figuratively with your
works. What is the determinant in your
approach to figure?

The answer fo this question is constantly chan-
ging for me, but | can say that I'm looking for
abstract qualities in my sculptures. This search
is the ultimate goal of my sculptures. | aim for
my figures to have their own composition,
referencing the realities of life but not close

to it. | try to create a sculpture that is far from
defined concepts, that can exist on its own
with its compositional constructs. Because of
this, comments about the emotion of a figure is
foreign to me. The irony of handling an abst-
ract figure in an environment where most is
crowded by definition and storytelling is also
a great problem for me.

Can you talk a little about your solo show
at Art On Istanbul that will take place in the
following spring months?

Generally, | focus my work on human beings,
human nature and the concept of living with
other people. My new show revolves around
similar concepts. The works | made for this
year's fair will be a preview of my exhibition.
The relationship of the viewer and the
sculptures in terms of scale is the main focus
of my works. | centre upon the difference in
meaning between a sculpture thatis 2.10 cm
tall and 1.40 cm tall. The scale and ratio of an
image in real life is directly effective of what
it will look like once it is transformed into @
sculpture. On the other hand, there is a reality
that we experience with our own physical
lengths. The effects of these figurative, stylistic
and physical elements are a challenging and
exciting process for me.




OLCAY KUS

[simsiz | Untitled, 2016
Tuval izerine akrilik ve sprey boya
Acrylic and spray paint on canvas

200 x 150 cm

CI"8 SECKisi

SENCER VARDARMAN

Wounded Ground |, Il, Ill, 2013
Dijital baski | Digital C-print
Her biri | Each 140 x 40 cm
Ed. 3+ Tap

HUSEYiIN AKSOYLU

Panoptikon | Panopticon, 2018
Tuval zerine akrilik

Acrylic on canvas

140 x 300 cm
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ERMAN OZBASARAN

Isimsiz | Untitled, 2018
Tuval Gzerine yagl boya
Oil on canvas

Her biri | Each 66 x 50 cm

NiLHAN SESALAN

Ay Isigi | Moonlight, 2018
Bakir & gimis | Copper & silver
Heykel | Sculpture

y/h 16 xu/1 13 xd/w 11 cm

OLGU ULKENCILER

Anlatilan senin hikayendir | De te fabula narratur, 2018
Tuval izerine kansik teknik
Mixed media on canvas

168 x 168 cm

AHMET CERKEZ

Isimsiz | Untitled, 2017
Tuval izerine pas izi, akrilik, kolaj
Rust, acrylic, collage on canvas

51 x 43 cm
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POST

KANAVASI
ISTANBULLU

BIR SANATCI:
MITHAT SEN

Réportaj Meltem Erkmen

Mithat Sen ile cocuklugu, egitimi,
cografyaya dair disiincesi,
islerinin zihinsel arka plani ve
Uretim bicimleri Uzerine konustuk.

Siz nasil bir cocuktunuz? Gercekten cocuk
oldunuz mu?

(Kahkaha) Hayir, cocuk diye bilinen

seyden olmadim. Sokakta oyun nedir, sokakta
oynanan oyunlar nedir, hic bilmem. icinde
yasadigim ve biyidigim evin insanlarinin
faaliyetlerine katlabildigim kadar katilip

o cercevede gorgii ve bilgi sahibi oldum.
insanlarin bazi seyleri bilmedigini ve benim
bilir oldugumu da daha sonradan fark ettim.
Evdeki beni biyiten yash kadinlarin icinde
bulundugu faaliyetler, benim faaliyet alan-
larimd. Bir de onun disinda kitap okurdum;
daha cok da ansiklopedi okurdum. Ben,
merakli bir cocuktum ama sokaga veya oyuna
degil; nereden kaynaklandigini bilmedigim
bir meraka sahiptim. O zamanlar da kumas,
disgme, malzeme cesitlerine dair bir merakim
vardi. Evde beni biyiten kadinlar birtakim
elbiseler diker ve diktirirlerdi; o giysilerde
kullanilan cesitli kumaslarin ve farkli
malzemelerin yan yana gelislerine dair

bir malumat sahibi oldum; somut bir bilgi
olmasa da bir fikrim vard..

Babaanneler, anneanneler, teyzeler ile
gecen bir cocukluktan sonra askeri lise
egitimi sert bir degisim oldu mu?
Askeri egitimin yasaminiza ve islerinize
yansimasindan bahseder misiniz?

Askeri lise, rasyonel olan, gercekten tasar-
lanmis ve nicin neyin egitiminin verildiginin
belli oldugu bir okuldu. Simdi nasildir askeri
liseler, bilmiyorum. Ben Deniz Lisesi okudum;
daha sonra Deniz Harp Okulu okudum. Deniz
Lisesi’nde iic sene okunan matematigin niye
o kadar agir oldugunu sordugumda, Harp
Okulu'nda “akiskanlar mekanigi” diye bir
ders okuyacagim izahat olarak acikland:.
Daha sonradan anladim ki hakikaten &yle
bir matematik olmasa, dyle bir alanda sizin
herhangi bir sey okumaniz mimkin degil.

Tatbiki'de gérdiginiz egitimin hayatiniza
ve sanatiniza nasil bir etkisi oldu?

Harp Okulu’ndan ayrildiktan sonra okudugum
Tatbiki Giizel Sanatlar Yiksekokulu’'nda neyin
nicin yapildigi belli degildi; bu benim icimde
derin sipheler ve kuskular uyandirmisti o
zaman. Onun icin de Tatbiki’nin benim icin en
buyik yararlligi, temel sanat egitimini Mim-
taz Isingdr Hoca'dan ve genel resim yapma
tekniklerine dair dersi Mustafa Pilevneli'den

almam oldu. Estetige, resme, resmin
elemanlaring, resmin elemanlarinin birbiriyle
olan iliskisine veya bir sanatci olmanin
geregine dair herhangi bir donanimi
saglayacak bir yapiya sahip olmadan mezun
oldum. Kendi merakim sayesinde gelistim.

Bu, zaten bircok &grenci icin béyledir; gizel
sanatlar fakijltelerinden mezun olanlarin hepsi
sanatci olmaz fakat bir ihtimal vardir,
sanatsever olabilirler.

Sanat nasil dgretilir, sanati kim 8gretir, ya da
sanat 8grenilen/ dgretilebilen bir sey midir?

Israrla, sabirla ve cabayla 8grenilebilir bir
seydir. Bu 6grenilir de yapilabilir mi bilmiyo-
rum; bunu yapamayanlar elestirmen oluyorlar
tabi, biliyorsun (kahkaha). Oyle denir, bu
benim lafim degil. Biraz gaddarca bir laf ama
oyledir. Ogrenilebilir elbette fakat cok zor,

tip fakiltesinden de her cikan doktor olmaz.
Zor bir sey.

Siz kendi kendinize ne &grettiniz ya da kim-
den ne 8grendiniz?

Ben gérmeyi ve soyutlamayi 8grendim kendi
kendime ve daha okuldayken farkinda olma-
digim birtakim seyleri okuldan sonra, belki de
okulun son zamanlarinda 8grendim. Yaptigim
isi nasil temellendirecegimi merak ediyordum
ciinki bu yle bilimsel bir gelenege sahip bir
is degil. Bir gelenegi var ama Bat anlaminda
bir gelenegi var, halbuki ben Batili bir insan
degilim. Su anda Tirkiye'de insanlarin
yaptiklari gibi, onlar da Batili falan degiller,
gibi yapmakla Batli olunmuyor. Tirkiye'de-

ki insanlarin disindiklerinin aksine bitin
medeniyetlerin ciddi olarak dinsel yapilanma
destekleri vardir ve din, medeniyetleri kendi
iclerinde bicimler. Medeniyetler de o dinleri
bicimler ve birtakim yeni yollar dogar. Buyiik
Britanya’nin bir siire Katolik olmasi daha
sonra da Anglikan Kilisesine dénmesi veya
Almanya’nin Luteryen, Protestan olmasinin
gerekceleri vardir. iran, Sii olurken Tirkiye'nin
Sinni olmasinin gerekcesi vardir ve bunlarin
ikisi de onlarin kurduklar medeniyetlerle
ilintilidir. Din ve medeniyetinki uzak iliskiler
degildir, cok siki iliskilerdir. 19.ytizyilin icinde
olusan milliyetler kavrami ve daha sonra her
milletin kendi kurtulus savasini yapmasindan
dnce, milliyetlerinden daha baskin olarak
insanlari bir arada tutan, din istiinden birlikte -
likleridir. Biz, Turkiye'de laik dahi olsak, icinde
bulundugumuz dinsel yapinin etkisi altindayiz,

Mithat Sen, 1966

bunu kiltirel olarak séyliyorum. istediginiz
kadar bunu reddedin. Marksist anlamda bir
st yapi bir de alt yapi var; alt yapi, ekonomi
ve diger seylerken Ust yapy, kiiltirel yapilardir,
bunlarin da en Usti sanathr. Bunu daha sonra
anlatacagim bir seyin altyapisini olusturmak
icin anlatiyorum, yoksa sosyoloji dersi vermek
icin degil. Sizin sekiler olmaniz buna etki
etmese bile, oradaki dinsel yapy, sizi yine de
alttan alta etkiliyordur. En azindan sekiler
olmanizi saglamasi bakimindan, diyalektik
baglamda, karsit baglaminda etkiler. Geriye
dénersek, kendi yaptgim isi temellendirme
anlaminda bitin bunlar dissinmeme vesile
olan sey, ben Avrupali bir adam degilim, ki
Avrupali olsam bu, farkinda olmadan bilgime
gecerdi. Ne diyoruz, Akdenizlilik diye bir sey,
Baltiklilik diye bir sey... Demek ki birtakim
karakterler var cografyaya gére, siz ister
reddedin ister reddetmeyin, b&yle birtakim
farkhliklar var. Burada tisketim aliskanliklarin-
dan ziyade sanat yapmaktaki farkliliklarindan
bahsediyorum. Peki bu cografyanin farki ne
ve bu nasil temellendirilir, bu resimde nasil
goézikire Veya yaphginiz sanatta bunu bu
sekilde anlatmadan nasil farki yaratirsiniz2
Benim istanbullu veya bu cografyal,
Anadolu’yu alalim, burali olarak ve bayle bir
gecmisten gelerek yani 600 senelik bir impa-
ratorluk, Roma’nin, Bizans'in ve Osmanli'nin
baskenti olmus bir sehirli olarak

yapacagim sanatin nasil olmasi gerektigine
dair temellendirilmis bir kanavaya sahip
olmam gerekiyordu. Bu soruyu neden
soruyorum, az dnce anlathgim gibi ben Deniz
Lisesi ve Harp Okulu’ndan gelmis bir adam
olarak rasyonel bir adamim. Duygularla
hareket edelim; Almanya’da Fluxus olmus,
8bir tarafta Tinguely mekanik heykeller
yapiyormus, iste New York'ta Pop Art
yapiliyormus deme durumum yok. Burada

ne yapacagiz biz bunun karsiliginda2 Soru
rasyonel olarak buydu.

1990 yilinda Kemal Onsoy’la beraber
Turkiye'yi temsil ettiginiz 44. Venedik Bienali
deneyiminizden s6z edebilir misiniz?

Biz, cok hazirlikh degildik; ne ben hazirlikly-
dim ne de benimle birlikte orada bulunanlar,
devletin zaten haberi yoktu. Sandiklar actik,
biz monte ettik resimleri ve biz astik.
Fevkalade amatérce fakat iyi resimlerin kot
bir yerde sergilendigi bir sergiydi. Maalesef

o sirada Tirkiye Pavyonu yoktu. Bizden &énce
1960l yillarin basinda Bienale cagrilan Sabri

Berkel’in, akademide &gretim gorevlisi
olmasina ragmen Tirkiye Cumhuriyeti Devleti
tavsiyelerini ciddiye almamis. Daha sonra biz
gittigimizde de Tirkiye Pavyonu yoktu ve biz
orada italyan Pavyonu’nun icinde bir késede
katldik Bienale. Her birimiz ayri ayr cok
hazirliksizdik ama bir baslangict ve o
baslangic da bir sekilde digerlerine vesile
oldy, diyelim. Bence artik cok dnemli degil
bienaller fakat bu Tirkiye'nin Eurovision’a
katlmasi gibi tuhaf bir hal aliyor. Sonra birinci
oluyorsun ve bitiyor, katiliyorsun ve bitiyor.
Bitin o gazi ve atesi gidiyor. Ben Venedik
Bienali'ne katilmis olmami kendi adima cok
dnemsemem fakat uluslararasi bienallerin,
uluslararasi sanateilar icin bir degerlendirme
skalasi vardir ve o skala da nemlidir. Biz ona
da girmiyoruz; ondan da ddeta bagimsiz
yasadigimiz icin bu bizde pek kale alinir
seyler degil. O yiizden evet benim
dzgecmisimde yaziyor ama iyi bir sergiye
tercih etmem, hatta iyi bir resme tercih etmem.

Mithat Sen ne okumay: sever, nasil
bir okurdur?

Cok cesitli okuyorum, birbirini tamamlayan
seyler okuyorum. Rastlantisal degil bu, zaten
bir siire sonra sectiginiz kitaplar birbirini
tamamlayan kitaplar oluyor. Bir alanda
okumuyorum, atom fizigi de okurum,
kuantum izerine de okurum. Mesela son bir
senedir agirlikli olarak Hristiyan din felsefesi
ve teolojisi iizerine okuyorum ama onunla
birlikte baska seyler de okuyorum. 7-8 kitabi
bir arada okuyorum zaten okurken, yani bir
kitaba baslayayim da bitireyim degil. Felsefe
genellikle okumam, yani elbette ana hatlanyla
bilirim hatta Antik Yunan felsefesini daha da
iyi bilirim. Yine de daha cagdas olanlara da
bakiyorum ciinki giincel sanat onlardan cok
etkileniyor. Neredeyse onlarin illistrasyon-
larini yaparmis gibi bir hél aliyor. Bu konuda
felsefe yapanlarin metinleri Gzerinden sanat
yapmaya calisanlari da o metinleri
yazanlar fevkalade elestiriyorlar bu arada.
Benim en cok hosuma giden, bu konuda
Woody Allen’in Annie Hall filminde bir
sahnedir. Orada bir sinema bileti

sirasinda Woody Allen etrafinda bulunan
felsefi zippeliklere ve gevezeliklere karsi bir
mesele cikartir. Siradaki adam Mcluhan’dan
alint yapiyordur ve Woody Allen, onun
McLuhan’i anlamadigini séyler. Adam da
“Sen &yle séyliyorsun ama ben Columbia’da
medya Uzerine ders veriyorum” der.



“lll. Istif” Serisinden heykel 4

4 From the Series “Istif lll”, 2018
Mermer | Marble

y/h 100 x u/1 100 x d/w 30 cm
Ed. 7+1 ap

lll. Istif” Serisinden Heykel 5

Sculpture from the Series “Isti lIl.f* 5, 2018
Mermer | Marble

y/h55xu/1 106 xd/w 10 cm

Ed. 7+1 ap

Woody Allen, “Hayir, yanlis biliyorsun” diyerek
gider ve tabelanin arkasindan gercekten
McLuhan'i cikartir getirir adama ve Mcluhan
“Hayir, siz beni hic anlamamissiniz ama hicg
anlamadiginiz bir konuda ders veriyor olmaniz

1"

mithis!” der. Ben, bunu hep &yle hahrlarim
(gUliyor). Keske boyle olsaydi hayat yani bu
kadar kolay olsayd:. Ben kuskuya distim ciinki
ilk seyrettigimde Mcluhan'in yazdigi kitabi
biliyordum, herkes bilir ama portre olarak
tanimiyordum. Daha sonradan fark ettim ki
filmdeki adamin kendisi McLuhan. Yani birisi onu
canlandirmiyor. Sanki Aristo’yu getirmissin gibi.
Keske teyit etmek icin cebinde bdyle sanal bir sey
olsa ve ¢ boyutlu sekilde onu buraya isinlasa.
O zaman buradaki zibidilikler ortaya cikacak.
Fevkalade zibidice geliyor birtakim isler.
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Eserlerinizin Uretim sireclerinden bahseder
misiniz? Bir eseri iretmeden &nce onunlailgili
nasil bir disiinsel siirecten geciyorsunuz?
Onceki eserleriniz yeni eserlerinizi ne sekilde
destekliyor?

Tek tek boyle bir iliskiye gecmiyorum fakat bir seri
olarak disinip, o disinsel yapiyr olusturuyorum.
Zaten onun kaynaklar daha énceden gelmistir
fakat arada kullanacagim malzemeyle ilgili,
malzemeyi dénistirmekle ilgili meseleleri
cdzmek, mesela derinin nasil resim malzemesine
dénistirilecegini disinmek gerekiyor. Mesela
yagl boya her yerde satilir ve herkesin elinin
altindadir ama onu her kullanan sanater degildir
elbette. Ayni amatérlerin kullandiklan seyleri, bir
profesyonel alip sanat yapih cikartabilir ortaya
fakat malzeme resmine girdiginiz zaman
malzemenin sizin dilediginiz halde
sekillenebilmesi icin bir siirece tabi tutulmasi
lazim, hem disinsel hem de teknolojik olarak.
Onu dénijstirebildiginiz anda ve sizin resim
elemanlarini kendi icinde halletmeye
basladiginiz anda devami gelir, o bir seridir ve
ondan sonrasi kolaydir. Ondan evvelsi gercekten
zor bir sey. Oyle bir sirec geciyorum, yaptiktan
ve “bu oldu” dedikten sonra da geriye dénip
bakmam. O benim cocugum falan degildir, hic
dyle bir duygusal iliskim yoktur yaptigim islerle.
Satilmasi, baska birine verilmesi, baska bir yerde
olmasi veya yanip kiil olmasi beni hic
endiselendirmez. Onun disiincesi bendedir ve o
disinceyle devam eder baska bir seriye kadar.
Baska bir seride de baska bir sorunsal ¢céziilir.
Mesela bir sorunsal var: “tekrar” diye bir sey
izerine disiniyorum. Ik drnek ilkesi iizerinden,
bu ilke bu cografyaya ait bir ilkedir yani &zellikle
doguya dair bir meseledir. Bu ilkeden yola
cikarak herhélde tarihteki en uzun sireli ayni
birimleri, ayni formlar kullanarak fakat farkls
malzemelerle, farkl dizilislerle ve farkli
cézimlerle sanat yapan herhélde bir tek ben
vanm. Belki bilmedigim vardir, yanls bir sey
séylemek istemem. O noktadaki en biyik sorun,
disinsel olan sirectir. Daha sonraki en biyik
sorun da sectigin malzemenin o disiinsel yapiya
vygunluguyla ilgidir ve malzemenin
dénistirilmesidir. Ondan sonrasi kolay.
Bazilarina hic elimi bile sirmiyorum yani. Zaten
zaman icerisinde boyama isi veya yontma isini
bir sire sonra yapamaz héle geliyorsunuz. Ben,
bunu bir Matisse belgeselinde gérmiistim.
Matisse, tekerlekli iskemledeydi ve yiriyemiyor-
du. Belli ki kaslarinda bir sorun var; duvarda asili
olan biyik bir kagidin stine asistanlarina kolaj
kestirip yapishrtiyordu. Oyle de resim yapilir. Bu
cografyanin sanatseverlerinin anladigi anlamda
bir kuyumculuk, sanat yapmanin olmazsa olmazi
degil. Bdyle bir zanaata ihtiyac yok sanatta.

Bu 1960’li yillardan itibaren Bati'da cok iyi
anlasilmis vaziyette de Tirkiye'de halé sanatcinin
elinin degmesi, orada bir mucize géstermesi gibi
garip arzulari oluyor buradaki koleksiyoncunun.
Bundan siratle vazgecmeleri lazim, bu komik

bir beklenti.

Evet, bu aslinda sanatcinin fikrinin g6z ardi
edildigi bir nokta oluyor.

Tabii ki, mesela 1860'larda Ruskin’in Gotik sanat
icin yazdigi bir yazida bu anlamdaki bir
mikemmeliyetciligin kélelik héline getirilmis bir

el tarafindan olacagini séylerdi. Bu cok fazla elin
yaphg bir isi tekrarlayarak olusan bir seydir, onun
icin “gotik sanah elestirmeyin ‘kaba’ diye ciinki
o aslinda &zgiir bir ruhun sonucudur” demis.
Daha 19.yiizyilda bunlar disinilmisken, 2000°li
yillarda hala buradaki izleyicinin bir kuyumculuk
aramasi ve el izerinden bir dirayet géstermesini
beklemek trajikomik bir durumdur. Diinya sanat
tarihinde bileginin ve elinin akliyla birlikteligi en
mikemmel olan insan benim gérdigim kadarnyla
Michelangelo’dur. Michelangelo’nun séyledigi
bir s6zi tekrarlamak istiyorum: “Sanat yapmak
icin en gerekli olan uzuv beyindir.” der, eldir
demez, ki Michelangelo’nun eline ve bilegine
sahip bunu séyleyen.
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MITHAT SEN: A CANVAS
ROOTED IN ISTANBUL

Interview Meltem Erkmen

We talked to Mithat Sen from his childhood to education,
his thoughts on this geography, conceptual background
of his works and his production techniques.

What kind of a child were you?
Have you ever really been a child?

(Laughter) No, | have never been what is
known as a child. | have no idea about what it
is to play in the street or about the games that
are played in the street. | attained my manners
and my knowledge from the activities, as
many of them as | could attend, of the people
of the house that | lived and grew up in. It
was something that | realized later in life that
| knew some things, and other people did not.
The activites of the old women who raised me
were also my field of activities. Other than
that, | read books and especially
encylopedias. | was a curious child but not
about the street or games; | had a curiousity
which its source | did not know about. | was
interested in fabrics, buttons, variations of
materials at that time. The women in the house
who raised me used to sew up dresses or had
them made; so | had a knowledge about the
fabrics that were used for those dresses and
about how different materials come together.
Even though they were not concrete facts,

I still had an idea.

After a childhood with grandmothers

and aunts, was going to military school

a harsh change? Could you talk about the
reflections of military education on your
life and on your artwork?

Military school was rational, definitley well
designed and a school where the reason for
teaching something was known. | do not
know how they are now. | studied in Naval
High School, then continued onto Naval
Academy. When | asked why the math that

| was taught in Naval High School for three
years was so heavy, | was told as an
explanation that | would take a course called
“fluid mechanics” in the Naval Academy.

| realized afterwards that without that math,
it is impossible to study in such a field.

What are the effects of your education in
State School of Applied Fine Arts on your life
and on your art?

In the State School of Applied Fine Arts that |
studied after the Naval Academy, the reasons
for doing things the way they were done was
not clear, which raised doubts and suspicions
inside me af the time. This is why the greatest
benefit of State School of Applied Fine Arts
for me was taking the basic art education from
Mimtaz Isingér and the course on general
painting techniques from Mustafa Pilevneli.

| graduated without having the background
on aesthethics, painting, elements of paintings,
the relationships between the elements of

paintings or the needs to become an artist.
improved and made progress due to my
own curiousity. This is the case for most of the
students anyway, not everyone who gradua-
tes from the fine arts faculties become artists
but there is one possibilty, they can become
artlovers.

How can art be taught, or is it something
that can be learned/taught?

It of course can be learned with persistency,
patience and effort. | do not know if it can be
made after it is learned, the ones who cannot
do it become art critics, you know (laughter).
That is what they say, this is not my saying.

It is a cruel saying but it is what it is. It can be
learned of course but it is very hard, not
everyone who gradutes medical school
become doctors either. It is a hard thing.

What have you taught yourself or learned
what from whom?

| learned to see and to abstract on my own
and learned somethings which | didn't realize
when | was in school before or towards the
end of school. | was curious about how

| would ground my work because this job
does not have a scientific tradition. It does
have a tradition but it has a tradition in

a western sense, but | am not a western
person. Like how people are doing now in
Turkey, they are not Western either, you
cannot be western just by pretending.
Contrary to what people in Turkey think,

all civilizations have a religious constract
backing and religion shapes the civilizations
within themselves. Civilizations also shape the
religions and some new ways are born. The
fact that Great Britian was Catholic for awhile,
then converted to Anglicanism or the fact that
Germany is Lutherian and Protestan all have
reasons. The fact that Iran is Shia whereas
Turkey is Sunni have reasons as well, they
both are related to the civilizations that they
built. The relationship between religion and
civilization is not distant, it is a very tight
relationship. The term nationality which
emerged in the 19th century and before every
nation fought their own independence war,
what is more superior than the nationalities of
socities is their interdependence through
religion. Us in Turkey, even though we are
secular, we are under the influence of the
religious structure that we live in, I'm saying
this in a cultural sense. Deny this as much as
you want. There is a base and a superstruc-
ture in the Marxist theory; the base refers to
the economy and other things whereas the
superstructure is about the cultural structure
and art is above them all.

| am telling this to create the infrastructure

of something else I'm going to talk about,

not fo give a sociology lesson. Even though
your secularity does not directly affect it, the
religious structure still subtly affects you. At
least it is effective in the sense that it ensures
your secularity, in a dialectic context, reverse
context. If we go back, what led me to think
about all this in grounding my work is I'm

not European, which even if | were, it would
pass through my knowledge. We say “from
the mediterranean”, “from the baltic”... This
means that there are certain characteristics
according to the geography, deny it or not,
there are such differences. | am talking about
their differences in art making rather than their
consumption habits. So what is the difference
about this geographic region and how can

it be set onto a ground, how would that look
in art? Or how can you make a difference in
your art without directly reflecting this?2

Being from Istanbul and from this
geographical region, let's say Anatolia,
coming from a history with a 600-year-old
empire and a city which has been the capital
city for Rome, Byzantium and the Ottoman
Empire, | needed a grounded canvas on how
the art | am going to make should be. Why
am | asking this, as | have previously mentio-
ned | graduated from the Naval High School
and the Naval Academy so | am a rational
man. Let’s act according to feelings; there
was Fluxus in Germany, Tinguely was making
mechanical sculptures on the other side, there
was Pop Artin New York, | was not in the
condition to say these. What are we going

to make here in response to all this2 The
question, rationally was this.

Can you talk about the 44th Venice Biennale
where you represented Turkey with
Kemal Onsoy?

We were not very prepared; neither me nor
the people who were there with me, the
government did not know anyway. We
opened the boxes, we assembled the
artworks and we hung them. There
unfortunately was not a Turkish Pavilion at the
time. The government did not listen to the
advices of Sabri Berkel who went to the
Venice Biennale before us, in the 1960s, even
though he was an academician.

Afterwards when we went, there was not a
Turkish Pavilion and we had to exhibit in a
corner in the ltalian Pavilion. Each of us were
very unprepared but it was a starting point
and that starting point led to others in the
future, let's say. | do not find biennales that
important anymore, this weirdly turned into
something like Turkey joining the Eurovision
song contest.

20

Mithat Sen, 2018

You win and it is over, you join and it is over.
All that flash dies down. | personally do

not find it very important that | joined the
Venice Biennale but international biennales,
have an evaluative scale for international
artists and that scale is important. We do

not even fall in with that, we almost live
independently from this so it is not something
that we consider very much. So yes it is written
on my resumé but | would not choose it over
a good exhibition, | would not choose it over
a good artwork.

What does Mithat Sen like to read,
what kind of a reader is he?

| read a variety of books and | read books
that complete each other. This is not
coincidental, after awhile all the books that
you select happens to be complementary.

| do not read on only one subject, | read
nuclear physics and quantum as well. For
example for the past year | have been
reading about Christian religious philoshophy
and theology but | read other things as well.

| read 7-8 books at the same time when |
read, | never start and finish a book, it does
not go that way. | do not usually read
philosophy, | am of course knowledgable on
a general basis, especially on Ancient Greek
philosophy. | still prefer to look at the more
contemporary ones because contemporary
art is very much affected by it. It almost starts
to become their illustrations. The people who
try to make art on the philoshopher’s texts

are highly criticized by the writers of those
philosophical texts. What | like the most about
this is a scene from the movie Annie Hall by
Woody Allen. In a ticket line, Woody Allen
raises on issue on the philosophical snobbery
and chattering that is going on around him.
The man in the line is quoting MclLuhan and
Allen tells him that he does not understand
McLuhan. The man tells him, “you are saying
that but | teach media at Columbia.” Woody
Allen again tells him that he is mistaken and
brings McLuhan from the back of a signboard
and Mcluhan says “No, you did not
understand me but it is great that you teach on
a subject you do not know about!”. | always
remember it through this. (laughs) | wish life
was this easy. | was suspicious because

| knew the book McLuhan wrote, everyone
does but | did not know him as a portrait.

| afterwards realized that the man in the movie
is McLuhan himself. Meaning that nobody

is acting as him. It is as if you brought
Aristoteles. | wish there was a device in your
pocket that would three dimensionally bring
them here. Then all of these incongruous acts
would appear. Some things are extremely
incongruous.



‘Ill. Istif” Serisinden Heykel 7« -
Sculpture from the Series “Isti lll.f* 7, 2018
Mermer | Marble

y/h 50 x u/l 47 xd/w 10 cm

Ed. 7+1 ap



Can you talk about the creation processes

of your artworks?2 What kind of a thought
process do you have about an artwork before
you create it2 How do your previous works
support the upcoming ones?

| do not separetely have such a relationship with
the works but | think of them as series and create
that conceptive form accordingly. Its sources
probably has already come to me but | have to
think about the material | am going to use, solve
the problems about transforming the material,

for example think about how leather can be
transformed as an art material. For example

oil paint is sold everywhere and is accesible

for everyone but not everyone who uses it is

an artist of course. Using the same material an
amateur uses, a professional can make art but
when you go into material art, the material has
to go through processes, both conceptually and
technologically, to be able to take the form you
want it fo take. The moment you can transform it
and understand the elements of the painting, the
process continues, this is a series and the rest of it
is easy. Before this is a really hard process. | go
through that process, after | do it and say “this is
it", | never go back and look at it again. It is not
my child or anything, | do not have an emotional
connection to my artworks. It being sold, given to
someone else, being somewhere else or burning
down does not concern me. Its thought is with me
and continues with that thought until another
series. Another problematic is solved with anot-
her series. For example there is a problematic:

| am thinking about something called “repetition”.
According to the prototype principle, this
principle belongs to this geographical region,
especially the east. Evolving out of this, | am
probably the only one who has made art using
the same units, same forms but with different
materials, different linings and different solutions
for this long. Maybe there are people | do not
know, | do not want to say something wrong.

The biggest problem at that point is the

thought process. The next big problem is about
the suitablity of the material you choose to that
thought process. The rest is easy. | do not even
touch some of them. You become unable to do
the painting and the carving jobs after

awhile. | saw this in a Matisse documentary
where Matisse was in a wheelchair and could
not walk, apparently there was a problem with
his muscles. He was making his assistant cut and
paste pictures on a big paper on the wall,
creating a collage. You can make art this way as
well. The handiwork that the artlovers of this
geography understand is not a must for art
making. There is not a need for this kind of a craft
in art. This has been understood very well in the
West starting from the 1960s but the collectors
here still have a wish that the artist’s hand touches
the work and creates a miracle there. They should
rapidly give up this ideq, this is a very funny
expectation.

Yes, this is actually a point where the artist’s
ideas are disregarded.

Of course, for example in the 18640s in an article
about Gothic art, Ruskin wrote that this kind of
perfectionism would be from a hand that has
been mancipated. This is something that would
happen when a hand repeats what it is doing,
which is why he said “do not criticize gothic art
as ‘unpleasant’ because it is the product of a
free soul”. When all of this was thought in the
19th century, it is tragicomic for the viewer here
to look for a handiwork and expect the artist to
show a handy ability. The way | see it, in world
art history the artist whose hands and wrists are
most perfectly matched with his mind is
Michelangelo. | want to repeat a saying by
Michelangelo: “The most necessary bodypart for
making art is the brain.” he says, he does not say
it is the hand, and he has the wrist and the hand
of Michelangelo.

fsimsiz | Untitled, 2018

Sasiye gerilmis kumas ve keci derisi
Fabric and goat skin mounted on frame
142 x 105,5 cm
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MIMARI BIRIMLERLE BICIMLENEN
TOPRAK: CANAN DAGDELEN’IN

PORSELEN OBJELERI

Réportaj Sena Ozciftci

Osmanl mimarisinden hareketle kiicik
lcekle boyutlandirdiginiz ve yeni bir
kurguyla yapilandirdiginiz porselen
islerinizin iretim sirecinden

bahseder misiniz?

Osmanli mimarisinden yola cikarak ve
malzemesi porselenden gerceklestirdigim
simdiye kadar sadece “Cifte Hamam”
serisi, 2015 yilinda ikili YAPI adli sergimde
Art On istanbul'da gésterildi. Ana mimari
formlarla islam mimarisinden hareket
ederek calisiyorum, demek daha dogru.
Uzun siiren bir form, oran arayisim oluyor.

Daha sonra genelde oldukca kiiciik stra-
for, karton modeller yaparak oynuyorum.
Sectiklerimin Uretimi basliyor. Porselen
calismalar, dékiim tekniginde dnce
formlar birebir yapip, bundan kalip
aliniyor dékim icin. Fakat simdiye kadar
bu kiicik mimari isleri daha cok toprakla,
beyaz toprakla irettim. Bunlar tek tek elle
sekilleniyor. Genelde parlak yerine mat
yuzeyleri ve renkleri tercih ediyorum.

Sanatiniza referans teskil eden Islam
mimarisinin hangi 6geleri eserlerinizde
dénisiyor?

Severek kullandigim kare taban, altigen
veya sekizgen kubbeli planlar.

Malzemenin buradaki islevi nedir?

Toprak, insanoglunun yiizyillardan beri
kullandigi bir malzeme. Bununla kap
kacaktan tuglaya, duvara ve sonunda
yapiya giden uzun bir seriiveni var.
Modiiler olarak kullanilan tugla, beni
birim olarak ilgilendiriyor. Mezopotam-
ya “dan beri elle tutulabilecek biyiklikte
iretilen... Bu kiicik islerde ise modiil
olarak bu mimari formlari kullaniyorum.
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2019 yilinda italya’da gerceklesecek
serginizden bahseder misiniz?

Eylil 2019 icin Mantova Pallazzo
Ducale "ye davet edildim. Bu muhtesem
Rénesans sarayin icine ézel isler yapmak
beni cok heyecanlandiriyor. Bu

projeye Islam ve Rénesans iliskisinden
yola cikarak calisiyorum. Ayni
zamanda galeri béliminde de baska
islerimi gérmek mimkin olacak.

Umit ediyorum icimde hissettigim,
yakaladigim duygular izleyiciye de
aktarabilirim.

Cifte Hamam Hirrem | Double Hamam Roxelana, 2015
Boyanmis porselen, Painted porcelain

y/h22 xu/|81 xd/w 16,5 cm

Cifte Hamam IV | Double Hamam [V, 2015
Boyanmis porselen, Painted porcelain

y/h 25,5 xu/119 xd/w 30,5 cm

ARCHITECTURAL UNITS SHAPED
WITH CLAY: CANAN DAGDELEN’S
PORCELAIN OBJECTS

Interview Sena Ozciftci

Can you talk about your small-scale
ceramic works that are inspired by
Ottoman architecture which you made
with a recreated composition?

“Double Hamam” series that was shown
at Art On Istanbul in 2015 for my
exhibition Dual Construction consists

of works inspired by Ottoman architecture
made with porcelain. It would be truer

to say that | work with forms from mainly
Islamic architecture. | have a long search
of form and scale.

Afterwards, | work on the cardboard or
styrofoam models, then | start the produc-
tion of the ones | choose. For these small
architectural works, | used white clay.
They are meticulously shaped by hand,
and | prefer matt surfaces and colours.

What are some elements from Islamic
architecture that are transformed into
your works?

Square bases, hexagonal and octagonal
plans are some of the forms | like to use.

What is the function of the material
in this case?

Clay is a material that human beings have
been using for ages. It has a long story
starting from kitchenware and walls and
ending with large structures. Bricks used

in modular ways interest me in units. | use
the same units that were hand made since
Mesopotamian times as architectural
modules in my works.

Can you talk about your exhibition that
will take place in Italy next year?

| have been invited to Mantova Pallazzo
Ducale in the September of 2019. It
really excites me to create works for this
magnificent Renaissance palace. I'm
working on the relationship between
Renaissance and Islam for this project.
There will also be an option to see my
other works at the gallery section of the
palace. | hope | can convey the emotions
| feel and captured to the viewer.
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Réportaj Selin Akin

HATIRLAMA VE HATIRLATMA
UZERINE BIR SERGI: 99 KARE

Art On istanbul, Sezer Tansug’un 1993'te basladigi “Cumhuriyet’in Degerleri”
projesini gincel katilimlarla tamamliyor. 1 Kasim-29 Aralik tarihleri arasinda

gerceklesecek 99 Kare, Cumhuriyetin degerlerini soyutlayan 100’Gn Gzerinde
sanatcinin eserlerine yer verecek. Sergi hakkinda Galeri Direktori
Goksen Bugra ile konustuk.

99 Kare sergisi, Sezer Tansug'un 90’larda
planladigi bir projeden hareket ediyor.
Neden bu projeyi yeniden canlandirmak
istediniz?

Sezer Tansug, 1991 yilinda 66 Kare isimli
bir sergi ve kitap projesi yapiyor. Sanatcilar,
geleneksel kiltire dair Kabusnéme, Hisn-i
Ask, Nedim Divani, Babirnéme gibi
metinlerle eslestiriyor ve bu metinlerden yola
cikan, 20x20 cm 6lcisinde isler retmelerini
istiyor. Bu proje tamamlandiktan sonra
hazirladigr diger proje icin ath baslik,
“Cumhuriyetin Degerleri”. Bu kez sanatcilar,
kiltir, sanat, bilim alanlarinda irettikleriyle
katkilar saglamis Cumhuriyet dénemi
isimleriyle eslestirmis ve 8lciyt, 40x40 cm
olarak degistirmis.

66 Kare kitabr ilk elime gectiginde, béyle
eslestirmeli bir kiiratéryal yaklasimin bir
sanatci icin ne kadar zorlayici ve ayni zaman-
da olanakli bir Gretimi tetikleyebilecegini fark
etmistim. Fakat Sezer Bey'in “gelenek”

ve “cumhuriyet” temali iki projesini de kendi
gérisiyle tutarli ama kendim icin fazla didak-
tik buldugumdan &tiiri ilk niyetim, daha farkls
bir yaklasimla, boyutu ve temayi degistirip
“homage” niteliginde biyik bir karma sergi
yapmakh. Ama hastaliklarla gecen bir
zamandan sonra Sezer Bey'in bu projeyi
tamamlayamamis olarak vefat etmesi, tercihi,

bu isi tamamlamaya ydnlendirdi. Sezer
Tansug Sanat Vakfi Baskani Omer Faruk
Serifoglu ile gériserek projeyi tamamlamak
ve hali hazirda vakfin ahdinde olan isleri
gostermek icin izin aldik. Eser sayisi ya da
sanatci sayisindan bagimsiz olarak serginin
ismini, bir dnceki sergiden hareketle,

66 Kare'ye kiscik bir dokunusla degistirdik.
Benim icin dncelikli olan, hem sanat elestirisini
degerli bir elestirmen Gzerinden hahrlatmak
hem de bir zincirin halkalari olarak
goérdigim kiiltir dinyasinin isimlerini ve
yapitlarini yeniden hatrlamakh.

Sergiye kahlan sanatcilar nasil belirlendi?

Serginin hazirh§inda gecerli olan 3 liste var:
Sezer Bey'in davet etfigi ve eserini 1993'te
teslim eden sanatcilar... Bu eserler, Vakif'tan
sergilemek izere 6diing alindi ve restorasyon
sirecleri Galeri tarafindan yiritildi.

Sezer Bey'in listesine aldigi, o zaman
projeden sdz ettigi ya da etmedigi, eser
teslim etmemis olan isimler... Bu isimlerle

Vakif ve biz, birlikte iletisime gectik. Bazilar
olumlu karsiladi ve yeni is tretti; bazilar

25 yil dnce irettigi isi buldu; bazilan teklifimizi
geri cevirdi. Bir de serginin, giincel Gretim
yapan sanatcilarin, 6zellikle genc sanatcilarin
katilimi ile daha da zenginleseceginizi
dissindigimiz icin 100'Gn izerinde
sanatciya ulastik. Bu listeyi hazirlarken

mimkin oldugunca kapsayici olmaya calistik.

100’den fazla sanatciyi bir araya getirmek
oldukca giic olsa gerek. Sizce béyle biiyik
Slcekli bir sergi, kendine nasil bir yer edine-
cek?

Buyik élcekli bir serginin gicligu, hazirlk ve
lojistik asamalar. lyi bir ekibiniz ve zaman
planiniz varsa, bas edilmeyecek bir giclik
degil. Bir de bu kadar farkli gérme bicimlerini
bir araya getirmek ve birbirleriyle iliskilen-
melerini izlemek, farkli zamanlarda iretilen
islerle zamanin ruhunu aramak, bu proje icin
dzel olarak tretilmis islerin heyecani, biyik
bir sevk veriyor. Galerilerin sergi programin-
da kisisel ve galeri karmasi gibi sergilerin
yani sira iyi hazirlanmis kiratéryal sergilerin
olmasi sart. Bu serginin de galerinin vizyonunu
ortaya koyan ve sanat tarihine kalici katkilar
birakan bir 8rnek olmasini umut ediyoruz.

Sezer Tansug, bir sanat elestirmeni olarak
Tirk sanat tarihi icin kilit bir isim. Sizce bu
sergi, Tansug‘un elestirel yaklasiminin bir
devami niteliginde olacak mi2

Sezer Tansug'v hatirlayan ve hatirlatan bir
sergi yapiyoruz ama elbette elestiriye yakla-
simini tarhsmay da istiyoruz. Bu sergi, “Sezer
Bey hayatta olsaydi nasil olurdu”, bilmiyorum.
Biz, Sezer Bey'in listesini muhafaza ettik ve
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Burhan Dogancay, Faruk Nafiz Camlibel, 1993
ilhan Berk, ilhan Berk, 1993

Mustafa Horasan, Sabahattin Ali, 1993

Secil Erel, ilhan Mimaroglu, 2018

Metin Celik, Omer Ulug, 2018

Tuval izerine yagl boya | Oil on canvas
Her biri | Each 40 x 40 cm

gincel iretim yapan sanatcilara génderdigi-
miz daveti olabildigince genis tutmaya gayret
ettik. Fakat 1993’ten bu yana aradan gecen
zaman o kadar biyik degisimler getirdi ki
serginin, onun yaklasiminin devamliligini
sagladigini séyleyemem. Mihim olan, Sezer
Tansug'un plastik unsurlar iyi analiz ederek
getirdigi nitelikli yorumlarin bu sergi
cercevesinde de sirdirilmesi...

Sergiyle birlikte yayimlanan kitabin icerigin-
den ve hazirlik siirecinden s6z eder misiniz2

Kitap, bizim icin serginin sonsuz hafizasi...
Projeyi heyecanla karsilayan Evrim Altug,
sergideki her sanatci ile &zel olarak gériserek
islerle ilgili mustakil metincikler yazd. Vakfin
Baskani Omer Faruk Serifoglu, degerli bir
sanat tarihcisi ve editérdir; onun da Sezer
Tansug Vakfi adina kaleme aldigr bir yazi
var. Ben de sergiyi ortaya cikaran nedenlere
ve Sezer Tansug elestirisinin niteligine dair

bir metin hazirliyorum. Projeyi ilk konusmaya
basladigimiz zamandan beri yanimizda olan
Merve Akar Akgiin, kitabin editérligini
stlendi. Eser gorselleri ise Kayhan Kaygusuz
tarafindan cekildi. Kitabin tasarimini

Ozan Uzun yapt; serginin koordinasyonu

ise Azra Ismen tarafindan yiritildo.

Bir galericinin borcudur, sanat tarihine nitelikli
yayin birakabilmek. Bijtin ekip bunun
bilincinde olarak hazirlaniyoruz.



AN EXHIBITION ON REMEMBERING

AND REMINDING: 99 SQUARE

Interview Selin Akin

Art On Istanbul completes Sezer Tansug’s “Values of The Republic”
project that he started in 1993 with contemporary additions. 99 Square
will be seen between November 1st-December 29th. We talked to the
Gallery Director Géksen Bugra about more than 100 artists that have
created works in homage to the values of The Republic.

99 Square is actually an exhibition planned
by Sezer Tansug in the 90’s. Why did you
want to recreate this project?

Sezer Tansug executed an exhibition and
book project in 1991 called 66 Square. For
the exhibition he asked for works from artists
that he matched with traditional texts such
as, Kabusndme, Hiisn-ii Ask, Nedim Divani,
Babiirname with the dimensions of 20x20cm.
After 66 Square the title he put for his next
project was “Values of The Republic” and for
this project he wanted to work with the
dimensions of 40x40cm. “Values of The
Republic” project was composed to put
together names that have contributed to the
cultural, artistic and scientific realm of The
Republic with artist of the time.

When | first saw the 66 Square book,

| realized how difficult and production
boosting a show of this curatorial match
would be. However, Tansug’s “tradition”

and “republic” themed two projects were too
didactic for me. My initial thought was to do
a big group homage show. After Tansug's
long period of sickness, the fact that he
passed away without finishing the project,
pushed me to finish this project. After meeting
with Sezer Tansug Art Foundation we decided

to show the works that were left to the care of
his organisation. My biggest priority was to
remember art criticism through a great name
and also to bring together integral names of
the cultural world with their names and their
works.

How were the artists that joined the
exhibition determined?

There were 3 relevant lists throughout the
organisation of the exhibition: Artists that
Tansug invited and handed in their works...
These works were taken as a loan from the
organisation and their restoration was
supervised by the Gallery. Artists that
Tansug listed to be in the project whom he
talked to, artists that handed in their works
and some that haven't...We contacted these
names with the organisation. Some of the
artists reacted positively and created new
works, some found the works they made

25 years ago, some rejected our proposal.
The list | created was made of cotemporary
artists of around 100 names the Gallery team
contacted.

It is quite hard to put together 99 artists.
What kind of a position do you think an
exhibition of this scale will have?

SEZER TANSUG
SANAT VAKFI ADINA

Omer Faruk Serifoglu

Sezer Tansug

ON BEHALF OF SEZER

TANSUG ART FOUNDATION
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The hard part of an exhibition of this scale

is the preparation and logistical steps. It is
manageable if you have the time and a good
team. The biggest excitement about this
project is combining multiple ways of seeing,
watching them connect with each other,
searching the essence of time within works
that were created in different eras and
watching the new works of the exhibition
come together. It is crucial to have
well-prepared curatorial exhibitions in

a gallery’s agenda apart from solo and
group shows. We hope that this exhibition
portrays the vision of the gallery and leaves
a permanent mark to art history.

Sezer Tansug is an indisputable name for
Turkish Art History. Do you think this
exhibition will follow the critical outlook
of Tansug?

We are organising an exhibition that
remembers Sezer Tansug; however, we want
to discuss his approach to criticism with the
good and the bad. | don't know how this
exhibition would have went if Tansug was
alive. We preserved Tansug’s list and

added artists that are actively working and
tried to reach a large number of people.
However, the time that passed since 1993

Ulkemizde sanat elestirisi denince akla gelen
ilk isimlerden Sezer Tansug'u (1930-1998)
yirmi yil 8nce kaybettik. Cumhuriyet
déneminde sanat diinyamiza damgasini
vurmus en sira disi karakterlerden biridir.
Sanat tarihcisi ve elestirmen kimligiyle yazdig
her metin muhatabi icin bir déniim noktasi

ya da bir tartismanin ilk kivilcimi olmustur.

1955'te baslayan ve giderek yasaminin
birincil ugrasi olan sanat tarihi arastirmalar
ve sanat elestirisini 8limine kadar strdirir.
Ozellikle 1970'li yillarda, yazilar ve
kitaplaryla sanat piyasasinin olusumunda ve

When you talk about art criticism in Turkey
one of the first names that is thought of is
Sezer Tansug (1930-1998) that passed away
twenty years ago. He was one of the most
extravagant characters that has left his mark
in the Republic’s history. Everything he wrote
with his art historian and art critic identity
birthed a discussion or a turning point.

He continued his art historical research and
art criticism that became the most important
things in his life starting from 1955, until his
death. Especially during the 1970’s with his

changed so much that | don't believe the
exhibition will fully follow the initial concept.
The important point is to sustain a project that
Sezer Tansug created with a good analysis
of composition.

Can you talk about the book that will be
published parallel to the exhibition and
its preparation?

The book is the eternal memory of the
exhibition...There are the works from the
exhibition and corresponding texts written

by Evrim Altug for each work. Also, there

are other texts that talk about the birth of the
exhibition, a criticism of Sezer Tansug's
criticism and many more. Merve Akar Akgiin
who was with us since the start of the project,
took on the role of the editor for the book.
The photograph were taken by Kayhan
Kaygusuz. Ozan Uzun did the design if the
book and Azra ismen coordinated the overall
organisation of the project. It is a debt of

a gallery to leave behind valuable
publications for art history. We are getting
ready with this idea in our minds.

cagdas Tirk sanatinin yénelislerinde
belirleyici olmustur. Sezer Tansug adinin
arkasinda, ilk genclik yillarindan itibaren
yasaminin merkezine sanah koymakla
beraber, sonuna kadar yoksulluk ve
yalnizlikla miicadeleyle gegmis bir
dmir vardir.

Yasaminin son ginlerinde kendi iradesiyle
kurulan Sezer Tansug Sanat Vakfi olarak,
6luminin 20. yilinda, Art On istanbul'un
gayreti ile bu projeyi tamamlayarak gérinir
kilmak ve Sezer Bey'i bu capta bir sergi

ile anmaktan dolayi kivang duyuyoruz.

pivotal articles and books, he was extremely
important for the birth of the art market and
the tendencies of Turkish art market.
Underneath the name of Sezer Tansug lies

a great love of art but at the same time
realities of life long poverty and loneliness.

Founded during the last days of his life as
The Sezer Tansug Art Foundation, we are
very proud to follow through this project after
the twentieth year of his passing. It is a great
honour to finish a project Mr. Tansug started
with the help of Art On istanbul.
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Réportaj Meltem Erkmen

99 Kare sergis

iicin

99 KARE SERGiS.i
KAPSAMINDAKI RESTORASYON
CALISMALARI UZERINE

’

1993 yilinda Sezer Tansug’a teslim

edilen eserlerin restorasyon calismalarini gerceklestiren
restorator- konservatdrlerden Zeynep Alp’le konustuk.

99 Kare sergisindeki islerin restorasyon
sireclerinde nasil bir roliniz oldu?

Sergi kapsaminda restorasyon sirecini
yUrittigim eserler, 1993 senesinde, Sezer
Tansug'un sanatcilara yaphg sergi daveti iize-
rine Uretilmis. Aradan gecen 25 yilda eserlerin
kondisyonu zayiflamish. Tamamen restoras-
yon etikleri cercevesinde asgari miidahale

ile eserlerin konservasyon ve restorasyonunu
yaptim.

Bu noktada restorasyon ve konservasyon
arasindaki farktan bahsedebilir misiniz?2

Aslinda bu cok tartisilan bir problematik.
Zaten terim olarak da bélgeden bslgeye cok
degisiyor. Mesela Latin kékenli ve Germanik
dillerin konusuldugu ilkelerde restorasyonu
ve konservasyonu ayirirlar ¢iinki ikisi farkli
uygulamalardir. Ama anadili ingilizce olan
ilkelerde “sanat konservasyonu” diye gecer.

Restorasyon, esere dogrudan midahale et-
meyi gerektirir; vernik eklemek, rétus yapmak,
dolgu yapmak, rantualajini yapmak gibi
islemleri icerebilir. Konservasyon ise eserin
estetigine dogrudan midahale etmeden
yasam siresini yapisal olarak uzatmak olarak
gorilebilir. kisi birbirini kapsayan terimlerdir;
dolayisiyla keskin bir ayrim yapilamaz.

Sezer Tansug'a yollanmis olan eserler iize-
rinde calismak, yaptiginiz isin teknik kisminin
Stesinde size neler hissettirdi?

Yaphgim is, kesinlikle tamamen teknik degil.
Her eserin bir hikdyesi var ve bu sergideki
eserlerin ilham aldigi bir cikis noktasi var.
Zamaninda Sezer Tansug'un daveti iizerine,
Cumbhuriyet tarihinden kiltir, sanat ve bilim
alanlarinda emek vermis dnemli kisilere
“hommage” niteliginde retilmis eserler... Do-
layisiyla bu eserlere bunu bilerek yaklasmak,
gercekten cok heyecan verici.

ON THE RESTORATION
OF THE ARTWORKS FROM THE
99 SQUARE EXHIBITION

Interview Meltem Erkmen

Restorasyon pratiginde almaniz gereken ka-
rarlar ve inisiyatiflerden s6z edersek sanat-
cinin eserinin dokunulmazhig ve restorasyon
etigi cercevesinde neler séyleyebilirsiniz?

Cesare Brandi'nin dedigi gibi “eserin iic tane
zamaninin olduguna” inaniyorum. Birincisi,
eserin yaratilis sireci. Ikincisi, eserin yasa-

ma siireci, varolus siireci, izlenis siireci, eser
tamamlandiktan sonra gecen zaman. Uciinci
zaman da, izleyicinin eserle bulustugu an. Ben
eserin sadece ciinci zamanina midahale
edebilirim. Eger birinci ya da ikinci zamanlari-
na midahale edilirse, eserin yaratilis siirecine
ya da yasayising, yani patinesine midahale
edilmis olur. Dolayisiyla, yapilan uygulamanin
tamamen gérinir ve geri dénisimli olmasi
gerekiyor, yani yapilan rétusun bir zaman
sonra baska bir restoratér tarafindan geri ala-
bilmesi gerekir. Bu, eserin orijinaline saygidir.
Yapilan midahalenin icerigi ve kapsami, ese-
rin sanatfcisina ulasilabiliyorsa ona danisarak

Zeynep Alp

cok daha saglikli belirlenebilir. Fakat sanatcisi
hayatta degilse onun yaklasimini, teknigini,
malzemeyi nasil kullandigini iyi tespit etmek
gerekir ki midahalenin niteligi ve sinirlari be-
lirlensin. Restorasyon, yalniz bir eser iizerinde
gecirdigin zaman degil sirekli okuyup, izleyip
kendini gelistirmen gereken bir sirec.

Aldiginiz egitimden bahseder misiniz?

Mimar Sinan Giizel Sanatlar Universite-

si Guzel Sanatlar Fakiiltesi Sanat Eserleri
Konservasyonu ve Restorasyonu B&limii‘'nde
okuyorum. Tirkiye icin akademik olarak yeni
bir alan; bélimimiz bu sene ikinci mezunlari-
ni verdi. Hocalarmiz bize en dogru, giincel ve
rafine bilgileri verme hassasiyetindeler. B&lim
baskanimiz Prof. Omer Yigit Aral ve hoca-
lanimiz Yrd. Doc. Ozer Aktimur, Doc. Cemile
Kaptan, Fatih Diilger, Pelin Ozgécen, Gilnur
Kurap biz genc restoratérlere 6rnek teskil
eden, saygr duydugum isimler.

We spoke to Zeynep Alp about the restoration processes of the artworks,
who is one of the restorer-conservator of the exhibition 99 Square
which will open in the memory of Sezer Tansug at Art On Istanbul.

What was your role in the restoration
processes of the artworks from the
99 Square exhibition?

The artworks that | restore in the name of this
exhibition were created in 1993, following
Sezer Tansug’s invitation. In the 25 years that
have passed, the conditions of the artworks
were weakened. | did the restoration and the
conservation of the artworks within the frame
of restoration ethics.

At this point, could you please talk about
the differences between restoration and
conservation?

This is a problematic issue that is discussed
very much within the field. The naming
changes from region to region, for example
in countries where Latin and Germanic rooted
languages are spoken, they separate
restoration and conservation since these are
two different applications. Whereas in count-
ries where English is the main language, the
field is accepted as “art conservation.”

As it can be told from the naming, restoration

requires a direct contact with the artwork; it
might contain processes such as, adding new
varnish, retouching, filling, lining, etc.
Conservation, on the other hand, aims to
elongate the artwork'’s lifespan structurally
without requiring a direct touchup. These two
terms are very much inclusive of each other,
which is why it is not possible to distinguish
them specifically. Varnish that has been put
on an artwork, for example, is both restoring
its aesthetic and conserving it by expanding
its lifespan.

Beyond the technical parts of your job,
how does it make you feel to work with the
artworks which were sent to Sezer Tansug?

My job is not only technical; every artwork
has a story and the artworks in this exhibition,
all have a starting point that inspired them.
These are artworks which were created
following Sezer Tansug’s invitation, which
were created fo pay homage to figures who
were producing works on culture, arts and
sciences from the Republic’s history. So,
approaching to these artworks knowing this is
very exciting and uplifting.

If we were to speak about the decisions

you have to make as a restorer-conservator,
what can you say about the immunity of

the artist’s work and the restoration ethics?

| believe that “an artwork has three times”,
like in Cesare Brandi’s theory. The first time

is the creation time of the artwork. The second
is the lifespan of it, its existence time,
exhibition time, the time after the artwork

is completed by the artist. The third time

is when the viewer first interacts with the
artwork. | can only interfere with the third time
of the artwork. If interfered with the first or the
second time of the work, it would mean that
we are interfering with the creation time or the
existence, meaning the patina of the artwork.
So my application on the artwork has to be
visually clear and reversible, meaning

a retouch should be able to be taken back

by a different restorer even after a certain
time. This is respecting the authenticity of the
artwork. The content and the scope of the
application can be determined better if the
option to consult with the artist is available.
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If the artist is not alive, the approach of the
artist, the technique, the usage of the material
has to be identified well to determine the
quality and the limits of the process.
Restoration is not only the time spent on

an artwork, it is a process where you have

to keep reading, watching and improving
yourself.

Could you talk about your educational
background?

| study at the Mimar Sinan Fine Art University,
Fine Arts Faculty, Department of
Conservation and Restoration of Works of
Art. Itis an academically new field in Turkey;
our department only just gave its second
graduates this academic year. Our professors
are sensitive on teaching us the truest, most
current and refined information. Head of the
department is Prof. Omer Yigit Aral and our
professors, Asst. Prof. Ozer Aktimur, Assoc.
Prof. Cemile Kaptan, Fatih Dilger, Pelin
Ozgécen, Gilnur Kurap, are all names that

| respect and names that set an example to
us young restorers.



ILK KiSISEL SERGI
ACIK CAGRISI | 2019

Art On Istanbul’un “ilk Kisisel Sergi” acik cagrisi, genc sanatcilara kirratoryal,
idari destek ve sergi mekani saglayarak yaratici diosiinceleriyle Gretimlerini
ortaya koyabilecekleri deneysel bir platform olusturmayi hedefliyor.

BASVURU KOSULLARI

Sanatcinin,

40 yas ve altinda olmasi,

Daha énce kisisel sergi acmamis olmasi,

Bir galeri tarafindan temsil edilmemesi,

Sunulan eser seckisinin son 5 yil icerisinde tretilmis

ya da projelendirilmis olmasi,

Eser prodiksiyonundan ve eserlerin sergilenmeye hazir

olmasindan sorumlu olmasi, Sanatci kolektifleri basvuru yapabilir,
Sunulan eserler, herhangi bir medyumdan ve sanat pratiginden olabilir.
(resim, heykel, seramik, fotograf, enstalasyon, video, performans, vb.)
Basvuru dosyasi teslim edildikten sonra basvurularda

yapilacak degisiklikler kabul edilmez.

Eksik veya basvuru tarihinden sonra génderilen dosyalar kabul edilmez.

BASVURU iCiN GEREKLi BELGELER

cv

Biyografi (100-150 kelime)

Portfolyo (en az 15 adet eser gérseli yer almalidir)

Sanatci beyani (artist statement). 200-350 kelime arasinda olmalidir.
Proje Dosyasi (Sergi konusunun metni 100-200 kelime, eser gérselleri,
proje halinde olan eser(ler)in maket ve/veya sketch, tretim bitceleri ile
teknik bilgileri verilerek proje dosyasina eklenebilir ve eser kiinye bilgileri:
Eser ismi / yili / teknik / 6lci )

Video sunacak olan sanatcilarin video stillerini ve videonun
izlenebilecegi bir link iletmesi gereklidir.

Basvuruda yer alacak tim bilgiler tek bir PDF dokimaninda

toplanarak sunulmalidir.

Boyutu yilksek olan dosyalar, WeTransfer araciligi ile
info@artonistanbul.com adresine iletilebilir.

Sorulariniz icin info@artonistanbul.com adresinden
bizimle iletisime gecebilirsiniz.
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