




















“Oyun oynayan ¢ocuklar gercekte nasil goriiniiyorlar?
m

Filmlerde oldugu gibi degil. Diirbiin kullanmali.

Werner Herzog

Kerem Girig'in Her Seyin Basladig| Yer (2024) sergisinin ham madde-

sini olusturan camdir ve tiim sergi camin orgiitlenme bigimleriyle do-
laniktir. S6z konusu dolaniklik, cami olusturan kuvvetlerin bir araya
gelmesiyle gortiniirlik kazanir.

Camin verili anlam itibariyle cagristirdigi ilksel tinisi, kirilgan
ve naif olusuna gondermede bulunur. Cam, korunmas: gereken inor-
ganik bir maddedir. Kirilmasi aninda cezbedici olan madde bir anda
keskinlesir ve tehlike arz edebilecek bir mevcudiyete biirtintiverir.

Camin estetik bir unsur olarak tarihsel kullanim amacini bir ke-
nara birakacak olursak, genellikle insan amaglar: i¢in aragsallagtiril-
mis inorganik bir maddeden s6z ederiz. Cam, kat1 ve sert forma haiz
maddeselliginin ehlilestirilmesi ve cesitli insan olmayan unsurlarin
Orgiitlenmesi sonucu kullanim nesnelerine evrilir. Bardak, siirahi,
gozlik, ayna, pencere, lens ilk akla gelen kullanim aparatlaridir. Ca-
min gecirgen olmasy; yansitirken farkliliklar: goriintir kilmasi cezbe-
dici bir nesne olmasina neden olur.

Peki, camin ehlilegtirilmesi nasil miimkiin olur? Camin ehliles-
tirilmesi sonucu zuhur eden bir sanat yapitini olusturan kosullar ne-
lerdir?

Cam, bir tiir madde olarak bir¢ok kisiyi bir araya getiren, onlar:
ortak iiretime davet eden bir eyleyendir. Boylelikle cam, birlikte olu-
sa ickin bircok aktoriin ortakligini da gerektirir. Camin sivi olusu ve
ayni zamanda kirilgan olmasi maddenin paradoksal yapisina haizdir.

1 Werner Herzog, Buzda
Yiiriiylis: Miinih-Paris,
cev. Ali Bolcakan, Jaguar

Kitap, istanbul, 2019, s. 11.




Mevcut bir halden bagka bir hale ge¢cmesi, sogudukca katilagiyor ve
1sindikca sivi veya eriyik hale biiriiniiyor olmasi maddenin bizatihi
potansiyelinin bir gostergesidir.

Cam, ehlilestirilme siirecinde insan aktorle mesafe alir. Ates, bu
mesafeyi tesis eden bir diger aktordiir. Ez climle, temasin gorece kisith
oldugu bir orgiitlenme s6z konusudur.

Cam inorganik bir madde olarak kendisi dahil insan ve insan ol-
mayan her tiir seyden geri ¢ekilmistir [withdrawal] ve her tiir digsal
miidahaleye kars: da direnclidir. Camin gosterdigi direnci bertaraf et-
menin tek yolu ancak bir bagka aracin miidahalesiyle miimkiin olabi-
lir. Cam, insan olmayan bir madde olarak aktordiir ve sividan katiya,
katidan siviya gecisinde ates, masa, pipo ve insan aktorlerin ortakli-
gina ihtiya¢ duyar. Atesle yekviicut olan cama, insan elinin dogrudan
temasinin mimkiin olmayis: araya giren liglincii bir araciy1 —apara-
t1- gerektirir. Cama sekil veren kisinin ve bu gekle direng gosteren 1s1
halindeki camin karsilikli konumlanis: sonucu ise sanat yapit1 zuhur
eder. Tim bu ortaklik son derece performatif bir siirecin poetik agi-
ga cikarilmasina dayanir. Kendilerine cekilen nesnelerin deneyimini

miimkiin kilar ve yanmanin olasi tehlikesini bertaraf eder.

Yiiriimenin bir eylem olarak sanatlasmasi
Yirtiylisiin izini goriintir kilmak nasil miimkiin olur? Yiiriimenin bir
eylem olarak sanatlagsmasi ne anlama gelir? Peki, siklikla dile getiril-
digi lizere yliriimek istisnasiz her kogulda gercekten bir sagaltim araci
olabilir mi?

Yirtimenin diisiinceyle kurdugu iligki, siiphesiz sanat ve edebi-

yat tarihinin derinliklerine iglemistir. Romantik ressam Caspar David

Friedrich'in Almanya'nin kuzeyine, Alpler'e dogru yaptigi
uzun soluklu yiriytsgleri, William Turnerin Sanayi Devri-
mi'nin peydah oldugu Liverpool ve Manchester kentlerini ilk
elden deneyimleme istegine dayanan uzun gezileri, Robert
Walzer'in ayaklar1 kanayana kadar doganin kalbine gercek-
lestirdigi saatlerini alan yuriiyiisleri, Werner Herzog'un has-
ta olan arkadasi sinema tarih¢isi Lotte H. Eisner’i kurtarmak
adina Minih'ten Paris’e ylirimesi (1974)2, Guy Debord'un
Paris’in Psikocografik Rehberi (1955), Richard Long'un do-
gada bir iz birakmak iizere gerceklestirdigi doga yuriiytsleri
ve nicesi akla gelir.

Tim bu Orneklerde vuku bulan yiriytsler, izlerini

2

Yénetmen Werner
Herzog 1974 tarihinde
aldigi bir haberle dostu
Lotte H. Eisner’in ¢ok
hasta oldugu 68renir.
Herzog, yaya olarak
Paris’e ulasmasi halinde
arkadasli Eisner’in
hayatta kalabilecegini
duslnir. Bu inancla
ceket, pusula ve
hazirladigi kamp
cantasiyla yola koyulur.
Werner Herzog, Buzda
Yiirtiyiis: Minih-Paris,
cev. Ali Bolcakan, Jaguar

Kitap, istanbul, 2019, s.

farkli enstriimanlar araciligiyla agiga cikarir. Yirimenin bir eylem
olarak sanatlagsmasi kimi zaman bir yagli boya tablo, kimi zaman bir
performansin ¢iktisi olarak fotograflanirken, kimi zaman da yazinsal
bir mecra olarak ed(b)ebilesir.
Serginin sanatgi-yazar iligkisi, yapilandirilmamig bir yuriyis
deneyimi sonucu agiga ¢ikar.® Bu yapilandirilmamis yliriiylis deneyi-
mi, yani tiim rotanin 6nceden belirlenmedigi zamandan bagimsiz bir
yluriime eylemidir. Yiiriiylisteki amag, Girig'in ¢ocuklugunun gectigi
Kurtulus ve ¢evresini deneyimlemek ve ge¢mis ile simdi ara-
3 Serginin kavramsal
sindaki degisimlerin izini stirmektir. Degisim nerede bagla- gergevesinin bir
. parcasi olan bu yurime
y1p nerede biter?
eylemi/performansi
Kerem'le Osmanbey Pangaltindan baglayan yiriyis sanatginin (Kerem
o . Giris) serginin yazari
rotamiz, Kurtulus’a dogru devam etti. Kurtulus yokusundan
olan diger aktére (Uras
agagiya ve sonrasinda Ferikoy'e dogru yola koyulduk. Daha Kizil) alan agmastyla
.. . . . . . .. gerceklesmistir. insan
sonra kriminal hadiseleriyle tinlii Hac1 Hiisrev mahallesinin
sonrasi epistemolojide
‘alan agmak’ ve ‘geri
cekilmek’ glinimuz
sanatinin kaginilmaz bir

parcasi olmustur.



icerisinden gecerek Piyalepasa'ya, oradan ise Kasimpasa'ya vardik. Yii-
riyus elbette biteviye devam etmedi. Uzun soluklu olmayan dinlenme
ve diglinme ugraklar1 ve ArtOn Galeri gibi durak(sama)lar yiiriiyis
esnasinda hasil oldu.

Piyalepasanin tepesi, kusbakisi olarak baktigimiz ve belki de siire
olarak en ¢ok duraksadigimiz mekan. Burasi, bir zamanlar gecekon-
dularin yogun bir sekilde oldugu ve yakin zamanda kentsel doniisim
nedeniyle yikilan ve yerini biiyiik bir bosluga birakan arazi imgesine
sahip. Bu imge, vakti zamaninda ¢ocuklarin oyunlar oynadigi, ama su
anda ¢ocuk ve oyun seslerinin duyulmadig bir yer.

Isin enteresan tarafi mahallenin déniisiimiiniin yani sira, ma-
halleye dair alginin da ters yiiz olmus olmasidir. Ozellikle Hac1 Hiisrev
ve mutenalagtirmanin peydah oldugu mintika, kriminal olarak kabul

edilir. Ancak, sanatgi-yazar olarak orada olmamizin bize verdigi de-

. . . .. 5 Roland Barthes, Camera
Bu paradoksal deneyim yasayan bir mahallenin igine )
Lucida: Fotograf Uzerine

dogru yapilan bir eylem sonucu agiga c¢ikar. Tim mahalleyi Diisiinceler, gev. Reha
Akcakaya, Altikirkbes

“diistinen bir g6z” araciligiyla gormekle baslar her gey. oy, istanbul, 201, 5. 61
Mabhalle dokusunun siireg icerisinde yasadig1 degisim,

mahalle dokusuna niifuz etmekle duyumsanir. Tiim bu ugrak noktalar

Girig'in anilariyla dolu mekanlardir. Mahalle dokusunun siireg iceri-

sindeki degisimi mahallenin bellegini tasiyan kisiyi de delip ge¢mesi-

ne yol agar. Bu delip ge¢cme hali Roland Barthes’in deyimiyle punctum

yaralanmasidir. Bu durum ayni zamanda “kendini ortam olarak yok

etmek, ve artik bir gosterge degil o seyin kendisi olmay: gerektirir.®
Yirtiimenin her zaman bir sagaltim olmadig: agikardir. Yiirimek,

kimi zaman, 1zdirap verici bir sey. Bu, degisimin bir tanig1 olmanin

agirliginin verdigi bir aci olabilir.

4 Timothy Morton, hipernesneler ile ylce [sublime]
arasinda sonlu ile sonsuz kiyaslamasina gitmistir.
Morton’a gore, paradoksol bir sekilde, hipernesnelerin
sonlu varoluslari yilicenin sonsuz varligina gére daha
kuvvetli bir duyguya sahiptir. Burada vurgusu yapilan
yokluk duygusunun sonlu olusudur ve bir seyin sonlu
olmasi kisiyi etkileme konusunda sonsuza goére
cok daha kuvvetlidir. Ayrintili bilgi i¢cin bkz. Timothy
Morton, Hipernesneler: Diinyanin Sonundan Sonra
Felsefe ve Ekoloji, cev. Bilge Demirtas, Tellekt Yayinlari,

istanbul, 2020.

neyim verili bu algiy: alasag1 eder. Bolge-
nin yarattig: tekinsizlik hissinin bizdeki
kaynagi insanlarin orada olmasi degil,
aksine yokluklaridir. Fiziksel olarak yok-
luk, sessizlik ve biiyiik bosluklar olustu-
rur. Kriminal olarak kabul edilen bir bol-
genin kriminal olmadigi, giivenli olarak
lanse edilen bir yerin ise giderek daha
tekinsiz ve belirsiz bir hale geldigi an-
lagilir. Yoklugun kendisi varliktan daha
tekinsiz bir hal alir. Tipki sonlu olanin
sonsuz olandan daha tekinsiz ve iirperti-

ci olmasi gibi.*

Bir iiretim pratigi olarak oyun(lagtirmak)

Kerem Giris, tim mekani oyun kavrami cercevesinde kurgular. Camin
maddesel donlisimi sonucu yeni formuna biiriinen yapitlar ve bunla-
rin tiirevleri oyunun parcalar halini alir. O halde, “Bir Uretim Pratigi
Olarak Oyun(lagtirmak)” ne anlama gelir?

Oyun, 6zl itibariyle, bilin¢digini tetikleyen irrasyonel bir oriin-
tiiye sahiptir ve kuskusuz buna verilebilecek erken tarihli en iyi 6rnek-
lerden biri Mary Shelley’'in Frankestein (1818) romanidir. 1816 yilinda
Mary Shelley, Percy Shelley, John Polidori ve Lord Byron'dan olusan
yazar grubu Alp’lerde bir evde bir araya gelir. Aralarindaki bahis en iyi
korku hikayesini kimin yazacagi tizerinedir. Giristikleri bu oyun neti-
cesinde Mary, riiyasinda gordiiklerine dayanarak Frankestein romani-

n1 olusturur.



Burada hem oyun hem de riiyanin devreye girmesiyle tetiklenen
bilin¢disinin birligi, bir tiretim pratigine dontsiir.

Oyun biling¢disini tetiklemesinin yani sira birlestirici olma, fark-
liliklar: bulusturma potansiyeline de sahiptir. Giris'in oyunla kurdugu
iligki de tam bu noktada devreye girer. Kimlik, 1rk, din gibi her tiirla
etnisiteyi ayirt etmeksizin bir araya getiren cocuklugunda oynadigi
oyunlardir ve buradan hareketle Giris oyunu yeniden kurar. Bu, hafiza-
sizlasan, bellegini kaybetmek iizere olan ve tek tiplesme yolunda emin
adimlarla ilerleyen bir mahalleye yeniden bakma istedigidir. Oyuna
biraktigin yerden tekrar baglama arzusu, “ilerleme” adiyla parcalara
ayrilmis ¢ok-sesli olusa duyulan 6zlemdir. Irili ufakli cam misketler-
den yaptig1 enstalasyon, ¢ok sayida farkli form ve renkten olusan cam
bardaklar, renkli cam topaglar, macun serileri oyunun nesneleridir ve
tim bu nesneler sergiyi bir oyun alanina cevirir.

Mabhalle olgusundaki politik, ekonomik ve toplumsal temelli do-
niisim Girig'in sanatinda politik tonu agir basan bir imge seklinde
tezahiir etmez. Aksine, bu agir tablo renkli ve oyuncu bir anlayigla ir-
delenir. Bu tutum Giris'in sanatindaki kuvvetli ironin bir sonucudur.
Gergekligi gostermenin temsili olmayan bir agiga ¢ikartmasidir.

Tavandan sarkitilan bardak enstalasyonu gortiniim itibariyle naif
bir yapidadir. Hatta, cekici olduklar: bile soylenebilir. Ancak, buradan
yayilan seslere kulak kabartan bir dinleyici, seslerin politik damarini
duyumsar. Bu kurgu, bardagin verili anlaminin disarisina ¢ikarilmasi
ve iletisimin bir unsuru haline gelmesiyle gerceklesir. Bardak, iki in-
san arasindaki iletisimin tagiyicisi olma vazifesini iistlenir. Kulaktan
kulaga ses dalgalar: taginir ve bu seslerin tonalitesi bardak formlarina

gore farklilik gosterir. Ancak, buradaki iletigsim iki kisi arasinda degil,

fisiltilar1 duyumsayan ¢oklu aktorlerin katilimiyla gerceklesir.

Seslere farkli diller eklemlenmistir. Bu sesler, Giris'in cocuklu-
gunda agina oldugu seslerdir: Rumca, Ermenice, Romanca, Kiirtce...
Bu, mahalle kiiltiiriintin belleginin muhafaza edilmesi anlamina gelir.
Yikilan ve doniigen sadece mahallenin mevcut insan olmayan unsuru-
lar1 (evler, sokaklar, yollar, aydinlatma direkleri) degildir. Ayni zaman-
da, kentin ¢ok-kiltiirli yapisini olusturan farkli kesimlerden toplu-
luklarin mahalleyi terk et(tiril)mesiyle farkliligin silinmesidir.

Soylem olarak sert betimlemelerle yiikliiolan Her Seyin Basladigi

Yer sergisi kullanilan renk paletiyle kontrast olusturur. Sanatgi ¢cok-ren-

li bir diinya yaratir ve onun nazarinda renk egittir Kurtulug'tur.®

6 Kurtulus, Kerem Girig’in dogup bulyldugi ve farkh kiiltlrlerden insanlarla cocuklugunu paylastigi yerdir.

Ote yandan, Girig'in renkle kurdugu iligki sanatin yalnizca algiy-
la degil, duyumsamayla da ilgili oldugunu gosterir. Bu yaklasim sana-
tin romantizmden itibaren sinestezik bir tavir oldugu, renklerin belli
duygular tetikleyen birer eyleyici olduklar: fikrini hatirlatir. Renkler-
le diinyay: algima bicimi son derece romantik bir jesttir, fakat rengin
ontolojisi Girig'te farkli bir oriintiiye biriniir. Rengin edindigi yeni
anlam, Girig'in renkleri dogrudan gormesini engelleyen renk korlii-
guyle ilgilidir. Bir sanatg1 i¢in ariza gibi algilanabilecek bu durum, in-
san sonras1 disiincesinde bir anlamda avantaja dontigiir. Renklerin
tekabiil ettigi verili kodlar, Girig'te yapibozumuna ugrar. Yesil, sar1 ve

mavi kendi arasinda yer degistirir. Renkleri gérmeden ortaya ¢ikar-



7 ‘Renklerin verili . e
mak, seylere form ve lekeler olarak yaklagsmay: gerektirir.
olmayan renkleri’ tabiri,

sanatginin renklerin Girig'teki ‘renklerin verili olmayan renkleri”” hakim an-

teorisini bilmesine M . .. N
latiy1 sorgulattigl anlamina gelir. S6z konusu hakim anla-
ragmen, renkleri verili

haliyle gormemesi t1, renk ve formlarla olusturulan retinal sanattir. Ozellikle
anlaminda kullantimistir renklere yiiklenen aci, hiizlin, nese, husu gibi duygulardir.
Topag ve cam heykeller icin paslh kaideler se¢mesi de renklerin yarat-
tig1 dekoratif olma neligini bertaraf etme arzusudur.

Kirig'in bireysel gibi goriinen imgeleri toplumsal hafizanin bi-
lesenlerini olusturur. Bu bilegenler, ortak imgelemde mahallenin ve
mahalle kiltirintin sahip oldugu unsurlarin toplamidir. Mahalle
dokusundaki doniisim ahlaki olarak iyi ya da kotii bir yargiya haiz
degildir. Daha ziyade bir kabuk degisimi gibidir. Ancak, bu kabuk de-
gisikliginde gordiiklerimiz gorece ayni kalmig gibi goziikiiyorsa da,
tipki Theseus'un Gemisi'nde® oldugu gibi, varligin 6zdegliginden soz

etmemiz artik ne kadar dogru olabilir? Ya da boyle bir 6zdeslikten soz

edebilir miyiz?

Gergekligin algllanmasmln 8 Theseus’un Gemisi, tim pargalarinin yenileriyle degistirilen bir

.. o .. o geminin ayni kalip kalmadiginin sorgulandig bir diistinceye
gili¢ oldugu diizeylerde, gercekligi

deneyidir. Ayrintili bilgi i¢in bkz. Plutarkhos, Theseus-Romulus

tesis eden kuvvetler, tlpkl ‘renkle- -Paralel Hayatlar-, cev. io Gokona, Tiirkiye is Bankasi Kiiltiir
. . .. 1y Yayinlari, istanbul, 2015.
rin verili olmayan renkleri misali, et

s )

yeni ‘diinya-yapma’lar meydana
getirir. Bu diinya-yapma edimin-
de hicbir sey verili degil, her sey
bir digeriyle iligkili ve ilgilidir.
Girig'in renkli evreni de bu yeni

‘diinya-yapma’lara eklemlenir.









- P

> .
R a
T







“What do children who play games look like in reality?
Not like in the movies. They should use binoculars..”

Werner Herzog

Kerem Girig'’s exhibition Where It All Started (2024) consists of glass

as basic material, and whole exhibition is entangled with different
embodiments glass. This entanglement gains visibility through the
coalescence of the forces that make up glass.

The primordial timbre that glass evokes in terms of its ascribed

meaning refers to its fragility and naivety. Glass is an inorganic sub-

stance that needs to be protected. At the moment of breakage, the

tempting substance suddenly sharpens and takes on a presence that

can pose a danger.

Apart from the historical use of glass as an aesthetic element,
what mentioned generally is about an inorganic material that is often
instrumentalized for human purposes. Glass evolves into objects of
use through the taming of its solid and hard-formed materiality and
the organization of various non-human elements. Drinking glasses,
pitchers, spectacles, mirrors, windows, contact lenses are the first ap-
paratuses of use that come to mind. The fact that glass is permeable
and makes differences visible while reflecting makes it an attractive
object.

So, the taming of glass becomes possible? What are the condi-
tions that constitute a work of art that emerges as a result of the tam-
ing of glass?

Glass, as a kind of substance, is an agent that brings many peo-
ple together, inviting them to co-production. In this way, glass also

1 Werner Herzog, Of Walking
in Ice: Munich-Paris, trans.
Ali Bolcakan, Jaguar Kitap,

Istanbul, 2019, p. 11.2019, p.




requires the partnership of many actors immanent to co-creation.
The liquidity of glass and fragility at the same time is a paradoxical
structure of matter. The fact that it changes from one state to another,
solidifies as it cools and turns into a liquid or molten state as it heats
up is an indication of the potential of matter itself.

In the process of taming, glass distances itself from the human
actor. Fire is another actor that establishes this distance. In brief,
there is an organization where contact is relatively limited.

As an inorganic substance, glass is withdrawn from all things
whether human and non-human, including itself, and is resistant to
any kind of external intervention. The only way to overcome the resis-
tance of glass is through the intervention of another medium. Glass,
as a non-human substance, is an actor and needs the partnership of
fire, tongs, pipe and human actors in its transition from liquid to solid,
from solid to liquid. The impossibility of direct human contact with
the glass, which is banded together with fire, requires a third interme-
diary - the apparatus. As a result of the mutual positioning of the per-
son who shapes the glass and the heated glass that resists this shape,
the work of art emerges. This whole partnership is based on the po-
etic revelation of a highly performative process. It makes possible the
experience of objects drawn to themselves and avoids the potential

danger of combustion.

The artization of walking as an action
How is it possible to make the trace of walking visible? What does the
artization of walking as an action mean? And can walking really be a

healing tool in all circumstances without exception, as it is often said?

The relationship between walking and thought is undoubtedly
deeply embedded in the history of art and literature. Romantic paint-
er Caspar David Friedrich’s long walks through the Alps in the north
of Germany, William Turner’s long walks based on his desire to expe-
rience first-hand the cities of Liverpool and Manchester where the In-

dustrial Revolution flourished, Robert Walzer’s hour-long hikes into

In 1974, director Werner
Herzog receives news that
his friend Lotte H. Eisner
is very ill. Herzog thinks
that his friend Eisner can
survive if he reaches Paris
on foot. With this belief,
he sets off with a jacket, a
compass and a camping
bag. Werner Herzog,
Walking on Ice: Munich-
Paris, trans. Ali Bolcakan,
Jaguar Kitap, Istanbul,

2019, p.

the heart of nature until his feet bled, Werner Herzog’s walk
from Munich to Paris (1974)? to save his ailing friend, film
historian Lotte H. Eisner, Guy Debord’s Psychogeographical
Guide to Paris (1955), Richard Long’s nature walks to leave a
trace in nature and many others come to mind.

The walks that take place in all these examples reveal
their traces through different instruments. The artization
of walking as an action is sometimes photographed as an
oil painting, sometimes as the output of a performance, and

sometimes as a literary medium.

The artist-writer relationship of the exhibition is revealed
through an unstructured walking experience.® This unstructured
walking experience is a timeless act of walking in which the entire
route is not predetermined. The aim of the walk is to experience
Kurtulus and its surroundings, where Giris spent his childhood, and
to trace the changes between the past and the present. Where does
change begin and end?

Kerem and I started our walking route from Osmanbey Pangalt1
and continued towards Kurtulus. We set off down the slope of Kurtulus
and then to Ferikdy. Then we passed through the Haci1 Hiisrev neigh-

borhood, famous for its criminal incidents, to Piyalepasa and from



3 This walking action

performance, which is

there to Kasimpasa. The walk did not continue endlessly, of course.
There were stops for rest and reflection that were not long-lasting and
stops like Art On Gallery during the walk.

The top of Piyalepasa is the place from a bird’s eye view and per-
haps the place where we paused the longest. This place has the image
of a land that was once densely populated with slums, which have re-
cently been demolished due to urban transformation and replaced by
a big empty space. This image is of a place where children once played,
but where the sounds of children and play are no longer heard.

/ The interesting thing is that in addition to the trans-

formation of the neighborhood, the perception of the neigh-

part of the conceptual

framework of the

exhibition, is realized by

the artist (Kerem Gi

opening up space for

the other actor (Ura
Kizil), the author of

the exhibition. In th

posthuman epistemology,

‘making space’ and

‘retreating’ have become

an inevitable part of

contemporary art.

borhood has also been turned upside down. Especially Hac1
o Hiisrev and the area where gentrification has taken place is
rs

considered criminal. However, the experience of being there

S . . . . .
as an artist-writer overturns this ascribed percept10n.3

e The source of the sense of uncanny created by the area
for us is not the presence of people there, but rather their
absence. Physical absence creates silence and large gaps.
An area that is considered criminal becomes non-criminal,
while a place that is touted as safe becomes increasingly
uncanny and uncertain. Absence itself becomes more uncanny than
presence. Just as the finite is more uncanny and creepy than the in-
finite.*

This paradoxical experience 4 Timothy Morton made a comparison between the finite and the

. . infinite between hyperobjects and the sublime. According to

is revealed through an action
Morton, paradoxically, the finite existence of hyperobjects has a

into a 11V1ng neighborhood. Ev- stronger emotion than the infinite existence of the sublime. What

. . . is emphasized here is the finitude of the sense of absence, and

erything starts with seeing the
the finitude of something is much more powerful in affecting
the person than the infinite. For more information, see Timothy
Morton, Hypersubjects: Philosophy and Ecology after the End of the

World, trans. Bilge Demirtas, Tellekt Publications, Istanbul, 2020.

whole neighborhood through a “thinking eye”.
The change that the neighborhood texture undergoes in the pro-
cess is sensed by penetrating into the neighborhood texture. All these
stopping points are places full of memories of Giris. The change of
the neighborhood texture in the process causes it to pierce through
the person who carries the memory of the neighborhood. This pene-
tration is what Roland Barthes calls a punctum injury. This situation
also entails “destroying oneself as a medium, and no longer being a
signifier but the thing itself.®
Obviously, walking is not always a cure. Walking is, at 5 Roland Barthes, Camera
Lucida: Thoughts on

times, agonizing. It might be the pain of the weight of being
Photography, trans. Reha

a witness to change. Akgakaya, Altikirkbes

Publishing, Istanbul, 2011,
p. 61.
Game(ification) as a Practice of Production

Kerem Girig constructs the entire space around the concept of play.
The artworks and their derivatives, which take on a new form as a re-
sult of the material transformation of glass, become parts of the game.
So, what does “Game(ification) as a Practice of Production” mean?

In essence, the game has an irrational pattern that triggers the
unconscious, and undoubtedly one of the best early examples of this
is Mary Shelley’s novel “Frankenstein (1818)". In 1816, a group of writ-
ers including Mary Shelley, Percy Shelley, John Polidori and Lord By-
ron gathered in a house in the Alps. The bet between them is to see
who can write the best horror story. As a result of this game they en-
gage in, Mary creates the novel “Frankenstein” based on what she sees
in her dream.

Here, the unity of the unconscious, triggered by both the game



and the dream, turns into a practice of production.

In addition to triggering the unconscious, play also has the po-
tential to unify and bring differences together. The relationship that
Giris establishes with play comes into play at this very point. It is the
games he played in his childhood that bring together all kinds of eth-
nicities such as identity, race and religion without discrimination, and
from this point of view, Giris reconstructs the game. This is a desire to
look again at a neighborhood that has become amnesiac, is about to
lose its memory and is taking firm steps towards uniformization. It is
the desire to start the game again from where you left off, the longing
for the polyphonic becoming that has been fragmented in the name
of “progress”. The installation made of large and small glass marbles,
glass cups of many different forms and colors, colored glass spinning
tops, putty series are the objects of play and all these objects turn the
exhibition into a playground.

The political, economic and social transformation of the neigh-
borhood phenomenon is not manifested in Girig’s art as an image with
a heavy political tone. On the contrary, this heavy picture is examined
with a colorful and playful approach. This attitude is a result of the
strong irony in Girig's art. It is a non-representational revelation of
showing reality.

The glass installation suspended from the ceiling is naive in ap-
pearance. One might even say that they are attractive. However, a lis-
tener who listens to the sounds emanating from it senses its political
vein. This fiction is realized when the glass is taken out of its given
meaning and becomes an element of communication. The glass as-

sumes the task of being the carrier of communication between two

people. Sound waves are carried from ear to ear and the tonality of
these sounds differs according to the forms of the glass. However, the
communication here is not between two people, but with the partici-
pation of multiple actors who hear the whispers.

Different languages are attached to the sounds. These are the
voices that Girig was familiar with in his childhood: Greek, Armenian,
Romani, Kurdish... This means that the memory of the neighborhood
culture is preserved. It is not only the existing non-human elements
of the neighborhood (houses, streets, roads, light poles) that are de-
stroyed and transformed. It is also the erasure of difference as com-
munities from different segments that make up the multicultural
structure of the city (forced to) leave the neighborhood.

Loaded with harsh descriptions in terms of discourse, the exhi-

bition Where It All Started creates a contrast with the color palette

used. The artist creates a multicolored world and for him, color equals

Liberation.®

6 Kurtulus is where Kerem Giris was born and grew up and shared his childhood with people from different cultures.

On the other hand, the relation that Giris establishes with color
shows that art is not only about perception but also about sensation.
This approach recalls the idea that art has been synesthetic since Ro-
manticism, that colors are agents that trigger certain emotions. This
way of perceiving the world through colors is a highly romantic ges-
ture, but the ontology of color takes on a different pattern in Girig’s
practice. The new meaning of color is related to the color blindness

condition that prevents Girig from seeing colors directly. This situa-



tion, which may be perceived as a malfunction for an artist, turns into
an advantage in a sense in posthuman thought. The given codes to
which colors correspond are deconstructed in Girig’s practice. Green,
yellow and blue change places among themselves. Revealing colors
without seeing them requires approaching things as forms and stains.

The ‘non-given colors of colors” in Girig’s style means that it
questions the dominant narrative. The dominant narrative in ques-

The phrase ‘ungiven tion is the retinal art created with colors and forms. Espe-
colors of colors’ is used in . . . .

cially emotions such as pain, sadness, joy and awe that are
the sense that although
the artist knows the attributed to colors. His choice of rusty bases for his spin-
theory of colors, he does . . . o s
ning tops and glass sculptures is a desire to eliminate the
not see colors in their

given form. decorative quality created by colors.

-
Giris’s seemingly individual images constitute the components

of social memory. These components are the sum of the elements of

the neighborhood and neighborhood culture in the collective imagi-

nation. The transformation in the neighborhood texture is not moral-

ly good or bad. It is more like a change of shell. However, even if what

we see in this change of shell seems to have remained relatively the

same, just like in the Ship of Theseus?®, then how accurate is it now to

speak of an identity? Or can we speak of such an identity?
Atlevels where reality is difficult to perceive, the forces that estab-

lish reality create new ‘world-making’, just like the

‘non-given colors of colors’. In this act of world-mak-

8 The Ship of Theseus is a thought

ing, nothing is given, everything is related and rel-
experiment in which it is questioned

evant to everything else. Girig’s colorful universe is whether a ship that has all its parts

. . . replaced with new ones remains the

also articulated in these new ‘world-makings’.
same. For detailed information, see
Plutarch, Theseus-Romulus -Parallel
Lives-, trans. lo Gokona, Tiirkiye is

Bankasi Kiiltiir Yayinlari, istanbul,

2015.
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