iletisim I | Communication |

2016

Tuval tizerine akrilik ve sprey boya | Acrylic and spray paint on canvas

120 X 100 CM

SOKAK SANATGILARININ iSLERINDEKI AYRISTIRICI ESTETIK
ozellik, figurlerin hizlica boyanmis konturlarla
yapilabilme becerisidir. Kamusal alanlari gizerek
veya boyayarak miidahale etmenin ¢ogunlukla yasak
olmasi, hizi neredeyse bir 6lim kalim meselesi
haline getirir. Olcay Kus bir sokak sanatgisi olmasa
da figiirlerinin grafik temsiliyetinde bu artistik
ogeleri kullanir. Sokak duvarlarindansa tuval lizerine
calismasi karmasik ve ayrintili bir doku yaratmasina
olanak saglar. Gazete kagitlarini yirtarak ve st iiste
katmanlar halinde yapistirarak olusturdugu zeminleri
bir hareket duygusu tasir; gazete katmanlarinin
lizerindeki dikey ve yatay seritler bu harekete belirli
ritimler kazandirir. Yatay yerlestirilen seritler bir gecis
duygusu uyandirirken dikey olanlar belli belirsiz bir
dustis duygusu yansitir. Olcay Kus'un resimlerinde
zeminle figtir arasinda belirgin bir ayrim yoktur;
hareketle beraber zemin figiiriin icine isler. Figiirle
zemin arasindaki bu i¢ ice gecis, zemindeki hareketi
olusturan seritlerle aceleyle cizilmis konturlar
arasinda estetik bir karsilasma dogurur. Bu estetik
uyumu mimkiin kilan sanat¢inin sokak duvarlarini
degil lizerinde tekrar tekrar calisma imkani buldugu
zeminleridir. Olcay Kus sokak sanatinin 6ziinde olan
gecicilik hissini tuvallerinde birincil malzeme olan
gazete kagitlarinin da yardimiyla yogunlastiriyor.

Resim ve gazete arasindaki iliski kavramsal sanatci Mel
Bochner’in The Theory of Painting (1969—1970) isimli
eserini akla getiriyor. Bochner, Matisse’in atdlyesindeki
bir fotograftan ilham alarak yaptigi eserde yere
yayllmis gazete kagitlari lizerine mavi sprey boya
uygulamistir. Matisse, fotografta uzun bir cubuga
tutturulmus bir fircanin yardimiyla resim cizer; yerde
ise diizenli bir sekilde yayillmis gazete kagitlari vardir.
Bochner igin bu fotografin can alici noktasi, Matisse’in
kendisiyle tuvali arasina koydugu mesafedir. Matisse'e
gore bu mesafe ideal bicimi yakalamak icin gerekliydi.
Resim yaparken izleyicilerin resme baktig mesafeyle
islerine bakmay tercih ediyordu. izleyici diisiincesi

ve izleyicinin resme baktigl mesafe Matisse icin cok
o6nemliydi ve bu iki nosyon ondan sonra gelen pek
cok ressam icin de resim sanatinin sorgulanmasiyla
iliskilendirildi. Olcay Kus'un resimlerindeki buyiik
figlirlerin ve gazete parcalarindaki mintskdl

yazilarin yarattig kontrast, izleyicinin iki farkli

izleme mesafesi arasinda gidip gelmesine sebep

olur. Gazete parcalarinda yazanlari okuyabilmek

icin resme yakinlagsmak gerekirken buyiik &lcekli
figrlerden olugsan kompozisyonu algilayabilmek icin
iyice uzaklasmak gerekir. Her iki mesafe de tek basina
yeterli olmadigl igin izleyici siirekli hareket halindedir.

Olcay Kug'un malzemeye yaklasiminda gazetenin
onemli bir rolt vardir. Bochner’in The Theory of
Painting enstalasyonu, sanatcinin evrilen yaklagsimini
coziimlerken bize birtakim ipuclari verebilir. Matisse'in
stiidyosunda gazete kagidi sanatsal malzemeleri

ayri tutmak icin kullaniliyordu: boya tuval tizerinde
olmaliydi, yerde degil. Ancak Bochner atilacak
gazeteleri yerde tutmaya devam eder, onlari boyanin
uygulandigi esas ylizeye dondistiiriir ve tuvali ortadan
kaldirir. Enstalasyonun tarihi dikkat cekicidir; zira
70’lerin basinda sanatsal bir medyum olarak resmin
tikenisi ciddi bir tartisma konusuydu. Bochner bu
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tartismaya, artik ve gorece yabancil bir malzemeyi
resmin merkezine koyarak ve onun rollinii ters yiiz
ederek cevap verir. Sliphesiz, gazetenin yogun ve
baskin gorsel ylizeyi onun herhangi bir resim pratigine
dahil edilmesini ¢ok zorlastirir. The Theory of Painting
bu paradoksla oynar. Olcay Kus ise bu paradoksal
iliskide yeni ¢6ziimler arastiriyor. Sanatginin gazete
takintisi, glindelik hayattan estetik tiiretme arzusu ile
belirginlik kazanan sanatsal izlegiyle drtiismektedir.
Yirtik gazete sayfalari arasindan goriinen, rastgele
basili kelimeler goze carpan gorsel unsurlar olarak
ortaya ¢ikar ve resimlerine yeni bir katman ekler.
Olcay Kus'un galismalarinda gazete ¢ok fonksiyonlu bir
araca donsir.

Bochner’in The Theory of Painting eserini bitirdigi yil
Henri Lefebvre'nin kent hakkindaki cagdas diisiincenin
temel metinlerinden biri olarak kabul edilen “Urban
Revolution” isimli kitabi yayimlanir. Lefebvre
toplumun tamamen kentlestigini iddia eder. Olcay
Kus'un calismalarinda sokagin ilham kaynag olarak
konumlandirmasini anlamak igin yazarin su gorusleri
bize yardimci olabilir:

“Sokak bir seyler 6grenilen ve oyun oynanan

bir yerdir. Sokak kargasadir. Bu kargasa canhdir.
Ogretir. Sasirtir. Kentsel bir mekan olan sokak,
hem jest ve kelimelerle konusmanin hem de
esyalarin takas edildigi bir alandir. S6ziin yaziya
donustigu yerdir. Konusmanin ‘yabanilesip’ kural
ve kurumlardan uzaklasarak kendini duvara
kazdirdigi bir yer.”"

Lefebvre’in vurguladigi oyun ve sokak iliskisi herkesin
cocukluk deneyimlerinden asina oldugu bir iligkidir.
Temel ilham kaynagi olarak sehri konu alan Olcay Kus
da bu baglantinin bilincinde. “Oyun Merkezi” isimli
bir 6nceki sergisinde cesitli konular arasinda buna da
yer veriyor. istanbul sokaklarinin diizensizliginden
baslica sorumlu tekerlekli araclar, Olcay Kus'un
eserlerinde sirekli farkli formlarda karsimiza gikiyor.
ilk sergisi “Siradan Bir Giin"de bu tekerlekli araclar
arasinda bisikletler, traktorler, polis arabalari,
buldozerler, bir araba kazasinin goriintiisii ve Tiirk
arabalarinin simgesi Anadol markali araba gibi figiirler
bulunuyordu. Bu sergide, tekerlekli araclara olan
ilgisini Olcay Kus gazete kagidi hamurundan yaptigi
heykellerle izleyiciye sunuyor. Tuhaf bicimlendirilmis
oyuncak arabalar da sanatginin araba formuna olan
diiskiinliglini agiga cikariyor. Sanatgl gazete kagidini
materyal olarak kullanigini baska bir boyuta tasiyor.

Olcay Kus, sanatsal pratigiyle yakindan iliskili
objeleri, bu sergide ilk kez gosteriyor. Boyanmis ve
sertlestirilmis kagit hamuruyla kapli oyuncaklarin
iskeletleri, Winnicott'un acikladigi gecis nesnelerini
hatirlatiyor. Psikanalizin énemli isimlerinden ingiliz
Donald Winnicott, i¢ ve dis dlinya veya ruhsal ve
maddi gerceklik arasindaki bag olarak tanimlanan
“gecis mekani” tartismalarina nemli bir katkida
bulunmustur. Cocukluktaki gecis mekanlari bebeklerin
annelerinin yoklugunda kendilerini rahat hissetmeleri
icin tuttuklar farkli nesnelerde ortaya cikar. Bu

gecis nesneleri cogunlukla oyun ve fetisizm ile guigli

1 Lefebvre, Henri, The Urban Revolution, 1970, s19.

isimsiz | Untitled
2016

140 X 140 cm

baglari olan oyuncaklar veya yumusak materyallerdir.
Winnicott'un gozlemleri dogrultusunda, sanatginin
gazete kagidina olan takintisi ve tekerlekli araglari
farkh sekillerde sunma israri, estetik yaklasimi
konusunda fikirler verir. Kagit hamuru islakken
olduk¢a yumusak olmasina ragmen, kurudugunda
tas gibi sert bir doku olusturur. Bu tas dokunun
cagnistirdigl dis mekan hissiyati, gecis nesnesinin
mahrem ve iceriye ait olusuyla kontrast olusturur.
Olcay Kus'un nesnelerden olusan enstalasyonu ile
yarattigi yeni uzam, ergenlikle son bulan bir gegis
mekani kesfetmeye calistiginin gostergesi olabilir.

Olcay Kus'un islerinde baskin olan diger bir unsur,
tasvir edilen el jestleri ve abartili yiiz mimikleridir.
ikisi de, dilin ortaya ¢ikigindan &nceki ilkel toplumlar
icin spesifik anlamlar tasir. Erwin Panofsky'nin
ikonoloji konulu tartismasina bir jesti, sapka ¢ikarma
hareketini, analiz ederek baslamasina sasirmamak
gerek. Panofsky’nin ikonolojisi baglaminda, bu

el hareketlerinin esas anlamlari, yalnizca renk ve
cizgilerin konfiglirasyonuna baghdir. Olcay Kus bu
sergide tuvallerini gazete kagitlarindan uzaklastirip
keskin renkleri kullanarak figiirti kalabalik zeminden
kurtarir ve calismalarindaki el jestlerinin birincil
anlamini gliclendirir. Bu sergideki eserlerin ikincil
anlami veya asil konusu, dnceki kisisel sergilerine
kiyasla daha karmagik. ilk sergisinde hizli kurumsal
yasam elestirisi ve ikinci sergisinde direnis
hareketlerine yaptig1 acik gondermeler, bu sergide
de simgesel olarak yer almaya devam ediyor. Sanatg,
tuvallerinde erkek figurleri, erkek elleri, silahlar ve
arabalar gibi unsurlara tekrar yer verse de sanatsal
pratigini ileriye tasiyor. Panofsky’nin ikonolojiyi

ele aldig ti¢lincti asama tartismalari, Olcay Kus'un
teknigini farkli bir agidan ele almamiza olanak
taniyabilir.

Olcay Kus'un evrilen sanatsal pratigine icsel anlamlar
yiikleyebilir miyiz? Yiiklenebilecek anlamlar arasindan
maskiilenlik krizini sanatcinin calismalari baglaminda
tartismak isterim. Sanatcinin ikonografik 6geleri

olan arabalar, silahlar ve erkek figtirleri, erkeklik
kavramina atifta bulunur. Olcay Kus bu alani ergenlik,
doviis, dostluk ve endise duygularina gondermeler
yaparak kesfediyor. Calismalarindaki politik séylemler,
politikaci, polis, gazeteci ve protestocu figiirleriyle
vurgulanirken bu baglamda ortak bir zemin
olusturuyor. Maskdilenlik krizi ayni zamanda bir dil
krizi anlamina da geliyor ve dilin yoksunlugu rastgele
siddet patlamalarinin ortaya ¢tkmasina neden oluyor.
Yorucu sansiir uygulamalarinin artmasi sonucu Olcay
Kus dil 6ncesi anlamlar ifade eden fiziksel hareketleri,
metinler iceren gazeteler ile kullanarak tezat bicimde
elestiriyor. Olcay Kus'un estetik araglarini strekli
yeniledigi dinamik alan, cogunlukla kaotik ama ilham
veren yogun bir cadde hissi uyandiriyor.
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THE DISTINGUISHING AESTHETIC CHARACTERISTIC IN

THE works of street artists is the propensity to draw
figures with quickly painted contours. The speed is
almost vital, because the act of drawing in a public
space is illegal most of the time. Olcay Kus is not a
street artist, yet, he utilizes this aesthetic feature in
his graphic representation of the figure. His choice

of surface, the canvas rather than the street wall,
enables him to create sophisticated textures. The
backgrounds in his canvases crafted by gluing and
ripping newspapers, convey a sense of movement. The
torn stripes on the newspaper layers applied over the
canvas are mostly organized along either horizontal

or vertical axes. As the horizontally arranged stripes
deliver a sense of passing by, vertically arranged ones
vaguely remind a fall. There is no clear distinction
between the figure and background in Olcay Kus's
canvases; with the sense of movement it carries, the
background fuses into the figure. This fusion creates an
aesthetic correspondence between the hastily painted
contours and the movement vectors in the background.
Paradoxically, this aesthetic fitness would not be
possible, if he preferred to paint on the street walls
since his backgrounds require constant reworking and
retouching. Olcay Kus solidifies the transitory feeling
inherent in street art on his canvases. This transitory
feeling is enhanced with the inclusion of newspaper as
the primary material in his practice.

When the relation between painting and newspaper

is considered, a well-known work by conceptual artist
Mel Bochner comes into mind. In The Theory of Painting
(1969—1970) Bochner applies blue spray paint on
newspaper surfaces laid on the ground. The inspiration
for this work was a photograph of Matisse painting in
his studio. While he is drawing with the help of a brush
attached to a long stick, the floor was neatly covered
with newspapers. For Bochner the primary appeal in
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this photograph was the viewing distance carefully
maintained by Matisse between himself and the canvas.
For Matisse, this distance was apparently required

to achieve the ideal form; while he was painting, he
liked to watch his canvases from a similar distance the
audience would see them. The idea of the audience

and their imagined distance from the painted surface
was very much solid in Matisse’s mind and these two
notions remained attached to the question of painting
in the minds of many painters who came after him. In
Olcay Kus's paintings the contrast between large figures
and miniscule fonts on the painted newspapers invite
the audience to go back and forth between two viewing
distances. One should get very close to the canvas to
read the newspaper pieces. Alternatively, one should

go far from the painting to grasp the compositions
with large figures. These two ideal viewing distances do
not converge in Olcay Kus's paintings; the audience is
invited for constant wandering.

The newspaper has an important role in Kus's
approach towards materiality. Bochner’s Theory

of Painting might give us clues in deciphering this
evolving approach. In the studio of Matisse newspaper
was used to isolate the artistic material: the paint was
supposed to be on the canvas, not on the floor. Yet
Bochner keeps the newspapers to be disposed off on
the ground, transforms them into the main surface
the paint is applied and eliminates the canvas. The
date of installation is significant since in early 70s the
exhaustion of painting as an artistic medium was a
serious discussion. Bochner responds to this debate
through putting a redundant and seemingly alien
material to the painting in the center and reversing
its role. Indeed, the overcrowded and dominant
visual plane of the newspaper makes it so hard to
integrate it into any painting practice. The Theory of
Painting plays with this paradox. Olcay Kus is looking
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for new resolutions in this paradoxical relationship.
His obsession with the newspaper is in line with his
artistic trajectory distinguished by a desire to derive an
aesthetics from daily life. Visible through torn sheets,
the random printed words stand out as distinct visual
elements and add another layer to his paintings. The
newspaper as a material turns into a multifunctional
tool in Olcay Kus's works.

In the same year Bochner finished The Theory of
Painting Henri Lefebvre published his book Urban
Revolution considered as one of the foundational texts
in contemporary thinking about the city. Lefebvre
claims that society has been completely urbanized. His
arguments might be relevant for us in positioning the
street as the main source of inspiration in Olcay Kus's
works:

“The street is a place to play and learn. The street
is disorder... This disorder is alive. It informs.

It surprises... The urban space of the street is a
place for talk, given over as much to the exchange
of words and signs as it is to the exchange of
things. A place where speech becomes writing. A
place where speech can become ‘savage’ and, by
escaping rules and institutions, inscribe itself on
walls.™

The link between play and street Lefebvre emphasizes
is very much familiar for all of us from our childhood
experiences. Citing the street as his main source of
inspiration Olcay Kus is also aware of this relation. The
title of his previous exhibition “Game Center” refers to
this relation among other things. The wheeled vehicles,
main culprit of disorder in Istanbul streets, appear
repeatedly in Olcay Kus's works in different forms. In

1 Lefebvre, Henri, The Urban Revolution, 1970, p19.
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his first exhibition, these wheeled vehicles; bicycles,
tractors, police cars, bulldozers, the sight of a car
accident and an emblematic Turkish car brand Anadol
were dominating his canvases. In this exhibition Kus
reformulates his interest in wheeled vehicles through
his objects made of newspaper pulp. The oddly shaped
toy cars among these objects indicate the continuity of
his interest in the car form. He also carries his accord
with the newspaper as a material to another intensity.

For the first time in this exhibition Olcay Kus displays
objects intimately connected with his artistic practice
if his approach towards materiality is concerned. The
presence of toy skeletons under the hardened and
painted newspaper pulp reminds transitional objects
as Winnicott formulated them. As an influential

figure in the British school of psychoanalysis, Donald
Winnicott contributed a great deal to the discussion of
the “transition space” which can be defined as the link
between the inner and outer worlds or the psychic and
external reality. The transition space in the childhood
manifests itself with myriad different objects infants
hold on to during the absence of their mothers to
comfort themselves. These transitional objects are
mostly toys or some sort of soft material and their
relation with play and fetishism is essential. In the light
of Winnicott’s observations the artist’s obsession with
the newspaper and his continuous interest in different
representations of wheeled vehicles hint the aesthetic
terrain he is travelling. Although very soft while it is
wet the newspaper pulp acquire a stony texture after
it hardens. This stony texture, resonating a feeling

of outdoors, contrasts with the intimate and indoor
character of the transitional object. It is no coincidence
that Olcay Kus experiments with new spatial
arrangements for the installation of his objects. One
may argue that Olcay Kug aims to discover a transition
space ending with adolescence.
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Another dominant visual element in the works of Olcay
Kus is the depiction of hand gestures and exaggerated
facial mimics. Both are species-specific traits conveying
meaning in primate societies before the emergence

of language. It is not surprising that Erwin Panofksy
starts his discussion Iconology with the analysis of

a gesture, removal of a hat. Within the context of
Panofsky’s iconology, the primary meanings of these
hand gestures solely depend upon their configurations
of colors and lines. In this exhibition by removing

the newspaper from his canvases and using stark
colors Olcay Kus rescues the figure from the crowded
background and accentuates the primary meaning of
the hand gestures in his painting practice even further.
The secondary meaning or the subject matter of the
works presented in the exhibition seem much more
dispersed compared with his previous solo shows. The
criticism of hectic corporate life in his first exhibition
and clear references to resistance movements in his
second exhibition still resonate with their continuation
in the iconography. Male hands and figures, weapons
and cars are again present in his canvases. However, in
this exhibition Olcay Kus aims to broaden the horizon
of his artistic practice even further. A discussion of
content, the third category of meaning in Panofsky’s
iconology, might help us to view Olcay Kus's practice
from another distance.

Can we ascribe an intrinsic meaning to the evolving
artistic practice of Olcay Kus? Among others | would
like to discuss his works within the context of a

crisis in masculinity. The consistent elements in his
iconography, cars, weapons and male figures already
refer to the notion of masculine. Olcay Kus discovers
this landscape through allusions to adolescence,
physical fights, comradeship and angst. The political
citations in his works emphasized by politician, police,
journalist and protestor figures also find a common
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ground within this context. The crisis of masculinity
is also a crisis in language and the lack of language
only results in eruptions of random violence. As this
crisis is getting deeper through draconian censorship
practices, Olcay Kus returns the means of conveying
meaning before language and he contrasts them with
the physical insertion of text and the presence of
newspaper in different forms in his works. The dynamic
field in which Olcay Kus continuously reconstructs his
aesthetic tools has the feeling of a busy street, mostly
chaotic yet inspirational.
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