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PORT izZMiR 2 hakkinda
About PORT iZMiR 2

I Quand j'ai pris mes fonctions,
a 'Institut Frangais a Izmir en 2005, jai inscrit dans mon

PORTIiZMIR 2

action culturelle une programmation d'art contempo-

ULUSLARARASI rain. Le lieu n'en programmait pas, ou alors ce qui préten-
CAGDAS SANAT TRIENALI dait en étre ne correspondait guére a 'idée que je me fai-
TRIENNALE INTERNATIONALE sais d'un art d'aujourd’hui, en particulier celui de la jeune

D’ART CONTEMPORAIN scéne internationale.
INTERNATIONAL TRIENNIAL OF L'enjeu était d'importance : donner a voir, tout au long
CONTEMPORARY ART d'un programme dosé, le meilleur de la création a un

public non averti. Ce fut un pari, tenu et réussi, qui en 2007
aboutissait a la premiére édition d'un événement qui allait
devenir triennal: PORT IZMIR

Si ces deux éditions sont différentes par leur forme, la
premiére nichait au gré de lieux dans la ville, la seconde
se tient en un seul, elles sont identiques en leur esprit en
accueillant que des ceuvres, des installations congues
spécialement pour les différents espaces.

Ces événements furent autant de plateformes afin de
porter la voix des artistes, des espaces de réflexion et
d’interrogations critiques, autant d'actions ouvrant de
nouvelles perspectives.

Seul, U'Institut Francais d’lzmir n'aurait pu mener cela
a bien. La rencontre avec Aysegiil Kurtel de la fondation
d’art contemporain K2 fut décisive, et la coopération qui
s'en suivit: remarquable et formidable.

Je tiens aussi a remercier dans un méme élan : Emmy
de Martelaere qui fut la commissaire de la premiére édi-
tion, et Necmi Sonmez celui de la présente.



JEAN-LUC MAESO

Directér / izmir Fransiz Kiiltiir Merkezi — Director / French Cultural Center of Izmir

I 2005 yilinda izmir Fransiz
Kiiltir Merkezi’'nde géreve basladigimda, kiiltiirel progra-
mima glincel sanati da dahil ettim. O giine kadar bu alanda
bir program gerceklesmemisti ya da soyle sdyleyelim,
yapilanlar, benim giiniimiiz sanati ile ilgili fikirlerime gdre,
ozellikle de uluslararasi alanda geng sanatgilara bakis
acisindan yeterli degildi. Asilmasi gereken konu dnem-
liydi: Konuya nispeten yabanci kalan bir kitleye, dozu ayar-
lanmis bir program araciligiyla bu alandaki en iyi eserleri
sunmak. iste bu sekilde, ilk olarak 2007 yilinda gercekle-
sen ve trienal halini alacak olan etkinligimiz ortaya ¢gikti ve
basarili oldu: PORT iZMIR.

Her ne kadar bu iki etkinlik bicim bakimindan birbirin-
den farkli ise de — ilki sehrin farkli alanlarinda yer aldi,
ikincisi ise tek bir mekanda gergeklesiyor — yer aldiklari
mekanlar icin 6zel olarak tasarlanmis eserleri ve ensta-
lasyonlari bir araya getirmeleri nedeniyle, 6z olarak bir-
birinin esdegeridir. Bu etkinlikler, hem sanatgilarin ses-
lerini ileten, hem elestirel disiince ve sorgulamalari
barindiran ve hem de yeni bakis acilari agan platformlar
olusturmustur.

Fransiz Kiltiir Merkezi bu dnemli etkinlikte tek basina
sonuca ulasamazdi. K2 Giincel Sanat Merkezi ydneticisi
Aysegiil Kurtel ile karsilasmamiz ve takip eden isbirligi,
varilan sonucu belirledi: Dikkate deger ve olaganisti. Bu
yolda birlikte oldugumuz iki kisiye daha tesekkiir etmek
istiyorum: ilk etkinlikte kiiratér olan Emmy de Martelaere
ve ikinci etkinligin kiiratori Necmi Sénmez.

I \When | took office at the
French Institute in Izmir in 2005, | had included a contem-
porary art program in my cultural actions agenda. The place
did not enjoy such programs, or else programs that claimed
to be, hardly corresponded to the idea that | had of today's
art, especially that of the young international scene. The
challenge was cansiderable: to present, through a well bal-
anced program, the best of creation, to a rather unfamiliar
public. It was a bet, kept and succeeded, that in 2007 led to
the first edition of an event which was to become triennial:
PORT IZMIR.

Although these two editions are different in form, the first
nested various locations of the city whereas the second
was confined to a single location, they are identical in their
essence, by collecting only works and installations specifi-
cally designed for the concerned space. These events have
been not only platforms to carry the voice of artists and
spaces for critical thinking and critical questioning, but also
nested actions, opening up new perspectives.

The French Institute of Izmir would not succeed this chal-
lenge alone. Meeting Aysegil Kurtel of contemporary art
foundation K2 and subsequent cooperation has been deci-
sive for the result: Remarkable and fantastic. | would alsa like
to thank in the same context, to Emmy de Martelaere, curator
of the first event, and to Necmi Sonmez, curator of the pres-
ent event.



Sanat-Mekéan-Bellek
Art-Space—Memory

I 2007'de PORT iZMiR'in ilkini
yapmaya karar verdigimizde, dncelikli kriterimiz izmir
kentiyle iletisim icinde bir giincel sanat etkinligi olustur-
makti. Fransiz Kiltir Merkezi Direktori sevgili dostum
Jean-Luc Maeso ve PORT iZMIR 1'in sergi yapimcisi Emmy
de Martelaere ile birlikte sergiyi kurgularken, sehre yayil-
masi, boylece de izleyicinin sanatcilarla ve onlarin calis-
malariyla karsilasma anini glinliik yasamlarinin bir par-
caslymis gibi algilamalarini hedefledik. Cok dnemli
sanatcilarin eserleriyle ummadiklari mekanlarda karsi-
lagmak, izleyici icin sasirtici bir deneyim olmustu.

PORT iZMIR 2, bircok acidan, 2007 yilinda basladigimiz
etkinligin degisiklige ugradigi, farkli deneylere sahne olan
bir yapiya sahip. Daha once bircok farkli mekana yayi-
lan, halka acik alanlarda gerceklestirilen projeler agir
basarken, PORT iZMiR 2'de sergi yapimcisi Necmi Sénmez,
sadece bir ana sergi alani kullanmaya karar verdi. Sergide
kullanilan Austro-Tiirk Tiitin Deposu, 1951 yilinda insa
edilmistir. izmir'in ekonomik, sosyal, tarihi karakterine
gonderme yapma ozelligine sahip olan bu mekan, uzun
zamandir kullanilmadigindan izmir'in belleginden silin-
misti. Bu bliylik mekanin sadece alti katindaki, alti bin
metrekarelik alan sergi icin kullanildi. Toplam olarak
kirk bir sanatginin yiize yakin isinin sergilenmesi sira-
sinda Necmi Sonmez, calismalarin kendisini gostermesi
icin ihtiyag duyduklari “boslugu”, sanatcilarla konusarak
olusturdu. Bu bosluk, sergilenen ¢alismalara ayri bir 6zel-
lik kattigi gibi, serginin “Sessizlik_Firtina” temasina da
gonderme yapan bir karaktere sahipti. Bu dzellik, gorsel
sanatlarin kendi potansiyelini ortaya ¢ikarmalari igin
kurulmus olan sergileme manti§ini da disiindiirtiyordu.

Ana sergi mekaninin yani sira, izmir'in karakteristikle-
rini vurgulamak ve kentin dinamiklerini harekete gegirmek
amaciyla diizenlenen paralel etkinlikler araciligi ile de ok
sayida izmirli PORT iZMiR'in katilimcisi oldu.

I When we have decided to do
the first edition of PORT IZMIR in 2007, our primary criteria
was to make an art event which is in communication with
the city of Izmir. While we were planning the exhibition with
my dear friend Jean-Luc Maeso, the Director of the French
Institute and Emmy Martelaere, the curator of PORT IZMIR 1,
we aimed to spread in the city, thus to have the audience per-
cieve their meeting with the artist himself and their works as
a part of their daily life. To meet with the works of very impor-
tant artists in unexpected spaces has been a surprising expe-
rience for the audience.

In many aspects, PORT IZMIR 2 has a different structure
than the event we have started in 2007 and stages differ-
ent experiences. Before, projects were mainly placed in many
different places and open public spaces, in PORT IZMIR 2,
Necmi Sonmez, the curator, decided to use one main exhibi-
tion space. The Austro—Turkish Tobacco Warehouse, which is
used for the exhibition was built in 1951. This building is very
specific with references to Izmir's economical, social, and
historical characteristics, however it has been erased fram
[zmir's memory because it has not been used for lang time.
Only six thousand square meters on the six floors of this
big building was used as the exhibition space. While exhib-
iting nearly one hundred works of fourty one artists, Necmi
Sénmez created the “space” which these works needed to
show themselves, through a dialogue with the artists. This

“space” does not only add characteristic to the exhibited

works but also holds a character which refers to the “Silence_
Storm” theme of the exhibition. This characteristic also
reminds the exhibition logic of the visual arts which is fixed
to make their potential, visible. Besides the main exhibition
space, parallel events have been arranged to point out the
characteristics of Izmir and to move the dynamics of the city
and through these events many inhabitants of Izmir became
the participants of PORT IZMIR 2.



AYSEGUL KURTEL

Direktér / K2 Giincel Sanat Merkezi — Director / K2 Contemporary Art Center

Austro-Tiirk Tiitiin Deposu | Austro-Turkish Tobacco Building

Fransiz Kiltir Merkezi Tiyatro Salonu’nda gergekle-
sen gece performanslari ile K2 Konukevi'nde diizenle-
nen okuma gecesi, izmir'in sanati tartisma, sanat iizerine
diisiinme ozelliklerini hem tarihi hem de giincel perspek-
tiflerden sorgulamayi basararak, daha once konusulma-
mis, yorumlanmamis olan olgulari, disiplinler arasi bir
cerceve icine almayi basardi.

Bir izmirli olarak, izmirlilerin kendi kentlerini kavrama-
lari icin bu sergiye ve yan etkinliklerine bakmalari gerek-
tigini diistiniiyorum.

Bu tiir etkinliklerin belli araliklarla tekrarlanip siirek-
lilik kazanmasi dnemlidir, boylece geleneksellesmesi
beklenebilir. Ancak PORT iZMIR, mevcut sanat sistemine
alternatif bir durus gelistirmeye aday olabilir. Oncelikle
kentin dinamikleriyle isbirligi yapmayi hedefleyen PORT
iZMIR, izmir kentinin kendine 6zgii ve aciklanmasi kolay
olmayan niteliklerinden hareketle yola cikmistir. ilk iki
ornekte ortaya koydugu farkli yapi ve ileriye doniik deney-
sel dngériilerle bunun ipuglarini vermektedir.

Daha bircok PORT iZMiR sanat etkinliginin gergek-
lesmesi dilegiyle, emegi gecen ve bitiin bu siireci sevgi
ve paylasma solenine déniistiiren dostlarima ve aileme
sonsuz tesekkirler...

K2 Konuk Evi | K2 Residence

Fransiz Kiiltir Merkezi | French Cultural Center

The night performances took place on the theater stage
of the French Institute and the reading night organized in K2
Residence, succeeded guestioning the discussion over art in
[zmir, characteristics of thinking over art both from the his-
torical and actual perspectives and also succeeded to include
the phenomena which have not been thought and evaluated
before into a multi-disciplinary frame.

As an Izmir inhabitant, | think all Izmir inhabitants have to
look at this exhibition and the parallel events for the under-
standing of their city.

It is important that this kind of events repeat with certain
intervals and become sustainable, thus can be expected to
become traditional. However, PORT IZMIR can be a candidate
to develop a position alternative to the existing art system.
Primarily aiming to collaborate with the dynamics of the city,
PORT IZMIR has set off from the characteristic qualifications
of Izmir which are not easy to explain. The different structure
of the first two examples and progressive, experimental pre-
visions, give the clues to this.

Thanks to all my friends and family who put their efforts
in and turned this whole process into a festive of love and
sharing and | wish to see many more PORT IZMIR art events
become reality...



Bu sergi hangi gerceklikler iizerine kuruldu?
Over which realities was this exhibition founded?

I Her yaratici sergi, soyut,
tanimlandirilmasi kolay olmayan algilar, durumlar, his-
sedilisler Gizerine kurulur. PORT iZMIR 2 Uluslararasi
Cagdas Sanat Trienali'ni “Sessizlik_Firtina” temasi lze-
rine sekillendirirken, amacim bu kentin karakteristik-
lerini vurgulamakti. Birbirine karsit olan bu iki kavrami
izmir'de bir yildan fazla zamana yayilan 6n calismalarim
sirasinda gelistirdim. Clnkd bu kentte varligini duyum-
satan “sessizlik” beni her adimimda, gece ve gece, takip
etti. Yaptigim goriismelerde, atolye ziyaretlerinde bu “ses-
sizligin” izmir'deki sanatsal iiretimde son derece giiclii iz
birakan bir metafor oldugunu kavradim. Ama daha son-
raki ziyaretlerimde bu sessizligin donistirilmesi gerekti-
gini, bunun da baska bir soyut kavramla, “firtinayla” ifade
edilebilecegini diisiindiim. izmir'de bir sergi kurarken, bu
kentin havasi, suyu, riizgariyla iliskide olmak benim igin
onemliydi.

Periferide kalmasina ragmen ozellikle 1990'lardan iti-
baren Tiirk ¢cagdas sanat ortaminda giindemi belirle-
yen sanatgilarin yetistigi bir kent olarak izmir'in, yara-
tici sanatgi potansiyeli serginin ana damarlarindan birini
olusturdu. Sergi tasarimini cografyanin etkileri izerine
kurdum. Dahasi sessizligin, dinginligin otesi gelir mi diye
disiiniirken, bunun bir tir “dis firtinasi” olabilecegini de
inandirdim kendime. Firtina, uzun siirmiis olan sessizli-
gin yarattigi rahatligin asilmasi icin de bir arag, bir yéntem
onerisiydi.

izmir'in karakteristiklerini takip eden “acik uclu” bir
sergi tasarimi gelistirdim. Serginin her katinda birbirin-
den farkli tekniklerle calisan sanatgilari yan yana getirir-
ken, oncelikle mekanin yapisina, karakterine gonderme
yapacak olan soyut bir sistem gelistirmeyi hedefledim.
Avusturyali mimarlar tarafindan tasarlandiktan sonra
1950-1951 yillarinda tamamlanan Austro-Tirk Titiin
Deposu, Tirkiye'nin kapitalistlesme siirecini on plana

I Every creative exhibition is
built on some abstract perceptions, situations, sentiments,
which are not easy to describe. As | was planning PORT IZMIR
2 International Contemporary Art Triennial with the theme

“Silence_Storm’, my aim was to emphasize the character-

istics of this city. | developed this concept of two opposites
when | prepared for the work in Izmir at different intervals
during a period of more than a year. Because | was con-
scious of a feeling of “silence” which followed me on every
step, from one night to the next. After meetings, workshop
visits, | realized that this "silence” was an extremely power-
ful metaphor marking the artistic production in Izmir. During
my later visits to Izmir, | thought about the need of trans-
forming this silence, and the possibility of expressing it with
another abstract concept, “storm”. When setting up an exhibi-
tion in Izmir, it was important for me to be related to the air,
the water and the wind of this city.

Although left in the periphery especially since the 1990's,
Izmir, has been the hometown of artists determining the
agenda of the Turkish contemporary art environment. The
creative potential of Izmir has formed the artery of this exhi-
bition. | founded my exhibition concept on the effects of geog-
raphy. Moreover, as | was wondering if | could reach beyond
the silence, the calmness, | made myself believe that this
could also be a “dream storm”. Storm was a means, a sug-
gestion, for a way to overcome a tranquility caused by a pro-
longed silence.

| developed an “open end” exhibition concept which pur-
sued the characteristics of Izmir. As | was bringing together
the artists working with different techniques on each floor of
the building, my aim was to develop a system which would
highlight, first of all, the building and its characteristics. The
Austro—Turkish Tobacco Building, having been designed
and built by Austrian architects in years 1950-1951, had an
identity which brought to attention Turkey's venture into



NECMi SONMEZ

Sergi yapimcisi — Curator

cikaran bir kimlige sahipti. Bu karaktere vurgu yapip,

farkli okumalar gelistirilebilirdi. Ancak sergiyi son derece
zor bir bitce ile gerceklestirdigim icin uzun sireli alan
arastirmalarina giremedim. Hi¢ kuskusuz bu tir kavram-
sallastirmalar “Sessizlik_Firtina"nin devamini getirebilir.

Sergiyi hazirlarken Aysegil Kurtel ve Jean-Luc
Maeso'dan aldigim destek, kurumsal bir iligkinin 6tesinde,
dostluga, karsilikli giivenin getirdigi samimiyete dayan-
digi icin her ikisine de tesekkiirle denemeyecek bir vefa
borcum oldugunu diisiiniiyorum. K2 Giincel Sanat Merkezi
ve izmir Fransiz Kiiltir Merkezi'nin calisanlarina 6zve-
rili destekleri, tasarimci Omer Durmaz’a, cevirmen ilknur
Baltaci Mateescu'ya gdsterdikleri sabir ve dayanisma igin
tesekkiir ederim.

capitalism. However, because of a very limited budget for the
exhibition, | could not go into a long-term extensive research.
There is no doubt that this kind of conceptualizations could
cause “Silence_Storm” to continue.

I think that | owe an obligation beyond thankfulness to
Aysegul Kurtel and Jean-Luc Maeso for the support they
both have given me as | was preparing the exhibition, sup-
port relying on the sincerity of true friendship and trust, much
above an institutional relationship. | also thank the Staffs of
K2 Contemporary Art Center and the French Cultural Center
of Izmir for their unselfish support; web designer Omer
Durmaz and translator Ilknur Baltaci Mateescu for their
patience and persisting support.
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Cagdas sanatci ve muglaklik
Contemporary artist and obscurity

I Caspar David Friedrich'in
1818 yilinda yapti§i Sis Denizi Uzerindeki Gezgin [Der
Wanderer iber dem Nebelmeer] adli otoportresi, firtinayla
sessizligin birbirine karistigi o romantik anin sezgisinde
bulusuyor: Bulutlarin kaotik olarak birbirine gecismisli-
ginde yatan firtina diisiincesi, uzaga dogru bakan gezginin
ic dinginligiyle bir tezat olusturuyor ya da farkli bir oku-
mayla, iginde firtinalar kopan romantik gezgin, doganin
dinginligine bakarken bizim de doganin dinginligini “firti-
nali” olarak almamiza neden oluyor. ingiliz romantik sii-
rinin Coleridge, Byron ve Keats gibi duygularla cebelle-
sen geng sair kisisini en iyi sekilde anlatan bu tablo, aslen
ingiliz romantizminin en biiyiik zaaflarindan birini de séy-
liyor gibi: romantizm her ne kadar kuru idealizme bir insa-
nilik katmis olsa da ugrasinin diinyaya agikligi anlaminda
bir gerileme olarak diistinilebilir. O siiri yazmis olan, sis
denizine dogru bakan ve biitin bu duygulari en derinle-
rine kadar hisseden artik “yaratici bir kisi” vardir; bitin
bunlari “o kisi” yaratmistir. Bdylece, yazinda ve sanatta
bireycilik dolambacina giren romantizm neredeyse ide-
alizmden bile daha seckincilesir ve bu nedenle artik sis
denizine dalgin dalgin bakan masum romantik, aslinda
dogayi sekillendiren ve bu sekillendirdigiyle kendini yara-
tici giictin en kalbinde hisseden bir zekadir da aslinda.
Cagdas sanatin en biiyiik zaaflarindan biri, romantiz-
min asiri bireyciligini, “ben buldumculuk"unu kavramsal
sanatin [conceptual art] buluscu zihinselligine yakinlas-
tirmasi. Cagdas sanatcilar sadece bir birey olarak diin-
yada olan - hatta akisini hicbir sekilde degistiremeye-
cekleri — siyasi ya da sosyal olaylara elestirici bir tavir
takinmiyorlar; isleriyle adeta bu olaylari alaya aliyorlar,
buluscu bir zihinsellikle akilli serzenislerde de bulunuyor-
lar. Bu durum elbette sahsi fikrin serbestce dile getirilme-
sinin dnem kazandigi glinimiizde ¢ok da yadirganmamasi

I The autoportrait of Caspar
David Friedrich produced in 1818 "Wanderer above the Sea of
Fog' [Der Wanderer Gber dem Nebelmeer] meets in the per-
ception of that romantic moment when storm and silence
come together as one: the thought of storm boarding on the
chaotically intermingled clouds, contradict the inner calm of
the wanderer looking afar, or with a different interpretation,
the romantic wanderer, with the bursting storm inside him,
looking at the serenity of nature causes us to also see the
serenity of nature as “stormy”. This painting which describes
best the young poet personalities with debating feelings like
Coleridge, Byron and Keats of English Romantic Poetry, is in
fact, also like mentioning one of the greatest weaknesses of
English Romanticism: although having added humanity to
sheer idealism, romanticism can be thought as a move back-
wards because its struggle is open to the world. Well then,
there is a “creative person” who has composed that poem,
who is looking toward the sea of fog and feeling that sen-
sation fully to the deepest; “that person” has created all this.
So, romanticism in literature and art entering the labyrinth of
individualism, becames even more ecclectic, thus, the inno-
cent romantic gazing absent-mindedly at the sea of fog is,
actually, an intellect giving form to the nature, and with what
he has given form to, is also the one who feels himself right
in the heart of creative power.

The biggest weakspot of contemporary art is the fact that
it brings extreme individualism, the “-ism". “| discovered it" of
romanticism close to the original thinking mentality of con-
ceptual art. Contemporary artists as individuals, don't only
look at political or social events — even the events the course
of which they could never change — with a critical eye; they
also ridicule these events in their works and, with the men-
tality of original thinking, they reproach these happenings
intelligently. This situation, certainly should not thought to
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gereken bir durum; ama kendini bir fikir adami, su gale-
riye mensup ya da su kiiratérlerle calisan bir yaratici
olarak tanimlayan giiniimiiz sanatgisinin da fark etme-
den icini bosalttigi bir elestiri gelenegi var: bulusa dayali

“ben dedimcilik.” 19. ylizyil romantik kisisi, kendilestirdigi

nesnelligi aslen samimi olarak hissettigi duygularla yeni-
den sekillendirir; ama ¢agdas sanatginin en biiyiik sorunu,
sanatini samimi duygular Gzerine kurgulamak yerine
sadece bireysel bulusun dne ¢iktigl bir beyin jimnastigi
olarak gormesi ve bunda da bir marifet bulmasi.

Temennim, cagdas sanatcinin bireycilikle zihinselligin
ic ice gegmeden mesrulastigi o temiz bolgeden bir an dnce
cikmasi, kendi sanatinda ve buluslarinda bir marifet bul-
mamasl. Oysa dogada nesnel gozlemleyebilecegimiz fir-
tina ve sessizlik arasindaki geciste de oldugu gibi, doga
bu tezatlari birbirlerinden ayirmiyor; iki farkli ani sadece
bir sirerlilik olarak aliyor: sessizlikle firtinanin aslen
ayni diizlemde, ayni dongiide yer aliyor olusu... Demek
istedigim su: Sessizlikle firtina arasindaki ayrim aslinda
ayirt edilemeyecek kadar zor. Firtinanin sesine alismis bir
kulak onu bir sessizlik olarak alabilir, hatta ilk basta irkil-
digi halde bu sesi kabullenebilir ya da her duydugu farkl
sese bir zemin olarak disinebilir. Ayni sekilde, firtina-
nin ugultusunun yaninda sessizligi de bulmak zor, ciinki
her ne kadar biri dinginlige kavusmak icin firtinanin ugul-
tusundan uzaklasirsa uzaklassin, aslinda bu ulasilan ses-
sizlik bir anlamda kendi basina duran bir sessizlikten ote,
ugultunun etkisinin bittigi yerde kendini serbest kilan bir
sessizliktir. Yani, bir anlamda bu sessizlik sadece firti-
nanin ugultusunun siddetine gore bir dinginlik ani, onun
sinirlarinin bittigi noktada baslayan bir diisiincedir. Bu
anlamda, cagdas sanatginin yukarida bahsettigim zaafla-
rindan dte bir de sansi var: muglakta birakmanin verdigi
derinlik sanisi.

be odd because freedom of speech has gained much more
importance today; however, contemporary artist who defines
himself as a creative figure of thought, one belonging to this
gallery or working with that curator, has a criticism tradition,
the context of which he voids unconsciously: the -ism’ of I
said it" supported by inventive thought.

The romantic individual of the 19™ century, reshapes per-
sonalized objectivity with essentially sincere perceptions;
but the biggest problem of the contemporary artist is that,
instead of building it on sincere feelings, he sees his art
merely as an intellectual practice showing individual inven-
tion and moreover, he considers it as a talent.

It is my wish that the contemporary artist leaves, as soon
as possible, that void realm where without intermingling,
individualism and intelligence become acceptable, that he
does not find a talent in his art and inventions. On the other
hand, in nature, as we can observe in the intermingling of
storm and silence, nature does not set apart these oppo-
sites; it takes the two different moments only as a continu-
ity; the fact that silence and storm take place on the same
plain, in the same cycle... Here is what | mean: the difference
between silence and storm is, actually, very difficult to dis-
cern. An ear which is used to the sound of storm can perceive
it as silence; moreover, even if startled at first, may accept
that sound or else may consider it as a background of another
different sound. Likewise, it is hard to find silence near the
howl of storm because no matter how far one goes away
from the howl to reach calm, actually, that calm reached is
beyond being a static calm by itself, in one sense, it is a calm
releasing itself where the effect of the howl comes to an end.
| mean, in another sense, this silence is only a moment of
serenity depending on the intensity of the howl, it is a thought
beginning where its boundary ends. In this sense, the con-
temporary artist, beyond the weaknesses | mentioned above,



Muglakligin getirdigi derinlik sanisindan kastim su:
Cagdas sanatcinin bir seyleri agiklamasina ya da zekasini
kullanarak tertemiz bir savin arkasina siginmasina gerek
yok. Zaten 20. yiizyil Avrupa felsefesinin estetik anla-
yisinin da Croce'den bu yana lineer yapisini kaybetti-
gini, mikro diizeyde daha anarsik ve kaotik bir hal aldi-
gini goriyoruz (Burada Croce’den bahsetmemin nedeni
su: Croce, Hegel'in mutlak tarihselligini estetige dayandi-
rarak tarihin tinini sadece tim Hegel felsefesinde sagla-
mis olmuyor, ayni zamanda tarihi belirli bir oyluma otur-
tarak onu rasyonellestirmis de oluyor). Cagdas sanatgi
elestirebilir, disiinebilir; ama yaptigi elestiriyi eseriyle
tasimasi lazim. Cagdas sanatg, fikrini eserinin malzeme-
siyle biitiinlestirmedigi siirece, ister ani bir bulusa disiin-
cesini dayandirsin ister dnemli siyasi/sosyal bir soruna
deginsin (Daha dogrusu netameli—tartigmali bir konunun
bam teline zekasiyla bassin), burada bir sanat eserinin
oldugunu sdéyleyemeyiz. Bu, bir sanatcinin degil; bir “ben
buldumcu’nun disiincesi, sézde bir sanatginin kendini
sanat icinde derinlestirmeden mesrulastirmasidir. Zaten
sadece akillica bir “s6z” séylemek amaciyla kotarilan bir
siirli isin sanatin asil 6ziinii tagimadigini gorilyoruz; ¢linki
bu tiir bir yaklasim, kendi iginde bir kavram olarak estetigi
tam anlamiyla yerine getiremiyor.

Bu anlamda, ¢agdas sanatin bir sansi var: Ginlimiiz
sanatcilarinin, romantikler ya da énciileri idealistler gibi
“bir yeri bir yere” bagladiklarinda neyi neden yaptikla-
rini agiklama zorunluluklari yok. Goethe, Gen¢ Werther'in
Acilari’'nda (1774) ask ugruna intihari tim romantik sav-
lariyla kanitlamaya, anlamli hale getirmeye calisir; gene
ayni sekilde genc Coleridge’in “Kubilay Han"i (1816) tam
anlamiyla absiirt ya da gercekiistii bir siir kahramani degil,
tam tersine tim hayal diinyasina yerlestirilmisligiyle
romantik edebiyatta olumlanmaya c¢alisilmis bir kisiliktir.

has one chance: the imaginative depth of using obscurity.
What | mean by obscurity bringing imaginative depth is this:
the contemporary artist is not obliged to explain things or
has to clearly defend what he has created with his intelli-
gence. Anyway after Croce, we see that the aesthetic under-
standing of the 20™ century Eurapean philosophy has lost its
linear structure, on the micro level, it has turned into a more
anarchist and chaotic state (here, the reason | speak of Croce
is this: Croce, by basing Hegel's absolute history on aestet-
ics does not obtain the essence of history from Hegelian phi-
losophy only; at the same time, he also rationalizes it by put-
ting history into a certain domain). The contemporary artist
can criticise, think; but he has to show the proof of his crit-
icism in his work. Contemporary artist, if he does not inte-
grate his thought with his material, whether he bases his
thought on a sudden invention or not, he touches an impor-
tant political/social problem (more correctly said—he pakes
right in the middle of a sensitive, disputable issue), we cannot
talk about the existence of a work of art. This is the thought of
an ‘I invented it” person, not an artist, it is the self acknowl-
edgement of a so-called artist without deepening himself in
art. Anyway, we see that many works only meant to say an
intelligent “word” do not carry the essence of art; because
such an approach, does not exactly contain an intrinsic con-
cept of aesthetics.

In this context, contemporary art has a chance: contem-
porary artists are not obliged to explain when they “link one
place to another”, what they do and why, like the romanti-
cists or their predecessors, idealists. Goethe, in “The Sorrows
of Young Werther * (1774) tries to justfy suicide for love to be
meaningful, trying to prove it with romantic assertions; in
the same manner young Coleridge's “Kubla Khan" (1816) is
not exactly an absurd or surreal poem figure, to the contrary,
with his place in a world of imagination, he is the result of an



Bu anlamda (Burada Alman ve ingiliz romantikleri arasin-
daki gecis ilging: Her ne kadar ingilizler Almanlardan biraz
daha az “nedenselci” olsa da — Goethe'nin nihai projesi
olan nesnel bir insan bilimi kurma egilimini unutmadan —
iki romantik akim arasinda nedensellik ve olumlama bag-
lamlarinda ilging birliktelikler var, diyebilirim). Kuramsiz
cagdas sanatin kuramsizligi, en azindan Fluxus ve kav-
ramsal sanatla birlikte kuramin sinirlarini belirginsizles-
tiren bir éngériyd de kendine anarsik bir diistur olarak
secti. Yani, sanat¢inin diisiindiigii ve ayni anda eyleme
gecirdigi, belirli kurallara bagli bir “sergileme” islemin-
den cok, daginik ilerleyen bir feverandi da: Cagdas sanat,
Alman ya da ingiliz romantizminden farkli olarak eserin
nedenselliginin muglaklastigi, sanatginin eylemine bagli
bir kisisel-yaratiya dontisti. Bu anlamda, bulusa dayali
ve kisisel zekdyi on plana ¢ikaracak caligmalarin, bir sava
donismeden en muglak alanda kalmasi ¢agdas sanatgiyi
savunmasiz kilan bir sey degil. Tam tersine, giinimiizde
muglak olanin, daha fazla okumalara acik oldugunu ve bu
anlamda da daha ¢abuk derinlesebilme giicliniin (sanisi-
nin) oldugunu gériiyoruz. iste bu, sanatcinin dniinii acan,
onu derinlestiren bir sey.

Muglak alan, aslen gecisin belirsizlestigi, bir alandan
digerine gecerken iki tarafin kurallarini size unutturdugu
zengin bir bitiin. Yani metaforumuza donersek, sessiz-
likle firtinanin kendilerini olumlamadan birbirlerine gegis-
liliginin devam ettigi o yer, doganin ta kendisine de tekabiil
ediyor: cok fazla onu bunu tanimlamadan, kurcalama-
dan, sessizlik sanisini bir ayirt etme giicii olarak almamak,
olani oluruna birakmak, “ben”in devamli kendini mesru-
lagtirma ihtiyacini gérmedigi bir sirerlilige inanmak.

attempt to create a positive personality in romantic litera-
ture. In this respect (here, the transition between the German
and English romanticists is interesting: no matter how much
more ‘pro-causality” the English are than the Germans —
before forgetting Goethe's final project, his inclination of
establishing a materialistic human science — | can say that
there is an interesting similarity between the two romantic
trends with regard to causality and affirmation). The lack of
theary in contemporary art, at least along with Fluxus and
conceptual art, chose also the insight of extending indefi-
nitely the boundaries of theory as an anarchic principle. That
is, instead of being a thought put into action by the artist with
procedures of “exhibiting” under specified rules, it came as
a random flare up: contemporary art, apart from German
or English romanticism, has turned into a personal-cre-
ation, of which the causality has become obscurity depend-
ing on the artist’s action. In this respect, for works bringing
to attention personal intellect and originality to be left in the
most obscure domain without turning them into an assertion,
is not something which causes the contemporary artist to
become defenseless. To the contrary, today, we see that the
obscure is open to more interpretations and therefore it con-
tains a power (supposition) of deepening faster. This is some-
thing which clears the path of the artist and it deepens him.

The obscure domain is a rich entity where the passing
actually becomes unclear, making you forget the rules of
both sides when passing from one side to the other. That is,
if we go back to our metaphor, that place where the mingling
of silence and storm continue without affirming one another
corresponds to nature, itself: without defining this or that,
without meddling, not taking the supposition of silence as a
differentiating force, to let whatever be, to believe in a con-
tinuity where the “I" does not feel the necessity to acknowl-
edge himself constantly.



Bir go¢ hikdyesi: Cagdas sanat ortaminda merkez-periferi iliskileri iizerine
An immigration story: On center—periphery relations in contemporary art environment

I Bu yaziyi yazarken kisisel iti-
raflarim araciligiyla zaaflarimi ele verecegimin farkinda-
yim. Balthazar Gracian “Zaaflarinizi karsinizdakine soyle-
meyin.” 6gudind verirken, karsimizdakinin giin gelip bizi
bu zayif noktamizdan vuracagini mi ima ediyordu? Ama
oyle de olsa cekinmeden diyecegim ki, uzunca yillar ken-
dimi su cagdas sanat denen aleme kabul ettirebilmek igin
verdigim micadeleler, beni kemirip bitirmis kaygilar, kor-
kular, ofkeler, sikayetler, kiskiinliikler ve hayiflanma-
lar, biliyorum ki bu alemde, merkez disinda yasayan her
sanatgl icin gegerli. Belki de yazinin sonunda sdyleyece-
gimi pesinen soylemek en karlisi: Aslinda mesele, kendini
kanitlama yoluna girdiginde kendine olan saygi ve 6zgii-
venini yitirmeyecegin ve karsindakinin sendeki zaaflar-
dan yararlanmasina izin vermeyecegin bir direnme modeli
gelistirebilmekte.

1980'lerin sonu ve 1990’larin basinda “Artik benim
elimden sanat yapmaktan baska bir sey gelmez.” dedi-
gimde, Tirkiye sanat ortaminda kékleri 1960'lara kadar
giden merkez—-periferi gerilimi farkli bicimlerde ilerle-
mekteydi. 1990’larin ortalarinda bienal ve giincel/cagdas
sanat patlamasina kadar bizim icin varolus alani, bugiin
artik gegerliligini coktan yitirmis olan Devlet Resim ve
Heykel Sergileri ile cesitli kurumlarin ylrattagi yaris-
mali sergiler ve simdi hala prestijini koruyan Giiniimiiz
Sanatcilari Sergileri idi. 1990'larin ortalarindan itibaren
Ankara'dan istanbul’a hizli bir sermaye gécii, kurumla-
rarasi evlilikler ve ekonomik rekabetin kizismasi kaginil-
maz olarak istanbul'u farkli bir konuma getiriverdi ve pesi
sira bir kiiltlir-sanat gociini de zorunlu kildi. Sonunda,
Ankara bir cevre kente doniistii ve yapayalniz kaldi, elinin
altindaki finansal giivenceleri teker teker yitirdi. Ard arda
kapanan banka galerileri, tecimsel agirlikli kitsch ser-
gilerle kiiltiirel iklim iyice kisirlasti. Her sey merkezin,
istanbul'un fena halde lehine déndii. Ekonomik ve sosyal

I As | write this article, | realize
that | will disclose my weaknesses by personally admitting
them. When Balthazar Gracian advised “do not speak of your
weaknesses to your opponent’, was he insinuating that one
day, the opponent would hit us at our weakest point? Even if
that is the case, | will not hesitate saying that all the fights |
went through for making myself accepted in that world called
contemporary art; the worries, the fears, the anger, the com-
plaints, the vexation and regrets in that world, | know, are
true for any artist residing outside the center.

At the end of the 1980's and the beginning of the 1990's
when | said ‘now there is nothing | am able to do other than
art', the center-periphery tension which started as far back
as the 1960's was developing in various forms. Until the bien-
nial and contemporary art blast in the middle of the 1990’s,
the areas where we could exist were the State Painting
and Sculpture Exhibitions which has lost his validity nowa-
days, along with competetive exhibitions sponsored by vari-
ous institutions, and the other area which still keeps its pres-
tigious status, ‘Today's Artist Exhibition”. Starting from the
mid—1990's, due to a constant move of capital from Ankara to
Istanbul, coupling up of institutions and a heated rise in eco-
nomic competition inevitably brought Istanbul to a different
position which urged a consecutive move of culture&art. In
the end, Ankara turned into a peripheral city, left alone; one
by one, it lost the financial security it had within its reach.
With the closing down of art galleries of banks and basi-
cally commercial kitch exhibitions, the cultural atmosphere
became unproductive. Everything turned extremely in favor
of the center, Istanbul. Almost all economic and social values
were appreciated through their relation to Istanbul. Artistic
formations took the same path naturally, a big majority of
people who think and write on art, intellectuals who interpret
art, created a new formula with an explicit privilege under the
name “Art Environment of istanbul’, metaphorically replacing
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degerlendirmelerin neredeyse tamamina yakini istanbul
ile iligkilendirilerek ele alinmaya baslandi. Sanatsal olu-
sumlar da dyle oldu haliyle, sanat lizerine yazan, diisiinen,
yorum yapan aydin kesimin bilylik bir cogunlugu, konusma
ve yazilarinda “istanbul sanat ortami” ad altinda, meta-
forik olarak “Tiirkiye sanat ortami"nin yerine gecen ve bir
ayricalik belirteci olan yeni bir formil yarattilar. Sanati
tek merkezden degerlendiren, tanim yapan, yer yer de
kiistahliga kadar varan konusma bigimleriyle merkezi bir
retorik yaratan bu yaklasimlar, merkez disindaki sanat-
cilar icin dogal olarak bir dislanmislik batakligi yaratti.
Sonunda merkez disi tim ¢ikislar ve olusumlar kaginilmaz
olarak, merkezi siirekli olarak miicadele verilmesi gere-
ken bir rakip gibi gordi. Ayni cografya icinde birileri ev
sahibi, digerleri misafir olmaya basladi. Soyle ki; Istanbul
icin cagdas sanat istanbul’da iretilendi, iistiinde konusul-
masi ve bellegi olusturulmasi gerekendi. Ev sahibi olma-
nin verdigi bir giiven duygusu icinde merkeze gdre, diger
kentlerde olan bitenler birer “tasra duygusalligl” icinde
bakilmasi gereken olusumlardi. Cagdas sanat tarihi yazi-
minda dncelik ev sahibinin degerlerindeydi.

Bu siirecte periferide yasayan bir sanat¢i olarak mer-
kezin aktorlerine karsi buhranli bir varolus miicadelesine
girmis, ona buna satasan “haddini bilmez” bir adam olup
cikmistim. Merkez disi olusumlari Tiirkiye sanat ortami
adi altinda toplu olarak degerlendirebilecek, 6n yargi-
siz, demokratik, esitlik¢i ve bagimsiz gézlerin olmadigina
kendimi o kadar inandirmistim ki, olmak istedigim ama
olmadigim sergileri birer “haksizlik” eylemi gibi gérii-
yor, kataloglarini kiifrederek karistiriyor, beni gérmezden
gelenlere dofkeleniyor, sonra da iki kadeh viskiyle rahat-
liyor ve kendi kabuguma, calismaya cekiliyordum. Yilgin
ve giivensizdim. Sanatsiz olamiyor ama sanat ortamin-
dan nefret ediyordum. Tek tek Tiirkiye'nin her noktasin-
daki sanatsal direnisler analiz edilip degerlendirilmedikce

‘Art Environment of Turkey”. These approaches creating a

central rhetoric, at times to the extent of usage of insolent
speech styles, which originate because of evaluating and
describing art from a single central point, naturally created
for those outside the center a marsh of externalization. In the
end, all moves and formations from outside the center inevi-
tably considered the center as a rival to continuously have to
fight against. Some began to be hosts, some had to be guests
within the same geography. As long as contemporary art was
the art produced in Istanbul, it was the one which could be
discussed and and remembered. With the confidence of being
the host, according to the center, what took place in other
cities were formations to be viewed with an outlook of pro-
vincial romanticism. In writing history of contemporary art,
the values of the hosts had priority.

During this period as an artist living in the periphery, |
was indulged in a struggle of existence crisis against the
actors of the center and had become a presumptious aggres-
sive man annoying every one. So much was | prejudiced by
making myself believe that there were no eyes to evaluate
the peripheral formations democratically, with equality and
independence and without prejudice, altogether as a part of
Art Environment of Turkey, that | was considering the exhi-
bitions where | wanted to participate but could naot, as “injust”
actions, | was going through their catalogue pages swear-
ingly, going mad about those who ignored me, and then relax-
ing with one or two glasses of whiskey, and going inside
under my shell beginning to work. | was exhausted and
inconfident. | couldn't do without art but I hated the art envi-
ronment. Unless every single one of the artistic resistances
in Turkey was analysed and evaluated, | was not to trust and
beleive any evaluation not only written but also to be written
about. In a provincial sentimentalism in Ankara, | was over-
whelming myself. | was carried away in a wind of center-
periphery fight.



yazilacak ve yazilmis olan hig bir tarihsel degerlendir-
meye inanmiyordum. Ankara'da tasraya 6zgii bir duygu-
sallik icinde kendime yiiklenip duruyordum. Bir merkez-
periferi miinakasasinin riizgarina kapilip gitmistim.

Merkez neydi ve kimin kimin merkezinde oldugu neye
gore belirleniyordu? istanbul'un cagdas sanat aktorleri ve
finansal giicleriydi merkez. Ankara sanki bilingli olarak bu
aktdrler sayesinde “cevre”lestirildi. Merkezdekiler kent-
leri birbirine diisiirmek istercesine, agik bir ayrimcilikla
hep ayni nakarati tekrarliyorlardi:

“Ankara’nin en ¢ok istanbul'a gidisini seviyorum.”

“Ankara'yi seviyorum ama istanbul’a agigim.”

“Nihayet Ankara'dan kurtuldum.”

“istanbul disinda izmir ve Diyarbakir’i takip ediyoruz,
Ankaraile kismen ilgileniyoruz.”

“Ankarali ressam”, “Ankarali sanatg!” ve daha liste boyle
uzayip gidiyordu.

Merkezde tescilli sanatgilar dolasiyordu. Periferidekiler
ise kursiyerdi. Merkez liglere ayiriyor ve kendisini Ust
ligde konumlandirirken, periferidekiler ligde kalmakla
cebellesiyordu. Periferidekiler postanelerden merkezin
dikkatine is postaliyor, merkezdekiler ayikliyordu. Periferi
davet ediyor, merkez reddediyordu. Merkez drgiitl, kendi
icine kapanik bir cemaat iliskisi icinde toplanmis bir
glicler bittntni sergiliyorsa periferidekiler daginik mili-
tanlar olarak kol geziyordu. Merkez, yerel ve uluslara-
rasi kiiltirel kurumlarin destegiyle bir 6z giiven duy-
gusu icinde dretirken, periferi ortaya cikma miicadelesi
veriyordu. Periferinin kendi igine sizmasindan, korunakli
bdlgesinin yeni komsular edinmesinden rahatsiz olan
merkez eger yeni komsular edinilecekse de bu komsu-
lari vadeli mevduat hesabi gibi uykuya yatiriyor ve belir-
siz bir gelecekte kullanima sokmak lizere orada dylece
tutuyordu. Periferiden pek ¢ok sanatgl biliyordum ki, mer-
keze gonderdigi portfolyolarindan, islerinden, proje dneri-
lerinden cikacak sergi vaatleri igin bicare haber bekleyip

What was the center and how was the question of ‘who
is in whose center’ answered? Istanbul's contemporary art
actors and financial powers were the center. It was as if
Ankara, conciously by these actors, was made to be periph-
eral. Those in the center were always repeating the refrain as
if they wanted other cities to combat with each other:

‘What | like most of Ankara is the way it goes to Istanbul’

I like Ankara but I love Istanbul’

‘Finally | am released from Ankara’

‘Outside of Istanbul, we keep track of Izmir and Diyarbakir,
we partly care about Ankara’

‘Painter from Ankara’, ‘Artist from Ankara’ and so on, the
list was growing longer.

There were certified artists roaming in the center. The
ones in the periphery were course attendees. The center
was creating leagues and as it was positioning itself on top
league, those in periphery were struggling to stay in the
league. The ones in the periphery were sending their work to
the center through post offices and those in the center were
eliminating them. While the periphery was inviting and the
center was refusing. As the center was showing itself as a
unity of collective power within an organized and self-styled
closed sect, the ones on the periphery were going about like
scattered militants. As the center was producing in confi-
dence with the support of local and international cultural
institutions, the periphery was fighting for existence. With the
fear of periphery’s intrusion and fear of having new neigh-
bors in the protected area, the center, if new neigbors were to
be acquired, was putting them to sleep like deposit accounts
of banks, keeping them like that, in order to use them in an
uncertain future. | knew of many artists from the periph-
ery who were hopeless and waiting for any promise of being
exhibited because of the portfolios, works or project propos-
als they had sent to the center. Actually with their portfo-
lios they were doing nothing more than just occupying those
archives which are focused on the priority of certain artists.



duruyordu. Aslen de belli sanatcilarin dnceligine odak-
lanmis o arsivlerde, gonderdikleri portfolyolarla yer isgal
etmekten baska bir sey de yapmiyorlard.

Ankara benim igin iginden ¢ikilmaz dipsiz bir kuyuya
donismekteydi. Kendi yolumu nasil bulacaktim? Kiiratorli
sergilerin ve takim ¢alismalarinin yayginlagmasiyla bir-
likte bu kentte kendime siirekli olarak su soruyu sor-
maktaydim: Bagimsiz bir sanatci olarak yasamaya katla-
nabilecek misin? istanbul'un iliskileri, davranis bicimleri,
degerleri, anlayisi, bakis agilari bana timden yabanciydi
ve orada gergekte hichir sey dyle biyttildigi gibi degildi.
istanbul her seyi cilaliyordu. Guy Debord'un “Gésteri
Toplumu”ndaki drneklerden biriydi. Sanat goriinmek igin
tretiliyordu ve “goriinen sey iyiydi, iyi sey de goriini-
yordu.” istanbul’'dan nefret ediyordum ama onsuz da
olamiyordum.

Son on bes yilim “istanbul’da sergilemek ama her
seye ragmen Ankara'da yasamak” arasindaki gelgit-
ler icinde gecti. Ankara’dan istanbul’a yaptigim her yol-
culuk biiyiik bir heyecanla basliyor, fakat istanbul’dan
her déniis de sonu derin bir yalnizlik ve dislanmislik
duygusuyla bitiyordu. Bu sehre gidip geldikce bircok
sanatcida Istanbul’a 6zgii bir simariklilik belirginlesi-
yordu. Neredeyse herkes istanbul disindan gelene bir
istanbulluluk tasliyordu. Galiba ilk kez bu tiirden bir sov-
menligi 1996 yilindaki Habitat kapsaminda Antrepo’da
diizenlenen “Oteki” adli sergide gérmiistiim. Sergi icin
istanbul digindan gelenler islerini sergileyecekleri yer-
leri araya dursun, diizenleme kurulu istanbullu sanat-
cilari coktan uygun yerlere yerlestirmisti. “iste” dedim,
“Oteki icinde ‘Gteki'yim”. Tam da bu noktada sunu itiraf
etmek gerekir ki, eger bu sergi Ankara’'da diizenlenseydi
“biz" boyle yapmazdik. Herhalde dnceligimiz konuklari-
miz olur, gelenlerin boynuna atlar, onlari gordiigiimiizde

- onlarin bize yaptiginin tersine — kafamizi gevirmezdik.

Merkez her daim “otekilestirerek” kendi var ediyor, kendi

For me Ankara was becoming a sort of bottomless well.
How would | find my way? As the practice of exhibitions
with curators and team work increased, continuously, in this
city, | asked this question to myself: Will you ever be able to
live as an independent artist? The relations, behaviour pat-
tern, values, understanding, point of view of Istanbul were
all unfamiliar to me and actually, nothing, there was that
great as exaggerated. Istanbul was putting polish on every-
thing. It was one of the samples of Guy Debord's ‘manifest-
ing community’. Art was being produced to be seen and ‘what
was seen was good, and the good was seen’. | hated Istanbul,
however | could not do without it.

The last fifteen years of my life went by with a tide of

‘exhibiting in Istanbul” and inspite of everything ‘living in

Ankara’. Every trip | took to Istanbul began with excite-
ment, but every return from Istanbul was ending in a feel-
ing of deep loneliness and externalized feeling. There was
a certain spoiledness peculiar to Istanbul which the artists
who frequented Istanbul manifested. Almast everyone from
Istanbul was acting snobbish to those coming from out-
side Istanbul. As | remember, | think | had seen for the first
time such an act of showmanship in 1996 in the context of
Habitat, during an exhibition called ‘The Other’ taking place
in Antrepo. While the ones caming from outside Istanbul
were loaking for a place to install their work, the organizing
committee had already located the Istanbul artists in appro-
priate places. ‘There' | said, ‘| am ‘the other in ‘The Other".
Right at this point, it is necessary to admit that if this exhibi-
tion had been arranged in Ankara ‘we" would not have done
it this way. Probably priority would be given to our guests,
we would not have turned off our heads to them, contrary to
what they have done, we would have put our arms on their
shoulders warmly. The center was existing by ‘alienating’
continuously, in this manner guaranteeing its centeralism.
It was the first years of the the 1990's, Ozdemir Altan was
beginning his speech in the Fine Arts Faculty of Hacettepe



merkeziyetciligini bu yolla garantiliyordu. 1990'larin ilk
yillariydi, Ozdemir Altan Hacettepe Universitesi Giizel
Sanatlar Fakiiltesi'ndeki konusmasina “Simdi burada
soyleyeceklerimi ilk kez duyacaksiniz..." diye basliyordu.
2001'de istanbul'da diizenlenen tartismali Modern Tiirk
sergisinde de Ankara'nin gérmezden gelindigine iliskin
bir telefon goriigmemizde organizatdrlerden biri “Eee, ne
yapalim, secici kurulda Ankara’dan kimse yoktu.” demisti.
Uzunca bir zamandir Istanbul bienalleri de byle isledi.
1995 bienal kiratoriiniin iki kisiyle sinirli Ankara ziyare-
tini saymazsak, Ankara kiratorler icin ugranilip goriile-
cek bir yer olmadi. Ankara igin vakit bulunamiyordu bir
tiirld. Herhalde zilgitlarimiz belli bir siire sonra ses vermis
olmali ki, 2007 ve 2009 bienal kiiratorleri “olanaklari el
verdigi dlcide” bir Ankara ziyareti gerceklestirmislerdi.
istanbullu sanatcilarin benim gibi bir periferi sanatcisi
icin seri dgitleri vardi: “Eger kendini istanbul'da kanit-

lamazsan asla var olamazsin.”, “Buraya gel!”, “Burada

"o

ol!”,

Ankara'yi birak!”,

Orada ciiriiyorsun!”, “Gozden
uzak, gonilden iraksin!”... béyle devam ediyordu ogit-
ler. Ankara'nin iyiden iyiye kaybolan kentsel karakteri bir
yanda, hem isteyerek hem cekinerek bakti§im istanbul'un
kaosu ote yanda, arada sikisip kalmistim.

Bu noktadan bakinca bir siire sonra izmir, Diyarbakir
ve Ankara arasinda dogal olarak bir direnis ve hak miica-
delesi iicgeni olusuverdi. Bu kentlerde yasayan, goriisle-
rine deger verdigim, islerimi paylastigim, belli etkinlik-
lerde birlikte oldugum sanatgi-yazar dostlarim olustu:
izmir'den Miimtaz Saglam, Ramazan Bayrakoglu, Borga
Kantiirk, Diyarbakir'dan Sener Ozmen ve Batman'dan
Fikret Atay. Merkezden bakinca yasadigimiz kentlerdeki
cagdas sanat dinamiklerinin aga babalari gibi algilanma-
miz bizim pek istedigimiz bir sey miydi, bilemiyorum ama
2003'te Diyarbakir Kegiburcu'nda Sener Ozmen'in insiyati-
fiyle Ali Akay kiiratérligiinde gerceklestirilen “Dilin Glict”
sergisi, K2 izmir'de 2004'te Ramazan Bayrakoglu ve Borga

University by saying “now you will hear for the first time
what | will say here”.. In a telephone conversation about how
Ankara was overlooked during the disputed 2001 Modern
Turkish Exhibition organized in Istanbul, one of the arganiz-
ers had said “What can we do, there was no one in the jury
from Ankara”. With the exception of the 1995 biennial cura-
tor's visit to Ankara limited to two people, Ankara was never
a place for curators to stop by and look. Somehow there was
no time available for Ankara. Probably because our screams
must have been heard somehow after a while, then the 2007
and 2009 biennial curators had payed a visit to Ankara ‘within
their heavy schedules’. The artists from Istanbul had some
serial advices for a peripheral artist like me: “If you don't
prove yourself in Istanbul, you will never exist”. The advice
would go on, ‘Come to Istanbul’, ‘Stay here’, ‘Leave Ankara),

‘You are wasted there’, ‘Out of sight out of mind'l... On the one

side the continuous loss in Ankara's urban characteristics

, on the other, Istanbul’s chaos which | both longed for and

hesitated, | was wedged in between.

After a while looking at it from the same point of view, nat-
urally a triangle of resistance and struggle for justice quickly
appeared among Izmir, Diyarbakir and Ankara. | acquired
some artist-writer friends whose thoughts | appreciated
living in these cities, with some of whom I did wark together,
some of whom | shared certain activities: Mimtaz Saglam,
Ramazan Bayrakoglu, Borga Kantirk from Izmir, Sener
Ozmen from Diyarbakir and Fikret Atay from Batman. | don't
know if it was something favorable for us to be perceived
as the contemporary art dynamics masters of the cities
we lived in, but the following three exhibitions, in my opin-
ion, exemplify outstanding peripheric solidarity: The exhibi-
tion ‘Power of Language’ organized in 2003 with the initiative
of Sener Ozmen in Diyarbakir Keciburcu under the curator-
ship of Ali Akay; the exhibition ‘Not the Remainder, the Whole'
arranged by Ramazan Bayrakoglu and Borga Kantirk in K2
Izmir, in 2004; the international video exhibition “Word-Story,



Kantiirk'iin diizenledigi “Ustii Degil Kendisi” adli sergi ve
2008 yilinda Ankara'da Hacettepe Sanat Miizesi’nde ger-
ceklestirilen “Soz-Masal, Karmasik Anlatilar” adli ulusla-
rarasi video sergisi kanimca periferik dayanismanin hatiri
sayilir 6rneklerini olusturuyorlar.

Ankara'da bagimsizlikta karar kilmis bir sanatgi olarak
yapabilecegim tek sey, yasadigim kentte dncelikle kendi-
min sevebilecedi ve mutlu olacagim bir ortam yaratmakt.
Oyle bir yasama sevincine sahip olmaliydim ki ¢élde
kalmak bile viz gelmeliydi. Bu kentte kendi pisirdigim
corbadan zevk almam gerekiyordu. Olabildigince miica-
dele dilinde ortakliklar buldugum sanatgi arkadaslarimla
miitevazi olanaklar cergevesinde sergiler yapmaya bas-
ladim. Fakat o kosullu ve yanli istanbul medyasi bir tiirlii
bizim tarafa bakmiyordu. Bazilari da Ankara'ya “prensip
olarak” gelmiyordu. Merkez ve cevre arasinda kopriler
kurma amaciyla gesitli konusmalara davet ettiklerimizden
“Gelirim” diyenlerin isimleri hazirladigimiz posterlerde
kaliyor, kendileri son dakikada tiirli nedenlerle gelemi-
yorlardi. 5 saatlik otobiis yolculugunu goziinde biyiiten-
ler vardi. Ustiine Gstlik medyanin yaptigi bilingli ayrim-
cilik Ankara’daki direncli cagdas sanat neslinin kendine
olan giivenini kazanmasini ya sekteye ugratmis ve gecik-
tirmis ya da timden silip stiplirmiistd. 2000 yilindan itiba-
ren ¢cikmaya baslayan ve Ahu Antmen ile Zeynep Rona’nin
hazirladigi “Tiirkiye Sanat Yilligi"nda Ankara sergilerini
yazmam istendiginde bu firsati olabildigince degerlendir-
meye calistim, buradaki direnclerin fark edilebilmesi icin
miicadele verdim. Yine de istanbul'a her adim atigimda
gozlemledigim tuhaf iliskiler silsilesi icinde kendi tretim-
lerime olan giivenim hem kuvvetleniyor hem de azaliyordu.
Kuvvetleniyordu ¢linki “yavaslik” ve “sessizlik” icinde
tirettigim islerimle bir derinligin farkindaydim, zayifli-
yordu ciinkii Istanbul'da yeterince gériinemedigim igin
kaybolma endisesi tasiyor ve oradaki enerjinin yanilticili-
gina aldaniyordum. Gériinememe ve kaybolma paranoyasi

Complicated Presentations’ realized in 2008 at Ankara's
Hacettepe Art Museum.

As an artist decided to be free in Ankara, what | could
at least do in the city where | lived was to create an envi-
ronment, which above all | would like, an environment in
which | would be happy. | was to have such a joy of life so
that even being grounded in a desert could not bother me?
| had to enjoy the taste of the soup | cooked in this city. As
much as | could, along with artist friends | had found who
shared common fighting grounds, | started to do exhibitions
with limited possibilities. However, that prejudiced media of
Istanbul just would not look at our side. Some of them, ‘in
principle’, would not come to Ankara. To be able to build
bridges between the center and the periphery we sent invi-
tations for various conferences; the names of those who
replied ‘I will come” were left listed only on the posters we
had prepared, at the last moment they would not be able to
come with different reasons. There were ones who dreaded
the 5 hour bus ride. On top of all, the conscious favoritism of
media towards the center caused the resistaning contempo-
rary art generation of Ankara to interrupt, or delay, or to lose
its confidence completely. When | was approached to write
about the Ankara exhibitions for ‘The Art Yearbook of Turkey'
published since 2000 by Ahu Antmen and Zeynep Rona, as
much as possible | tried to take advantage of the opportunity,
| struggled for the resistance here to be noticed. But again,
everytime | went to Istanbul the series of funny relations |
observed were on one hand fortifying my confidence on my
productions, on the other, were weakening it. Strengthening
because | realized the depth in the works | produced ‘slowly’
and ‘silently’; weakening because | was worried to get lost
because of not being seen enaugh in Istanbul, being deceived
by the fake energy there. In the paranoia of not being seen
and getting lost, sometimes | was starting to doubt my works.

Through the following years | kept on thinking about resis-
tance points on how | would be able to prove myself and



icinde bazen yaptiklarima siiphe ile bakmaya basliyor-
dum. ilerleyen yillarda hem merkezde hem de uluslararasi
ortamda kendimi nasil gosterebilecegim ve goriinir kila-
bilecegime iliskin direnme noktalari tizerinde disiindiim
durdum. Merkezin iretim ve ifade bicimlerindeki “hiz"dan
uzak daha sakin ve duru bir calisma metodunun en sag-
likli yol olacagina inaniyordum. Bu siirecte, bazi kiirator-
lerin mektuplarimi yanitlamamasini onlarin “yogunluguna”
vererek kendimi rahatlatmaya calistiysam da isin aslinin
dyle olmadigi belliydi. istanbul'dan bir kiiratdr tanidigim
“Bir sanatcinin bir kiiratore islerini postalamasi kadar ken-
dini kiiclik disiriici bir baska davranis diistinemiyorum.”
demisti. Ciinkii ona gore kiiratorler postadan ¢ikan mal-
zemeye bakmazlardi. Zamanla, mektuplari yanitsiz birak-
may! mesafe koymanin bir araci olarak gdren, mesafe
koydukga da pozisyonlarinin saglamlasti§ina inanan, ken-
disine deger verildigini anladiginda karsisindakini deger-
sizlestiren ve bunu stratejik olarak kendileri igin bir erdem
ve gii¢ sayanlarin oldugunu fark ettigimde, gelecekte bir
giin 6n yargisiz birilerinin de ¢ikabilecegini ve profesyo-
nel bir meslektas duyarligiyla islerimi degerlendirebilecek
olanlarin bulunabilecegine inanmaya basladim.
Cigirtkanlik yapmaktan, zilgit cekmekten, hak iddia
etmekten, zirlayan bir periferi sanatcisini oynamaktan
epeyce bunalmis oldugumu fark etmem umarim gec olma-
mistir. Baskalarinin ne yaptigini diisiinmek, yapacaklari-
niz igin gerekli enerjiyi baltalamaktan baska bir ise yara-
miyor. Béylece islerimi bana deger verenlerle paylasmayi
tercih ettim. Ulusal ve uluslararasi alanda bu yénde pek
cok arkadas ve meslektas edindim. Onlarla heyecan verici
pek cok projede yer aldik. Sadece sinirli bir cevreye odak-
lananlardan uzak durarak dogru ve giivenilir kisilerle ilis-
kilerimi gelistirmeye calistim. Belki bekledigim seyler
daha gec gelecekti ama “yavaslik”in 6zii de buradaydi.
Agir ve temkinli adimlarla ilerlemeyi ve bulunmak istedi-
gim platformlar icin sabretmeyi dgrendim. At gozligini

make myself visible in both center and international area. |
believed that a mare tranquil and clear working method
would be the healthiest one, far from the 'speed’ in the pro-
duction and expression methods of the center. In order to
console myself | considered that the letters | sent to cura-
tors that remained unanswered were because the curators
were ‘too busy’. However it was obviously not the truth at all.
A curator | know from Istanbul had said ‘I can't think of any
other behaviour of an artist to be more degrading than post-
ing his work to a curator’. Because according to him ‘curators
would not look at materials reaching them by post’ In time,
when | realized the existence of thase who, by not answering
letters, use the situation for setting a distance and by putting
distance, think their position gets stronger, and the existence
of those who disrespect the ones respecting them and use
this strategy as a virtue and source of power, | kept believing
that one day in the future unbiassed people could come up
and assess my work with a professional sensitivity.

| do hope realizing that | was fed up with acting the role
of a noisy, threatening, periphery artist, crying and asking
for rights was not too late. Thinking about what others do is
good for nothing but just hampering the energy for what you
would be able to do. This way | preferred to share my works
with people who put value in me. | acquired many friends and
colleagues internationally and within the country. We partic-
ipated in many exciting projects. Staying away from those
focusing on a limited crowd, | tried to develop my relations
with correct and trustworthy people. May be what | waited
for would be coming a little later but that was the meaning
of 'slowly’. I learned to proceed with slow and precautious
steps and to be patient for the platforms on which | wished
to be. Putting on my eyes the horse eye-protectors, digging
my head in the sand, not listening to this or that, overlooking
some things and not coming out of that silent space where
I put myself, | would continue to produce calmly and would
share this with people who | believed were sincere.



takarak, saga sola bakmadan, kafami kuma gémerek, onu
bunu duymayarak, bazi seyleri grmeyerek ve kendi icime
kapandigim sessizlik alanindan g¢ikmayarak, sogukkanli-
likla tretime devam edecek ve bunu samimiyetine inandi-
gim kisilerle paylasacaktim.

iste dyle, boyle derken kirkli yaslarimin ortasina geldim
Geriye doniip baktigimda sunu goriiyorum: Basindan itiba-
ren kendime ait sabit bir atélyem hic olmamis. Odeneklerle
gerceklestirdigim islerin sayisi ¢l besi gegcmez.
Projelerimin hemen hemen hepsini kendim finanse ettim.
Anami, ablami, abimi, arkadaslarimi, dgrencilerimi ve
bana inanan herkesi projelerime ortak ettim. Onlari somii-
rip durdum. Yildirdim. Herkesi bir “goriinti” olarak din-
ledim ve iligkilerimi bir “malzeme” olarak kullandim. Son
zamanlarda islerim ulusal ve uluslararasi alanda alici bul-
maya basladiysa da sanattan kazandigim diizenli ve gliven
verici bir gelirim yok. Atdlyemin olmayisini da giderek bir
sans saymaya basladim, ¢linkii bu durum beni sokaktan,
disaridan, bitpazarlarindan, hurdacilardan, terk edilmis
yikik dokiik harabelerden beslenmeye yoneltti. Boylesi
bir yonelim dogup biyidigim, cocukluk ve ilk genclik
yillarimi gecirdigim Ankara Altindag gecekondu bélgesi-
nin topografyasina farkli bir gézle bakmama olanak sag-
ladi. izbe, gézden diismiis, kendi icinde gettolasmis bél-
gelerden ve varoslardan farkli agilimlari olan toplumsal
fenomenler ¢ikarmaya basladim ve bu gergekligin kendi
gercekligimle ne kadar dzdes oldugunu, Ustline gitmem
gerekenin bu nokta oldugunu didiklemeye basladim.

Artik cagdas sanatta son yillarin yeni dalgasi olan
“genclik fetisizmi"ne denk diismeyecek bir yastayim.
Kaygilarim iyiden iyiye duruldu, yapip ettiklerimden mutlu
ve kendimle barisigim. 2010 yilinda istanbul’'un kaosuna
ve Ankara’nin yalnizligina yenik diistiim, Ankara'yi terk
edip istanbul’a tasindim. Daha olgun bir direnme modelini

gelistirmenin belki de tam zamani...

So, in this way, | reached my mid-forties. When | look back,
this is what | see: From the beginning, | never had a steady
workshop of my own. The number of works | did with appro-
priated funds do not exceed three or five. | financed almost
all of my projects by myself. | made my mother, my sister, my
brother, my friends, my students and everyone who believed
in me my partners. | kept exploiting them. | made them dread
me. | listened to everyone as an ‘image’ and used my rela-
tions as ‘material’. Although lately my works started to find
customers in national and international environments, | don't
have a steady and secure income as a result of artwork.
More and more, | considered not having a workshop as an
advantage because this situation led me to be backfed with
the streets, the outdoors, flea markets, scrap dealers, aban-
doned demolished ruins. Such a direction allowed me to look
with a different eye at the topography of Ankara Altindag
slums where | was born and grew up, where | spent my child-
hood and early adolescence years. From the dark and dirty,
unfavorable areas which have become ghettos, from slums,
| started to deduce social phenomena with various declina-
tions; | started to pick up the fact that this reality was identi-
cal to my reality, that this should be what I should go for.

Now, | am at an age which does not fit in the new ‘youth
fetishism' wave of recent years. My worries are gone con-
siderably, | am happy with what | have done and | am at
peace with myself. In 2010, | lost the battle against the chaos
of Istanbul and the loneliness of Ankara, | left Ankara and
moved to Istanbul. Perhaps it is now the right time to develop
amore mature model of resistance.



Duyularla duygularin kaynastigi tilsimli bir yore
A magical realm where senses and feelings embrace

I izmir'in tepeleri ardinda tan-
yeri agarirken Ege’nin durulmus sulari sessizlige biri-
niir. Suh bir hatunun baygin nefesi gibi benligimizi oksayan
imbat, o isveli deniz yeli, yelkenini esintiye emanet eden
duyarli gemiciyi rehavete sevkeder, yerkiirenin dtesinde
Cennet'in baglarina gotirir. 0 huzur aleminde dudaklari
ucunda titresen seslemsiz dizeler, i¢ diinyasindan kopup
gelen nagmeler... Dogasi gékyiiziinde yiikselen ilahi bir
kusagin renkleriyle donanir. Siiziilen bulutlarla birlikte
kayar gider mutlu bir dleme dogru hayal ile gergegi ayir-
detmeyen goniil.

Uzun siirmez duyularla duygularin kaynastigi bu aydin-
lik saatler. Oynasan dalgaciklar Ustiinde kayip giden
sandalci umursamaz denizden esen yelin tiikenen solu-
gunu, sezinlemez suskunlugun ardindan kopacak firtinayi.
Karayelin uguldamasiyla birlikte kabaran, bordasinda
kirilan dalgalarin arasindan siyrilip selamete ciktikta
badireyi atlatan duyarli gilekes hayatta kalma telasl icinde
erimeye yiiz tutan o mutlu saatleri kendine anlatma, hem-
cinsleriyle paylasma umudunda dudaklari ucunda titresen
seslemsiz dizeleri kalemiyle, dogasini resimleyen renkleri
fircasiyla, icinden kopan nagmeleri sazinin telleriyle yan-
sitmaya calisir.

Puslu bir dlemde “esin” denen dilberi aranan duygulu
yaratik emelini perdeleyen “gerek”lerin direncine yenik
diiser cogu kez. izani asan tutkusunda yasamin o nadide
anlarini sézliiklerin, notalarin kafesi icinde dile getireme-
yince “ acilari, mutsuzlugu sakiyan ozan neden mutlulugu

I As the day breaks behind the
hills of Izmir the limpid waters of the Aegean are surrounded
with tranquility. The summer breeze which caresses us like
the amorous breath of a pert woman, that flirtatous sea
wind, incites the sensitive seaman who has entrusted his
sail to the breeze to be slack, taking him beyond to the gar-
dens of Heaven. Lines with no syllables trembling at the edge
of his lips in that world of peace, tunes bursting out from his
soul... his being is illuminated with the colors of a divine sash
ascending to the sky. The heart, not able to distinguish the
difference between the dream and the real, glides along with
the languid clouds and heads towards a happy universe.

These luminous hours when senses and feelings meet
do not last long. The boatman sliding over the dancing rip-
ples is not concerned about the exhausted breath of the
blowing breeze, he does not anticipate the storm which will
burst out after the silence. Having attained safety through
the rough waves, accompanied by the howl of the northwest
wind breaking on board, the sensitive sufferer, with the hope
of telling himself, sharing with his fellowmen those happy
hours already fading because of worry for survival, tries to
reflect the silent lines which trembled on his lips with his
pen, the colors which painted his being with his brush, the
tunes which burst out from his soul with the strings of his
instrument.

In a hazy universe the sensitive creature who seeks
for the beloved called “inspiration” usually loses against
the resistance of ‘necessities” which block his aspiration.



O0SMAN NECMi GURMEN

tarifte aciz kalir “ diye hayiflanan iinli sair Lamartine gibi
hiiziinde arar giizeli, ya da hirginlasan Beethoven gibi
icinden tasan isyan ile piyanosunun tuslarinda firtina-
lar koparir.

“Firtinadan once siikn"* deyimini sik¢a kullanir gormis
gecirmis Fransiz emeklisi. Yilin ikinci baharinda karayel
dalgalari huylandirmadan énce limana varacak mi izmirli
san’at¢inin yelkenli gemileri? Génliini oksayan deniz
yeliyle sarhos o duyarli gemici asude bir yasamin verdigi
rahatlikla giizelligi hiiziinde mi bulacak yoksa i¢ dleminde
biriken yillarin tortusunu kalemi, firgasi, saziyla, kara-
yelin hismiyla, giinlik ugrasinda kérelmis hemcinsinin
yiiziine mi vuracak?

Siikdn ile firtinanin izmirli kardesimin san’atinda yarat-
tigi etkiyi gérebilmek, duyabilmek, sezebilmek beklentisi
icinde iple ceker oldum gegmek bilmez giinleri.

*Le calme avant la tempéte

Inconsiderate in his passion, not being able to recite those
precious moments of life within the the limits of dictionaries,
limits of musical notes, in grief, he searches for the beauty
like the famous poet Lamartine lamenting “why is the poet
who expresses so well sorrow and unhappiness so helpless
in describing happiness?” or like ill-tempered Beethoven,
bursts out a storm on the keys of his piano with an overflow-
ing revolt.

“Silence before storm™ is a saying frequently used by the
well experienced French old—timer. During the second mild
season of the year, before the northwest wind agitates the
waves, will the sailboats of the Izmir artist reach the harbor?
Delighted with the sea breeze caressing his heart, will that
sensitive seaman, due to the comfort of a calm life, find
beauty in grief or will he, with the fury of the northwest wind,
reproach his blunt fellowman, using his pen, his brush, his
musical instrument with the precipitation accumulated in his
inner world?

With the expectation of being able to see, hear, perceive
the effect of Silence and Storm on the art of my brother in
Izmir, I'hardly wait for days to pass.

*Le calme avant la tempéte



Kiillerinden dog-an izmir...
izmir's moment—um from its ashes...

I Panayir yeri gibi sokaklar. Bu
insan seline karsin ne kadar sessizdi kurulan ciimleler,
verilen tepkiler... Yasadigim kenti bu sessizligin bir orti
gibi sardidi aksam karsimda belirdi iki kisi... Onlar heye-
canliydilar, yireklerindeki firtinayi agtilar bir masaya; fir-
tinayl gordiim. Randevuya tam zamaninda gelen iki kisi-
den bayan A ivecen, giileg ve cep telefonuyla her yere
ulasmaya calisandi, tanidikti, giiliisii kadar yakin... iki
kisiden bay olana takildi géziim. Bay N ne kadar yaban-
ciydi tanistigimizda ve ne kadar yakindi tanidigimda... Bay
N eski sari sayfalara ¢izdigi, cizmeye devam ettigi sekil-
lerle, resimlerle ve resimlerin altina yazdigi kiigiik kalem-
lerin biytik harfleriyle seslendi takip ettigi sozciiklerime...
“Tam yerindeyim” dedim kendi kendime...

izmir'de, yonettigim oyunlarda tiyatronun dilini degis-
tirmeye cabaladigim, iktidar denilen erkle catistigim
donemdi Bayan A ve Bay N ile bulustugumda... Zeki goz-
leri ile Bay N, heyecanla PORT iZMiR'in sessizlik_ firtina
temasini anlatiyor; kutsal sunaklarin altinda kaynayan
genc dinamikleri bir aksam bulusmasinda ortaya ¢ikar-
maktan s6z ediyordu. Mekanik olana, yapay diinyaya bir
tepkiydi anlatilmak istenen. Izmir’de sessizligin dayanil-
maz agirligindan firtinanin vazgecilmez tadina varis; yola
ctkma istegi, bir yol alis, yolculuk... Rastlanti degildi bu
bulugma... Rastlantinin 6tesinde rast gelmeydi belki de...

ilk cagrisimlara inanirim her zaman; ilk bulusmalara,
ilk sézciiklere... Onerilen bulusma da ilkti, ilk kez yapi-
lacakti performans aksamlari... Kiiltiiriin zihinsel kara-
lamalarina, mizige, heykele, tiyatroya, sinemaya, video
tasarimlarina, ruhsal durumlarimiza, kuklalara kadar
uzanan geceler olacakti paylastigimiz. Izmir'in karakte-
ristikleri ortaya cikacakti boylece...

Yil 2010. Mevsimlerden ilkbahar... ilkbahar'da,
Sonbahar’i diisiinmek ne ilgingti... Ilik bir riizgarin oksa-
dig1 ylizimiizde sekillenen sézciiklere baktim ve kararimi

I The streets like a fairground.
Inspite of the flood of people, how silent were their sentences,
their reactions.. In the evening which wrapped me with
silence like a blanket, two persons appeared in front of me...
They were enthusiastic, they opened up the storm in their
hearts over a table; | saw the storm. The one who arrived on
the correct time to the appointment, Mrs. A of the two, was
the smiling, hasty one, trying to reach everywhere with her
mobile telephone, she was familiar, familiar as her smile... My
eye was caught by the man of the two... What a stranger Mr. N
was when meeting and how familiar he became after know-
ing him.. Mr. N, following my words, addressed me with the
capital letters of the small lines he added under the figures
he kept drawing in his old yellow pages.. | said to myself “l am
on the right spot”.

It was the period during which | was striving to change
the dramatic language of the plays | directed, | was strug-
gling against the authority called government, when | met
Mrs. A and Mr. N. Mr. N, with his witful eyes, was explaining
the Silence_Storm theme of PORT IZMIR; talking about bring-
ing to apen in an evening get-together the young dynam-
ics which are gushing forth of holy altars. It was a wish to
explain the reaction against the mechanical, the superfi-
cial world. Reaching the pleasure of storm from the unbear-
able gravity of silence in Izmir... This meeting was not a coin-
cidence.. It was beyond a coincidence, a meeting of chance,
may be...

I always believe in first associations; first meetings, first
words... The proposed gettogether too was a first, the per-
formance evenings would be arranged for the first time.
What would be shared were to be nights stretching from
the mental exercises of culture, music, sculpture, theatre,
cinema, video works, our psychological situations, to pup-
pets. In this way, the characteristics of Izmir would display
themselves.
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verdim: Bu heyecani yasayacak, paylasacaktim. Lavanta
kokulu Bayan A ve Bay N bir an yanimdaydilar sessizlikte,
bir anda kayboldular yarattiklari firtinada...

ilk insandan bu yana an yaratmak degil miydi sanat-
cinin gorevi? An yaratmak, anilari biriktirmek sessizce
ve firtinali bir aksamda savurmak kiilleri uyuyan bir
kentin Ustine... Killerinden dogmaliydi bir kent kus
misali... Kiillerinden dogan Anka Kusu (Simurg), Bilgi
Agacr’'nin dallarinda yasar ve her seyi bilirmis. icli kus-
larin diinyasinda her sey ters gittiginde kuslar Simurg’a
inanir; onun, kendilerini kurtaracagina inanirmis. Ne var
ki, Simurg ortalarda hi¢ gérinmemis. Bakmislar olacak
gibi degil, Simurg’u aramaya karar vermisler. Ogrenmisler
ki, Simurg Kaf Dagi'nin tepesindeymis. 0'na ulasmak icin
yedi vadi asmak gerekirmis... Kuslar hep birlikte ugmaya
baslamislar. ilk yorulan birakmis Simurg'u aramayi...
Sonra da digerleri... Nafile ¢abanin iginde olduklarina
inanmayan otuz kus kalmis geriye... Simurg’un yuvasina
vardiklarinda égrenmisler ki; SIMURG ANKA — Otuz Kus
demekmis. Nafile degilmis ¢abalari ¢iinki, onlarin her biri
birer Simurg’mus.

PORT iZMiR 2010 Uluslararasi Cagdas Sanat Trienali,
Kiillerinden Dog—An izmir'in kendi gékyiiziinde ugma
cabasidir. Derinlerde baslayan bir yanginin kiillerinden
yeniden alevlenen bir sevda tiirkiisii, bir baskaldiris, bir
silkelenistir tanimlanmasa da...

"(...) Yangin halinde yasak cikis kapisi / Gokyiiziine de
sunlar yazilmisti: Yaniliyorsunuz buradan gidilmez. Ve
geceye de sunlar yazilmisti: Gecenin Gstiine hichir sey
yazilmamist1” diyen Aragon tanimliyordu belki Bayan A,
Bay N, Bay G'nin bulugmasini...

The year 2010. The season spring... How interesting it was
to think of Autumn at Spring... | looked at the words formed
on our faces which were flattered by a warm wind, and
decided: | would experience this excitement, | would share it.
Mrs. A with her lavender smell and Mr. N were with me for a
moment in silence and in a moment, they disappeared with
the storm they created...

Since the beginning of man, wasn't creating a moment the
mission of the artist? To create a moment, to collect mem-
ories and, silently in a stormy night, to tass the ashes over
the city in slumber... A city had to take momentum from its
ashes, like a bird.. The Phoenix (Simurg) born from its ashes,
used to live on branches of the Wisdom Tree and would know
everything. In the world of emotional birds when things
went wrong, they would believe in Simurg; believe that he
would save them. But Simurg was never seen around them.
Discontent because of this, they decided to look for him. They
found out that Simurg was on top of the mountain at the end
of the world. To reach him they had to fly over seven val-
leys... The birds began flying altogether. The first one who got
tired, gave up looking for Simurg. Then others... Thirty birds
were left who beleived they were not flying in vain... When
they reached the nest of Simurg this is what they found out:
SIMURG PHOENIX — meant Thirty Birds. Their effort was not
in vain because each one of them was a Simurg.

PORT iZMIR 2010 International Contemporary Art
Triennial is an effort to increase Izmir's Moment-um from its
ashes in its own skies. It is a love song flaming up from the
ashes of a fire which started deep within, a rebellion, a shake
off, though it may not be recognized...

May be, Aragon recognized the meeting of Mrs. A, Mr. N, Mr.
G when he said (..) Exit in case of fire / And this was written
in the sky: You are mistaken this is not the way. And this was
written on the night: Nothing was written on the night ".



Beklenen sarki; ayni nakarat (*)
Anticipated song; same refrain (*)

I Okur icin giris notu:

31 Kasim 2009 — 17 Mayis 2010 tarihleri boyunca yasadi-
gim askerlik siirecinde tamamen uzaklastigim izmir'e ve
bellek arastirmalarina siz sevgili okurlar esliginde geri
donis yapiyorum. Aradan gecen yiiz elliyi askin giin son-
rasinda... Sizlerle beraber, tanigi ve aktdrlerinden biri
oldugum izmir giincel sanat yasamina ait kulaktan dolma
bellege bir geri—saris yapacagim. Bu, tipki DVD ekstrala-
rinda 6zel seceneklerde olan oyuncu ve ydnetmenin yoru-
muyla filmi tekrar izlemek gibi bir sey olacak sanirim. Bir
cesit animsatma/animsama terapisi.

Oncelikle, yazdigimin siz okurlari mutlu edecek bir
metin olmadigini sdylemem gerek. Kasvetli ve demoralize
edebilecek saptamalar, uzun, biraz da agik uclu, sinirlar
pek net olmayan bir arastirma alaninin tizerine odaklanan
bazi notlar ile karsi karslyasiniz.

Bu notlarda konu edilen olaylar ve durumlar son on yil
icerisinde gerceklesen kimi kirilmalara, yasanan olumlu
olumsuz doniisiimlere tekabiil etmektedir.

1. Bellek, alternatifler ve izmir:

izmir giincel sanati hakkinda tarihsel veri ve bellek eksik-
ligi oldugunu disiiniiyorum. Bu nedenle de siniflandirma
ve tarif etme konusunda bariz bir netsizlik séz konusu
bence. Buradaki tarifsizlik: neyin ne kadar ana—akim,
bagimsiz ya da kolektif olabilecedgi ile ilgili. Tasnif yapma
aliskanligr olmayinca da, ortaya tam tanimlanamamis bir
“alternatif” olgusu cikiyor... Bu sehir icin sanat adina alter-
natif acilmalarin ne olabilecegi disaridan bakildiginda
tahmin edilebilir, yorumlanabilir géziikiiyor. Ancak burada
bu tarihi yasayan birileri olarak iceriden gdriip, deneyim-
leyip, kayda gecirmek ve yorumlamak, heniiz izmir icin
yapilamamis bir sey. Alternatifin kapsayacagi seyden soz
etmek icin dnce isleyen bir sistemin varligini kabul etmek
gerekir ki, bu sekilde kurumsal bir sistemin insasi zaten

I Preface note for the reader:
After being totally away during my military service, between
November 31¢ 2009 and May 17" 2010, | am returning to Izmir
and my researches of memory, in your presence, my dear
readers. After more than one hundred fifty days in between...
With you, | will rewind to the non—documentary memory
belonging to the contemporary art life of which | have been
the witness and the actar. | think this will be something like
going to the choises in the DVD extras and watching the
movie once more with an additional evaluation of the actor
and the director, a kind of therapy of remembering/reminding.

First of all, | need to tell you that, what | write will not be a
text which will make you readers happy. You are facing with
some long gloomy and demoralizing notes, focusing on the
research platform which is a little bit open ended, borders
blurred.

The incidents and positions mentioned in these notes refer
to the positive/negative transformations realized through
some breaks which happened during the last decade.

1. Memory, alternatives and izmir:
| think that there is a lack of historical data and memory
about contemporary art in Izmir. Therefore, there is an obvi-
ous unclearness in classifying and describing. The non-
description here: is related to what and how much one can be
the mainstream, independent or collective. And when there is
no tendency of classification in this area, an incident of “alter-
native” emerges, which cannot be fully described... When
viewed from the outside, possible alternative openings for
this city seem like they can be predicted, evaluated. However,
to observe from the inside, experiment, record and evaluate
by an insider resident who has lived the history here, this is
something which has not been done for Izmir yet.

In order to be covered by the alternative, first, the pres-
ence of a working system has to be accepted. Whereas the
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izmir'de yapilamamis. Sanirim bu yiizden, izmir icin alter-
natif olusumlarin, sistem disi yapilanmalarin yasadigi
sorun, kendilerini tarif edecek ve ne amaca hizmet ettikle-
rini fark ettirecek bir giic olarak kurumsal yapilari karsi-
larinda bulamamalari. iste bu onlarin alan kaymasi ve ilgi
sapmasi yasamalarina yol agiyor.

Bu duruma iliskin bir diyalog, Azra Tiziinoglu'nun
diizenledigi, Ayca ince moderatérliigiinde istanbul’da ger-
ceklesen genc kiiratorler konusmasi esnasinda, izmir
ve alternatif modeller iizerine odaklanildiginda bir soru
olarak giindeme tasinmisti.! Azra Tiiziinoglu: “2003'ten iti-
baren K2 Giincel Sanat Merkezi neyin alternatifiydi?” soru-
sunu giindeme getirmisti. Haliyle disaridan bakan bir goz
olarak, yapilan bunca sergi ve etkinlik sonrasinda bunun
sirrini 0grenmek istiyordu. Ancak benim gériisiime gére
K2 aslinda alternatifsizlik iizerine varolan deneysel ve ¢ok
katiimli bir mekan olarak ele alinabilirdi. Bunun nedeni;
K2 etkinliklerini kurumsal, kohne, bozulmus bir galeri sis-
temine, ticarilesmis bir sanat pazarina alternatif olsun,
karsi durulsun diye yapmiyordu. Ciinkii elestirilecek isle-
yen, iyi ya da koti sistem yoktu. 1990'li yillardan beri agik
ticari galeri sayisi bir elin parmaklarini bile ge¢meyecek
kadar azdi. K2 sistem karsiti gibi gziiken ancak izmir igin
kendi programini planlayip glindeme getiren tek organize
yapi olarak ikibinlerin ilk on yilini gegirdi.

Birkac giin 6nce okudugum Eduardo Galeano'nun
“Kucaklagsmanin Kitabi"nda yer alan Afrika atasozi dik-
katimi cekti: “Aslanlar, kendi tarihgilerine kavusuncaya
kadar av tarihleri hep avciyi dvecektir."

Bir an bu sehri temsilen cagrildigim etkinliklerde yasa-
digim kimi diyaloglari hatirladim. izmir giincel sanat
yazimi ve yayinciligi olusup kayda veri sokulmadikga,
miize ve galeri kataloglarindaki birkag satirlik belirleyici
yazilar ve tahmini uzaktan saptamalara muhtag bir bozuk
bellek insa edilmesi kacinilmaz.

establishment of such institutionalized system in Izmir has
not been possible. In my opinion, the problem of the alter-
native institutions and non—sistemic establishments is that
they cannot find the opposing institutions as a power to have
themselves described and make their aim visible. And this
causes them to survive on a slippery platform and deflection
of their attention.

During the talk of the young curators which was organized
in Istanbul by Azra Tiiziinoglu and moderated by Ayca Ince,
a dialogue over this issue has been a question when Izmir
was under focus and the alternative models'. Azra Tizinoglu
has placed the question: “What was K2 an alternative to,
since 2003?" Naturally as an eye looking from outside she
wanted to learn the secret of all the exhibitions and activities.
However, in my opinion, K2 could be evaluated as an exper-
imental and multi participated space, created over the idea
of non-alternative situation. The reason is; K2 has not been
doing these to oppose the institutional, outdated, corrupted
gallery system or a commercialized art market. Because
there was not a good or bad system working, that could be
criticisized. The number of commercial galleries which have
been opened since 1990's are only as many as the fingers of
a hand. K2 has passed the first decade of the two thousands
as the only organized establishment which seemed like
apposing the system but only planned its own programs and
brought them up for discussion.

In the book “EL Libro de los Abrazos’of Eduardo Galeano,
which | read recently, an African proverb drew my attention:

“Until the lions have their own historians, hunting histories

will always compliment the hunters."” Suddenly it seemed
like it was related to this subject and | recalled some dia-
logues | experienced during the events | was invited to rep-
resent this city. Unless there is publication over the Izmir
contemporary art and data is recorded, it is inevitable to con-
struct a distorted memory which survives through some



2. izmir'de imkansizi talep etme

becerisi ve gercekgilik, gerceklik:*

Gercek oldugunu bilirsen, imkansiz olabilmek daha kolay
inanilabilir bir sey. En azindan gerceksin. Peki ya gercekli-
ginden emin degilsen?

Bulundugun cografya ve yasam kosullarinda kendini
kamusal ve kurumsal anlamda “gercek olarak” tanimla-
yacak sigorta, kazang ve statiiye sahip degilsen, inatla bu
alana karsi durarak, disarisinda kaldigin yerden bir sey-
lerin dedismesi adina gabaliyorsan, gercekiistii ve muha-
tap olunmayan bir seye dénisebilirsin. Bir dis olabilir-
sin. izmir'in giincel sanat ile imtihani hep bu diis pesindeki
insanlar ve onlarin zaman zaman belirip tuhaf bir zamanda
netlesemeyip kaybolmalarina yol aciyor. izmir tam da kétii
zamanlarda glizel uykusundan uyaniyor.

Diger yandan, izmir kent kiiltir politikalarinin altinda
yatan, bastirilmis ego: Ya hep ya hicgi aliskanliklardan
otlrd, “Biz de en blyigind, makro 6lgeklisini yapariz!”
iddiasinin giindeme gelmesine yol aciyor. Bu, izmir icin
kurumsal destekli sanat etkinliklerinde karsiligini; ulus-
lararasi tepkiyi hedefleyen, yilda bir biyiik sergiler ve bu
amag adina zorlukla bulunan, sonra da bir ¢irpida harca-
nan yiiksek biitceler ile biiyik hayaller pesinde kosmakta
buluyor. Bir istikrar ve gelenegi kurulmadan islemesi zor
goziikiyor tim bu olanlarin. Biraz daha gercekci olmak
gerek. Genelde kiiskiin ve cogu zaman beklentilerini yitir-
mis, bu sebeple de kibirli olabilen izmir sanat izleyicisi-
nin ilgisini cekebilmek ve beklentilerini doyurmak igin bu
gerekli. Devamliligin ve sabirli galismanin, bu alanda para
ve emek harcamanin bir gelenege oturmasi lazim.

2,5. Devamlilik adina radikal arayislar

veya olmayacak duaya amin demek:

iyi kurulmus, derdinin ne oldugu belli olan, kiigiik dlgekli
sergilerin egiticiligi onemli. Ancak siz bunlari sadece
yilda bir yapilacak biiyiik ana etkinliklerin yan sergisi
olarak giindeme getirirseniz, bu biyiik etkinlik bittiginde
de kiirator ve sanatgilara ve de o gegici kullanilan sergi
mekanina geri—donis, taglandirilmis bir bellek vereme-
mis olursunuz. Bir gelenedi olusamaz. iste bu noktada
imkansiz talepler gercege doniisemez. Ancak belgelere
kaydedildikge, bir kiiltire doniistiikge hayat bulur. Gergek

distinctive lines in the museum and gallery catalogues and
estimated long distance statements.

2. The capability to follow the

impossible in izmir and realism, reality:®

If you know you are real, being impossible is easier to believe.
At least you are real. What if you are not sure of your reality?

If you don't have the insurance, income and status to
describe you “to be real” in the geography and the conditions
in which you live, in the public and institutional meaning, and
if you are consistently standing against this area and strug-
gling to have some things change from an external area you
can easily transform into something surreal and ignored. You
can be a dream. The testing of Izmir with the contemporary
art, causes people to run after this dream and they appear
from time to time and disappear at a peculiar time before
they could become clear. Izmir is awakening from her beauti-
ful dream right at a bad time.

On the other hand, the surpassed ego, lying under the
urban culture policies: because of the “either all or noth-
ing” habits, causes the emergence of the discussion of “and
we do the biggest, macro scale one!” pretension. An exam-
ple: the institutionally supported artistic events in Izmir with
big scale approaches. Almost in all of these events, dominant
strategy is to be organised annually or biannually, aiming
the international reflection, with high budgets hardly found
but spent at once. It seems hard to work these out without
an establishment. Needs to be more realistic. This is essen-
tial to have the attention of and feed the expectations of the
[zmir art audience who is generally disappointed and most of
the time has lost its expectations and can be arrogant for this
reason. Sustainability and working patiently, spending money
and effort in this area has to be based on a tradition.

2,5. Radical searches in the name of the sustainability

or say Amen for an impossible prayer:

The education capacity of the small scale, well set exhibition
with a clear statement is important. But if you bring these
up to discussion as side exhibitions of big main activities
just once a year, at the end of this big event you cannot give
a reflection, a crowned memory to the curator and the art-
ists, also to the temporarily used exhibition space. A tradition



olur. Adnan Yildiz'in kiratorliginde gerceklesen “Kayit
Disi” adli sergi“, Port izmir'in® paralel etkinligiydi. Evet,
tam olarak da kayit disi kalmisti. Es zamanli etkinlikler o
kadar goktu ki, bir anda yasanan kalabaliktan otiird far-
kedilemedi, ekstra deger ve farkindalik iretemedi. Belki
serginin ismi bunu bastan kabul ediyordu, bunun ironi-
sini de yapiyordu. Oysa ki ne kadar dogru bir sergi mode-
liydi. Az biitce—0z deneyim barindiran, kiiciik élcekli ama
mekanina hakim ve dnemli sanatgilari barindiran bir sergi.
Hatta Adnan Yildiz'in devam eden arastirma siirecinin bir
ayagi olarak ileriye yénelik genisletilebilir bir kulvard.
Sonrasinda bu mekan—Cetin Emeg Sanat Galerisi, kendi
yerel lokal cehresine, yonetimsel programsizligina geri
dondu. Giincel sanatla iliskisi olmayan, yerel ve gelenek-
sel gorislerin kotd ornekleri olan kimi sergiler yaptilar.
Bu sergiler mekan ile bellegi ne tam olarak paylasti ne de
mekanin bellegine kazindi. Bellege kazima eylemi iizerine
gecmisten bir ornek olarak Hiseyin Alptekin'in Santiye
Galeri'de, mekanin duvarlarina bir dizi kullanilmis sabunu
ilistirdigi ve beraberinde kokularini, izlerini mekana birak-
tig1 calismasi animsanabilir.®

Santiye Galeri 1995-1996 yillari arasinda faaliyet gos-
terdi ve sehirde giincel sanat adina bir bellek olarak zihin-
lerde alternatif kurumsal bir yapiyi isaret etti. Geciciliginin
bilincindeydi, biitiin elindekileri bu siire¢ ve zemin iizerine
kurdu. Belirli bir periyod ¢ok yiiksek biitceli olmayan kisi-
sel sergiler yapti. Enerjisini etap etap kapanacag tarihe
kadar yaydi. Ve sonucunda da bir konsept kitap ile kayda
gecti. Sanatcilarin sehir ve mekan ile aralarinda gecen
bellek ve empatiyi taclandirdi. Ve yillar sonra, biz hala bu
siirece referans veriyoruz. lyi ki de sinirli sayida olan o
kitabi basmislardi.

3. Kurumsallagma ve izmir iizerine:

K2 igin 2002'den 2007'ye kadar galistim. Bu siirecte yer
alma nedenim, bu yapilanma sayesinde sehir ve giincel
sanat politikasi iizerine odaklanmakti. Bu, sehri de yeni-
den ciddi bir sekilde disiindiirebilirdi (Bu tir girisimler
1990'li yillarda biraz biraz gerceklestirilmis, sonra devam-
liig1 saglayamamis ve bu disiinceler umutsuzluktan unu-
tulmus veya rafa kalkmisti). Bu bakimdan K2 icin ilk etkin-
lik bir soylesi idi. “Kurumsallasma denemesi olarak sanat

cannot be established. At this point, the impossible demands
cannot transform to reality. Can only become living if it is
recorded, and transformed into culture. Becomes real. The
exhibition “Off the Records™ which was curated by Adnan
Yildiz, was a side event of Port Izmir 1.° Yes it was absolutely

“off the records”. There were so many parallel activities and

because of the crowded events, it has not been recognised,
and thus could not produce additional value and awareness.
Maybe the title of this exhibition has accepted this from the
very beginning and has also been doing the irony of it. In fact
how correct a model this exhibition was. It was an exhibi-
tion with little budget, high experience, small scale but space
controlling and hosting important artists. It was even a pro-
gressive track which can be widened as part of Adnan Yildiz's
on—going research. Following the exhibition, the space, Cetin
Emec Art Gallery returned to its local appearance of admin-
istrative non—programme. They made some bad examples
of local, traditional exhibitions which has nothing to do with
contemporary vision. These exhibitions neither fully shared
space and memory, nor carved to the memory. Hiseyin
Alptekin's work in the Santiye Gallery, a series of used soaps
attached on-to the walls and the smell and traces left in
the space, can be recalled as an example to carving into the
memory from the past.®

Santiye Gallery was active between 1995-1996 and
marked an alternative institutionalized construction. Being
aware of its temporary condition, everything was con-
structed over this process and platform. For a while, he orga-
nized low budget, one man shows. Spreaded his energy step
by step up to its closing date. And at the end was documented
by a concept book. He crowned the memory and the empa-
thy of the artists between the city and the space. And after all
these years, we stil give references to this period. It is a good
thing that they have published this limited edition book.

3. About institutionalizing and izmir:

I worked for K2 from 2002 to 2007. The reason why | took part
in this period was to focus on the urban and culture policies
through this establishment. This could make the city think
seriously, once again. (This kind of approaches have been
partially realized during the 1990s, then they were not pos-
sible to continue and these ideas were forgotten or ignored



tiretimi” baslikli, Vasif Kortun'un konusmaci olarak katil-
di§1 bu etkinlik K2—sanat ve kurum {icgeninin nasil kurula-
bilecedi iizerine ilk girizgahi yapacakti. Bu konuda izmir ve
2000’lerde giincel sanat iiretimi yapan yeni kusak icin bilgi
ve referans akisi yoktu. Bu kusak biitlin bu siireci yaparak
ogrenmek zorundaydi ve yasayarak deneyimlemesi (oku-
yarak beklemenin alternatifi olarak) gerekiyordu.

K2 iste bu noktadan dogdu: Belki bu alanda hem peda-
goji hem de kolektif bir gii¢ yaratmak adina... Hem okul,
hem proje alani, hem galeri, hem ofis hem de atdlye
olmaya calismak... Tam bir arastirma zemini... Hepsinin
temel dayanagi yoksunluktu. Alternatifler kendi icinde
pargalara ayrildi ve zamanla kendi yollarini gizdi. 2002-
2004'te baskaydi. 2005-2007'de bir seylerin yapilabilece-
gini bir model olarak gdsterdi. Sonrasinda, bilgi, 6§renme
ve kendi kanalini bulma cabalari ile tim bu ortaklik net-
lesti ve baska bir yere kaydi, ayristi. Simdi hepimiz daha
baska bir yerdeyiz ve degisim tekrar basliyor.

4. Lokalden, kiiresele: izmir ve muhatapsizlik:
izmir (ve Tiirkiye'nin birgok sehri) icin egitim kurumla-
rinda, dzellikle tniversitelerde disipliner altyapinin kurul-
mamis olmasi s6z konusu. Farkli departmanlarin uzak
birimler olmasi, sosyal bilimler, sanat, teori ve tarih alan-
larinin birbiriyle zayif iliskileri, bu alandaki ¢ok sesli yapi-
lanmalarin kolay kolay var olamamasina yol agmakta.
Fakiiltelerin Sosyal Bilimler Enstitlisii, Sanat ve Siyaset
Tarihi bolimleri, Kiltiirel Antropoloji gibi giinimiz sanati-
nin iiretimi ile icice diisiiniilmesi gereken birimler izmir'de
sadece mentalite olarak degil, fiziki olarak da giizel sanat-
lar egitimi veren kurumlardan uzak tutulmus. Bu kapalilik
ve egitimdeki yalnizlik giincel sanat Gretimi ile alakadar
kisileri “kendin—yap” modeline ister istemez kaydirmistir.

Once 2002'den itibaren “Kutu - tasinabilir sanat
mekani”’, “K2", sonrasinda “49A™ ve “Agora™ gibi sanatgl
mekanlari, “Underscene-Project”' gibi strdirilebilir
proje—arsivler, sanatcilarin kuruculugunu ustlendigi yapi-
lar olarak bu muhatapsizlik ve iletisimsizlik ortami iceri-
sinde kendi iletisim aglarini, sergileme alanlarini kurmak
adina dnemliydiler.

Burada bir parantez acacagim; kurumlarin sanatgi-
lar tarafindan isletilmesi, genisletilip kurallarinin

because of dissapointment.) Due to this, the first activity of
K2 was a talk. In this event, Vasif Kortun was the speaker and
the title was: "Art production as an institutionalization experi-
ence’, aiming to be an entrance to how to establish the trian-
gle between K2, art and institution. There was no information
and reference flow concerning this issue for the new genera-
tion who produces art in Izmir during the 2000's. This gener-
ation had to learn this whole process by experiences through
living and experimenting (alternative to reading and writing).
K2 was born from this point: Maybe in the name of cre-
ating both a pedagogy and a collective power... Trying to
be both school and project area and gallery and office and
studios... Absolutely an experimental platform... Basic ref-
erence of everything was deficiency. Alternatives divided
into parts amang themselves and drew their own paths
in time. It was different in 2002-2004. In 2005-2007, as
a model, it showed that it might be possible to do some-
thing. Afterwards, through knowledge, learning and strug-
gle of finding one’s own path, this whole partnership became
clear and slipped to another way, split. Now every one of us is
somewhere else and transformation is starting again.

4. From local to global: izmir and the lack of respondent:
In Izmir (and many other cities in Turkey) the condition con-
cerning the educational institutions, especially the universi-
ties, is that the disciplinary background has not been estab-
lished. The distance between the differant departments; the
weak relations between the social sciences, art, theory and
histary departments, cause that multi-tane conditions which
cannot be easily established. The departments like Social
Sciences Institute, History of Art and Policies Department,
Cultural Anthroplogy Units which should be interacting with
today's artistic production, are far from the institutions of
fine arts education, not only mentally but also physically. This
obscurity and the loneliness in education have unwillingly
directed the people whao produce art today, to the “self-serv-
ing” model. First the "Kutu—portable art space” artist spaces
like "K2", then "49A"® and "Agora”, sustainable archiv—proj-
ect like “Underscene—project™, established by artists, were
important for constructing their own communication net-
works and exhibition spaces in this non- responsive, non
communicating environment.



yumusatilmasi ve bulaniklastirilmasi, bir cesit kisisel
defans ve hiicum presi olarak algilanmali. Kurumsal yapi-
lar ve bunun izerine kurulan sistemler, aglar her zaman
var olacak (olmayan yerlerde de olusturulacak, bu kagi-
nilmaz). Sanatgilar olarak bu kurumsal stratejilerin bilin-
mesi ve deneyimlenmesi ile ne sekilde pozisyon alarak, bu
yaplyl nasil dénistirebilir ve de alani nasil genisletebili-
riz? Bunlar sorgulanmasi gereken énemli seyler.

5. Travma:

Sener Ozmen, “User’s Manual: Tiirkiye Giincel Sanati icin
Kullanim Kilavuzu” adli ansiklopedik derlemede yer alan
metninde, su temel fikir Gizerine odaklanir: Diyarbakir'da
gilincel sanati yaratan sey travmadir ve merkez disinda
surdirilen “ilging sanat” hareketlenmeleriyle kiyasla-
namayacak derecede ciddi bir olgudur." Bu, bir vaka-
nin, tarihsel bir derdin basli basina varligi ve bu derdin
acmazlarina karsi direncg olarak giincel sanat pratiginin
konulmasi olarak tarif edilebilir. Bu durum aslinda Vasif
Kortun ve Erden Kosova'nin birlikte yazdigi, Almanca basi-
lip Tirkcede sadece blog sitesi olarak yayimlanan “Ofsayt
Ama Gol"? adli kitabinda da benzer sekilde dile getiril-
mekte. Travmalar ve tarihsel pirizler, olamayislar, ari-
zali ve basarisiz toplumsal hikayeler, Tirkiye'deki giincel
sanat ortaminin kavramsal zeminini olusturmus sanatgi-
larin odagini bu derin ve cesitli kanallara yoneltmistir.

Sener Ozmen'in travmasi yasamsal ve hayati bastan
basa cografi kimlige dair bir varolustan itibaren basliyor.
Bunun {izerine sanat bir direng- gii¢ odagi olarak varolu-
yor. Travma ve karsi-gi...

Cografi durum Gzerinden dnemli diger bir saptama
Finlandiyali kiiratér Mika Hannula'dan. “Helsinki benim
cehennemim, ¢linkii burada her sey normal ve hichir
motive edici ariza yok. Bu yiizden ¢ok da can sikic1” gibi
serzenisler yapiyor bir yazisinda.”® Elmas Deniz “User’s
Manual”de yer alan “K2 izmir'den bildiriyor”" baslikli met-
ninde merkez disi ilging olmayan koordinatlarin tarifi icin
“Mika Hannula'dan ddiing aldi§im bir kavram olan élii-alan,
izmir'in durumunu iyi tarifliyor” seklinde bir yorum geti-
riyor. Elbette bu ikinci gériis izmir icin daha gecerli olabi-
lir, hatta izmir'de yasayan bazi sanatcilar kuzeyin giincel
sanat 6rnekleriyle empati kurmuslardir da... Burada Sener

I will open a parenthesis here: The management of the
institutions by the artists, widening and the loosening of the
rules and to be blurred should be perceived as a kind of per-
sonal defence and attack-press. Institutional constructions
and the systems and networks built over these will always
survive (will be constructed if there is none, this is inevita-
ble). Knowing these institutional strategies and experienc-
ing them and thus take a position and how to transform this
structure and how to widen; these are very important issues
to be discussed by the artists.

5. Trauma:

In his text in the encyclopedic anthology named “User's
Manual: User's Manual for the Turkish Contemporary Art’,
Sener Ozmen is focusing on this idea: “It is the trauma which
creates contemporary art in Diyarbakir and it is a very seri-
ous condition which cannot be compared with “interesting art”
taking place in the periphery™. This can be described as the
existance of a case, of a historical problem and placing con-
temporary art experiences as a resistance against the non-
solution of this problem. In fact, this condition is expressed in
a similar way in the book “Offside but Goal"?, written by Vasif
Kortun and Erden Kosova, which is printed in German and
published in Turkish only as a blog. Traumas and historical
obstacles, inability of existence, defected and unsuccessful
social narratives, have directed the focus of the artists (who
have established the conceptual basis of the Turkish contem-
porary art platform) onto these deep and various channels.

Sener Ozmen'’s trauma is vital and his life starts totally
with an existence dealing with the geographical identity.
Hereupon, art exists as a focus of resistance—power. Trauma
and opposing—power.

Another important determination over the geographical
condition is from Mika Hanula, the Finnish curator. In one
of her texts she comments: “Helsinki is my hell, because
everything here is normal and there is no motivating defects.
Thus, very boring”® Elmas Deniz, in her text “K2 is announc-
ing from Izmir"™ which took place in “User's Manual’, while
describing “uninteresting off—center coordinates’, she states
that the concept “dead—zone” which she borrows from Mika
Hannula can well describe the situation in Izmir. Indeed this
second vision might be more valid for [zmir. Evenmore, some



Ozmen'in kastettigi tiirde bir acinin antropolojisi yok, belki
de hic olmayacak. Ancak refahlik, serinlik ve sakinlik de
kuzey kadar net degil. Kalabalik ve farkli karakterde ve
siniftan insanin bir arada bulundugu bir kentten, Akdenizli
(kimligini unutmus) bir sehirden soz ediyoruz.

5,5. izmir icin bir travma olabilir mi?

izmir icin travma vakti: Travma tanimi sadece

cografi veya kitlesel mi yapilmali?

izmir'de travmasi olan kisiler kimler olabilir:

1- Ramazan Bayrakoglu: Travmayi sosyal hayat menseli
bir durustan sanatsal harikay! yaratma noktasina gekip
parlak, 1sildayan bir yapit yaratmaya calismak.

2- Mehmet Dere: Belirlenmis kategorilerin disinda yerel
ve sosyal siniflara ait kendi travmasini beklenmeyen bir
cografyadan ¢ikarmak.’

3- Elmas Deniz: Elmas’in travmasi yanlis okumalara ve
kurumsal yapiya iligkin. Uzaktan belirlenmis satirlara
hakim egemen okumalar, oldu-bittiler Gizerindeki giic ilis-
kilerinin drettigi caresizligi delmeye, doniistirmeye cali-
san bir kisinin travmasi.'s

“User’s Manual” kitabinin metinlerinde ii¢c sehir
(Diyarbakir, Ankara ve izmir) ve giincel sanat tartisilirken,
iki erkek figiir Sener Ozmen ile Ferhat Ozgiir, Diyarbakir
ve Ankara’'daki durum iizerinden fikir beyan ederken,
izmir'in temsili digerlerinden farkli olarak dik basli erkek
figur roli yerine geng fakat konusunun hakimi, bilgili bir
kadin figir rolii (hem de bu tarihin tanigi ve yorumlayi-
cist olarak) Elmas Deniz ile giindeme geliyordu. Buradaki
asil fark Deniz'in kadin olmasinin disinda, olaya bakisin-
daki ezici ve bagirgan olmamayi tercih eden ama elestirel
giicii bilincli ve dozaji yerinde tavirla alakaliydi. izmir'in
travmasi: belki bu roldeki farktan, bagiran yikan ve acisini
gosteren bir elestiri yerine kendi farkindaligini ve birey-
sel gliciinii gésterebilen kurumsal elestiriden sekillenebi-
lir mi? Bu soru énemli.

Outlet'de gergeklestirilen “Yaratici Yikim"" sergisinde
bu iki sanatcinin isleri ayni katta karsi karsiya sergile-
nirken: Sener Ozmen bir su basinda dosyasini yere atmis,
miicadeleden biraz olsun yilmis figiir olarak basroldeyken,
Elmas Deniz'in islerinde ise on planda olan, Tirkiye'nin

artists who live in Izmir have constructed empathy with the
examples of northern contemporary art. There is no existing
anthropology of pain which Sener Ozmen is intending here,
maybe it will never exist. However prosperity, freshness
and peacefulness is not as clear as it is in the north. We are
speaking of a city which is crowded and where people from
different characters and social classes live together, a medi-
terranean city (which lost its identity).

5,5. Can there be a trauma for izmir?
Trauma time for izmir: Should trauma definition
be made only geographical or massive?
Who would be the people with trauma in Izmir:
1- Ramazan Bayrakoglu: To move the trauma from social life
originated position to the point of creating the artistic wonder,
trying to create a glowing art work.
2- Mehmet Dere: To extract his own trauma which is excluded
from distinctive categories and belonging to local and social
classes, from an unexpected geography.®
3- Elmas Deniz: Elmas’s trauma deals with wrong evalua-
tions and the institutional construction. The trauma of some-
one who tries to puncture and transform the despair pro-
duced by power relations created by the fait accompli and
dominant evaluations over the lines stated from a distance.”
While three cities (Diyarbakir, Ankara, Izmir) and contem-
porary art was being discussed in the “User’'s Manual’, two
male figures Sener Ozmen, Ferhat Ozgir were stating their
ideas over Diyarbakir and Ankara, different from this con-
dition, Izmir's representation was made by Elmas Deniz, an
intellectual woman figure, young but prevalent on her sub-
ject, (additionally the witness and interpreter of this history),
instead of wayward male figure. The main difference here,
besides Deniz being a woman, is related with her silent style
where she prefers not to be overbearing and blatant, while
evaluating but aware and properly dosed in her power of crit-
icising. Can the trauma of Izmir be shaped by the difference in
this role: institutional critic which can show her self aware-
ness and individual power, instead of shouting, damaging and
showing her pain? This question is important.
When the works of these two artists were exhibited across
each other on the same floor in the “Creative Damage"” in
Qutlet; Sener Ozmen had the leading role as a figure by the



her yerinde bulunabilecek binalardi. Yani kurumlar, ide-
olojiler ve mekanlar... Toplumsal bir dert ve onu kusa-
tan heroik erk dzne goriinirde yok. Diyarbakir cografya
olarak Sener Ozmen'in kastettigi bozuk kayit disi yapi ve
onun kurumsal hali ile bogusma diisiincesindeyken (iize-
rine yiriinecek yel degirmenleri, Tate Modern gibi merkez
kurumsal yapilar ile biiylik sehre, biiyiik diinyaya adi-
mini atip yolunu bulmaya calisan giicli tasra kahramani
modeli iken) izmir'de ise temel problematik bu kurum-
larin da olmadigi yerde alternatif bastan cesur bir yeni
diinya kurulabilir mi diisiincesiydi. Ciinkii belki de izmirli
izmir'den kimildamak istemiyor, Tate'e kadar gitmeye
tiseniyor. Tek sorun Mika Hannula’nin da dem vurdugu o
cildirtan motivasyonsuzluk ve basiretsizlik belki de...

Ara Not: Bu metinde gecen kurumsal pozisyon ile
kuruma alternatif olarak, self-diffraction — kisisel orgit-
lenme ve gard alma durumundan soz edilmektedir. Kurum
yokken muhatap olarak kendini kurum yerine koyan bir
yap! ve bu yapi karsisinda kéti ve ters isleyen bir kurum
bulunca gardini alabilecek bir kisilik insa edebilecek bir
deneyim.

6. Devamliligin ingaasi:
Etki tepkiyi yaratir. Heniiz Balgova'da yanyana AVM’ler
siralama ve halkin ilgisini bu biiyik yapilar ile cezbetme
gelenegdi oturmamisken, Balgova'da 2001'de heniiz insasi
devam eden Palmiye Aligveris Merkezi yari santiye halin-
deyken, isletime agilmamisken, 35 kisilik bir giincel sanat
sergisi olan “Arada Kalmak” gerceklesiyordu. Bu sergi
sonras! bir diger grup sanatgi ise Balgova'da yeni acil-
makta olan bir diger alisveris merkezi Kipa'da bir sergi
gerceklestirmislerdi. Daha kiigiik ¢apli bir etkinlik olsa
da bu ayni giizergahtaki dev miilklerin sahiplerinin birbir-
leri arasi yasadiklari rekabet duygusunun “giincel sanat
icin alan” yaratiyor olmasi adina dnemli bir adimdi. Ancak
bu girisimler izleyiciyi ve sanatgilari kiskirtmayi basarsa-
lar da eglence amagli bu biyiik ticarethanelerin kurumsal
yonetimlerini etkilemeyi bir tiirli becerememislerdir.
Belediye galerileri, kiiltir merkezleri gibi kulvarlara
bakarsak durum daha vahim gézikiyor. izmir kiiltir-
sanat yonetimi hichir zaman bu yerel siirdirebilirlik stra-
tejilerini anlamayi denemedi ve uluslararasi sermaye ve

water throwing down his folder, a little bit tired of struggle.
Elmas Deniz's works on the other hand, buildings which can
be seen anywhere in Turkey were at the front plan. In other
words; institutions, ideologies and spaces... The social prob-
lem and the overwhelming heroic power subject around it
are not visible. While Diyarbakir as a geography in an idea of
fighting against the defected off the records construction and
its institutionalized condition which Sener Ozmen is men-
tioning, (the windmills to be walked against, while he was
the powerful village hero, who is trying to find his way by
stepping into the big city, big world through the central insti-
tutions like Tate Modern.) on the other hand in Izmir, these
institutions did not exist, the main problematic was the idea
whether a new alternative brand new world could be created.
Because maybe the people in Izmir don't want to move from
Izmir, lazy to go to Tate. Maybe the only problem is the infuri-
ating lack of motivation and insight which Mika Hannula has
also mentioned.

Mid note: By mentioning the institutional position in this
text, it is meant to be the position of being alternative to the
institution, self-diffraction — self organising and being on
guard. A construction which is replacing itself with the insti-
tution as a collocutor and an experience which might con-
struct an identity that can have his guard when there is an
institution which is functioning bad or wrang.

6. Constructing of the continuity:

Impact creates reaction. While in Balgova, the tradition of
placing the malls side by side and attracting the public atten-
tions by these big buildings had not started yet, while the
construction of Palmiye Shopping Center in Balcova which
started in 2001 had not finished yet and was only half a con-
struction site, while the management had not started; the
contemporary art exhibition “Arada Kalmak / Left in Between”
of 35 artists was realized. Following this exhibition, a group
of artists realized an exhibition in another shopping center,
Kipa, during its opening. Even though it was smaller in
scale, this was an important step to create “space for actual
art” through the competition of the owners of these huge
properties in a neighboring area. However, although these
approaches were succesful to provoke the artists and the
audience, they could never succeed to effect the institutional



sanat Ureticileri ile kendi yerel kéklerinden gelen duyar-
liliklarini, 6zel giiclerini bulusturmayi es gecti. Bitiin efo-
runu devamliligi olmayan, yilda bir gergeklesebilecek
bir gosteri macina ayirmasi ve sirf o sik gecede tepeden
ucakla sehre indirilen konuklarin hos kokteyller, giizel
sohbetler ve Kordon manzarasi esliginde los isiklarda
agirlanmasi bunun en giizel 6rnegi...

Ancak bu ask yalnizca “senede bir giin” siiren ve yavas
yavas da karsi tarafin bu yilda bir olacak iliski karsi-
sinda Umidini kesmeye baslamasi ile sehir icin bir hiiziin
hikayesine doniismekte. Unutulan sey belli. Bu kentin
sakinleri, sanat dreticileri, takipciler, dzellikle 6grenciler
ve yerel sermaye, sanat alicisi. Bu uzun soluklu ve sabir
isteyen bir iliski ve calisma alan.

Oysa ki yasanan sey tiikenmis bir evlilik hikayesini
andiriyor. Elbette ki senede bir giinliik biyiik ask masali
ile kendini biyik bir patlamaya hazirlayan, bunun siir-
selligine inanan bir durus, evde kendisini bekleyen yip-
ranmis iliskisini “unutmaya”, bellek disi birakmaya calisi-
yor. Bence asil hikdye bu denli caresiz aslinda... Coziim ne
peki: Beraberce, sabirla, sehir disindan gelen uzman kisi-
lerin danismanlar ve destekgiler olarak eklenebilecedi,
uzun soluklu ve diiriist bir paylagim ortaminin olusturula-
cagl, gercek bir bulusmanin insasina baslamak.

7. Muhafazakarlik:

izmir; muhafazakar, korumaci, yeniliklere karsi uzlas-
masi zor insanlarin yasadigi bir sehir. Bu bakimdan sanat
alaninda yeni acilmalara, sert, keskin uglara cok da acik
degil. Yatay bir sehir, baslibasina bir liman, denize agik,
ama yasanti olarak icine kapanmis izole bir sehir. Sanirim
tiim bunlar dikine bir inganin, yukariya cabuk firlamanin,
basamak basamak yiikselmenin zorlugu ile iligkili yagam-
sal ve cografik isaretler.

Bunu evinden hic disari ¢ikmayan bir cocugun duru-
muna benzetiyorum biraz. Cocugun kapall yerde yasam
anlayisi ileride dretimlerinde de bu kapaliligi bir aliskan-
lik haline getirmesine, farkinda olmadan siirdiiriilen bir
yasam bicimine doniismesine neden oluyor. Sonucta da
bu cocuklar biiyldiklerinde tretimlerini paylasmak adina
cok sosyallesemiyorlar. Takip glicleri azaliyor. Kiiciik
cevresel gruplar olarak vakitlerini gegiriyorlar. Kendi

managements of these amusement purposed, big enter-
prises. The situation seems even worse if we observe the
tracks of municipality galleries, culture centers. Izmir cul-
ture—art management never tried to understand this local
sustainable strategies and missed introducing the interna-
tional enterprises and art producers and the sensitivity of its
own roots and special powers. Sparing all its effort for an
annual show match and just to host the guests arriving by
plane, fancy cocktails, pleasant conversations, hosted in dim
light, enjoying the Kordon view, is a good example... However,
this love story of only “one day a year’, with the gradually
dying hapes of the other side as a result of this “once a year”
relation, turns into a story of sorrow for the city. Actually
what is forgotten in the story is obvious. The residents of this
city, art producers, followers, specially the students and local
capital, art buyers.

However this experience seems like an exhausted mar-
riage. Of course this attitude which prepares itself to the big
blast with this big love story “one day a year” and believes in
its poecy, tries to “forget’, the worn out relation waiting at
home, to keep it away from its memory. | think the main story
is this much desperate... So, what is the solution: To start
the construction of a true meeting, altogether with patience,
having specialists, consultants from outside the city parti-
cipe as supporters in order to build up a long term and sin-
cere platform of sharing.

7. Being conservative:

Izmir is a city where conservative, preservative people live,
who resist to the new. Thus, is not as welcoming to new pos-
sibilities, hard, sharp edges in the art field. Is a horizontal
city, a particular harbour, open to sea but as a way of living,
closed and isolated. | think these are the vital and geograph-
ical marks dealing with the difficulties of a vertical construc-
tion quickly jumping up, climbing step by step...

This recalls to me a child who never leaves home. The
indoor life style of a child, causes to make it a habit of keep-
ing the abscurity in production, unconsciously continue as a
life style in the future. And finally, when they grow up, these
children cannot become very socialized, concerning sharing
their productions. Their power of following decreases. They
spend their time within small local groups. They gather and



aralarinda egleniyorlar, bulusuyorlar, boyle olunca da
kolektif, kalabalik, multi-kiiltirel bir eglence ortaminin
devamliligi s6z konusu olamiyor.

Gokcen Cabadan'in® izmir'de okul yillarinda ikibinle-
rin baslari, kendi kusaginin yeni-resim alanindaki 6ncii
figirlerinden biri olarak bireysel ifade yollari ararken kar-
silastigr gizli-tutucu tavir, muhatapsiz kalmasina, son-
rasinda iyice motivasyonunu yitirmesine yol acabilecekti.
Arizali, kolay kabul gérmeyen ve net ¢oziimler sunma-
yan bir “resim tretmeye calisiyordu”. Yapmaya calis-
ti§i sadece buydu. Once Belcika'ya gidip muhatap alanini
degistirip, sonrasinda da dretimlerini bundan birkag yil
sonra tekrar Tirkiye resim piyasasina sokmaya basladi-
ginda “iyi bir sanatci” olarak hatirlanabildi. iceride gérme-
digi ilgiyi disaridan gordiigii andan itibaren burada kabul
edilebilirlik kazanmisti.

izmir'deki sanat okullarinin her seyden 6nce yetenege
onem vermesi, kimi zaman bu egitim kurumlarindan ¢ikan
sanat dretimlerinin kabiliyete dayali olma zorunlulugu
varmis gibi bir sacma on yargiya saplaniyor. Geng sanat-
cilarin bu geleneksellesen bagi rahat rahat kiramamasi
kimi zaman tutulma yaratiyor. Buna tezat olarak, izmir'de
yasayan ve calisan bir giincel sanatgi olarak Ahmet Uhri,
sosyoloji ve ironi temelli bir yaklasima dayali bir sanat
anlayisini uzunca bir siiredir devam ettirmeye calisiyor.
Ahmet Uhri, K2 “asit-toz” baslikli sergisinde ilk kez ser-
giledigi “unutmak™” kelimesinin (fiilinin) Tirkcedeki biitiin
cekimlerini kullanarak gergeklestirdigi duvar yerlestir-
mesi ve “Hayalet Beton, Dikbas Tepe, Dargin Agac¢"? bas-
likli sergide kent, muhafazakarlik ve levanten iliskisini
sorgulayan “Tante Vicenza'nin izmir'i ya da izmir'in iki
yiizii" adli ses—metin enstalasyonu ile izmir igin bu alani
genisleten, dnemli kisilerden birisi.

7,5. izmirli ne demek?

izmir'in yenilikleri ve degisimleri kolay kolay kabul etme-
yen, cabuk refleksleri bulunmayan bir sehir oldugu yéniin-
deki inancimi az dnce beyan ettim. Yeni dneriler karsisinda
yavas ve onyargili bir temkinlilikle yaklastigini disiinii-
yorum. Gelenege bir baglilik s6z konusu, tamam, ama bu
baglilik yiiksek idealler ve konformistce giderek icerigi
bosaltilan bir “izmirliyiz(?)” sloganina déniisiiyor. Bu, arti

entertain among themselves and thus continuity of a col-
lective, crowded, multi—cultural entertainment environment
cannot be possible.

At the beginning of two thousands, during his school
years in |zmir, Gokcen Cabadan' as one of the leading fig-
ures, the hidden conservative attitude he had to face while
he was searching for ways of individual expression, would
have caused him to become collocutorless and to totally lose
his motivation. He was “trying to create a painting” which
was defaulted, not easy to accept and which does not offer
clear solutions. This was the only thing he wanted to do. First,
going to Belgium and changing his field of collocutor and
then after some years, when he started to bring his produc-
tions into the Turkish art market, he could be recognised as a

‘good artist”. He has gained acceptability, since he gained the

attention from outside which he did not get from inside.

The importance given to talent more than anything else
in the art schools in Izmir, sometimes sticks into the non-
sence prejeduce of a necessitiy of talent in the art produc-
tion, emerging from the educational institutions. The diffi-
culties in breaking this traditional bond by the young artists
sometimes causes suppression. Contrary to this, Ahmet Uhri,
who lives and produces in Izmir as an up-to-date artist, tries
to keep his artistic approach based on sociology and irony
since a long time. Though this wall installation in the "Acid-
Dust” exhibition in K2 where he used the word (verb) “to
forget"”using all tenses in Turkish and the sound—text instal-
lation “Izmir of Tante Vicenza or Two Faces of lzmir" where
he questioned urban, conservativitiy and Levantine relations
in the exhibition named “Ghost Cement, Disappointed Tree,
Stubborn Hill"?, Ahmet Uhri is one of the important persons

who widens this field in Izmir.

7,5. What does “izmirli” mean?

| have previously stated by belief of Izmir being a city which
cannot easily accept innovations and changes, does not have
quick reflexes. | think, Izmir approaches new proposals with
a slow and prejeduced self possesion. There is a loyalty to
tradition, okay, but loyalty gradually turns into an emptied

‘we are Izmirli (?)’slogan with high ideals and conform-

ism. This doesn't produce an additional value, on the con-
trary, reflects a negative sensation when looked from outside.



deder Uretmiyor hatta disaridan bakildiginda negatif bir
hissiyat yansitiyor. “izmirliyiz" ne demek? Bu soruya hig
yanit aramamak ve “unutmak” koti bir refleks. Kiltirel
bellek agisindan kaybolusa, gelecek icinse igerik yitimine
neden oluyor.

Bu sehir neden sevilebilir, ne diye burada yasama dahil
olunabilir, bunlarin igerisini doldurmayi diislinmeyen bir
toplulugun kiltir endistrisinin olusmasini beklemek
zorunda miyiz? Bu, artik iizerinde diisiiniilmesi ve calisil-
masi gereken bir durum. Bunun nasil saglanabilecegi, siir-
diriilebilecedi ve yon verilebilecedi hala belirsiz.

8. izmir sanatcisinin biitce ile imtihani:
Biitcesiz stratejiler aliskanligi olan bir sehrin sanat egitim
kurumlari sik bir sanatin, elegant bir durusun ideolojisini
kurmaya calisadursun, izmir'in ciddi anlamda profesyo-
nel sanatgl biitcesi ile tanismasi ve meta degeri ile iliskile-
nisi Ramazan Bayrakoglu'nun?' son yillarda Dirimart Sanat
Galerisi ile lanse edilisi, miizelerin ve dzel koleksiyonla-
rin yogun ilgisini cekmesi ile olmustur. Bu aslinda sehrin
meta ihracrigin dnemlidir. Ticari agidan da bir basaridir.
izmir'den resim menseli sanatin giincel érnekleri adina
iyi malzeme, stk sunum iceren giicli bir prodiiksiyon
calismasina gidilebilecedi ve bu tiir bir stratejinin sanat
kurumlari tarafindan oldukca talepkar karsilanabilecegi
gorilmiistir.

Buna dair diger bir drnek, uzun yillardir izmir’de yasa-
yan ve iireten sanatci Tufan Baltalar.? iki yildir istanbul’da
faaliyet gésteren Outlet (ihrag Fazlasi Sanat) ile calisan
sanatcl, dil ve Gretim bicimi olarak giderek kendini pro-
diksiyonlastirma yolunda ilerleyen, giin gectikce takip
edilirligi artan bir konuma eristi. Uretimlerindeki olgun-
lagma, gordiigi geg kalmis ilgiye ragmen seviye atlamaya
devam ediyor.

Simdi karsimizda iki farkli ug var: Birincisi izmir'in biit-
cesiz, caresiz stratejiler icerisinde yokluktan bir seyler
varedebilme potansiyeli diyelim. Bu, hem alan arayan,
hem de alanin belirleyiciliklerine karsi gard alan hamle-
ler pesinde kosan bir yapi. Ancak farkindalik yaratmaktaki
basarisi, sanatcilarin diger uca yakin seyretmeleri duru-
munda onlari daha direngli ve miicadeleci olmari konu-
sunda deneyimli kilmakta.

What does “we are |zmirli" mean? Not to seek for an answer
to this question at all and "forgetting” is a bad reflex. It causes
being lost from the cultural memory angle and lack of con-
text for future.

Why can this city be loved, why would one be included into
life here. Do we have to wait for construction of the culture
industry of a community who is not interested in filling inside
these? This is already a situation to think about and study
urgently. How can this platform be possible, how can the art
activities be sustainable and led is still uncertain.

8. The exam of “izmir artist” with budget:

Let the art education institutions of a city, which has the
habit of budgetless strategies, try to construct the ideol-
ogy of an elegant standing of a chic art, the meeting of Izmir
with professional artist budget and relating with the mate-
rial value, seriously have happened recently by the launching
of Ramazan Bayrakoglu?' through Dirimart Gallery and thus
there was an intense attraction of museums and private col-
lections. In fact this is important for the object exporting of
the city. It is also a success at trade point of view.

It is obvious that the actual examples of ‘painting origined
art” in Izmir, the strong productions with fine material, chic
presentations can be approached and this kind of strategy is
highly welcomed by the art institutions.

Another example to this is Tufan Baltalar?, the artist who
lives and produces in Izmir for a long time. The artist who
works with Outlet (export surplus art) since two years, has
reached a position where he improves in self-production as
a language and a production style and where he becomes
more visible day by day. The maturity in his production keeps
improving its level, in spite of the late attention he gets.

Now we have two different ends in front of us: First, lets
say, the potential of Izmir to make things possible from noth-
ing, in the budgetless—hopeless strategies. This is a con-
struction which searches for a field on one hand and running
after the guarding moves against the distinctions of the field,
on the other hand. However, their success in creating aware-
ness, keeps the artists experienced to be more resistant and
contentious in case they move closer to the other end.

Second is the structure which places itself professionally
into the supply—demand field of the museums and galleries



ikincisi ise miize ve galerilerin arz-talep alani icine
kendisini profesyonelce yerlestiren, bu sayede kendi iire-
timini prodiiksiyonlastiran, strdirilebilirligini artirmayi
hedefleyen yap1.

Bu yapi icerisinde kendini iyi tanimlayabilmek, talep-
lere ve saylya karsi dur diyebilmek, eylem yavaslatma ve
yapmamayi tercih etme gibi stratejileri giicliice uygula-
yabilmek dnemli. Bu direnci gdsteren sanatcilarin ayakta
kalabilecegi bir zemin bu. Diger bircok geng figiiriin gecici
bir pazarin giincel dalgalanmalari ile bogusurken, talebe
yanit vermeye calisirken alabora olabilecegi islak bir
zemin.

Birincisi ikibinlerin basiyla izmir'de odak oldu, bes yil
icerisinde etkin bir giice eristi. Son g yil icerisinde ise
sanat fuarlarinin giinimiiz sanatina iliskin vurgularla 6ne
ctkmasi geng ve yeni koleksiyonerlerin ilgi odaklarinin bu
tir Gretimlere kaymasi ile pazari Tirkiye giincel sana-
tini arz-talep acisindan farkli bir yere cekmeye baslamasi,
odak kaydirmasi. Bu da ikincisiydi ve elbette izmir'de de
ozellikle genc sanatgilar agisindan etkisini hissettirdi.

Sehirde diizglin ve genisletilebilir bir giincel sanat
zemini icin: Bu iki uca ydnelik gelecek planlari yapan ve
tutkularinin tarifini, yonelimlerini belirleyecek sekilde
pusulaya dénlstirebilen insanlarin artisi en blyik kaza-
nim olacaktir.

9. Ve simdi “neler oluyor bize” kisaca hatirlatmalar:
2007-2009 yillari arasi, izmir giincel sanat sahnesi icin
acilma, liberallesme soz konusu oldu. Kolektif idealler
ve bagimsiz biinyelere olan inang zedelendi ya da modasi
gecti. Belki de sadece bir arada barinamayan birkag kisi-
nin bir arada olmak zorunda olduguna inandigi muhtag-
lik hissiydi bu, iizerine gok fazla spekiilasyon iretilebilir.

Sonrasinda yavas yavas galeri temsilleri olusmaya bas-
ladi: Halil Vurucuoglu® ve Bahar Oganer? gibi geng sanat-
cilar, yeni kusak galerilerin, muhatap, arz, talep, deger
karsiligini bulduklari tercihler olarak ragbet gormeye bas-
ladilar. Sanat fuarlari ve pazarin genislemesi ile kendi-
lerine alan buldular ve umulmadik bir taraftan profesyo-
nelce bellege girdiler. Koleksiyonlara girdiler.

Bu yeni cikis, basari hikayesi, temel olarak giiclii olan
dinamik sanatcilar disinda kalan geng kusaktan bazi

and thus constructing their self-producing and aiming to
increase its continuity.

The well description of oneself in this construction, to be
able to say “stop” to the demands and numbers, to be able
to strongly practice the strategies of action—slow down and
prefer to reject producing is important. This is a surface
where the artist who shows this resistance will keep stand-
ing. A wet surface where many other young figures can turn
upside down while they are fighting with the daily waves of a
temporary market, trying to answer the demand.

The first was the focus on Izmir at the beginning of two
thousand two, became an effective power in five years.

During the last three years, things became complicated
when the art fairs stood out with emphasizing the art today
and thus changing the focus of the young and new collection-
ers to be interested in this kind of art production. The pulling
of the Turkish actual art supply and demand into a different
area and shifting of the focus has caused the second orienta-
tion. And of course it also made a big impact especially on the
young artists in Izmir.

For an even and extendable art field in the city: The biggest
gain will be the increase of the people who make future plans
concerning these two ends and capable of converting into a
compass, through the description of their passions and shap-
ing their actions.

9. And now “what is happening to us” short recallings:

In between years 2007-2009, there was an opening, liberal-
isation for the art scene in Izmir actual art. Belief in the col-
lective ideals and the independent bodies, have been injured
or they were out of fashion. Maybe this was the feeling of
necessity which some people who cannot get along together
but believe that they have to be together, many speculations
can be produced over this.

Following this, gallery representation started gradu-
ally: Young artists like Halil Vurucuoglu? and Bahar Oganer?
began to be appreciated by the new generation galleries who
find the response of their preferences of respondent, supply—
demand and value in them. By the extention in the market
through art fairs, they found their field and through an unex-
pected channel, they are professionally placed in memory.
They have entered collections.



sanatcilari, soz konusu zorlu pazardaki soz hakki konu-
sunda afallatti. Geng kusagi bicimsel bir iretim yapisina
ve hemen ilk kurtulus yolu olarak sehir disindaki — 6zel-
likle istanbul menseli - ticari galerilerin kapisini asindir-
maya ydneltti. Zorlu bir sinav onlari bekliyor.

2007 sonrasi, belediye destekli tepeden inme kurumsal
yapilar belirmeye basladi izmir'de. Modernist bir anlayisla,
biiylik ve heybetli kiiltir merkezleri (biiyiik mabedler)
insasi. Bunun altinda zannedersem, sanati yiiksek merte-
bede elit bir catida toparlamaya dair yiiksek bir inang var.
Ancak unutulan sey, mekanlari 6nemli yapan dncelikle
calisanlari, gelenekleri ve ortaya koyduklaridir.

Bu mekanlardan birisi olan Ahmed Adnan Saygun Sanat
Merkezi’nde? gerceklesen bir toplantida Serhan Ada?%,
“kiltlr hayaleti” tanimini giindeme getirmisti. Bu, izerinde
ciddi ciddi diistinilmesi gereken bir konu.

Kullanilmayan, iletisimsiz koca yapilar izmir'de sanati
topyekiin temsil etme ideolojisini stirdiiredursun...

Diger bir taraftan Tirkiye giincel sanatinin ticari alanda
meta olarak Avrupa'ya, Asya pazarina bir anda girisi ve
icerikten cok bicime ydnelik talep sonrasindaki agilma
hali bas géstermekte. Bu ikircikli durum izmir'de kalaba-
lik grup sergiler disinda gokca sergilenme sansi bulama-
yan bircok genc giizel sanatlar mezununa istanbul bazli
ticari galeriler iizerinden disari agilma cesaretini veri-
yor. Sergilemeler, galeri anlasmalari ve kisisel temsiller
olarak geri doniiyor bu cogu kisiye. Bu, hizli ve cabuk geli-
sen ve piyasanin ucuz ve ileriye yonelik stok potansiye-
lini arttirma adina olusturdugu bir alan. Talep bundan bes
yil dncekinin cok daha fazlasi. O siiregte bu sehirde olan-
lar, gdzleri ve kulaklari izmir'e y8neltti, yeni bir mit yara-
tildi. Ardindan yasanan dagilma sonrasi izmir icin devam-
lilik s6z konusu olmasa da, bu ilgi bir bakima isledi. Su
lic yildir Tiirkiye glincel sanat piyasasinda yasanan ticari
akslara iliskin déniisiim, izmir'de ireten bazi ara figiirle-
rin bu durumdan fazlaca ekmek yemesini sagladi. Ancak
piyasa serbestlesince sonug biraz dejenere oldu. Bu arada
burasi icin cabalamis kimi sanatcilar ise bellege disaridan
ve ¢ok gec girdiler.

Simdi ise olgunlasan kusagin figiirlerinin kendilerine
biyiik ve net alanlar agmalari, uretimlerine daha gliclen-
mis sekilde odaklanmalari, eksiklikler ve dzellikle bellek

This new emergence, success story, stunned some of the
new generation artists who have been excluded from the
basicly powerful, dynamic artists, concerning their recogni-
tion in the so—called rough market. This led the young gen-
eration to a formal production construction and they started
knacking the doors of the galleries in other cities (especially
Istanbul) as an immediate salvation. A rough trial is await-
ing them.

After 2007, some institutional constructions supported by
the municipality, simultaneously emerged. The construc-
tion of huge and monumental art centers (big temples) with
a modernist understanding. Behind this, | think, there is the
high belief of placing art on a high platform under an elite
roof. However, something is forgotten, what mainly makes
the buildings important is basicly the staff, traditions and
their actions.

During a meeting held in one of these buildings, Ahmed
Adnan Saygun Art Center®, Serhan Ada® has mentioned the
description “culture ghost”. This is something that has to be
thought over very seriously.

Let the unused, non-communicating huge buildings keep
the ideology of total representation in Izmir... On the other
hand there is the condition where Turkish contemporary art,
all of a sudden enters the Europe and Asia markets follow-
ing the demand, interested in the form rather than the con-
cept. This dilemma gives the young graduates of the fine arts
schools, the courage of opening to the market through some
commercial galleries of Istanbul who usually do not have a
chance other than attending in crowded group exhibitions.
This returns as exhibitions, gallery contracts and individual
representations for many of them. This is a field where the
quickly developing market will improve its cheap and pro-
gressive stock potential. Demand is a lot more than it has
been five years ago. The ones who have been in this city then,
turned their eyes and ears to Izmir and a new ‘myth” was cre-
ated. Even though continuity was not the matter following
this break—up, this attention somehow worked. These last
three years, the transformation related to the commercial
axis which is experienced in the contemporary art in Turkey,
made it possible for some mid-figures wha produce in Izmir,
appreciate the profit of this situation. However, the result
was a little degenerated when the market was liberalized.



“Dersimiz Gincel Sanat” adi altinda

tiretimi ve pedagoji calismalarinda daha dikkatli ve dene-
yimli olmalari bir olumluluk olarak géze carpiyor. Bunun
yaninda giincel sanatin ticari alaninda, galeri zemininde
karsiligini bulmaya baslayan genc bir kusak da oldukca
hevesle is yetistirme ugrasinda. izmir sehir olarak izole
ve kapali kabuk yapisini barindirmaya da devam ediyor.
Karisik, garip, birbirine tezat bir yapi, tahmini zor bir
gelecek...

(*) Beklenen Sarki igin Zeki Miiren'i,

“Ayni Nakarat” icin Nazan Oncel'i tekrar hatirlayalim.
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Meanwhile some artists who have struggled for the city have
been included into the memory from outside and belated.

And now, the figures of the mature generation opening big
and clear fields for themselves, focusing over their produc-
tions with more power and especially being more careful and
experienced in shortages and especially memory produc-
tion and pedagogical studies, is attracting attention as pos-
itiveness. Besides, on the commercial side of contemporary
art, the young generation seems very enthusiastic to produce
works since they have begun to get the value of their efforts
in the art galery environment. Izmir, as a city, is continuing to
be isolated and keeping its closed crust structure. Complex,
strange, an incompatible structure, a future which is diffi-
cult to forecast.

(*) Let us remember Zeki Miiren for “Beklenen Sarki / Anticipated
Song and Nazan Oncel for “Ayni Nakarat / Same Refrain”
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6. The exhibition where the so-called work of Hiseyin Alptekin took place: H.B. Alptekin &M, D. Morrs, "t

Islahat", Yozar: Sener Gzmen, Lis Yayinlar, Mays 2007, Sener Ozmen hakkinda detayls bilg icin: www. blogspot.com

12. Stizi gegen kitabin iicin blogspot.com

13. Art-ist Gincel Sanat Dergisi nin 3. sayisinda Mika Hannula'nin

“Cehennem'den Mektup baslikl yozisina ulasabilirseniz doha detaylibilg edinebilisiniz

14. °K2 lzmir'den bildiryor", B6lim yazart: mas Deniz, Yer aldi kitap: User's Monual-Kullanma Kilovuzu: Tirkiye'de
Giincel Sanat, Yayina Hozrrlayanlar: Halil Altindere & Sireyyya Evren, Art-Ist yaynlan, Istanbul, 2007, syf: 116-123

15. Bu géris: Elmas Deniz tarofindan, “The Unmarked Categories / Belirlenmernis Kategoriler” baslikl sergi kopsamind,
Mehmet Dere ve dretimleri izerine yapilmis bir soptamadi. “The Unmarked Categories (Belirlenmemis Kategoriler),
K2 Gincel Sanat Merkezi zmir Tarihler: 1 Eylal - 11 Ekim 2007, Proje Girisimeisi / Kirator: Elmas Deniz, Katiimei
Sanatgilor: Morten Goll, Michael Baers, Mehmet Dere, Mahmoud Khaled, Kristina Ask, Gokce Suvari, Katiimer Yazarlor:
Ashkan Sepahvand, Johnny Golding, Homework / Carlos Motta, Ditte Lyngkaer Pedersen, Lize Mogel, Jeuno J.E.Kim
16. Elmas Deniz 2003-2007 Tarihleri arasindo Borga Kantirk e beraber K2 es proje kordinatérli gorevini dstlendi.
2007 den tibaren istanbul'da yasamaya baslayan sanatg, yozar, kiirator. Ayrintil bilgi icin: www.elmasdeniz.com

17. “Yaratic Yikim’ sergisi, 3 subat, 15 mart 2009 tarihleri arasinda, Seil Alkis, Osman Bozkurt, Elmas Deniz,

Hakan Kirdar, Nejot Satsve Sener Ozmen'in katilmilarylo Outlet (Ihra fozlasi Sanat), fstanbul'do gergeklestirimisti

18. Sanatcr hakkindc bilgi icin: b

19. Ahmet Uhrinin “Unutmak” adls calismasi itk kez, K2'de gergeklestirilen “Asit-toz” boslkl sergide yer
almists “Asit-toz’, Yer: K2 Sanat Merkezi, Katlimailar: Baris Tanyildiz, Sileyman Handan, Holil urucuoglu, Asl
Cavusoglu, Damla Kizltung, Gilcan Senyuval, Sebnem A Giindiz, Al Kilc, Ahmet Uri, Seda Hepsev, Habip
Uyanmaz, Baris 0. Giller, Bilgehan Yilmaz, Oguz Kocaogi, Tugba Atalay, Mors (Karahan Kadrman), Okan Yargicy,
Bahar Oganer, Gilsah Karanlk, Elvan Ekren, Neda | Atar, Uzgii Yosaroglu, Tarihler: 2~ 23 nisan 2006, lzmir
20. *Hayalet Beton, Dargin Afog, Dikbas Tepe’, Sanatgilar: Ahmet Uhri, Candan Oztiik, Ezgi Yakin,

Hayal Incedogan, Nejat Sat, Yoprak Ofiuz, Kiratar: Borga Kantark, zmir Fransiz Kiltur Merkezi, 16 Kasim

4 Aralik 2009. Ahmet Uhriin szi gegen calismas! igin tam Kiinye: “Tonte Vicenza in fzmir'iya da lzmir'in
ikiyizis 200", Ahmet Uhri (Vicenza Coprinin Katkilaryla), Ses-metin Enstalasyon, 19.21 ok

21. Sanat gin: t b
22. Sanatgr icin: www.tufon- blogspot.com
23. Sanotgr igin

24. Sanatgs hakkinda bilgi igin orglartists/
25. S6iz konusu mekdn hakkinda bilgi iin: www.aossm.org.r
26. Serhan Ada, Istanbul Bilgi Universitesi nde Kiitir Yonetimi Progrom Koordinatsr,

Radikal gazetesi kse yazar. Ayrintil bilgi cin: htp://comma.blgi ed.trtr/page/_cv_serhonada

(charbon/savon ', Santiye Gallery, 20.011995 ~ 18.2. 1995, famir
7. For more details: www kutuweb blogspot.com

8. for ils: ww49-0.bl m, m
9. For more details: wwwinejotsaticom
10. For -} blogspot.

1. The more detailed and compiled form o these comments, can be foundin Sener Czmen’ following works: Cefakar

Dogiuyo do “Welcome to Diyarbakr” Author of this part: Sener Uzmen, The book where it tokes place: “User's Manual-

Kullanma Kilavuzu: Turkiye'de Giincel Sanat / Contemporary Art i Turkey', Prepared to publication by: Halil ltndere

& Sireyya Evren, Art-Ist Publications, stanbul, 2007, pp: 108- 114 Travma ve Islohot / Trouma and Reforrm’, Author

Sener Ozmen, Lis Publications, Moy, 2007, For more details on Sener Ozmen: www:sener-ozmen blogspot.com

12. For the ofthe

13. For more details:3rd edition of Art-ist ' Art Magozine, Cehennem 'den Mektup/ Letter from Helltext by Mika Hannulo
14. K2 lemir den bidinyor!/ K2 is Announcing From lemir”, Wiier ofthis part:Eimas Denz The book where it

takes place: User's M i el Sanat / Cont v Artin Turkey Prepared

to publication by: Hall Altndere & Sureyya Evren, Art-Ist Publications, Istanbul, 2007 pp: 16- 123

15. i commardwos made by Elmas Deniz over MehmetDere andis poductons n e contextof he exhiton,
/The o *The K2
Contemporary Art Center,fzmir dotes: September 11 - October 11, 2007, Project Intator/ Curator: mas Denz. Particpating
Artsts: Morten Goll, Michael Baers, Mehmet Dere, Mahmoud Khaled, Kristina Ask. Gokce Suvar, Participating Wiiters:
Ashkan Sepahvand, Johnny Golding, Homework / Carlos Mtto, Ditte Lyngkaer Pedersen, Lize Mogel, Jeuno JEKim

16. Elmas Deniz wos the project coordinator in K2 together with Borgo Kanturk, during 2003-2007, Since

2007 the artst, writer, curator lves i Istanbul. For more details: wwwelmasdenizcom

17, “Yoraticr Yikim / Creative Damage”exhibiton, between the dates, February 3, March 15, 2009, with the participations of
Segil Alkis, Osman Bozkurt,Elmas Deniz, Hokan Kirdr, Nejat Satsve Sener Ozmen,in Outlet export excess) Istanbul

18. For the artist: h b

19. Ahmet Uhri's work,, “Unutmak /to Forget" was first time shown i the exhibition “Asit-Toz /Acid-Dust” in K2 sit-

Toz/ Acid-Dust” Space: K2 C Art Center, Bans Tanyidiz, . Halil
Vurucuodu, Ash Cavusoglu, Domla Kiaitung, Gilcan Senyuval, Sebnem A Gundz, Al Kil, Abmet Ur, Seda Hepsev,

Habip Uyanmaz, Banss 0. Gller, Bilgehan Yilmaz, Oguz Kocaoglu, Tugba Atalay, Mors (Karahan Kadrman), Okan Yargic,
Bahar Oganer, Gilsah Karanlik, Elvan Ekren. Neda | Atar, Ozgur Yosarogi, Dates: 223 April, 2006, lzmir

20. *Hoyolet Beton, Dargn Aag, Dikbos Tepe / Ghost Cement, Disappointed Tree, Stubborn Hil” Artists: Abmet

Uhri, Candon Oztirk, E2gi Yokin, Hoyal Incedogian, Nejat Sat, Yaprak 0guz. Curator: Borga Kanttirk, kamir French Cultur
Center, Noverber 16-December 4, 2005, The label of the so-called work of Abrmet Unr: rmir of Tante Vicenza or Two
Faces of zmir, 2009', Ahmet Unri (with the participation of Vicenza Copri), Sound-Teaxt Installation, 1921 min.

2. the bay,

2. For st wwwtufan- com

23. For the artist: wogly
2% for b

25. For information about the space: wiw.aassmorg.r
26, Serhon Ado, Istanbul Bilgi ; Coordinatorof the Cultu
Radikal Newspaper.F I

Progrom, Columnistin
/cv_serhanada
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SOIREE / PERFORMANCE / CROSS OVER

Etkinlik programi ve etkin katilimcilar | The event program and participants

“Soirée / Performance / Cross Over” etkinligi, sergi doneminde ii¢ aksam Fransiz Kiiltiir Merkezi Tiyatro Salonu'nda g
farkli temayi esas alarak, izmirli yaratici kisilerin bir sahne sunumu yapmalari diisiincesinden ortaya cikti. Tiirkiye'nin
en eski tiyatro salonlarindan biri olan sahnenin tarihcesi, hem Tiirkiye'nin modernlesme siirecine hem de izmir'in bu
konuda oynadigi éncii karaktere gonderme yapmaktadir. Ug ayri gece olarak tasarlanan bu etkinliklerde, genis anlamiyla
sanatin izmir'de hangi kosullarda iretildigi, yorumlandigi ve belgesellestirildigi iizerinde duruldu. izmirli yaratici aydin-

larin sunumlari, “kiiltiirel bellek” ve bunun doniistiirilmesi tizerine yogunlasti.

12 Ekim 2010, 19:00

iZMIR’IN KARAKTERISTIKLERI 1

26 Ekim 2010, 19:00

iZMIR’IN KARAKTERISTIKLERI 2

Pandomim Sessizlik_Firtina Kukla Dans Eden Kuklalar
Performans Serhat Paril Performans Deniz Ozgékbel
Miizik Bilge Kuzu Konusma Projeler
Gizli Tarih Telefoncu Kiz Performans Borga Kantiirk
Performans Ahmet Uhri Oyun - Siir Oyuncularla Gozlem Sanati
P _p y Uzerinde Bir Konusma
Izmir Devlet Opera Balesi'nin
Konusma q D
Ispanya’daki Basarisi Yazan B. Brecht
Performans Biilent Giirliik Bozan Giirol Tonbul
Film Simdi Gérdugin Mazi Performans Ayhan Bekdemir - irem Deniz
Performans Etem Sahin Muzik Ahmet Oztiirk - Bilge Kuzu
Sinema izmir’'de Film Yapimi-Setler Giincel Sanatin Sorunlarina
Yazi
Performans Dilek Tunali Yakindan Bakig
Dans Oyunculuk Egitiminde Kinestetik Performans Miimtaz Saglam
Algi ve imge iliskisi Film Kisir Dongil
Performans Sibel Sonmez Erdenk Performans Aksel Zeydan Goz
Oyun Bir Delinin Hatira Defteri Konusma izmir'in Ruhsal Durumu
Yazan Gogol Performans Levent Mete
Performans Soner Akcay Konusma Hamza Riistem Atolyesi Arsivi
Performans Mert Riistem
Goya “insanlar Ne Kadar
Oyun Cok Kazanirlarsa,
0 Kadar Az Harciyorlar”
Derleme Giirol Tonbul
Performans 0Olgu Kocakiilah
Siir Tanimsiz Bir Performans

Performans

Zozan Gemilerdrdi




SUARE SORUMLULARI
SOIREE RESPONSIBLES

AYSEGUL KURTEL - GUROL TONBUL

I

| OYUNLARIN YONETIM
\ DIRECTOR OF PLAYS
|
|
1

GUROL TONBUL

The event of “Soirée / Performance / Cross Over” originated with the idea of having the creative residents of Izmir make a stage
presentation in the French Cultural Center Theatre with three different themes for three nights during the exhibition period. The
history of this theatre which is one of the oldest in Izmir makes a reference to the modernization of Turkey and the leading role
Izmir has played in the process. During these nights planned for three different sessions, the focus, in a wide sense of the word,
was on how art is produced, interpreted and documented in Izmir. The presentations done by Izmir's creative intellectuals con-

centrated on “cultural memory” and its transformation.

12 October 2010, 19:00

iZMIR’S CHARACTERISTICS 1

26 October 2010, 19:00

iZMIR’S CHARACTERISTICS 2

Pantomime Silence_Storm Puppet Dancing Puppets
Performance Serhat Paril Performance Deniz 0zgokbel
Music Bilge Kuzu Talk Projects
Unheard History The Telephone Girl Performance Borga Kanturk
Performance Ahmet Uhri A Conversation with Actors
Play - Poem
on the Art of Observation
Talk The Success of Izmir State
Opera & Ballet in Spain Author B.Brecht
Performance Bilent Gurluk Deformer Gurol Tonbul
Cinema The Past You See Now Performance Ayhan Bekdemir — Irem Deniz
Performance Etem Sahin Music Ahmet Oztirk - Bilge Kuzu
Cinema Film making—sets in izmir A Close Look at the Problems
Article
Performance Dilek Tunali of Contemporary Art
Dance Kinesthetic Perception and Image Performance Mimtaz Saglam
Relationship in Drama Education Film Vicious Circle
Performance Sibel Sénmez Erdenk Performance Aksel Zeydan G6z
Play The Diary of a Madman
Author Gogal Talk The Psychic State of Izmir
ParimiEiEe Soner Akcay Performance Levent Mete
Talk The Archive of Hamza Rustem
Performance Mert Ristem
Pla Goya "People Spend Little
U In As Much As They Gain”
Compilation Gurol Tonbul
Performance Olgu Kocakilah
Poem Untitled Performance

Performance

Zozan Gemilerérdu

TEKNIK SORUMLU
TECHNICAL RESPONSIBILTY

HAKAN SIRINER



9 Ekim 2010, 19:00 iZMIR’IN KARAKTERISTIKLERI 3

Oyun Ben Ruhi Bey Nasilim
Yazan Edip Cansever
Performans Burak Ozhan

Miizik Bilge Kuzu

Okuma izmir'de Giincel Sanat
Makale Dincer Sezgin

Seslendiren Giirol Tonbul

Konusma izmir

Performans Ayse Mayda

Siir Ronde du Paradis perdu
Yazan Marguerita Yourcenar
Performans Jean-Luc Maeso

Dinleti Protest-o

Performans Evrim Ozkaynak

Konusma Sanat ve Hayat iligkisi
Performans 0Ozdemir Nutku

Siir Anrufung des Grossen Béren
Yazan Ingeborg Bachmann
Performance Stefan Schneider
Konusma izmir Karakteristikleri
Performans Orhan Besikci — Kent Gozlemcisi
Konusma izmir’in Arkeolojik Diinyasi
Performans Zeynep Mercangdz

Oyun Miss Margarida Yonetimi
Yazan Robert Athayde

Derleme Giirol Tonbul

Performans Sevilay Simsek




9 November 2010, 19:00 iZMIR’S CHARACTERISTICS 3

Play I'am Mr. Ruhi How am |

Author édrlrpr)r[:ansever 77777777777
Performance% Burak T
T
feadng Contemporary Art in Izmir

Article Ui |
Reader GurolTonbul
Talk [zmir

Performance" Ayge T
Poem Ronde du Paradis perdu

Author et e |
Performance Jean-lucMaeso
Concert Protest-o

Peformance e
Talk Art and Life Relations

Performance Ordemir Nutks
Poem Anrufung des Grossen Baren

Author \Vr;grérborg Bachn%;% rrrrrrrr
Peformance e
Talk Izmir's Characteristics

Performance Ol Beslle Gy Qhserer |
K Archeological World of lzmir
Prormace e
Play Miss Margarida Administration
Author RobertAthayde
Compilation O
Performance sedlaysmeek




6’DAN 6’YA / OPEN HAUSE LITTERAIRE DAL iZMiR

Etkinlik programi ve etkin katilimcilar

6'DAN 6'YA / OPEN HAUSE LITTERAIRE DAL iZMIR, 5.11.2010 tarihinde PORT iZMiR 2'nin bir parcasi olarak Alsancak taki
K2R Konukevi'nde gerceklestirildi. Bu etkinlik Tiirkce, ingilizce, Almanca, Fransizca ve italyanca dillerinde eszamanli
kitap okumayi, tartismayi ve yazin diinyasi lizerine ¢alismayi dneren bir sunum olarak tasarlandi. Halen birgok dilin konu-
suldugu izmir, 19. yiizyil basindan beri cokkiiltiirlii bir kent olarak hem yenillikci fikirlere acik bir sosyal ortam hem de
deneylere acik bir sanat gevresi olusturdu. 6'DAN 6'YA / OPEN HAUSE LITTERAIRE DAL iZMiR bu cergevede su hedef-
lere varmak amaciyla, izmir'de etkinlik gésteren kiiltiir dernekleriyle birlikte gerceklestirilmistir: = ikidillilik kavramina
génderme yaparak, dil zenginligini vurgulamak. = Farkli dillerin eszamanli olarak ayni mekdnda konusulmasindan doga-
cak olan pozitif enerjiyi gérsellestirmek. = izmir'in cok kiiltiirli ve cokdilli yapisina vurgu yapmak. = Edebiyatin biiyiisiine
farkli dillerden, farkli tinilardan girebilmek. = Konusma, tartisma, diyalog ortami olusturarak, yaratici sanata vurgu yapmak.
= [zmir'de yasayan genclerin yabanci dil ve edebiyatla olan iliskisine daha cok giic katmak, yeni birliktelikler iiretebilmek.

= Yabanci dilde yazma, diisiinme, yorumlama yetisinin giiclenmesine yardimci olmak.

FRANSIZ KULTUR MERKEZI

Okunan Kitaplar

AMERIKAN KULTUR DERNEGI

Okunan Kitaplar

Miihtedi (Osman Necmi Giirmen)
Sevgili (Marguérite Duras)
Altin Balik (Jean Marie Le Clézio)

Fransizca ve Tiirkce Okuyanlar

Jean Luc Maeso, Ayda Arin, Agnés Merig,
Dilek Kurt, Yannick Beauvais, Giizin Bozduman

iZMIR GOETHE ENSTITUSU

Okunan Kitaplar

Kara Kedi (Edgar Allan Poe)

Giinliik Kullanim (Alice Walker)

Jim Smiley ve Ziplayan Kurbaga (Mark Twain)
Vahsi Geceler (Joyce Carol Oates)

ingilizce ve Tiirkge Okuyanlar

Zeynep Ercelebi, Belgin Karaman, Giines Tung, Ozge Cetin

iZMIR ITALYAN KULTUR DERNEGI

Okunan Kitaplar

Binbir Yalan Romani (Rafik Schami)

Yaz Evi, Daha Sonra: Oykiiler (Judith Hermann)
MOMO (Michael Ende)

Bir Akademiye Rapor (Franz Kafka)

Hayat bir Kervansaray (Emine Sevgi 0zdamar)
Demian (Hermann Hesse)

Sihirli Dag (Thomas Mann)

Koku (Patrick Stisskind)

Almanca ve Tiirkce Okuyanlar

Neslihan Altinsu, Karin Schmidt, Nadin Cigek, Alisa Heller,
Ali Tiirker, Ozlem Giinerli, Constanze Eichler,

Ali Yasar Gok, Franziska Wilde, Elif Giizel, Anna Liibben,
Cagatay Kagmaz, Evren Orun, Nevzat Kaya, Hiilya Kaya

Etkinlik sirasinda, film tarihgisi ve kiiratéri Ulrich Rosenow
1920-1930 yillarindan bir sessiz film seckisi gdstermistir.

ilahi Komedya (Dante Alighieri)

Yiireginin Gatiirdigii Yere Git (Susanna Tamaro)
Asal Sayilarin Yalnizligi (Paolo Giordano)

Giizel Yaz (Cesare Pavese)

Siirler

Giiney Denizi’'nden (Cesare Pavese)
The Cats Will Know

The Night You Slept

You Wind of March

italyanca ve Tiirke Okuyanlar

Niiket Franco, Maria Elisa Sponza, Lia Lodovici,
Yasemin Dagacar, Davide Garassino, Simber Atay Eskier




FROM 6 TO 6 / OPEN HAUSE LITTERAIRE DAL iZMiR

The event program and participants

FROM 6 TO 6 / OPEN HAUSE LITTERAIRE DAL IZMIR took place at the Alsancak K2 Residence, on 5 November 2010, as a part
of PORT IZMIR 2. This event was planned as a presentation to suggest reading isochronally in Turkish, English, French, German,
Italian languages, discussing and studying the literature world. izmir, where still at present many languages are spoken, was
a multicultural city since the beginning of 19th century, providing a social environment open to new ideas, as well as an artis-
tic environment open to new experiments. FROM 6 TO 6 / OPEN HAUSE LITTERAIRE DAL IZMIR, within this frame, was real-
ized cooperating with the cultural centers active in Izmir to achieve the following aims: = To stress richness of language by
making reference to the bilingual concept; ® To visualize the positive energy created by different languages being spoken isochro-
nally within the same domain; = To highlight Izmir's multicultural and multilingual aspects; = To approach the magic of literature
through different languages, different tunes: m To stress creative art by providing an environment for talks, dialogues, discussions;
= o strengthen the relationship of lzmir's young residents with foreign languages and literature: = To encourage producing new
collaborations; = To help develop the writing, thinking, interpreting skills in a foreign language.

Books

Books

Le Renégat (Osman Necmi Girmen)
LAmant (Marguérite Duras)
Le poisson d'or (Jean Marie Le Clézio)

Participants who read in French and Turkish

Jean Luc Maeso, Ayda Arin, Agnes Meric,
Dilek Kurt, Yannick Beauvais, Glzin Bozduman

iZMiR GOETHE INSTITUTE

Books

The Black Cat (Edgar Allan Poe)

Everyday Use (Alice Walker)

Jim Smiley and his Jumping Frog (Mark Twain)
Wild Nights (Joyce Carol Oates)

ingilizce ve Tiirkge Okuyanlar

Zeynep Ercelebi, Belgin Karaman, Giines Tung, Ozge Cetin

IZMIR ITALIAN CULTURAL CENTER

Books

Der ehrliche Ligner (Rafik Schami)

Sommerhaus, spdter (Judith Hermann)

MOMO (Michael Ende)

Bericht fir eine Akademie (Franz Kafka)

Das Leben ist eine Karawanserei (Emine Sevgi Ozdamar)
Demian (Hermann Hesse)

Zauberberg (Thomas Mann)

Das Parfum (Patrick Stsskind)

Participants who read in German and Turkish

Neslihan Altinsu, Karin Schmidt, Nadin Cigek, Alisa Heller,
Ali Tarker, Ozlem Ginerli, Constanze Eichler,

Ali Yasar Gok, Franziska Wilde, Elif GUzel, Anna Lubben,
Cagatay Kacmaz, Evren Orun, Nevzat Kaya, Hilya Kaya

SILENT FILM

During the event, film histarian and curator Ulrich Rosenow has
shown a selection of silent films from the years 1920-1930.

La Divinia Commedia (Dante Alighieri)

Va' Dove ti Porto il Cuore (Susanna Tamaro)

La Solitudine dei Numeri Primi (Paolo Giordano)
La Bella Estate (Cesare Pavese)

Poems

| Mari del Sud (Cesare Pavese)
The Cats Will Know

The Night You Slept

You Wind of March

Participants who read in Italian and Turkish

Niket Franco, Maria Elisa Sponza, Lia Ladovici,
Yasemin Dagacar, Davide Garassino, Simber Atay Eskier




DURMUS AKBULUT JAN ALBERS ERTUG
BALKAN MAJA BAJEVIC RAMAZAN
BAYRAKOGLU BURAK BEDENLIER JOSEPH
BEUYS GIANNI CARAVAGGIO ERGIN CAVUSOGLU
SULEYMAN DUMAN MEHMET DERE ERSAN
DEVECI MOUNIR FATMI ANNA FASSHAUER
MURAT GERMEN ULRIKE GROSSARTH

YU HIRAI SEMA KAYAONU SIMIN KERAMATI
GEREON KREBBER MARKUS KEIBEL MIRJAM
KUITENBROUWER MUSTAFA KUNT VE OZLEM
GUNYOL DENIZ KURTEL :MENTALKLINIK
(YASEMIN BAYDAR, BIROL DEMIR) NUR
MUSKARA ULRIKE MOSCHEL FUSUN ONUR
WOLFGANG PLOGER HAMZA RUSTEM
FOTOGRAF ATOLYESI ARSIVi SEFA SAGLAM
NEJAT SATI ERINC SEYMEN BEAT STREULI
SABIRE SUSUZ DUYGU SUZEN NEZAKET
TEKIN GUNES TERKOL FABIEN VERSCHAERE
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DURMUS AKBULUT

1972 Karaman, Istanbul’da yasiyor ve ¢alisiyor. | 1972 Karaman, lives and works in Istanbul.

I Bir sinemaci ve yazar olarak
Durmus Akbulut ¢alismalarini farkli tekniklerle strdir-
mesine ragmen, uzun bir siireden beri odaginda gorsel
sanatlarin oldugu alanlarda etkinlik gdsteriyor. Egitimini
izmir'de aldigi icin bu kenti ve dzelliklerini yakindan tani-
yan sanatgl, sehrin farkli alanlarini ultra slow bir tem-
poyla goriintiilediginde, her tirli elestiriden, yorum-
lamadan uzak duran bir tavirla, herkesin gérdiklerine
yakinlastiriyor kamerasini.

Bu calismayi bastan sona izleyenlerin tekrar gormek
icin karanlik odadan ¢ikmak istememeleri, sanatgi-
nin yakaladigi anlarla ilgili. Sanatcinin yalin anlatimina
ragmen izmir'e damgasini vurmus olan sokaklara, mey-
danlara olan bakis acisinda giindeme gelen olgular, kentin
icine dontikligi ve hedonist yaniyla yakindan ilgili oldugu
icin, izleyiciler son derece carpici bir kent portresiyle
basbasa kaliyor.

Siyah-beyaz film, 3 versiyon + 1 a.p., 40 dk.

Sanateinin sergilenen ilk calismasi

I Although Durmus Akbulut, as
a film maker and writer, has been working with various tech-
niques, he is active for a long period where visual arts are
his focal point. Since he has studied in Izmir and knows the
particularities of the city very well, he brings his camera in
an ultra slow pace close to what everyone else sees, film-
ing different areas of the city, in @ manner far from any criti-
sim or interpretation.

The reason why the spectators who watch the work from
the beginning to the end still don't want to leave the dark
room is due to the ‘maoments” captured by the artist. Inspite
of his pure style, the facts seen from the point of view of the
artist when loaking at the streets, the squares which mark
Izmir, since they are closely related with the introvert and
hedonist characteristics of Izmir, the spectators find them-
selves watching an extremely striking city portrait.

Black and white film, edition 3 + 1 a.p., 40 min.

The artist’s first work exhibited



35 KISIM TEKMILi BIRDEN: ULTRA SLOW
35 PARTS ALL AT ONCE: ULTRA SLOW

2010




JAN ALBERS

1971 Wuppertal, Diisseldorf’ta yasiyor ve calisiyor. | 1971 Wuppertal, lives and works in Duesseldorf.

e Farkli resim tekniklerini
deneyen Jan Albers'in calismalarinin genellikle hayrani
oldugu sanatcilara gonderme yapmasi bir raslanti degil-
dir. Sanatginin Jasper Johns, Roy Liechtenstein gibi sanat-
cilara gonderme yapan isleriyle birlikte degerlendirilebi-
lecek olan bu galisma, Elsworth Kelly’e atifta bulunurken,
konuya kavramsal bir agidan yakinlasiyor.

Tavandan asili konstriiksiyon Uzerine gegirilmis olan
til perde ve ona eslik eden kalin ipler izleyicilere ilk
bakista belli bir hikdye anlatmiyorlar. Ancak dort farkli
yonden bakildiginda degisik formlara biiriinen galisma,
yerde duran metal kutularla birlikte izleyenlere gorsel bir
parantez agmayi basariyor.

Metal konstriiksiyon, tiil perde izerine akrilik, ip
Her biri 320 cm x 530 cm biiyiikliigiinde 4 parca
Yerlestirme, degisik boyutlar

Diisseldorf, Van Horn Galerisi izniyle

Sanatcinin Tiirkiye'de sergilenen ilk calismasi

I |t is not a coincidence that
the works of Jan Albers, who has tried different tech-
niques of painting, makes reflections on the artists he
admires. His work of the exhibition which can be associated
with his works reflecting to artists like Jasper Johns, Roy
Liechtenstein, approaches the subject conceptually when
making an attribute to Elswarth Kelly.

The construction hanging from the ceiling with tulle cur-
tains accompanied by thick ropes do not tell a certain story to
the spectators at first sight. But when observed from four dif-
ferent directions, the work seen in various forms, along with
the metal boxes on the floor achieves to open the viewers a
visual parenthesis.

Metal construction, acrylic on tulle curtain, rope
4 pieces, each 320 cm x 530 cm

Installation, various sizes

Courtesy of VAN HORN, Disseldorf

The artist’s first work exhibited in Turkey
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MAJA BAJEVIC

1967 Sarajevo, Berlin'de yasiyor ve ¢alisiyor. | 1967 Sarajevo, lives and works in Berlin.

I Maja Bajevic’in video calis-
masi, bir kadin yiizii ile onun saglarina ceki diizen ver-
meye calisan bir erkek elinin gérintiilerinden olusuyor.
Sanatcinin daha dnceki ¢alismalarinda oldugu gibi bizzat
kendisinin katildigi kurgu, siddet olgusunu da gorsel bir
eleman olarak biinyesinde barindirdigi igin farkli agilimlari
olan bir karaktere sahip. Yonetilenlerle yoneticiler ara-
sindaki iliskiyi yorumlayan sanatcl, isi hakkinda detayli
bir yorum yapmadigi igin izleyiciler bir noktada agik uglu
bir sanat yapitinin karsisindalar. Ne yazik ki, demokra-
tik gelenekler icinde bile nasil yonetilmek istedigimize
karar veremedigimiz bir siirecte yasiyoruz. Tiirkiye'nin
sorunlu giincel politikasiyla garip bir drtiisme iginde olan
bu ¢alisma, ironik bir elestiri olarak da yorumlanabilecek
dinamikleri biinyesinde barindiriyor.

Video, sesli DVD, 10:15 dk.

Paris, Galerie Michel Rein izniyle

I The video work of Maja Bajevic
is composed of images of a woman's face and a man’'s hand
where the man is trying to tidy up the woman's hair. Like
the other works of the artist where she personally partici-
pates, the story has a character of various declinations, since
it also contains the factor of violence. Since the artist does
not give any detailed clues while interpreting the relation
between those governed and the ones governing them, the
spectators are across an open end art work. Unfortunately,
even within demacratic traditions, we live in a manner in
which we can not decide on how we are governed. This work
which, in a strange way reminds Turkey's problematic poli-
tics today, bears the dynamics to be interpreted as an ironi-
cal statement.

Video, sound DVD, 10:15 min.

Courtesy of Galerie Michel Rein, Paris
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ERTUG BALKAN

1983 Ankara, izmir'de yasiyor ve ¢alisiyor. | 1983 Ankara, lives and works in izmir.

e Ertug Balkan'in tasarladigi
gezici Camera Obscura, sergi kapsaminda halka acik
mekanlarda goriilebilecek olan tek calisma. Klasik bir
Camera Obscura'yi icine izleyicileri de alarak izmir'in
farkli sokaklarina ve meydanlarina tasiyan sanatgl,
sadece izmirlilere yasadiklari kenti farkli bir gézle ince-
leme firsati tanimiyor, oldukca yalin olmasina ragmen
fotograf teknigini de izleyicilere anlatan bu calisma
aslinda bakmak ile gormek arasindaki farkliliklara gon-
derme yapiyor. Gezici Camera Obscura ile ¢ekilmis olan
fotograflar sanatci tarafindan banyosu yapildiktan sonra
sergi mekaninin duvarinda yer aldi ve bdylece kavram-
sal olarak sergi mekaninin disi ile ici arasinda gérsel bir
kopri de kuruldu.

Sanatginin tasarladigi gezici “Camera Obscura”
“NEGATIF CAPAK SERISI“, 2010

Gezici “Camera Obscura” ile cekilmis siyah-beyaz fotograflar

I The mobile Camera Obscura
designed by Ertug Balkan is the single work within the exhibi-
tion content which can be seen in public areas. The artist who
takes the spectators in the classical Camera Obscura carry-
ing them to different streets and squares of Izmir, does not
only cause Izmir residents to see the city they live in with a
different eye. This work which also explains to the spectators
the technique of photography inspite of its simplicity makes
reflection on the difference between looking and seeing. The
photographs taken with the mobile Camera Obscura and
being developed by the artist were hung one by one on the
walls of the exhibition venue and thus a conceptual bridge
was built between the exterior and the interior of the exhi-
bition venue.

Mobile “Camera Obscura” designed by the artist

‘NEGATIVE CRUST SERIES", 2010

Black and white photos taken with mobile “Camera Obscura”
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RAMAZAN BAYRAKOGLU .

1966 Balikesir, Izmir'de yasiyor ve ¢alisiyor. | 1966 Balikesir, lives and works in Izmir.

I Ramazan Bayrakoglu
2000’lerden beri gelistirdigi islerinin neredeyse tama-
minda kitle iletisim araglarinda karsisina ¢ikan imge-
leri ya da kendi cektigi fotograflari bir tiir ¢ikis noktasi
olarak aliyor. Bunlari daha sonra farkli teknik ve malze-
melerle yorumlayarak belli bir tanimlama yapilmasi son
derece zor olan calismalar gerceklestiren sanatcl, lize-
rine vurgu yapmasa da, dznesinde kendisinin, kendi algi-
larmin oldugu bir giinliik tutuyor adeta. Bu kavramsal
tavir, sanatcinin el becerisi ve yeni malzemelerle deney-
lere girme tutkusuyla birlesince, Bayrakoglu'nun giinli-
guiniin tutkuya dayali yapisi daha da agik olarak dn plana
cikiyor. Sergi kataloguna konulan calisma da, bu giinli-
giin bir sayfasi olarak yorumlanabilecek dzelliklere sahip.

I n almost all of the works he
accomplished since the 2000's, Ramazan Bayrakoglu has
taken as a starting paint, images he came across in mass
media or photographs he took himself. Interpreting later
these images with different techniques and materials he
produces work extremely hard to define precisely, and even
though he does not emphasize it, he simply keeps a diary, the
subject of which is himself, his perceptions. This conceptual
approach, when coupled with his craftmanship and his pas-
sion to experiment with new materials, highlights the out-
standing passion-driven nature of Bayrakoglu's diary. The
work which will be placed in the exhibition catalogue has
aspects to be interpreted as a page of this diary.
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BURAK BEDENLIER y

1977 Istanbul, Istanbul'da yasiyor ve ¢alisiyor. | 1977 Istanbul, lives and works in Istanbul.

I Kendine ozgi tekniklerle
kendi mitolojisini kurmus olan Burak Bedenlier, bulun-
mus, kullanilmis nesnelerin izerinde tasidiklari yasan-
misla yakindan ilgilenerek, objelerin ge¢misiyle de diya-
loga ge¢meyi dnemsiyor. Sanatcinin sergi mekaninda
buldugu objelerle 2005-2010 arasinda gerceklestirdigi
heykelleri bir araya getirerek olusturdugu calismasi izle-
yicilere farkli duyarlilik alanlari agan bir karaktere sahip.
Sergide Titlin Deposu’'nun gegmisine gonderme yapan tek
is olan bu calismada, bulunmus objelerle kurgulanmis
heykeller arasindaki diyalog izleyicilere ilk bakista para-
doksal gelse de, Bedenlier bu iki farkli grupta yer alan
nesneler arasinda yaratici diisiincenin oniinii agan ortak-
liklar kurmayi basariyor.

Austro-Tiirk Tiitin Deposu’nda bulunmus objeler ve

sanatginin 2005-2010 arasinda gergeklestirdigi

heykellerden secki, degisik dlgiiler

I Burak Bedenlier, who has con-
structed his own mythology with original techniques, inter-
ested intensely in the have lived aspect of used objects con-
siders important to go into dialogue with the past of objects
also. The artist's work, bringing together the objects found in
the exhibition venue with the sculptures he produced in years
2005-2010 has a characteristic opening up new sensations to
the viewers. In the single work making a reflection to the past
of the Tobacco Warehouse, even if the dialogue between the
found objects and original sculptures may seem paradoxical
to the viewers at first sight, Bedenlier is successful in estab-
lishing an association in favor of creative thought between
the objects in these two different groups.

Objects found in Austro—Turkish Tobacco Building and

selection of sculpture produced by artist,

years 2005-2010, various sizes
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- Kunstakademie Diisseldorf'ta gerceklestirmis oldugu bir perfor‘-\_ \\ _ \\ .
~mans calismasi olan JA JA JA JA JA, NEE NEE NEE NEE NEE, daha A Tl o ~ \r\\ i
sonra Audio—CD olarak da yayimlanmistir. Siirekli olarak Niederhein o

bélgesinde konusulan Alman diyalegiyle evet ve hayir sézciikleri-
nin tekrarlanmasiyla olusan bu galisma, sanatcinin oldukca zor bir
donemine gonderme yapar. Politik calismalari nedeniyle Diisseldorf
"~ Akademisi'nin diger profesérleri tarafindan suglanan ve hakkinda
__akademi ici sorusturma baslatilan sanatgi, o donemde kabul gor-
meyen fikirleri nedeniyle genis bir cevre tarafindan dislaniyordu!
Kelimenin tam anlamiyla yel dedirmenlerine karsi savasan Don Kisot
~___kimliginde Beuys, sanatla yasam arasindaki kalin duvarin kalkmasi,
: *demokratik, yeni yorumlara acik bir sanat ortaminin olusmasi igin _
miicadele ediyordu. imkansizin pesinde olan sanatcinin ironik bi

yaklasimla tekrarladigi evet ve hayirlar, ara sira duyulan kahkaha

:ﬂ!"fﬁg‘sesleriyle birlikte bu calismaya hangi kosulda olursa olsun cesaretin, ?f"‘-'

ne kadar onemli oldugunu vurgulayan bir dzellik katar. Bu cesarete

_hayran oldugum icin Beuys'un sesini sergiye tagimaya karar verdim.

Ses, 65 dk.

I A JA JA JA JA, NEE NEE NEEjgS
NEE NEE which is a performance work Joseph Beuys has done in

Kunstakademie Disseldorf, on 14 December 1968, is also published as
an Audio—CD later. This work compased by the repetition of the words
yes and no in the German dialect used in the Niederhein region, makes

reflection to a quite difficult period of the artist. The artist, accused by

his fellow professors and investigated within the Diisseldorf Academy,
because of his political endeavors, was not accepted by a wide circle of
people due to his unaccepted opinions during that period. Beuys, exacly.

with the Don Quiote identity fighting against the windmills, was strug
gling for the removal of the thick wall between art and life, for the forma-
tion of a democratic environment of art, open to new interpretations. T
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GIANNI CARAVAGGIO

1968 Rocca S. Giovanni, Milano'da yasiyor ve ¢alisiyor. | 1968 Rocca S. Giovanni, lives and works in Milan.

I Gianni Caravaggio'nun calis-
masl, bir performans olarak tasarlanilmasina ragmen,
daha sonra bir tiir yerlestirme olarak konumlandirilmis,
kelimenin tam anlamiyla disiplinlerarasi bir karaktere
sahiptir. Sanatci kendisinin formlandirdigi bronz, mermer
gibi nesnelerle sergi mekaninin duvarlarinda izler bira-
kan bir eylem gerceklestirdiginde, genellikle dekora-
tif bir karaktere sahip olan white cube sergileme esteti-
gine karsi olan tepkisini dile getiriyordu. Duvarlarda kalan
izler, sanat piyasasina oldugu kadar giderek onun etkisi
altina giren edilgen miize olgusuna da gonderme yapan bir
karaktere sahiptir. Sanatci duvarda izleri kalan objelerin
kendilerini sergiledigi zaman bir tir yerlestirme, heykel
diizenlemesi gerceklestirmis oluyordu. Caravaggio'nun
odasina giren izleyicilerin duvarlardaki izleri gormesi,
onlarla sanatginin objeleri arasinda bir diyalog kurmasi
bir ¢irpida gergeklesecek bir durum degil. Belli bir siire-
nin gecmesi gerekiyor. Bu siire, izleyicinin yapitla bagbhasa
kaldigi o garip ana gonderme yaptigi igin, Caravaggio’nun
ozellikle Gzerinde durdugu konulardan biridir.

Giimiis kapli bronz, bronz, aliiminyum, mermer, soya

fasulyesi, sanatgi tarafindan izerinde ¢alisilmis duvarlar

Milano, Galleria Francesca Kaufmann izniyle

I The work of Gianni Caravaggio
although projected first to be a performance, later situated
as an installation, has an inter-disciplinary character, with
the pure sense of the term. The artist when he performed
an action on the exhibition venue walls by leaving traces of
the bronze, marble balls he produced, he was expressing his
reaction against the usual decorative white cube exhibition
aesthetics. The traces on the wall make reflection to the art
market as well as the passive museum fact which under-
goes more and more on the effects of art market. When the
artist had exhibited the objects which made the traces on the
wall, he was doing an installation, an arrangement of sculp-
ture. To have the viewers see their traces on the wall, to
build a dialogue between them and the objects of the artist
is not a situation to reach immediately. Some time is needed.
This period, because it reflects that strange moment when
the viewer is face—to—face with the work, is something
Caravaggio would like to emphasize especially.

Silver plated bronze, bronze, aluminum, marble, soybean,

Walls worked by the artist

Courtesy of Galleria Francesca Kaufmann, Milan
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ERGIN CAVUSOGLU

1968 Bulgaristan, Londra’'da yasiyor ve ¢alisiyor. | 1968 Bulgaria, lives and works in London.

e Bir video sanatgisi olan Ergin
Cavusodglu, film teknigini kullanmaya baslamadan dnce
uzun bir siire desen, tuval, duvar resmi gibi klasik metod-
larla calisti. Onun gizerek anlatmaya olan tutkusu, istin
yetenekli 6grenci statiisiiyle Sofya’da (Petrov School of
Fine Arts) aldi§i egitimden beri calismalarinin temelini
olusturur. Sergide yer alan desen, Cavusoglu’'nun her ne
kadar sinema anlatimini kendisine yakin bulsa da, kagitla,
cizgiyle ugrasmaktan vazgegmediginin kaniti. Bu soyut
karakterli desende, kiiclik bir topun arkasinda biraktig
iz goriliyor. Bu yalin kurgu, bir hikdye anlatmaktan cok,
cizmenin, gizerken elin aldigi hazzin pesindeki sanatcinin
konumuna gonderme yapiyor.

Kagit iizerine miirekkeple desen

157 cm x 120 cm

I Ergin Cavusoglu wha is a video
artist, for a long time, worked with classical methods like
drawing, painting, wall painting before he started using the
film technique. His passion for expressing by drawing is the
basis of his works since his education years in Petrov School
of Fine Arts, Sofia as a gifted student. Although he finds
expression in cinema mare favorable, his work in the exhibi-
tion indicates that he has not given up drawing. In this draw-
ing of abstract character, one sees the trace left by a small
ball. This simple story, makes a reflection to the position
where the artist is: instead of telling a story, being after the
pleasure of drawing.

Drawing on paper with ink

157 cm x 120 cm
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MEHMET DERE

1979 izmir, izmir ile Van'da yasiyor ve ¢alisiyor. | 1979 izmir, lives and works in [zmir and Van.

e Bellek kavramiyla ilgili calis-
malarinda desen, obje, heykel gibi farkli teknikleri kulla-

I As an artist who uses in his
works elements like design, objects, sculpture pertaining to
nan Mehmet Dere, arastirmalarini Tiirkiye'nin yakin tarihi the notion of memory, Mehmet Dere focuses his research on
ve giincel dinamikleri tizerinde yogunlastiran bir sanatgI. the recent history of Turkey and the dynamics of today. The
Onun caligmalarinda kendini 6n plana gikaran kara mizah, black humor in his work with which he stands out, most of
cogu kez glilmekle aglamak arasindaki noktayi isaret-  the time pointing at the line between laughing and crying,
ledigi icin, izleyicileri tedirgin eden bir dzellige sahip. makes the viewers feel uneasy. When criticising the system
Sergide yer alan altmis bes metre uzunlugundaki duvar or when developing a political attitude, Dere does not hesitate
resmi de bu tiir bir tedirginligi destekledigi icin, anlam-  to use slogans, to interpret expressions of sub—culture as
landirilmasi, yorumlanmasi kolay olmayan bir ¢alisma. an element. The work he has created has, however, a richer
Tirkiye'deki glincel politik siireg, hangi siyasi fikir cer-  visual value, much more outstanding, because his manner
cevesinde olursa olsun, genis emekgi kesimlerin somii- in approaching details gives the viewers various clues. The
rilmesi tizerine kurulu. Dere bu sistemi elestirirken ve viewers wishing to know what these are must look closer at
politik bir tavir gelistirirken sloganlari kullanmaktan, alt-  the wooden table.
kiiltiire ait soyleyis bigcimlerini bir eleman olarak yorum-

lamaktan cekinmiyor. Ama ortaya cikardigi calisma, bun-  “UNTITLED", 2009

larin Ustiinde gérsel bir zenginlige, farkli bir durusa sahip, Drawing on wooden table, diameter 75 cm,
ciinkil sanatginin detaylarin iizerine giden yaklasimi izle-  Private collection, Istanbul
yicilere farkli ipuglari veriyor. Bunlari merak eden izleyici-

lerin tahta siniye bakmalari gerekli. “SELF SERVICE", 2010
Wall painting: “DEMOCRACY HALF PORTION BEANS HALF
PORTION RICE HALF SOUP JUSTICE A BIT OF THE SAUCE TOO”

Spray paint over wall, 1.5m x 65 m,

“ISIMSiz", 2009
Tahta sini izerine resim, genislik 75 cm

Ozel koleksiyon, Istanbul

“SELF SERVIS", 2010
Duvar resmi: “DEMOKRASI AZ KURU AZ PILAV
AZ CORBA ADALET SUYUNDAN DA KOY”

Duvar izerine sprey boya, 1.5m x 65 m
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ERSAN DEVECI .

1969 Denizli, izmir'de yasiyor ve calisiyor. | 1969 Denizli, lives and works in izmir.

e Calismalarinda uzun siiredir
askerleri ve giinlik yasamlarinin detaylarini konu eden
Ersan Deveci, her seyden dnce keskin bir gézlem ve soyut-
lama glicii olan bir sanatgi. Tiirk toplumunun militarist egi-
limlerine génderme yaparken bunu sloganlastirmadan, ele
aldigr motifleri sembollestirmeden yorumlayan Deveci, soy-
lemini bir st dil dreterek glindeme getiriyor. Sergideki
calismalari, askerler diinyasinin izlerini tasimakla beraber
boyama tarzlari ve teknik yeterlilikleriyle farkli mesajlari
biraraya getiren bir karaktere sahip. Boyama mi yoksa baski
mi oldugu kesin anlasilamayan imgelerin yer aldigi tuvaller
izleyicilere ilk bakista tanidik gelse de, sanatcinin ele aldig
objelerin ait olduklari kavramsalliktan koparildigi dikkati
cekiyor. Bir su matarasini, gaz maskesini tek basina resim-
lediginde Deveci, bu nesnenin temsil ettigi, cagristirdigi kav-
ramlardan uzaklasiyor ve bir cesit fetislestirme kimligine
gonderme yaparak yeni yorumlarin kapilarini araliyor.

17 adet 25 cm x 35 cm tuval, vinleks izeri enamel boya

I Ersan Deveci, who for a long time
has taken as subject matter, the military and the details of their
daily life, is an artist, above all, one with a keen observation and
abstraction capacity. When making reflection on the militarist
tendencies of the Turkish society he conveys his “claim” with-
out using it as a slogan, without symbolizing the motifs he uses;
creating an upperlanguage. His works in the exhibition carry
the traces of the soldiers’ world, nevertheless, with the paint-
ing style and the technical qualification they possess, they can
be characterized as conveying different messages together. The
canvases on which objects are drawn, hard to detect if painted
or printed, look familiar to the viewer at first, however the fact
that the objects chosen by the artist are noticed to be broken
apart from their conceptualism. When having painted a canteen,

a gas mask alone, Deveci opens doors to new interpretations
by taking away what the object represents or the notion it is
associated with, and making a reflection to a fetishising identity.

17 pieces, each 25 cm x 35 cm canvas, vinylex, enamel paint
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SULEYMAN DUMAN

1984 Kirklareli, izmir'de yasiyor ve calisiyor. | 1984 Kirklareli, lives and works in izmir.

s Fotograflarint 1950'Llerde
tiretildikten sonra piyasadan kaldirilmis olan fotograf
kagitlari tizerine basan Silleyman Duman, sadece sari,
mavi ve kirmizi renklerinin 6n plana ¢iktigi calismala-
rinda izleyicilere ilk bakista kolay kavranamayan kom-
pozisyonlar sunuyor. Dikkatli olarak bakildiginda gorii-
lebilecek olan fotograflar, artik yikilmak tzere olan eski
izmir evlerine ait mimari detaylari, terk edilmis mekanlari,
objeleri, esyalari giindeme getiriyorlar. Her biri ayri bir
hikaye anlatacak kadar yiiklii olan galismalar, sadece
yitik zamanin pesinde ilerlemekle kalmayip izleyicilere
bugiine ait kavramlari da duyumsatiyorlar.

10 adet fotograf, 20 x 25 cm, 33 x 28 cm (paspartu boyutlari)
Sanatgi baskisi 1/1

I Suleyman Duman, who printed
his photos on photo paper which is no longer in the market,
produced in the 1950's, presents to the viewers composi-
tions which at first cannot be conceived, standing out with
their yellow, blue and red colors. The photographs. which
one can see by looking closer, bring to attention the architec-
tural details of old Izmir houses about to collapse, abandoned
buildings, objects, furniture. These works, each of which is
loaded enough to tell a story, progress not only in search of
lost time but they also make the viewers sense the notion of
belonging to—date.

10 photographs, 20 x 25 cm, 33 x 28 cm (dimensions of frames)

Prints of artist 1/1
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ANNA FASSHAUER

1975 Kaln, Berlin'de yasiyor ve ¢alisiyor. | 1975 Koln, lives and works in Berlin.

s Anna Fasshauer’in oldukga
genis bir alana yayilan yerlestirmesi, sanat¢inin Berlin
Tren Gari'nda gektigi bavul fotograflarinin biyttilmis
siyah beyaz fotokopileri ile Tiitlin Deposu’'nda kullani-
lan eski sablonlarin yeniden yorumlanmasindan olusu-
yor. Tren garlari da havalimanlari gibi kesin bir karakteri
olmayan, gelis ve gidislerle anlamlandirilan yerlerdir.
Sanatgi serginin yapildigi alani bu tir bir kimlikle yorum-
luyor. 1951-1994 yillarinda titiinlerin islenip ihrag edile-
bilir hale getirildigi Tatiin Deposu’ndan, Yokohama’dan
Buenos Aires’e kadar birgok noktaya iriin gonderiliyordu.
Titiin, zevk veren bir tiiketim nesnesi olarak farkli ilke-
ler ve kiltirlerden dinleri, dilleri ayri olan insanlar ara-
sinda da bir ortaklik kuruyordu. Anna Fasshauer, tutkulu
bir sigara tiryakisi olmasinin da verdigi itici gicle, sigara
icmekle seyahat etmek arasinda etkileyici bir diyalog kur-
dugunu duyumsatiyor. Sanatginin kullandigi orijinal sab-
lonlari okuyan izleyiciler, bu diyalogun ne kadar etkileyici
oldugunu daha iyi kavrayabilirler.

Yerlestirme, biiyiitilmiis siyah beyaz fotokopiler ve Austro-

Tiirk Tiitiin Deposu’nda bulunmus sablonlar, degisik dl¢iiler

Sanatginin Tiirkiye'de sergilenen ilk calismasi.

I Anna Fasshauer's installa-
tion which is spread out in quite a large space, is composed
of enlarged photocapies of the luggage photos she took in
Berlin train station and the reusage of old shablons once
used in the Tobacco Warehouse. In the years 1951-1994, from
the Tobacco Warehouse after the tobacco was processed and
was ready to be exported, produce was sent to many cities,
stretching from Yokohama to Buenos Aires. Tobacco, as an
intoxicating consumption item, was building a common plat-
form among people of many countries and cultures of differ-
ent religions and languages. With the driving force coming
from the fact that she is a heavy smoker, Anna Fasshauer
gives the impression that she has built an effective dialogue
between smoking and travelling. The viewers who observe
closely the original shablons she used, can notice the effec-
tiveness of this dialogue.

Installation, enlarged black&white photocopies and shablons

found in the Austro—Turkish Tobacco Warehouse, various sizes

The artist’s first work exhibited in Turkey
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MOUNIR FATMI 94

1970 Tanca, Paris’te yasiyor ve calisiyor. | 1970 Tangier, lives and works in Paris.

s Sergide iki farkli calismasi I—— Mounir Fatmi, who takes part

ile yer alan Mounir Fatmi, eszamanli olarak desen, video, in the exhibition with two different works of his, is known to
heykel ve yerlestirme tekniklerini kullanarak giincel, behave with political and poetic approaches to contempo-
sosyal, ekonomik gelismelere politik ve siirsel tavir- rary, social, economic developments; using painting, video,
lar getirmesiyle taninir. Sanatcinin duvar resmi semavi sculpture and installation techniques isochronally. While his
dinler arasindaki gii¢ miicadelesine génderme yaparken, wallpainting makes reflection on the fight for power among
video calismasi Fransa'nin sémiirge tarihine elestirel bir celestial religions, his video brings about a critical look at the
bakis getiriyor. Fatmi elestirisini — vgisiini de, sovgli-  colonial history of France. Since Fatmi does his criticism and
siinii de - imgeler Uzerinden dile getirdigi igin, izleyiciye appreciation with images, he has developed a style in which
kesin mesajlar géndermeyen bir anlatim tarzi gelistirmis- no defined messages are sent to the spectator. The fact that
tir. Calismalarin Ustii kapali duran anlamlarla beslenmis the works are supported by undisclosed meanings is a char-
olmasi da farkli sorulari glindeme tasiyan bir ozelliktir. acteristic which brings other questions to the agenda.
“THE BEAUTIFUL LANGUAGE", 2009 “THE BEAUTIFUL LANGUAGE", 2009

Video, 16:29 dk. Video, 16:29 min.

Diisseldorf, Galerie Conrads izniyle Courtesy of Galerie Conrads, Disseldorf

Sanatginin Tiirkiye'de sergilenen ilk calismasi The artist’s first work exhibited in Turkey

“LE GRAND PARDON", 2009 “LE GRAND PARDON", 2009

Duvar resmi Wall painting
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MURAT GERMEN -

1965 Ankara, Istanbul'da yasiyor ve ¢alisiyor. | 1965 Ankara, lives and works in Istanbul.

I Unlii Sark Ekspresi hig kus-
kusuz Dogu ile Bati kiiltiirleri arasindaki garip diyalogun,
farkli okuma ve anlamlandirmalarin yansimasi olarak
degerlendirilebilecek bir potansiyele sahip. Murat Germen
bu treni son istasyonu olan Sirkeci Gari'nda fotografladik-
tan sonra iizerinde galisarak oldukga farkli bir panoramik
kolaj gerceklestirdi. ilk bakista fantastik dgelerle siisli
olan bu calisma, ELlif Ayiter'in Second Life'tan gelistirmis
oldugu figirlerle birlikte ele alindiginda, iki farkli sanatgi
yaklasimini birlestiren bir 6zellige sahip. Birisi gercekler,
digeri ise kurgular iizerine temellenen bu sanatsal yak-
lagimlar, her seyden dnce ¢agdas sanatin ¢ok katmanli
yapisina gonderme yapiyorlar. Germen, sanatsal gelisim
cizgisinde kendisine yeni bir ufuk acan bu galismasinda
gostermis oldugu cesaretli tavirla, izleyenleri de farkli
bir maceraya katilmaya davet ediyor. Bu macera, kliseler
tizerine kurulu Sark Ekspresi mitosundan baslayip dort
adet avatar'in fantastik dykiilerine dek genis bir alani kap-
sadigi icin heyecan verici.

Manipule edilmis sayisal fotograf teknigi ile iretilmis calisma

80 cm x 14m, 1/1 baski

Istanbul, Galeri C.A.M. izniyle

s The famous Orient Express
no doubt, has the potential of being interpreted as a reflec-
tion to the strange dialogue, different readings and interpre-
tations between the East and West cultures. Murat Germen,
having photographed this train at its last station, Sirkeci Train
Station, worked on it to obtain a different panaromic col-
lage. Decorated with fantastic elements striking the eye at
first, this work, when taken up with the figures ELif Ayiter has
developed from Second Life, has the characteristic of weld-
ing the approaches of the two different artists. These artistic
approaches, which dwell one on reality and the other on fan-
tasy, before anything else, make a reflection to the multi lay-
ered structure of contemporary art. Germen, with the daring
behavior an this work which opens up new horizons in his
artistic life, invites the spectators to join a different kind of an
adventure. Because it consists of a large space starting from
the Orient Express myth built on cliches to the fantastic sto-
ries of four avatars, the adventure is very exciting.

Work produced with manipulated digital photograph technique

80 cm x 14m, print 1/1

Courtesy of Galeri C.A.M, Istanbul
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ULRIKE GROSSARTH

1952 Oberhausen, Berlin ve Dresden’de yasiyor ve ¢alisiyor. | 1952 Oberhausen, lives and works in Berlin and Dresden.

e Ulrike Grossarth farkli tek-
niklerle siirdiirdiigi calismalarinda ozellikle tarih, hatir-
lama kavramlari ve bunlarin doniistirilmesi iizerine
giden bir tavir gelistirmistir. Sanatginin Leibniz, Kant,
Diderot gibi diistniirlerin fikirlerini ¢ikis noktasi olarak
gelistirdigi yerlestirmelerinde izleyicileri alisik olmadik-
lar1 bir imge diinyasi ile basbasa birakmasi, ilk bakista
yorumlanmasi oldukca zor goriinen bir dzellige sahip-
tir. Clinki sanatgl izleyicilere yapiti nasil yorumlayacak-
lari hakkinda ipucu vermez. Her bilgiyi altin tepsi tizerinde,
basit agiklamalarla kabul eden izleyici kitlesine, Leibniz'in
diisiince diinyasi iizerine kurulu bir heykel nasil agiklana-
bilir? Grossarth'in calismalarinin erdemi, sanatsal (re-
timin arkasindaki felsefi, tarihsel, sosyolojik duruslari
yansitmasidir. Sanatginin sergide yer alan duvar resmi
ve desenlerinden olusan projeksiyon, izleyicilere onun
calisma tarzini agiklayan ozelliklere sahiptir. Duvar res-
minde ve desenlerinde kullandig figiirleri 1990'lardan
beri siirekli olarak calismalarinda doniistiiren sanatgi, bu
noktada sembollerin iizerine giderek, onlarin tarihte ve
giiniimiizdeki farkli anlamlarini sorgular. Bu semboller bir
tiir labirent olsalar da, icine girmek gerekir.

Duvar resmi ve sanatginin desenlerinden olusan projeksiyon

Sanatginin Tiirkiye'de sergilenen ilk calismasi

I Ulrike Grossarth, with her
works produced with various techniques, has developed a
behaviour addressing and transforming the notions of his-
tory and remembering especially. With the installations she
develops using the opinions of Leibniz, Kant, Diderot as origin,
she puts the viewers across an unusual image world with a
characteristic quite hard to interpret at first sight. Because,
the artist gives no clues to the spectators about how they
should interpret it. How can a piece of sculpture based on
the philosophy of Leibniz be explained to an audience who is
used to being presented each knowledge with simple expla-
nations on a gold tray? The virtue in Grossarth's works lies
on the fact that they reflect the philosophical, historical and
sociological arguments behind the artistic production. The
projection which consists of the artist's wall painting and
drawings has characteristics making reflection to the expla-
nation of her working style. By recycling continually since
1990's the figures she used on her wall paintings and draw-
ings, thus addressing symbols, she questions their different
meanings in history and on our day. Even if these symbols
appear to be labyrinths, one must enter them.

Wall painting and projection of the artist's drawings

The artist’s first work exhibited in Turkey
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YU HIRAI

1963 Tokyo, Paris’te yasiyor ve ¢alisiyor. | 1963 Tokyo, lives and works in Paris.

I Yu Hirai'nin renkli fotograf-
lari ilk bakista rastlantisal, bulanik, tesadif eseri gekil-
mis anlik enstantaneler gibi goziikse de, sanatgi her kom-
pozisyonun dnce desenini ¢izip daha sonra bu deseni farkli
oyuncaklarla, bebeklerle kurgulayarak olusturur ya da
bu desene uygun gercek mekanlari bulana kadar arastir-
malarini stirdiriir. Fotografini cekerek belirlemis oldugu
goriintii, sanatginin her detayini son derece kesin bir titiz-
likle hesapladigi bir kompozisyondur. Sergide yer alan on
tic renkli fotograf, Hirai’nin 1997'den beri izerine calis-
tig1 bir dizinin parcalari olarak yanyana geldiklerinde bir
anlatiyi giindeme getirirler. Calismalar sergide bu anla-
timin tersinden baslayarak izleyicilere sunulmustur.
Dérdiincii katin merdivenlerinde izleyicileri karsilayan kir-
mizi pabuglarin oldugu ayaklar, Hirai’'nin anlatisinin son
sahnesidir. Kendisi goziilkmeyen bu figlriin bir giinlik
programi tersinden baslayarak izleyenlere her fotografla
sahne sahne anlatilmaktadir. Dikkatli gozler bu figirin
biiyiik bir cadirda gdsteri yapan bir sirke gittigini, bu sirk-
teki akrobatlarin, danscilarin, trapezcilerin, palyacola-
rin numaralarini izledigini anlayacaktir. Dizinin sonundaki
fotografin yagmurlu bir ikindi saatini gdstermesi bosuna
degildir. Kestane agaclarinin altinda yalniz yiiriiyen bu
figir belki de sanatginin kendisidir.

13 adet renkli fotograf

Tokyo, Gallery Out of Place izniyle

Sanateinin Tiirkiye'de sergilenen ilk calismasi

I Even though Yu Hirai's col-
ored photographs seem coincidental, blurred instances, ran-
domly taken at first sight, the artist, for each of her compo-
sition, first draws a design and then applies this design to
different toys, dolls with stories, or else, she keeps search-
ing until she finds appropriate venues for her design. Each
image she has fixed by photographing is a composition the
details of which she has calculated with absolute attention.
The thirteen colored photographs which take part in the exhi-
bition as the pieces of a series which Hirai has worked since
1997, tell us a story when brought together. In the exhibition,
the works are presented in reverse to the viewers. The feet in
red shoes greeting the viewers at the stairs of the fourth floor,
show the last scene of Hirai's story. A day's program of the
invisible figure is told to the viewer scene by scene with pho-
tographs in reverse order. Attentive eyes will discern that the
figure is going to a circus in a big tent and that she is watch-
ing the shows of the acrobats, dancers, trapezers, clowns in
the circus. It is not in vain that the photograph at the end of
the series indicates a rainy afternoon hour. This figure walk-
ing alone under the chestnut trees may be the artist, herself.

13 photographs in color

Courtesy of Gallery Out of Place, Tokyo

The artist’s first work exhibited in Turkey
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SEMA KAYAONU

1987 Izmir, izmir'de yasiyor ve ¢alisiyor. | 1987 izmir, lives and works in [zmir.

I Kendisinin cektigi fotog-
raflari ¢ikis noktasi alarak gerceklestirdigi kolajlarinda
Sema Kayadni, genellikle tiketim toplumunun yasam
bicimini sergiledigi alisveris merkezlerini konu ediyor.
Tirkiye bu tir aligveris merkezleriyle 2000'li yillarda
tanisti ve kisa bir siire icinde bu mekanlar ailelerin toplu
olarak zaman gegirdikleri bir alan olarak, alisveris disin-
daki amaglar iginde kullanilmaya baslandi. Kayaonii figir
kullanmaksizin bu mekanlari ¢alismalari igin yorumla-
maya giristiginde, kolaj tekniginin giindeme getirdigi tc
boyutlu etkileri son derece dikkatli kullanarak izleyici-
lerde adeta bos bir sahnenin dniinde durduklari hissini
uyandiriyor. Bu his, mekanin kurgulanmasi anlamina da
geliyor ki, Kayaonii bu egilimiyle, modern resim gelenegi
icinde De Chirico, Morandi gibi sanatcilara referans ver-
digi gibi, giinimiiz sanatinda Robert Kusmirowski, Tina
Benz basta olmak {izere birgok geng sanatcinin yaklagim-
lariyla drtiisen bir egilim icinde.

Kagit kesme, akrilik boya, kolaj, 143 cm x 200 cm

I Using the photographs she
takes as the starting point, Sema Kayadnu, in her collages,
usually picks as subject matter shopping centers where she
portrays the lifestyle of the consumption society. These cen-
ters were introduced to Turkey in the 2000's and after a short
time, they began to be used as for other purposes than shop-
ping, as areas where families passed time together. When
Kayadnu starts to interpret these places without using fig-
ures for her works, she uses the three dimensional effects
of the collage technique very attentively, giving the view-
ers simply a feeling of an empty scene. This feeling, can be
taken as the space story also, thus this tendency of Kayaon,
within the Tradition of Modern Painting gives reference to art-
ists like De Chirico, Morandi and within today’s art would cor-
respond to the approaches of many young artists like Robert
Kusmirowski, most of all Tina Benz.

Cut paper, acrylic paint, collage, 143 cm x 200 cm
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MARKUS KEIBEL

1964 Stuttgart, Berlin'de yasiyor ve calisiyor. | 1964 Stuttgart, lives and works in Berlin.

s Kavramsal bir sanatci olan
Markus Keibel, PORT iZMIR 2 icin, birisi izmir Goethe
Enstitisi'nde digeriyse Titiin Deposu’nda gdsterilme-
sine ragmen birbiriyle diyalog kuran iki calisma gercek-
lestirdi. Goethe Enstitlisii’'ndeki duvar resmi dzgiirliik
temasini yorumlarken, Tiitiin Deposu’ndaki toz boya kulla-
narak gerceklestirilmis olan yerlestirme, acik uclu cagri-
simlari giindeme getiriyor. izleyicilerin ayaklarini basarak
degistirmeleri, ylrirken biraktiklari izlerle farklilastir-
malari icin tasarlanmis olan yerlestirme, formunu sirekli
olarak degistiren bir karaktere sahip. Toz boyalar izleyi-
cilerin yardimiyla yavas yavas mekana dagilirken etkile-
yici renklerini de kaybediyorlar. Béylece form olgusunun
bilinen karakteristiklerini yitirdigini algiliyoruz. Bu dzellik
de yasanmisliklardan yola ¢ikarak imgesel olani sergiye
tasimayi amaclayan sanatginin ana hedeflerinden biridir.

Yerlestirme, toz boyalar

I Markus Keibel who is a con-
ceptual artist, has realized two works for PORT IZMIR 2, in
dialogue with each other; ane in Goethe Institute of izmir and
the other in the Tobacco Warehouse. As the wall painting in
Goethe Institute interprets the theme freedom, the instal-
lation made with powder paint in the Tobacco Warehouse
recalls open ended associations. The installation designed
for the viewers to walk over and change or leave traces
as they walk, is characterized with a form changing con-
stantly. As the powder paint gets dispersed to the exhibition
venue with the help of the viewer, the colors lose their inten-
sity. This way we perceive that form has lost its usual prop-
erties. The artist starting from the have lived state's aims to
bring the visual to the exhibition and this particularity is one
of his main targets.

Installation, powder paint
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SIMIN KERAMATI

1970 Tahran, Tahran'da yasiyor ve ¢alisiyor. | 1970 Teheran, lives and works in Teheran.

I Siyah bir zemin Uzerinde beli-
ren melankolik bir kadin yiizii Simin Keramati'nin Self
Portrait isimli video calismasinin ana imgesi. izleyiciler,
geri planda sokak seslerinin duyuldugu karanlik odada
yavas yavas bu yiiziin siyaha biiriinerek adeta kaybol-
dugunu farkediyorlar. Sanatcinin el yazisiyla Farsga ve
ingilizce olarak yazdi§ ciimleler, giderek gériinmez bir
hale gelen kadin yiiziiniin arka planindaki duygu, ruh, alg
diinyasini izleyicilere yalin bir dille aktariyor. Ciimleler
siyaha biiriinen duvar yiizeyinde bir goriintip kayboldu-
gunda, bu yiziin sanat¢inin kendisine, sokak seslerinin
ise Tahran'daki bir caddeye ait oldugunu kavramak zor
olmuyor. Sanatcinin calkantili anaforlarla yiikli olmasina
karsin iran’daki politik ve sosyal dniisiimlere gonderme
yapan calismasinda, anlatimciliktan, dtekilestirme-
den uzak durmasi lizerinde durulmasi gereken bir erdem
olarak karsimiza cikiyor. Bu galismanin yalin aurasindan
etkilenmemek elde degil.

Video, sesli DVD, 7:20 dk.

Sanateinin Tiirkiye'de sergilenen ilk calismasi.

I The face of a melancholic
woman on a black background is the main image of Simin
Keramati's video work called Self Portrait. In the dark room
where some street noises are heard in the background, the
spectators watch this face becoming black, almost disap-
pearing. The sentences in Persian and English written by the
handwriting of the artist, behind the disappearing face of the
woman tell the spectators her feelings, psychology and per-
ceptions in a simple language. When the sentences on the
blackened wall appear and disappear, it is not difficult to
grasp that the face belongs to the artist herself and the street
noises belong to a street in Teheran. In spite of being loaded
with storming agitation and addressing in her work the polit-
ical and social cycles in Iran, the fact that she keeps herself
away from telling, alienating, stands out as a virtue worth
emphasis. It is not possible to stay indifferent to the simple
aura of this work.

Video, DVD with sound, 7:20 min.

The artist’s first work exhibited in Turkey
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GEREON KREBBER

1973 Oberhausen, Kiln'de yasiyor ve ¢alisiyor. | 1973 Oberhausen, lives and works in Cologne.

e Alisilmadik malzemelerle
calisan Gereon Krebber, heykellerinde form olgusunu
bosluklarin algilanmasi, dénistiirilmesi Gizerine kurar.
Serginin son katinda yer alan galismasiyla sanatgl, hem
izleyiciler icin bir tiir gorsel bariyer olusturuyor hem de
Titin Deposu’nun mimarisiyle yakin bir iletisime gece-
rek etkileyici bir renk biitinliigini devreye sokuyor.
Kullanilan malzemenin yaratmis oldugu kaotik goriin-
tilerle birlesince renk bitinligi izleyiciyi yerlestirme-
nin icine davet eden bir karaktere sahip. Calismanin ger-
ceklestirildigi alan tavandan giin 1si1g1 aliyor ve giinesin
yogunluguna gore degisik saatlerde farkli karakterlere
biirtinen yerlestirme, biinyesinde barindirdigi dinamizmi,
karanlik ¢oktugu anlarda da koruyor. Sanatgl, calismasini
basamaklara oturularak izlenebilecek sekilde tasarladig
icin bantlarin arasindan sizan isiklar yerlestirmenin en
etkileyici ozelliklerinden birini olusturuyor. Krebber, dis-
lerle gercekler arasinda koprii olarak degerlendirilebile-
cek olan galismasinda bos alanlari formlandirarak etkile-
yici bir sdylem gelistiriyor.

Renkli bantlarla gergeklestirilmis yerlestirme, yiikseklik 8 m.
Kaln, Galerie Christian Lethert izniyle

Wilhelm — Lehmbruck Bursu yardimi ile gergeklestirilmistir.

Sanatginin Tiirkiye'de sergilenen ilk calismasi

—— Gereon Krebber who prefers to
work with unusual materials, bases the concept of form in his
sculpture on perceiving and transforming void. With his work
on the last floor of the exhibition, the artist creates a visual
barrier for the viewers and at the same, by relating closely to
the architecture of the Tobacco Warehouse, he puts an effec-
tive unity of colors into life. The unity of color when combined
with the chaotic images created by the material used, has a
character of inviting the viewer inside the installation. Since
the artist has designed his work so that the viewers can sit
on the stairs and watch, the lights which beam out through
the tapes are the most striking aspects of the work. Because
the area where the work is situated takes daylight from the
top, the installation displaying different characters according
to the degree of sunlight concentration, keeps its dynamism
also in the darker haurs. In his work which can be evaluated
as a bridge between dreams and realities, Krebber develops
an effective claim by giving form to empty space.

Installation with tape, various colors, height 8 m.

Courtesy of Galerie Christian Lethert, Cologne

Realized with the aid of Wilhelm — Lehmbruck Scholarship.

The artist’s first work exhibited in Turkey
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MIRJAM KUITENBROUWER

1967 Nijmegen, Arnhem’de yasiyor ve ¢alisiyor. | 1967 Nijmegen, lives and works in Arnhem.

I icinde farkli mercekle-
rin, biyiteclerin ve optik aletlerin yer aldigi ¢alisma-
siyla Mirjam Kuitenbrouwer izleyicilere farkli gorsellik-
ler sunuyor. Sanatginin kendisinin yaptigi camera obscura
ile cekilmis olan biiylik bir siyah beyaz fotografin zemin
olarak kullanildigi duvar heykeli, bircok malzeme ve tek-
nigi biinyesinde barindiran bir karaktere sahip. Temelinde
fotograflama siireclerindeki 1s1k olgusuna génderme
yapan calisma, izleyicileri bu konuda diisiinmeye, 151gin
algilanmasiyla olusan farkli goriintiileri incelemeye davet
ediyor. Kuitenbrouwer'in adeta bilimsel bir deney yapar-
casina elde etti§i sonuclari asama asama calismasina
ekledigi duvar heykelinde, siyah-beyaz fotograf baskila-
rindan Polaroid cekimlere kadar bircok teknikle elde edil-
mis goriintiler var. Her biri ayri bir gorsel arastirmayi
temsil eden fotograflarin biiylik bir cogunlugu, sanatginin
atolyesine ait gériintileri 6n plana cikariyor. Dikkatli goz-
lerin daha iyi anlayabilecegi gibi, sanatgl izleyicilere belli
bir yorum yerine, farkli yorumlama olanaklari sunarak,
calismasini agik uglu hale getirmeyi basariyor.

Duvar yerlestirmesi, duvara monte edilmis

fotokopi, fotograf, mercekler, degisik boyutlu

demir ¢ubuklar, 290 cm x 360 cm x 140 cm

Amsterdam, Galerie Ferdinand van Dieten izniyle

Sanateinin Tiirkiye'de sergilenen ilk calismasi

I \With her work including lenses,
magnifiers and optical instruments, Mirjam Kuitenbrouwer
is displaying the spectators different imageries. The wall
sculpture using the big black&white photograph as back-
ground taken with the camera obscura she has produced has
a character which contains many materials and techniques
in its composition. The work basically making reflection to
the light factor, invites the viewers ta think and to examine
the various images with the perception of light. On her wall
sculpture where she added results one by one like a scientific
experiment, there are images achieved by many techniques
from black&white photograph prints to Polaroid shots. The
majority of the photographs each of which represents a sep-
arate visual research, bring to the viewer images of the art-
ist's workshop. As attentive eyes would be able to pick, the
artist, instead of presenting the viewers an interpretation
achieves to make her work open-ended by presenting them
different possibilities of interpretation.

Wall installation, photocopy mounted on wall, photograph, lenses,
iron rods, various sizes, 290 cm x 360 cm x 140 cm

Courtesy of Galerie Ferdinand van Dieten, Amsterdam

The artist’s first work exhibited in Turkey
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MUSTAFA KUNT - OZLEM GUNYOL

1978 — 1977 Ankara, Frankfurt'ta yasiyorlar ve ¢alisiyorlar. | 1978 — 1977 Ankara, live and work in Frankfurt.

I Mustafa Kunt ve Ozlem
Giinyol'un biiylik boyutlu duvar yerlestirmesinde yer alan
fotografik imgeler, ilk bakista ne ifade ettigi anlasilama-
yacak olan bir karaktere sahip. Sanatcilarin farkli boyut-
larda kullandigi fotograflarin bircogunda fantastik hayvan
motiflerinin olmasi belli bir yorumlama olanaginin kapi-
sini aralasa da, kavramsal bir noktadan cikis alan galis-
manin 6zelligi, 20. ylizyil ortalarindan itibaren diinyanin
dort bir yaninda yapilan askeri tatbikatlarin isimlerini tasi-
masidir. Bu askeri tatbikatlarin isimleri, hangi ilke tara-
findan yapilirsa yapilsin, operasyonun gectigi cografi bél-
genin tarihine de gdnderme yapan gii¢ simgeleri lizerine
yogunlagsma 6zelligine sahip. Ustiinliik, hakim olma, kont-
rolii elinde tutma gibi kavramlari gérsellestiren bu isim-
ler, bir tiir marka olusturma siirecini giindeme getiriyor-
lar. Kunt ve Giinyol calismalarinda, bu tatbikat isimleri
arasinda en soyut olanlardan yola cikarak (Cobra Gold,
Juniper Cobra, Minoas gibi) internette yaptiklari aras-
tirmalarda bulduklari goriintiiler iizerine galisarak olus-
turduklari imgeleri kullaniyorlar. Bu imgeler diisiinme ve
sorgulama sirecini tetiklediklerinde, ortaya politik bir
tavir cikiyor.

Yerlestirme, degisik boyutlu renkli fotograflar

I The photographic images
which are in Mustafa Kunt and Ozlem Guinyol's large sized
wall installation have a character of incomprehensible at first.
Although the existence of fantastic animal motifs give clues
for some kind of interpretation, the peculiarity of the work
which has a conceptual starting paint is that the motifs indi-
cate names of military exercises executed throughout the
world since middle of the 20" century. The names of these
military exercises, no matter by which country they are exe-
cuted, are characterized by power symbols which reflect
to the history of the geographic region the operation takes
place. These names which visualize concepts like superi-
ority, sovereignty, control, bring the issue of brands on the
agenda. Kunt and Ginyol, starting from the most abstract
(Cobra Gold, Juniper Cobra, Minoas), did research on inter-
net and worked on the images they found to create their work.
Triggered by these images, the processes of thinking and
questioning bring into the picture political behavior

Installation, photographs in color, various sizes
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DENiZ KURTEL

1980 Izmir, New York’ta yasiyor ve ¢alisiyor. | 1980 Izmir, lives and works in New York.

I Elektronik miuzik bestecisi
ve performans sanatgisi olan Deniz Kurtel, gorsel arastir-
malarinda birbirinden farkli teknikleri kullanarak degisik
deneylere girmekten hoslaniyor. Sergide yer alan karan-
lik oda yerlestirmesi, sanatcinin kendisi tarafindan beste-
lenmis ve uygulanmis olan miizik parcasina ve izleyicile-
rin seslerine gdre yanip sénen LED isiklarini icermektedir.
Bu interaktif calismada imgeler birbiri ardindan bir ¢irpida
ortaya ¢ikmiyor. Sanatgi izleyicileri farkli soru isaretle-
riyle bas basa birakirken, miizik ile gériinti arasinda etki-
leyici kopriler kurdugu icin, soyut ama etkileyici bir diis
evreninin kapilarini da araliyor. Kurtel'in ¢caligmasinin
erdemi, sanatgisinin izleyici ile sanat yapiti arasina girme-
mesinden kaynaklanan bir durustan beslenmektedir.

LED Isik enstalasyonu, 180 cm x 70 cm

Aynali ve beyaz pleksiglas, LED, karanlik oda,

miizik (Deniz Kurtel)

3 versiyon + 1 a.p.

Sanateinin Tiirkiye'de sergilenen ilk calismasi

I Deniz Kurtel, who is an elec-
tronic music composer and performance artist, likes to do
different experiments in her visual researches using differ-
ent techniques. The dark room installation in the exhibition
contains LED lights which respond to the viewers' voices
and a music piece she has composed and performed. In this
interactive work, the images do not appear at ance consecu-
tively. As the artist leaves the viewers with several questions,
she opens the doors of an abstract but outstanding dream
universe because of the effective bridge she establishes
between the music and the image. The virtue of Kurtel's work
is fed by her attitude of standing away from the viewer and
her work.

LED light installation, 180 cm x 70 cm

Dark room, mirror and white plexy-glass, LED,

music (Deniz Kurtel)

3 edition + 1 a.p.

The artist’s first work exhibited in Turkey
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:mentalKLINIK

YASEMIN BAYDAR 1972 istanbul, istanbul’da yasiyor ve ¢alisiyor. | 1972 lives and works in [stanbul.
BiROL DEMIR 1967 Ankara, istanbul’da yasiyor ve ¢calisiyor. | 1967 Ankara, lives and works in Istanbul.

I Serginin son katinda karanlik
bir mekanda gosterilen galisma, :mentalKLINIK'in gercek
imgeler izerine egilerek gerceklestirdigi bir video pro-
jeksiyonudur. ilk bakista havada ucusan konfetileri gés-
teren film, 6zel olarak sanatgilar tarafindan tasarlanmig
bir duvar izerinde gosteriliyor. Bu biiylik duvarin iize-
rine yapilan projeksiyon, karanlik mekanda izleyicileri
adeta kendisine dogru miknatis gibi ceken etkileyici bir
glice sahip. Bu calismaya yakindan bakan izleyicilerin de
anlayacagi gibi, havada belli bir ritimle ucusan konfetile-
rin albenisi, carpici renkleri, yanip sonen pariltilari, belli
bir ifade bi¢imini giindeme getiriyor. Calismalarinda son
teknolojik gelismelerle gindeme gelmis olan makineleri,
alet ve gerecleri kullanarak alisilagelmis heykel, yerles-
tirme ve video calismalarinin tekniklerini zorlayan :men-
talKLINIK, bilinmedik gorsellikler Gizerinde yogunlasan bir
karaktere sahip. Sergide yer alan projeksiyon, her seyden
once izleyicilere her santimetresi kurgulanmis, tasarlan-
mis bir calisma sunarken, farkli gorsel tecriibelerin olus-
masi i¢cin zemin hazirliyor.

Tek kanalli video, renkli, sessiz, 3:04 dk., tekrar

Istanbul, GALERIST izniyle

. The work exposed on the last
floor of the exhibition venue is a video projection which :men-
talKLINIK has produced based on real images. At first sight,
a film showing flying confetti in the air is seen on the wall,
designed by the artists. The projection on the large wall has
a power of attracting the viewers to it, almost like a magnet.
As the viewers who look at the work from a closer angle will
perceive, the attraction of the confetti flying in the air, their
bright colors, their glimmering glow bring to the agenda a
definite style of expression. :mentalKLINIK, who, in their
works have outgrown the working techniques of usual sculp-
ture, installation and video because of using the recent tech-
nological developments on machines, instruments and mate-
rials, has a character focusing on unknown imageries. As the
projection in the exhibition, before anything else, presents a
work every centimeter of which is planned, it prepares a base
for building up different visual experiments.

Single channel video, color, no sound, 3:14 min., loop

Courtesy of GALERIST Istanbul
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ULRIKE MOSCHEL

1972 Miinster, Diisseldorf’ta yasiyor ve ¢alisiyor. | 1972 Miinster, lives and works in Diisseldorf.




NIEMANDSLAND

NEMANDSLAND | 201

Kirilmis cam parcalariyla -
ceklestirdigi calismasinda Ulrike Mdschel, Tiirk halilarinda kullani
~lan geleneksel motiflerden yola gikarak farkli bir kiiltiirel okumay:
glindeme getiriyor. Sanatginin belli bir ritimle tekrarladigi motifle
sadece Tiirk ya da Iran ustalarinin degil, Ortadogu'da yasamis olan
tim halklarin karsilikli etkilesimle ortak bir paydada birlestirdik

leri bigim diline gonderme yapan bir dzellige sahip. Sergi mekanina

gliniin farkli saatlerinde diisen isiklarin yardimiyla oldukca etkile

yici bir gérsellik gelistiren calisma, iki boyutlu bir karakteri olma
Isina ragmen izleyicilere iichoyutlu perspektifin kapilarini da araliyor.

Kirilmis cam ile gergeklestirilmis yerlestirme, 4.20 m x 12.60 m
Diisseldorf, Galerie Rupert Pfab izniyle

' Sanatginin Tiirkiye'de sergilenen ilk calismasi

In her work done with pieces of
broken glass, Ulrike Moschel brings to the agenda a different cultural
interpretation initiating it from the idea of traditional motifs used in
Turkish carpets. The motifs she repeats with a certain rythmn, have

a characteristic of making reference to the form language where
not just Turkish or Persian masters, but also all people who lived in
the Middle East with reciprocal effects are brought together under a
common denominator. Inspite of having two dimensions, the favorable
lights which fall on the work at different times of the day open up to the
viewers the doors of a three dimensional image.

Installation made with broken glass, 4.20 m x 12.60 m
Courtesy of Galerie Rupert Pfab, Dusseldorf

S The artist’s first work exhibited in Turkey



NUR MUSKARA

1962 izmir, izmir'de yasiyor ve ¢alisiyor. | 1962 Izmir, lives and works in izmir.

s Nur Muskara’nin analog
bir kamerayla cektigi fotograflarinin en dnemli 6zel-
ligi, konularinin etrafinda duygusal bir yogunluk olus-
turmasidir. ister net isterse flu olsun, sanatci calismala-
rinda kullandigi teknigin gercekei ve belgesel karakterini
asarak, kendisinin algiladigi diinyay izleyicilere sunar.
Muskara'nin fotograflarinda giinliik yasamin hizli ritmi
icinde 6n plana ¢ikamayan konu ve kavramlarin tema-
lastirilmasi rastlantisal bir yaklasim degildir. Sanatgl
calismalarinda detaylarin pesinde ilerlerken, izleyici-
leri de niianslarin belirledigi kavramlar zerine disiin-
meye davet eder. Sergide yer alan fotograflar, sanatginin
bu kavramsal yaklasimini giindeme getiren bir karaktere
sahiptir. Burada belirtilmesi gereken, ele aldigi konular ne
kadar giincel, yalin ve normal olsa da, Muskara'nin gelis-
tirdigi kompozisyon anlayisiyla bunlari asarak, goren goz-
lerin anlayabilecegi duyarliliklari izleyicilere sunmasidir.

2005-2010 yillarinda gekilmis, 10 degisik boyutta, renkli fotograf

I The most important charac-
teristic of the photographs Nur Muskara has taken with an
analog camera is the sentimentalism that revolves around
her subjects. Be it well focused or not, the artist presents to
the viewer the world she, herself, perceives by stepping over
the boundaries of a realist and documentary character. It is
not by chance that the subjects and concepts which are not
upfront in the fast rythmn of daily life have become themes
in Muskara's photographs. As the artist traces details in her
work, she invites the viewer to think about the concepts
which are assaciated with her nuances. The photographs
which are in the exhibition carry a character of bringing the
artist's conceptual approach into view. What must be pointed
out here is the fact that no matter how daily, simple and
normal the subjects she picked up are, with the composition
concept Muskara has developed, she goes beyond and pres-
ents the sensitivities which eyes who see would perceive.

10 photographs in color, various sizes, taken in years 2005-2010
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FUSUN ONUR

1938 Istanbul, Istanbul'da yasiyor ve ¢alisiyor. | 1938 istanbul, lives and works in Istanbul.

I Hem imgesel anlatimi hem
de malzeme tercihiyle kendine 6zgii bir kurgu diin-
yasi olusturan Fiisun Onur, uzun bir siireden beri miizik,
sesler ve tinilar tizerine egilen calismalar gerceklestiri-
yor. Sanatginin sergi igin tasarladigi ve gerceklestirdigi
calismasi, ilk bakista kiigiik bir sehpanin gecirdigi farkli
olusum evrelerini duyumsatan bir dzellige sahip. Ama
calismay dikkatli olarak inceleyen izleyicilerin de algi-
layabilecegi gibi, sanatcinin asil konusu sehpa, tabure
gibi kullanim araglari degil. Fiisun Onur bu galismasinda
insan kulaginin algilayabilecegi en disiik ses birimlerini
iceren fisilti olgusunu gorsellestirmeye calisiyor. “Neyin
fisiltisi, bu da nasil bir seymis, ben neden duyamiyo-
rum?” gibi sorulari da giindeme getiren yerlestirme, 1951-
1994 yillari arasinda makine, insan sesleri, girilti ve
homurtularla dolu olan Tiitin Deposu’nun ge¢misine gon-
derme yapan bir karaktere sahip. Glinimiizde bosaltilmis
olmasina ragmen sergi mekani, biinyesinde barindirdigi
koku ve bellegindeki seslerle izleyicilere oldukga farkli
hikayeler anlatiyor. Fiisun Onur bu hikayelerden gok, izle-
yicilerin mekandaki sesleri algilamalarini éneriyor. ilging
olan, her biri neredeyse bin metrekare olan sergi katlari
arasinda kaybolmayi da goze alan bu calismanin, etra-
findaki bosluklari adeta elektrize edecek bir atmosfer
gelistirmesi.

Yerlestirme, degisik boyutlar

I Fusun Onur who has devel-
oped a world of concept peculiar to herself both with her
image expression and choice of material, for a long time, has
been doing work on music, sounds and tunes. The work she
designed and produced for the exhibition, at first, looks like
the different production phases of a small coffee table. But
as the viewers who examine this work closely would per-
ceive, the artist's main subject is not a comfort item like a
coffee table or a stool. With her work here, Fiisun Onur is
trying to visualize the whisper phenomenon which contains
the softest sound units human ear is able to perceive. The
installation which brings to mind questions as “whose whis-
per, what is this, why can | not hear it", also has a character
that makes a reflection to the past of the Tobacco Warehouse
which was full of machines sounds, human voices, naises
and grumbles during years 1951-1994. Although it is empty
today, the exhibition venue, with the smell it still keeps and
the sounds in its memory, tells the viewers many differ-
ent stories. The interesting thing is the fact that this piece
of work taking into account being lost among the floors of
the venue, each of which is about a thousand square meters,
develops an atmosphere to simply electrify the emptiness
around it.

Installation, various sizes
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OLFGANG PLOGER

1971, Miinster, Berlin'de yasiyor ve ¢calisiyor. | 1971, Miinster, lives and works in Berlin.




ANGEKLAGTE
ANGEKLAGTE

2010

Kavramlar iizerine is tireten bir sanatgi olarak
Wolfgang Pldger, sanal ortamda yer alan resimler ve metinleri farkli agilardan ele
alan galismalar Uretiyor. Sergide yer alan 12 adet ¢alisma, Ploger’in 12 Eyliil 2010
tarihinde internet ortaminda suclu olan kisilerin resimleri tizerine gergeklestir
digi diziye aittir. Haklarinda dava acilmis kisilerin resimleri yayinlanirken, onlarin
taninmamasi icin gozlerinin tizerine konulan siyah bantlar sanatginin bu islerinin
cikis noktasini olusturuyor. Ploger bu siyah bantlari photoshop teknigiyle tekra
yorumlayarak farkli kavramlara ydnelen bir strateji gelistirmis. Suglularin yiiz
leri tamamen ortadan kalktiginda, bantlar adeta boslukta yiizen siyah kiitlele
haline geldigi gibi, sanatgi bunlari siyah beyaz ve renkli olarak farkli gruplarda bi
araya getirdiginde, adeta soyut bir kompozisyon gerceklestiriyor. Sug ve suglular|
internet ortaminda en ¢ok ilgi ceken konular olarak sanal ortamda farkli kisilerin
ilgi odagi durumundadir. Ploger bu ilginin konularini dedil, iizerine gidilen kav
ramlari ¢alismalarina tasiyarak yeni anlam biitiinliikleri kuruyor.

Inkjet baski, 12 parga, 80 cm x 124 cm, No. 1-12,
Diisseldorf-Berlin, Konrad Fischer Galerie izniyle

Sanatginin Tiirkiye'de sergilenen ilk calismasi

I As an artist producing on concepts, Wolfgang

Pléger works on paintings and texts in virtual environment by addressing them
- with different aspects. The twelve pieces which take part in the exhibition belong
to the series which he produced from the photos he saw on internet during 12
September 2010 as guilty inidividuals. When their photographs were being pub
lished, the thick black bands put on their eyes for preventing recognition was the
starting point of his work. Ploger by interpreting again these black bands with
photoshop technique has developed a strategy in the direction of concepts. When
the faces of the criminals disappear, not only the bands become black mass but
when the artist brings them together as black, white and colored groups, anothe
abstract composition also seems to be formed. Crime and criminals are the focus|
of interest as one of the most attracting issues on internet. Ploger, by taking into
his work the concepts instead of subjects, establishes new unities of meaning.

Inkjet print, 12 pieces, 80 cm x 124 ¢cm, No. 1-12,
Courtesy of Konrad Fischer Galerie, Diisseldorf-Berlin

The artist’s first work exhibited in Turkey




HAMZA RUSTEM FOTOGRAF ATOLYESI ARSIV iZMIR / MERT RUSTEM KOLEKSiIYONU
HAMZA RUSTEM PHOTOGRAPH STUDIO ARCHIVE iZMIR / MERT RUSTEM COLLECTION
Hamza Riistem (1872-1971), Nuri Riistem (1928-1996). | Hamza Ristem (1872-1971), Nuri Ristem (1928-1996).

I (zmir'de etkinliklerini halen
sirdiiren Hamza Ristem Fotograf Atdlyesi’nin en énemli
ozelligi, 19. ylzyil basindan 1970’lere dek uzanan siireg
icinde bu kentin gorsel bellegini olusturacak fotog-
raflari cekmis olan bir kurum olmasidir. Osmanli’dan
Cumhuriyet'e gecis doneminde yasanan kiiltiirel degisim
siireclerini belgeleyen bu atdlyenin galismalarinda, sira-
danin dtesine gecen bir belgeleme ve arsivleme on plana
cikiyor. Sergide agirlikli olarak Hamza Riistem Fotograf
Atélyesi'nin Girit ve izmir'deki stiidyolarinda cekmis
olduklari portrelerden yapilan bir secki, bir slayt gos-
terisi olarak izleyicilere sunuluyor. Cok farkli okuma-
larla yorumlanabilecek olan bu fotograflarda karsilasi-
lan atmosfer, her seyden 6nce izmirlilerin kendilerini nasil
gormek, belgelemek istediklerini duyumsattigi icin, farkl
kilttirel kimlikleri glindeme getiren bir karaktere sahip.
Hamza Riistem Fotograf Atélyesi'nin arsivinden segilmis

siyah beyaz fotograflardan slayt gdsterisi, 5:40 dk.

Calismalar ilk kez bir cagdas sanat

sergisi kapsaminda gésteriliyor

I The most important aspect
of Hamza Rustem Photograph Studio is that it is an institu-
tion which has taken photographs from the beginning of the
19th century up to the 1970's, producing a visual memory of
the city. In the works of this studio which documented the
cultural change process during the passage from Ottoman
to the Republic era, an extraordinary documentation and
archiving stands out. In the exhibition, a selection of phatos
taken specifically in Crete and Izmir studios of Hamza
Ristem Photograph Studio are presented to the spectators
as a slide show. The atmosphere encountered in these photo-
graphs which can be interpreted with different opinions since
they give the sensation of, before anything, how the Izmir
people wanted to be seen, to be documented, has a character
bringing cultural identities to the agenda.

Slide show of black&white photographs chosen from

Hamza Ristem Photograph Studio, 5:40 min.

The work is displayed for the first time in

a contemporary art exhibition
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SEFA SAGLAM

1970 Akhisar, New York'ta yasiyor ve calistyor. | 1970 Akhisar, lives and works in New York.
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Caligmalarinda bellek kavrami iizerine egilen
Sefa Saglam, ister tcboyutlu objelerinde isterse kagit iizerine olan gal@malai"
rinda siirekli olarak kendi hatiralarindan, yasanmisliklarindan yola cikarak farkli

ruh durumlarina gonderme yapan bir tavir icindedir. Sanat¢inin uzun bir siireden
sonra Tirkiye'de sergilenen ¢alismalarinda kafes temasinin 6n plana ¢ikmasi bir
rastlanti degil. Oldukca etkileyici bir suluboya teknigiyle gerceklestirilmis olan

» isler, bicimsel olarak izleyicilere 1930’lara kadar Tiirkiye'de de kullanilan eski

tip tahta kus kafeslerini hatirlatiyor. Mimari bir karaktere sahip olan bu kafesler, -
ince el emegiyle gergeklestirilmis olan bicimleriyle izleyenlerde ilgi uyandiriyor.

Bu ilgi kisa bir siire sonra sanat tarihinde cok farkli anlamlara, kavramlara gén-
derme yapan ikonografik dzellikleri de giindeme getiren bir dzellige sahip. “Bu
kafesler neden bos?”, “icindeki kuslar neredeler?”, “Kafesin anlami var mi?” gibi
sorular ardi ardina gelmeye basladiginda, Saglam'in ¢alismasinin metaforlarla
yiikli olan ikinci plani duyumsanmaya basliyor.

“ISIMSIZ”, 2010, Kagit iizerine suluboya, 106 cm x 151 cm
“ISIMSIZ”, 2010, Kagit iizerine suluboya, 56 cm x 66 cm
. “jSIMSIZ”, 2010, Kagit iizerine suluboya, 56 cm x 66 cm

I Focusing on the memory concept in his works,
be it with three dimensional objects or on paper, Sefa Saglam is continually in favor of
referring to different psychological situations which originate from his own mem-
. ories, his experiences. It is not by chance that in his works exhibited in Turkey after a
long periad the cage theme stands out. These works produced in quite an impressive
water color technique, formwise, remind the viewers of the old type of wooden cages
also used in Turkey. The forms of these cages achieved in tedious handicraft, which
have an architectural character, attracts the attention of the viewer. This attention
after a short time brings to the agenda the iconographic characteristics which make
reflections to different meanings in Art History. When questions like “why are these
cages empty’, “where are the birds inside’, “does the cage have a meaning” follow
one another, the second plan of Saglam'’s work, loaded with metaphors begins to be

perceived.

INTITLED", 2010, Water color on paper, 106 cm x 151 cm
INTITLED", 2010, Water color on paper, 56 cm x 66 cm
. INTITLED”, 2010, Water color on paper, 56 cm x 66 cm




NEJAT SATI

1982 izmir, Istanbul'da yasiyor ve ¢alisiyor. | 1982 Izmir, lives and works in Istanbul.

I Yerlestirmesinde bircok tek-
nigi bir araya getiren Nejat Sati, izleyicilere belki de total
installation olarak tanimlanabilecek bir ¢alisma sunuyor.
Oldukca yalin ve giinliik yagsama ait malzemelerle gergek-
lestirilmis olan yerlestirme, etkileyici giiclini ziyaretci-
lerin odanin iginde kalma siiresine gore giderek arttiran
bir 6zellige de sahip. Calismasinda kullandigi giizelligin
ve albeninin arkasina, izmir ve izmirlilere ait ok keskin
elestiriler yerlestiren Nejat Sati, hi¢ kuskusuz dogup
biyiidiigi bu kentin hedonist, vurdum duymaz karakte-
rini ok iyi biliyor. Bu yiizden belirtilmesi gereken, sanatgi-
nin ¢alismasinin atmosferinin hemen hemen tiim belediye
projelerinde oldugu gibi yapim asamasinda, tamamlan-
maya yakin bir noktada durdugu. Arastirmalarinda agir-
likli olarak kendi duygu diinyasindan yola cikan Sati,
kullandi§r malzemeyi de igsellestirerek, kelimenin tam
anlamiyla izleyicileri sanatin ortasinda durdugu yalniz
yolu tanimaya davet ediyor.

Yerlestirme, Austro-Tiirk Tiitiin Deposu’nda bulunmus malzemeler,

miizik (Selimcan SAKAR), mavi renkli isik, floresan boya

I Having combined many tech-
nigues in his installation, Nejat Sati presents a work which
can be defined as a total installation. The installation pro-
duced with quite simple materials of everyday life can be
characterized with having an increasing effect on the view-
ers in proportion to the duration of their stay in the room.
Nejat Sati, behind the beauty and attractiveness of his work
has hidden keen criticism against Izmir and Izmir inhabitants,
knowing very well the hedonist and insensitive characteris-
tics of the city with no doubt, because it is where he was born
and raised. For this reason, it must be pointed that the atmo-
sphere of his work, almost like all municipality projects, is
in the ongoing work status, close to the finishing phase. In
his researches Sati starts mainly from his own sentimental
world internalizing the materials he uses, thus with the exact
meaning of the word, he is inviting the viewers to be familiar-
ized with the lonely road where art stands.

Installation, materials found in Austro-Turkish Tobacco Building,

music (Selimcan SAKAR), blue light, fluorescent paint




ADEN BELEDIYE PARKI YAPIM CALISMASI
ADEN MUNICIPALITY PARK, ONGOING WORK

2010

PARK VE BAHCE CALISMASI
HALKIMIZA VERDIGIMIZ GEGicI

RAHATSIZLIKTAN DOLAYI OZUR DILERIZ
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ERING SEYMEN

1980 Istanbul, istanbul'da yasiyor ve ¢alisiyor. | 1980 Istanbul, lives and works in Istanbul.

I Ering Seymen calismalarinda
hangi teknigi kullanirsa kullansin, ele aldigi konulari iki
farkli imgeleme siirecinden gegirerek devreye sokan bir
ozellige sahip. Bu yaklasim acisi bir tir iki kere damitil-
mislik olarak da tanimlanabilir. Sanatginin kendisine tema
olarak sectigi konular, Tiirk toplumunun tarihsel siireg
icinde tabulastirdigi olgular tzerine gittigi icin, izleyicileri
oncelikle rahatsiz eden bir karaktere sahip. Seymen yasa-
yabilmek, retebilmek icin iki yiizlii, iki karakterli olma-
nin gereklilik oldugu bir kiltir ortaminda calistigindan,
konularini iginde gerilim olan kavramlar Gzerine yogun-
lastiryor. Militarizm, milliyetcilik, geleneksellik, hosgori-
siizliik, teshircilik bu kavramlarin sadece birkagi. Sanatgi
ilk etapta imgeleriyle bu kavramlari tartismaya agma-
sina ragmen, bir adim daha ilerleme cesareti gostererek,
calismalarini kiiltiirel okumalarla, Dogu-Bati sorunsali
tizerinde tartisildiginda farkli anlamlara biiriinen bir cer-
ceveye de taslyor. Sergide yer alan {g farkli calisma iki
farkli imgeleme siirecinde ortaya cikarak, es zamanli
tiretim modelini agiga vuran bir 6zellige sahip.

“PATRIOT”, 2009

Kdgit iizerine miirekkepli kalem, 50 cm x 67.5 cm

Istanbul, GALERIST izniyle

“ITTIFAK", 2009

Kumas iizerine dokuma, 150 cm x 112 ¢cm

istanbul, GALERIST izniyle

“MUTERLAND", 2010

Duvar yazisi

I Whichever technigue he
chooses to use, Ering Seymen has a style of displaying his
subject matter after a process of two different imaging.
This angle of approach can also be called double distilla-
tion. The subject matters he prefers as theme, because they
address issues which, throughout its histary, have become
taboos in the Turkish saciety, have an annoying character to
the viewers. Seymen, since he works in a cultural environ-
ment where being double standard, double character is
essential for living and producing, he concentrates his sub-
jects on concepts which contain tension. Militarism, national-
ism, traditionalism, intolerance, exhibitionism are just some
of these concepts. Although at the first phase the artist uses
his images to incite discussion on these cancepts, he dares
to exalt his images to a different context with cultural inter-
pretations, where the problem of East-West is disputed. The
three different works in the exhibition showing two different
imaging have a characteristic which show the isochronous
production model.
“PATRIOT", 2009

Ink pen on paper, 50 cm x 67.5 cm

Courtesy of GALERIST (private collection), Istanbul

"ALLIANCE”, 2009

Fabric weaving, 150 cm x 112 cm

Courtesy of GALERIST (private collection), Istanbul
“MUTERLAND”, 2010

Wall writing
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BEAT STREULI -

1957 Ziirih, Briiksel'de yasiyor ve ¢alisiyor. | 1957 Zurich, lives and works in Brussels.

I Metropol kentlerde cekmis i
oldugu sokak fotograflariyla taninan Beat Streuli’nin ser-
giye katilimi, kendisinin se¢mis oldugu calismalarin yine
kendisine ait tasarimla kataloga basilmasindan olusu-
yor. Her biri son derece etkileyici detaylarla yiiklii olan
bu fotograflarda algilanan ilk 6zellik, sanatginin her
figir etrafinda yakalamis oldugu yalitilmislik ve yalniz-
lik. Boylece fotograflarin konulari ve hikayeleri ortadan
kalkarak, farkli bir algi diinyasi kendisini belirgin kiliyor.
Streuli bu konumda fotografin bildik sinirlarini da asarak,
goriintiintin arkasina gecip, farkli yorumlari g¢alismalari-
nin gercek dznesi haline getiriyor.

I Beat Streuli, who is known for
the street photographs she takes in metropolitan cities, is
participating in the exhibition by contributing to the catalogue
with her photographs which she has chosen and designed
herself. The first feature perceived in these photographs
which are extremely effective and loaded with details; is the
loneliness and isolation she has seized around every figure.
In this way, the subjects and the stories of the photographs
disappear, a different perception world is felt. Streuli, at this
point, steps over the boundaries of photograph, going behind
the image, becomes the real subject of her various works.
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SABIRE SUSUZ

1967 Kiitahya, Izmir'de yasiyor ve ¢alisiyor. | 1967 Kiitahya, lives and works in [zmir.

e Calismalarinda giysi etiketle-
rini farkli bir stirecten gegirdikten sonra kullanan Sabire
Susuz, bu malzemeyi toplu ignelerin yardimiyla beze tut-
turarak olusturdugu kompozisyonlarinda, ancak belli
bir mesafeden bakildiginda kavranabilecek olan imge-
leri olusturuyor. Sergi icin 6zel bir proje olarak gelistir-
digi giysi etiketi kumbaralarinda sanatcl, izmirlilerden
giysi etiketi toplamayi hedefliyor. Kentin degisik yerlerine
konulan bu kumbaralar, izmirlilerin kullanim aliskanlikla-
rini ortaya cikaracak ozelliklere sahip oldugu gibi, farkli
sosyal okumalarin da 6niinii acacak karakterde. Sosyal
degerleri — anlatimciliga digmeden - galismalarinin alt
yapisina katan sanatcinin sergide gosterilen galismasi-
nin Uzerinde dikkatle durulmasi gereken bir ézelligi var:
Tiirkiye'de eskiden kullanilan bir kagit paranin arkasinda
da yer alan imge, Dogu Beyazit'taki ishak Pasa Sarayi'na
ait. Genelde otoportre Gzerine ¢alisan sanatcinin bu
imgeyi se¢mesi, Tiirkiye'de sanat ortaminin da bir parcasi
olan kapitalistlesme siirecine gdnderme yapan bir yakla-
sim agisini giindeme getirmektedir.

“ISHAK PASA SARAYI”, 2009

Bez iizerine dzel islemden gecirilmis giysi etiketleri

ve toplu igne, 100 cm x 175 cm

“GiYSI ETIKETi KUMBARALARI”, 2010

Sanatgi tarafindan tasarlanmis, 15 cm x 15 cm x 80 ¢cm
boyutlarindaki pleksiglas kumbaralar proje

cercevesinde sehrin degisik alanlarina yerlestirilerek,

giysi etiketlerinin toplanmasi hedeflenmistir.

I Sabire Susuz develops com-
positions using clothing labels after processing them and
then pinning them on a fabric, the images of which can only
be perceived when veiewed from a distance. With the cloth-
ing label boxes which she designed particularly for the exhi-
bition, the artist aims to collect clothing labels from the Izmir
inhabitants. These boxes located at different parts of the
city, will not only disclose the Izmir inhabitants’ habits of use,
but will also open up to different social readings. The artist
adds social values to the infrastructure of her work without
resorting to descriptions. To this end, her work in the exhi-
bition has an important point to mention. The image behind
the banknote which was in use in Turkey previously, is the
image of Ishak Pasa Palace in Dogu Beyazit. As an artist who
in general works on autoportraits, her choice for this image
brings to the agenda an angle of approach to make reflec-
tion to the Capitalization Process which is also true for the
art environment.

“ISHAK PASA PALACE’, 2009

Processed clothing labels and pins on fabric, 100 cm x 175 cm
“CLOTHING LABEL DEPOSIT BOXES”, 2010

15¢cm x 15 cm x 80 cm sized plexy—glass deposit boxes

designed by the artist will be put in various areas of

the city to collect clothing labels for the project
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DUYGU SUZEN

1984 Balikesir, izmir'de yasiyor ve calisiyor. | 1984 Balikesir, lives and works in izmir.
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Duygu Siizen'in ¢alismasi, yari soyut yari
somut dgelerin bir araya gelmesiyle olusturuldugu icin, kesin bir yorum getirmek
nin miimkiin olmadig bir kompozisyon. Sanatginin hata kabul etmeyen bir mal
zeme olan ¢ini miirekkebi ile ¢alismasi, resmin tzerindeki dikkatli yaklasimin
her firca darbesinin hesabini verecek olan sorumlulugun da gostergesi. Bir diziye
ait olan bu calisma, sanatginin islerini nasil siirdiirecegi sorusunu giindeme
getirme 6zelligine sahip.

Kagit iizerine ¢ini miirekkebi, 150 cm x 260 cm

Since the work of Duygu Siizen brings half

abstract and half concrete together, it is a composition difficult to interpret

Indian ink which tolerates no mistakes as choice of material, shows the attentive-
~approach of the artist and her responsibility to answer for each stroke of brush on

the design. The work is part of a series and has the characteristic of bringing to

agenda the question of how she will go on with it.

Indian ink on paper, 150 cm x 260 cm




NEZAKET TEKIN

1972 Hamburg, Izmir'de yasiyor ve ¢alisiyor. | 1972 Hamburg, lives and works in Izmir.

s Nezaket Tekin'in belli dizi-
lerle gerceklestirdigi fotograflarinda dikkati ¢eken temel
o0de, sanatginin konu ile izleyici arasina girmeyen mesafeli
yaklasimidir. Sergiye bir internet glinligi tasarlamak icin
davet edilen Tekin, burada kendisinin belirleyecegi kriter-
lerden yola ¢ikarak istedigi gorsel ve yazili malzemeyi kul-
lanabilecekken, bu alani paylasmayi ve ilgilenen herkese
acmay! tercih etmistir. Bu alcakgdndlliilik, ego tatminle-
rinin sorun oldugu izmir sanat ortaminda iizerinde durul-
masi gereken bir yaklasimdir. Her giin internet giinli-
gline yeni imgeler ve yazilar ekleyecek olan sanatgi, belli
bir cergceve olmaksizin, ¢agrisimlara, duyumlara, hisse-
dislere dayanan dzelliklere génderme yapmayi hedefliyor.
Bdylece sergi tasarimindaki acik ugluluk, sanatcinin yak-
lasimiyla belli noktalarda biitinleserek farkli yolculukla-
rin kapilarini araliyor.

I n the photographs Nezaket
Tekin has taken in certain series, the main element is the fact
that she does not go between the subject and the viewer. As
an invited artist to design an internet diary for the exhibition,
Tekin, instead of starting with her own criteria and using the
materials she chose, has preferred to share this realm and
open it to anyone who is interested. This modest approach is
worth mentioning in the art environment of Izmir where sat-
isfaction of the ego is a problem. The artist who will add new
images and text to the internet diary everyday, aims to make
reflection to associations, sensations and feelings, without
setting a frame. Thus the open ended status in the planning
of the exhibition at certain points integrate with the artist’s
approach leading the way to open new doors.
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GUNES TERKOL

1981 Ankara, Istanbul’da yasiyor ve ¢alisiyor. | 1981 Ankara, lives and works in Istanbul.

I Calismalarinda agirtikli
olarak dikis teknigini kullanan Giines Terkol'un sergi icin
ozel olarak tasarlayip gerceklestirdigi calismasi, sanatgl-
nin izmir Sehir Miizesi'ndeki arastirmalariyla sekillendir-
digi bir dizi figiiri icermektedir. Bu figirler kolaj teknigiyle
bicimlendirildikleri icin izmir kentinin sosyal yapisina gén-
derme yapan detaylarla zenginlestirilmislerdir. Sanatginin
titiz bir elisciligiyle, adeta igne oyasi yaparcasina bigim-
lendirdigi calismada, ne ge¢mis ne de simdiki zamana ait
olma ozelligi on plana cikmaktadir. Birbiriyle herhangi bir
iliski kurmaksizin, Titiin Deposu’nun pencerelerindeki
sisteme gore Gclii gruplar halinde izleyicileri selamlayan
figurler, ozellikle aksam giinesinin mekani doldurdugu
saatlerde (16:00-18:30 arasinda) etkileyici bir govdesel-
lige kavusur. Terkol, imgesel olani vurguladigi calisma-
siyla oldukca farkli bir yorum getirmekle kalmamis, izle-
yicilere izmir'in ¢ok kiiltiirlii yapisini duyumsatan bir
esintiyi tagimistir.

27 adet 150 cm x 100 cm ince kumas iizerine dikis

istanbul, Galeri NON izniyle.

I As an artist who uses most
of all the sewing technique in her works, Glnes Terkol, as
her work for this exhibition, designed a series of figures she
created following her research in the Izmir City Museum.
Because these figures are styled with the collage tech-
nique, they are enriched with details which make a reflec-
tion to the sacial structure of the city. The work produced by
the artist with meticulous handicraft, almost like needlework,
shows no characteristics of belonging to the past or the pres-
ent. With no relation to one another, the figures in systematic
groups of three, saluting the viewers on the windows of the
Tobacco Warehouse, display an exquisite embodiment espe-
cially at the hours (16:00-18:30) when the evening sunshine
penetrates through. Terkol, with her work in which the imag-
inary is stressed, not only brings quite an unusual interpre-
tation to the viewers but also the breeze which makes them
perceive the multi—cultural background of Izmir.

27 each, 100 cm x 150 cm sewing on thin fabric

Courtesy of Galeri NON, Istanbul
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FABIEN VERSCHAERE

1975 Vincennes, Paris'te yasiyor ve ¢alisiyor. | 1975 Vincennes, lives and works in Paris.

I Cizgilerindeki olaganiistl
ritimle, glincel yasamin ve popiiler kiiltiiriin farkli karak-
terlerini calismalarina konu eden Fabien Verschaere,
klasik anlamda tuval resminin temellerine bombalar yer-
lestiren militan bir ressam karakterine sahiptir. Onun yak-
lasik olarak yirmibes metre uzunlugundaki duvar resmi,
icerdigi soyut ve figlratif dgelerle izleyicileri kelime-
nin tam anlamiyla farkli bir diinyanin ortasina yerlestirir.
imgesel, erotik, fantastik bicimlerle siradan ciziktirme-
lerin yan yana gelmesi, kirmizi rengin carpiciligiyla birle-
since ortaya adeta bir duvar bilmecesi cikar. Verschaere
bu garip bilmecenin yanitlarini kimseye sdylemeye-
cek kadar cesaretlidir. Dikkatli izleyicilerin duvar res-
minde izmir'i, Tirkiye'yi cagristiran notlarla kargilagmasi,
sanatginin siirprizleri seven yapisina gonderme yapar.
Duvar resmi, 1.5 m x 25 m, akrilik ve gazli kalem

Paris, Galerie RX ve Roma, Galleria Oredaria izniyle.

Sanatginin Tiirkiye'de sergilenen ilk calismasi

I Fabien Verschaere, who, with
the exceptional rythm of his lines, takes as subject for his
works the different characters of daily life and popular cul-
ture, has the character of a militant painter bombing the
foundations of classical canvas painting. His wall painting
approximately twentyfive meters long, with its abstract, fig-
urative elements puts the viewers, with the exact meaning
of the word, in the middle of another world. Ordinary lines
with imaginative, erotic, fantastic forms, when put together
with the attractiveness of the red color, they become simply
a wall puzzle. Verschaere is brave enough not to disclose
the answers in this puzzle. The fact that the attentive view-
ers notice in the wall painting notes which recall Izmir and
Turkey on the wall painting, reflects to the surprising charac-
ter of the artist.

Wall painting, 1.5 m x 25 m, acrylic and kerosene pen

Courtesy of Galerie RX, Paris and Galleria Oredaria, Roma

The artist’s first work exhibited in Turkey
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KATALOG YAZARLARI
WRITERS IN CATALOGUE

I EFE MURAD (1987, istanbul)
Princeton Universitesi'nde felsefe ve politika okudu. Halen
Harvard Universitesi Tarih ve Ortadogu Calismalari doktora prog-
ramina devam etmektedir. Cem Kurtulus'la birlikte Adam Sanat
dergisinde Madde Akimi Manifestosu’nu yayimladi (Mayis 2004).
Sair Ahmet Giintan ile siir fanzini Cehd'i ¢ikardi (2006). Tirkgede
yayimlanan dért siir kitabinin yani sira (F'ani Atak, 2005; Madde,
Cem Kurtulus'la birlikte, 2005; H'aki Atak, 2008; Sistem, 2008),
iranli sair M. Azad'dan yaptigi cevirileri 2010'da kitap olarak
yayimladi. Amerikali sair Sidney Wade'le birlikte Melih Cevdet
Anday'in siirlerinden olusan ingilizce bir secki hazirlad. Siirleri,
yazilari ve cevirileri Adam Sanat, Cogito, Dergah, Fayrap, Heves,
Kitap-lik, Mahfil, Sanat Diinyamiz, Talisman, Two Lines, Varlik
ve Yasakmeyve gibi dergilerde yayimlandi. Halen Ezra Pound'un

“Kantolar”inin Tiirkce cevirisi izerinde calismaktadir.

I FERHAT 0ZGUR (1965, Ankara)
istanbul Kiltir Universitesi, Sanat ve Tasarim Fakiiltesi’nde
ogretim dyesi olarak calismadan dnce on yildan fazla Ankara
Hacettepe Universitesi Giizel Sanatlar Fakiiltesi'nde calisti. 6.
Berlin Bienali, 10. istanbul Bienali ve 1. Tiran Bienali'ne davet
edilen Ferhat Ozgiir'iin calismalari Magazin 4 Kunstverein-
Bregenz/ Avusturya; Casino Luxembourg / Liksemburg; Ludwig
Forum-Aachen / Almanya; Stiftelsen 3 14, Bergen / Norvec;
Isola Art Center, Milano /italya; Thomas Solomon Gallery, Los
Angeles/ ABD; Centre Pasquart Forum d'art Comtemporain-
Biel / isvigre; Trienale Bovisa—Milan / italya; Fotografie Forum
Frankfurt / Almanya basta olmak iizere bircok uluslararasi

kurumda sergilendi.

I 0SMAN NECMi GURMEN (1927
Sultanahmet, istanbul) Saint Joseph Lisesi'nden sonra Paris'te
Hautes Etudes Internationales egitimi aldi. 1946’dan beri calis-
malarini Fransa ile Tirkiye arasinda siirdiiriyor. Kitaplarini
hem Fransizca hem de Tiirkce kaleme alan yazar, kullandigi
dil zenginligiyle, kokeni tarihsel olgulara dayanan kurgulariyla,
gecmis ile bugiin arasinda sekillenen bir imge diinyasi yarat-
mistir. Baslica kitaplari: L'Echarpe d'Iris (Gallimard, Paris); Rana
(Kanat, Istanbul); Mihtedi (Kanat, Istanbul); Ah vre sevda (Kanat,
Istanbul); Saint-Michel'in Develeri (Kanat, Istanbul); Neydi sucun

Zeliha (Everest, Istanbul).

I EFE MURAD (1987, Istanbul) stud-
ied philosophy and political theory at Princeton University. He is cur-
rently a PhD student at Harvard University's joint program in History
and the Middle Eastern Studies. Together with Cem Kurtulus, he
published Matter—Poetry Manifesto in the literary journal "Adam
Sanat” (May 2004). He co-edited the poetry fanzine “Cehd" with poet
Ahmet Gintan (2006). He has published four books of poetry (F'ani
Atak, 2005; Madde, Together with Cem Kurtulus, 2005; H'aki Atak,
2008; Sistem, 2008), and a book of translations from Iranian poet M.
Azad in Turkish. Together with American poet Sidney Wade, he pre-
pared a selection from Melih Cevdet Anday's poetry in English. His
poems, writings and translations have appeared in journals such as
Adam Sanat, Cogito, Dergah, Fayrap, Heves, Kitap-lik, Mahfil, Sanat
Dinyamiz, Talisman, Two Lines, Varlik ve Yasakmeyve. Currently,

he is working on the Turkish translations of Ezra Pound's Cantos.

I FERHAT 0ZGUR (1965, Ankara)
Until he moved to Istanbul to teach in Istanbul Culture University,
Art and Design Faculty, Department of Communication Design in
2010, Ferhat Ozgiir taught for mare than a decade in Hacettepe
University Fine Arts Faculty, Department of Painting in Ankara.
Taking part in the 6™ Berlin Biennale, 10" Istanbul Biennale and
1¢! Tirana Biennale, the artist's works have been shown in numer-
ous significant venues including Magazin 4 Kunstverein-Bregenz /
Austria, Casino Luxembourg / Luxembourg, Ludwig Forum—Aachen
/ Germany, Stiftelsen 3 14, Bergen / Norway, Isola Art Center, Milan /
Italy, Thamas Solomon Gallery, Los Angeles / USA, Centre Pasquart
Forum d'art Contemporain- Biel / Switzerland, Trienale Bovisa—

Milan / Italy, Fotografie Forum Frankfurt / Germany and etc

I 0SMAN NECMI GURMEN (1927
Sultanahmet, Istanbul) Following Saint Joseph Highschool he
attended Hautes Etudes Internationales in Paris. Since 1946 he
has been doing work in France and in Turkey. Writing his books
both in French and in Turkish; with his language richness and his
fiction based on historical facts, the writer has created a world
of image shaped between the past and today. His books at first
thought: 'Echarpe d'Iris (Gallimard,[Paris); Rana (Kanat, Istanbul);
Le Renegat (Kanat, Istanbul); O you, love (Kanat, Istanbul); The
Camels of Saint-Michel (Kanat, Istanbul); What were you guilty of

Zeliha (Everest, Istanbul).



I BORGA KANTOURK (1978)
izmir'de yasayan sanatci ve kiiratér Kantiirk, Dokuz Eyliil
Universitesi Resim Béliimii'nii bitirdi, yiiksek lisansini da burada
tamamladi. 2002'den bu yana ayni bolimde asistan olarak cali-
siyor. Kantiirk son yillarda birgok uluslararasi ve ulusal ser-
giye katildi. 2005'te Platform Garanti Cagdas Sanat Merkezi ve
Finlandiya'nin Helsinki sehrindeki HIAP'in destekledigi davetli
sanatcl programini tamamladi. Bu programdan sonra FRAME ve
Av-Arkki (Finlandiya), K2 Sanat Merkezi'nin (izmir) destekle-
riyle uluslararasi sergi ve organizasyonlarin kiiratérligiini yapti.
Marsilya, Frankfurt, Miinih, Milano gibi sehirlerde calismalarini
siirdirdi. KUTU Portatif Sanat Galerisi’'nin kurucusu ve yoneti-
cisidir (2001). Kurucularindan oldugu K2 Sanat Merkezi'nde ise

proje ydnetmeni olarak 2008 yilina kadar ¢alismistir.

s GUROL TONBUL tiyatro egiti-
mini Izmir Giizel Sanatlar Fakiiltesi Tiyatro Bélimi'nde oyun-
culuk dalinda aldi. Tiyatro yiiksek lisansini tamamladi. 1983
yilindan itibaren Adana, Ankara, izmir ve Diyarbakir Devlet
Tiyatrolari’nda oyuncu, yénetici ve sanat yonetmeni olarak gérev
yapti. Alman Nemo mimik atélyesi ile Chris Harris’in Commedia
Dell Arte ve Theatre Un De Ruhr oyunculuk atélyelerine katildi.
Yonetmen Malcolm Keith Kay'in kurdugu ITC (International
Theatre Company) toplulugunda calisti. 1986 yilindan itibaren-
tiyatro egitmenligine basladi ve cesitli Universiteler ile kurum-
larda oyunculuk, mimik, rol, konugsma sanati ve makyaj dersleri
verdi. izmir Dokuz Eyliil Universitesi Giizel Sanatlar Fakilltesi
Tiyatro Bolimi'nde egitmenlik gorevine devam eden Tonbul,
izmir Devlet Tiyatrosu'nda oyunculuk ve yonetmenlik yapiyor,

“Tiyatro Tiyatro” dergisindeki tiyatro yazilarini siirdiriyor.

I BORGA KANTURK (1978) the Izmir
based artist and curator, completed his undergraduate and grad-
uate studies at Dokuz Eylul University Fine Arts Faculty, Painting
Department. He has been working as a research assistant in the
same department since 2002. In recent years Kantlrk has partic-
ipated in many international and national exhibitions. In 2005 he
completed a three-month artist residency supported by Platform
Garanti Contemporary Art Centre and HIAP in Helsinki, Finland.
After this programme he curated some international exhibitions
and events with the support of FRAME (Fin), Av—=Arkki (Fin), K2 Art
Centre (Izmir). He worked in Marseille, Frankfurt, Munich and Milan.
He is the founder and director of KUTU Portable Art Gallery (2001).
He is also the co—founder of K2 Art Centre (2002) where he worked

as a project director until 2008.

I GUROL TONBUL He received his
theatre education at Izmir Fine Arts Faculty, Theatre Department,
Acting Branch. He completed his Master's Degree on Theatre. Since
1983 he has worked in Adana, Ankara, Izmir and Diyarbakir State
Theatres as actor, manager and art director. He has participated
in the mimics workshop of German Nemo, Commedia Dell Arte
acting workshop of Chris Harris and acting workshop of Theatre
Un De Ruhr. He worked in ITC (International Theatre Company)
established by Director Malcolm Keith. In 1986, he started teach-
ing theatre and gave lessons on acting, mimics, role, rhetoric and
make—up in various universities and institutions. Tonbul continues
to teach in the Theatre Department of Izmir Dokuz Eylil University,
Fine Arts Faculty and works as actor and director in Izmir State

Theatre. He continues to write articles on theatre in the magazine

“Theatre Theatre”.






04Nl — 19118




TESEKKUR
ACKNOWLEDGEMENTS

Serhan Ada, Istanbul

Osman Necmi Girmen, Paris

Ulrich Rosenow, izmir

Sevket Adali, Izmir

Ali Thsan Hitay, Izmir

Mert Ristem, Izmir

Michel Akavi, Istanbul

Emre idacitiirk, Izmir

Miimtaz Saglam, Izmir

Uner Akdeniz, izmir

Giiven incirlioglu, Izmir

Roland Schmidt, Izmir

Halil Akman, Izmir

Borga Kantiirk, Izmir

Stefan Schneider, Izmir

Orug Aruoba, Izmir

Ayse Karpat, Izmir

Sies + Hoke Galerie, Dusseldorf

Ceyda Aydede, Izmir

Hakan Kirdar, izmir

Daniel Stork, Istanbul

ilknur Baltaci Mateescu, Izmir

Jo Kohen, Izmir

Kadri Seker, Izmir

Aline Biasutto, Paris

Dilek Kurt, Izmir

H. Murat Sermet, Istanbul

Giizin Bozduman, izmir

Melis Kurtel, Izmir

Muzaffer Tagil, izmir

Peter Bredfeldt, Izmir

Dr. Lia Lodovici, lzmir

Dr. Hakan Tartan, Izmir

Anne Courcelle, Paris

Yiicel Mange, Izmir

Pamela Tito, Izmir

Fatih Cevik, Izmir

Ayse Mayda, Izmir

Giirol Tonbul, zmir

Yasemin Dagacar, Izmir

Gilen Minareci, Istanbul

Kaan Topaloglu, Izmir

Cigdem Demir, izmir

Biilent Mindek, Istanbul

Zeliha Toprak, Izmir

Miirsel Demirten, Istanbul

Bijen Molay, Izmir

Muzaffer Tuncag, Izmir

Nurcan Durmaz, Izmir

Samet 0z, izmir

Ahmet Tikel, Izmir

Serife inci Eren, Izmir

Hazer Ozil ve Dirimart, Istanbul

Banu Vargi Timay, Istanbul

irem Eris, Izmir

Unal Ozkaya, Izmir

Selim Yazgan, Izmir

Christine Buci-Glucksmann, Paris

Arzu Peksev, Izmir

Yesim Tanik Yoney, Izmir

Ozlem Ginerli, Izmir

Dr. Rupert Pfab, Disseldorf

Omer Yiingiil, izmir

Betiil Gliney, Izmir

Murat Pilevneli ve Galerist, Istanbul

Mozi Zilberman, Istanbul

Serpil Giingor, Izmir

Ahmet Nazif Zorlu, Istanbul




187 DESTEKLEYENLER
SPONSORS

@7ZI0RW  MOPAK «) BOSCH dqo sl g s

ROTARY 2440, BGLGE ROTARACT 2440, BGLGE

HOTEL *
KONAK YAZGAN

YENIHAYAT BILISiM AS.




YAYIM
IMPRINT

Organizasyon Kurulu
Jean-Luc Maeso, izmir Fransiz Kiiltir Merkezi
Aysegiil Kurtel, K2 Gincel Sanat Merkezi

Tasarlayan ve Gergeklestiren
Dr. Necmi Sénmez

Sanatgi Metinleri
Dr. Necmi Sénmez

Koordinatar
Dilek Kurt

Teknik Danigman
Latif Aydemir, Macit Erzurumluoglu,
Hiseyin Bellitas

Ulasim
Behide Giiler, Ethem Bora

Mekan Sorumlusu
Gilen Minareci, Emin Taskan, Ali Topak,
Nurhan Aydemir, Nursen Caner

Editor
itknur Baltaci Mateescu

Redaksiyon
Selin Demirhan, Aysegil Kurtel,
Giilen Minareci

Ceviriler
ilknur Baltaci Mateescu,
Aysegiil Kurtel, Dilek Kurt

Grafik Tasarim ve Uygulama
Omer Durmaz

Konuk Agirlama
Rotaract

Fotograflar

ilknur Baltaci Mateescu,
Siileyman Duman, Omer Durmaz,
Murat Germen, Loic Talhouet,
Nezaket Tekin, Sanatcilar

Basim

Tikelmat A.S.

1571 Sokak No: 16
Cinarli 35110 iZMIR
Tel: (0232) 461 9642
info@tukelmat.com

Organization
Jean-Luc Maeso, Izmir French Cultural Center
Aysegul Kurtel, K2 Contemporary Art Center

Concept and Realization
Dr. Necmi Sonmez

Texts on Invited Artists
Dr. Necmi Sonmez

Co-ordinator
Dilek Kurt

Technical Advisor
Latif Aydemir, Macit Erzurumluoglu,
Huseyin Bellitas

Transportation
Behide Guler, Ethem Bora

Venue Management
Gulen Minareci, Emin Taskan, Ali Topak,
Nurhan Aydemir, Nursen Caner

Copy Editing
Ilknur Baltaci Mateescu

Redaction
Selin Demirhan, Aysegul Kurtel,
Gulen Minareci

Translations
Ilknur Baltaci Mateescu,
Aysegul Kurtel, Dilek Kurt

Graphic Design and Production
Omer Durmaz

Hospitality
Rotaract

Photographs

Itknur Baltaci Mateescu,
Stleyman Duman, Omer Durmaz,
Murat Germen, Loic Talhouet,
Nezaket Tekin, Artists

Print Office

Tukelmat A.S

1571 Sokak No: 16

Cinarli 35110 IZMIR-Turkey
Tel: (+90 232) 461 9642
info@tukelmat.com



Centre.

Culturel

{;Q{}QHIS iZMIR FRANSIZ KULTUR MERKEZI ..I(z K2 GUNCEL SANAT MERKEZI
o FRENCH CULTURAL CENTER OF IZMIR K2 CONTEMPORARY ART CENTER

Bu katalog 27 Eyliil — 30 Kasim 2010 tarihleri arasinda izmir Austro-Tiirk Tiitin Deposu’nda “SESSIZLIK _FIRTINA"
basligi altinda diizenlen PORT iZMiR 2 ULUSLARARASI CAGDAS SANAT TRIENALI nedeniyle yayimlanmistir.

Telif-Hakki © Aralik 2010. Biitiin haklari saklidir. Bu yayinin tamami ya da bir bolimi, yayimcinin izni
olmadan fotokopi dahil herhangi bir yolla cogaltilamaz, yeniden basilamaz. 1500 adet basilmistir.

This catalogue is published for PORT IZMIR 2 INTERNATIONAL CONTEMPORARY ART TRIENNIAL with the theme “SILENCE_STORM’,
taking place at the Izmir Austro-Turkish Tobacco Building, between dates 27 September — 30 November 2010

Copyright © December 2010. All rights reserved. No parts of this publication may be reproduced or transmitted in
any form or by any means, including photocopy, recording or any other information storage and retrieval system
without prior permission from the publisher. 1500 copies have been printed

ISBN: 978-605-61772-0-0

www.portizmir.org



NOTLAR
NOTES













bro agrwziysod mmm

N 002..1,96098., 6

X-02.,19509-8/6 NASI




