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Sanatta glincelligi sorgulamaya agma konusunda Giiniimiiz Sanatgilart Ser-
gileri her yil hak ettigi yeri ve 6nemi kaybetmeden devamliligini siirdiirmek-
tedir. Sanatimizin yakin ge¢misinde nelerin giindem olusturduguna dair izleri
takip etmek isteyenler icin ciddi bir kaynak olusturan Giiniimiiz Sanatcilari
Sergileri’nin bu yil 29.sunu gerceklestirmenin hakli gururunu yasityoruz. ik
sergilerimize katilan geng sanatgilarimizi, bugiin sanat piyasasinda yer almig
sanatcilar arasinda gormek bizleri hem ¢ok gururlandiriyor hem de ileriki
yillardaki sergiler i¢in heyecanimizi siirekli kiliyor: Bu y1l sergiye katilan isler, Art
Basel'in film béliimii kiiratérii Marc Gloede ve dokuzuncu uluslararasi istanbul
Bienali'nin asistan kiiratorlerinden November Payntern 6zenli ¢alismalar so-
nucu segildi. Farkli disiplinlerde is iireten sanatcilarin isleri sergilenmeye deger
bulundu. Bagari 6diilii alan ti¢ sanat¢imizi bu yil Art Basel Sanat Fuari’na yolladik.

Gectigimiz yillarda oldugu gibi, bu yil da bizi desteksiz birakmayarak, serginin
gerceklesmesine olanak saglayan Akbank’a, basta segici kurul olmak {izere
emegi gecen herkese, degerli tiyemiz Sayin Canan Pak’a tesekkiir ediyor, daha
uzun yillar baska sergilerde bulusmay1 temenni ediyoruz.

Saygilarimla,
Leyla Belli

The Contemporary Artists Exhibition once again maintains its crucial role and
significance in presenting new practices in contemporary art. We are proud to
be collaborating on the 29th edition, which holds a significant reference for
those who want to trace the recent agenda of art in Turkey. Many young artists
who participated in earlier editions of the exhibition are now prominent artists,
both in terms of institutional and market interest. This fuels our enthusiasm
for future exhibitions. The works which take part in this year’s exhibition have
been carefully selected by Marc Gloede, the curator of the film department of
Art Basel, and November Paynter, Director of the Artist Pension Trust, Dubai,
former curator at Platform Garanti, and assistant curator of the 9th Interna-
tional Istanbul Biennial. The curators have selected the works of eleven artists
for participation in the exhibition. Three of these artists additionally received
performance awards and were invited to visit the 2010 Basel Art Fair.

We want to thank Akbank for its support in having given us the opportunity
to organise this exhibition, our distinguished member Canan Pak, the selection
committee, and everybody else who contributed to the success of this year's
exhibition. We hope to meet all those involved in our future projects over the
course of many coming years.

Sincerely,
Leyla Belli
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Kiratorlerden onsoz

29. Giiniimiiz Sanatgilar1 istanbul Sergisine katilacak yapitlari secmek {izere
kiirator olarak davet edilmemizi takiben, yapilan basvurulari inceleyip neler
kesfedecegimizi gdrmek igin sabirsizlanarak Marc Gloede ile ilk defa 16 Mayis'ta
bir araya geldik. Oniimiizde, ¢ok cesitli mesele, kaygi ve diisiinceyi farkl ifade
araclariyla irdeleyen yetenekli sanatgilara ait 169 dosya bulunuyordu. Bu proje-
lerin bir¢ogu kendi basina cekici olsa da, kisa siirede birbirini iyi tamamlayacagini
diisiindiiglimiiz belli estetik egilimler ve elestirel duruslar fark etmeye basladik.
Ozellikle, tekrar stireclerini ve kirilmig ya da parcalanmis soy zincirlerini giiglii
bir sekilde ele alan bir grup sanat¢i oldugunu gordiik. Bu diisiince dizileriyle
iligkili olarak, yeniden canlanma yontemleri ve melankoli imalariyla animsama
anlarini belli bir yap: icinde tesvik eden sanatsal yaklasimlarla karsilastik. Bu
stratejilere, ya insanlarin karmasik sistemlerde netlik bulma ¢abasiyla oynayarak
ya da alternatiflerden olusan bir ¢evreyi gostererek belirsizlik duygularina gon-
derme yapan isler eglik ediyordu.

iki glin kafa yorduktan sonra, dikkatimiz, iglerini ayn1 mekam paylagirken gozii-
miizde canlandirabildigimiz on bir sanatgi tizerinde yogunlasti. Nermin Adanir,
Tansu Akmansoy, Hasan Salih Ay, Miige Bilgin, Giilderen Depas, Ferit Furuncu,
Sibel Horada, Aslihan Ozdemir, Emrah Sengiin, Ayse Topcuogullari ve Deniz
Uster’in sundugu projeler bize tiim isler arasindan bir secki sunmanin 6tesine
gecerek kapsamli ve umuyoruz Ki etkili bir sergi yapma firsatini verdi.

Akbank Sanat’in galeri mekanlarinda yer alan enstalasyonlar hem sergilenen
tiim isler arasinda atlama taslari, hem de izleyicinin sergiyi pek cok farkl
sekillerde yeniden kurmasini saglayacak sekilde serginin ritmini ayarlayan
Ogeler olarak islev goriiyor. Giilderen Depas’in ‘Kaos, Siddet ve Mekan’ (2010)
adl serisindeki resimley, ele aldiklart konulari yiiceltmeksizin yangin, yikim ve
patlama anlarmi betimliyor. istatistiksel olarak gercek zamana yayilmis olarak
diistiniilebilecek bu anlay, burada galerinin iki katina bélinmiis halde izleyicinin
karsisini ¢ikarak ifsa ettikleri insanligin dogasindaki bitip tiikenmeyen siddeti
siirekli olarak yeniden atesliyorlar. Emrah Sengiin’iin ¢ok sayida el yapimi se-
ramik karodan olusan enstalasyonu ‘Animsamak’ (Recall) (2007-2010), sergiyi
gezen izleyicilere eslik ederken, ¢ok kisisel ama iliski kurmasi bir o kadar kolay
nabiz atig1 gibi bir ritimle galerinin iki katini birbirine bagliyor. Her bir seramik,
DNA’lar gibi, zaman iginde ayr1 ayr1 gegen belirli anlar1 ifade ederken, bir yan-
dan da ortak giindemlerini tanimlayan daha biiylik bir resmi olusturmak igin
diger seramiklere bagimli durumda. Sengiin’tin yolu ¢ok net ¢izilmis, ama her
zaman bagka bir catali izleme olasilig1 bulunuyor. Bu olasilik, izleyiciyi Aslithan
Ozdemir’in kolajlarinda yasayan absiird melezlere yonlendiriyor. Sanatci hos bir
saflikla ¢ocuk Kitaplarindaki illtistrasyon fikriyle oynayarak, hayvanlar, mobily-
alar, kuslar ve insanlardan yepyeni tuhaf varliklar ve ortamlar yaratiyor. Ben-
zer sekilde, ‘Being an Ear Guest to a Gossip’ (Bir Dedikoduya Kulak Misafiri
Olmak) (2010) adh videosunda Deniz Uster’in gozlerinden goriildiigii haliyle
diinya ¢ok farkli goéziikiiyor. Ancak filmdeki canavarimsi, ¢ocuksu karakterin
girismis oldugu stirekli tekrarlayan toplama eylemi, insanin kategorilere ayirma
ve listeleme ihtiyaci - ve dolayisiyla net neden-sonug iliskilerinin belirledigi
dogrusal ve ‘goriiniiste’ normal bir gidisat - ile benzerlik tasiyor.
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Nermin Adanir'in bir mekanin ti¢ farkli kosesine yerlestirilen video enstalasyonu
‘Origin’ (Koken) (2009-10), ayni form gruplar1 araciligiyla ikiliklerden olusan
bir licgen olusturuyor Adanirin insanin geligkili durumuna olan ilgisi, tim
galeriye yayilarak diger sanat yapitlarini ve izleyicileri de kusatarak ‘sigrama’,
‘dénme’ ve ‘itme’ durumlari arasinda birakiyor. Adanir’in isinin minimalligi Ferit
Furuncu’nun ‘Kitsch Diary’ (Kitsch Giinligii) (2009) serisinden iki yapitla denge-
leniyor. Bu isler gercekdistiiciiliik, Kitsch ve Dada'nin estetik duruslar: arasinda
kaldiklar1 icin, izleyiciyi sanat-tarihsel dncelik bakimindan yeniden bir belirsiz-
lik icine sokuyor. Ayrica Miige Bilgin'in esrarengiz bir sekilde insansizlastiriimis
otopark resimlerinde de belirsizlik tasvirlerine rastlaniyor Bu resimlerde
arabalarin yerlestirilme diizeni, zorlama, egzotik ve dekoratif bir sehircilik tu-
tumu sonucunda olusmus gibi goriintiyor. Gérmeyi umdugumuz seylerin gorsel
niteligi ile gercekte karsilastigimiz seyler arasindaki bu tiir ayriliklar, Hasan Sa-
lih Ay'in kutudan kulelerinde de karsimiza ¢ikiyor. Kutularin tanimlayici 6geleri
olarak diistinebilecegimiz ve her birine bi¢im verecek sekilde icten yapilan
mukavva katlarinin kutularin dis yiizeylerinde goriinmesi, kutularin iginde ne
olduguna ve nasil bir iglev gérdiiklerine dair bir kafa karisiklig1 yaratiyor.

Sibel Horada'nin ‘Hi¢ Var Olmamig Gibi’ (2009-10) adli enstalasyonu, bir za-
manlar Yildiz Teknik Universitesi arazisi icinde bulunan bir agacin kalintilarini
galeri mekanina getiriyor. Orijinal anlatisinda artik yeri olmayan bir seyin ‘geri
doniisi’, melankolik ama ciiretkar bir tavirla, sergi icinde bir bagka dokunakl
ve ahenkli an daha yaratiyor. Horada'nin isinin ti¢ boyutlu gergekliginden uzak
olsalar da, Tansu Akmansoy'un resimleri genel organik olusumlari nedeniyle
Horada'nin igleriyle gorsel olarak benzesiyorlar Resimlerdeki kompozisyonlar,
abartil gorsel biitiinliikler olusturacak sekilde alcalip ytikselen siyah kivrim ve
bukliimlerle yaratilmis biiyiiyen organizmalari animsatsa da, laboratuvarda bi-
yolojik deneyler sonucu olusmus gelecege ait varliklari tasvir ediyorlarmis gibi
goriintiyor, insan elinden ¢ikma olduklarini diisiindiirecek tirkiitiicii bir nitelik
de tasiyorlar Ayse Topguogullarinin triptigi, bir oglan ¢cocugunun bir erkege
dontismesini anlatarak bu fikirleri dengeliyor gibi goriiniiyor; ancak burada da
yine, evrim siirecinin {i¢lincli asamasinda, son panoda yalnizca beyaz bir dai-
renin bulunmasi nedeniyle gizli bir motif ortaya ¢ikiyor. Adam, belirsiz bir ge-
lecekle karsi karsiya. Yapitin bagligi sakizla sisirilen balona génderme yapsa da,
adam bizim diinyamizin 6tesinde bir yere bakiyor, belki de bir biiyiik patlama
anina, bir yaratma eylemine dogru. Yoksa ugan disk her seyi sona erdirecek bir
felaket anin1 m1 ima ediyor aslinda? Bu kresendo ile, sergilenen isler arasindaki
iligkiler dizisi bizi tekrar Depas'in resimlerinde bulunan entropik karsilasma
anlarina getiriyor ve serginin ritmik dongiisii yeniden basliyor.

Gelecek olan katalog sergiyi tamamlayacak nitelikte bir yayin olarak biiyiik bir
dikkatle hazirlandi ve sergiye katilan sanatgilarin isleri hakkinda bagka sanatgi
ve kiiratorler tarafindan ozellikle bu sergi i¢in yazilmis metinleri iceriyor
Kataligun tasarimi da, sergide yer alan isler arasinda kurulan iligkileri yansitmak
ve tekrarlardaki ritim ve diizeni araya atilmis celigkili anlar1 da igerecek sekilde
kitap igerisinde yeniden yaratmak amacin tasiyor Buna ek olarak bir kata-
logda her sanatglya esit sayida sayfa, gorsel malzeme ve kelime sayisi ayirma

yoniindeki alisilmis  uygulamadan vazgecilerek, izleyicinin sergideki farkli
sanatsal yaklasimlar arasindaki karsilikli gondermeleri ve baglantilar1 daha iyi
anlamasi icin 6nem tasiyan ve gercekten gerekli olan unsurlari kapsayan bir
kitap yaratmak istendi.

Marc Gloede ve November Paynter

Sanatgilar, Aysegul Coskun, Leyla Gediz, Olgay Karagtz, Vasif Kortun,
Gonul Nuhoglu, Attila Pelit, Genee Presta, Graham Ramsay, Esra Sarigedik
ve Muruvvet Turkyilmaz'a 6zel tesekkurlerimizi sunariz.
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Curators’ foreword

Having been invited to make the selection of artists and curate The 29th Con-
temporary Artists Istanbul Exhibition, we first sat down together on 16th May
to look over all the submitted applications in eager anticipation of what we
were about to see and discover. The 169 folders on the table disclosed talented
artists who are exploring a range of interests, concerns and concepts, in a vari-
ety of media. While many of these were appealing in their own right, we quickly
began to find a particular chain of aesthetic tendencies and critical positions
that we felt would well complement one another. In particular, we encountered
a number of artists dealing persuasively with processes of repetition and frac-
tured or fragmented lineages. In relation to these trains of thought we came
across artistic approaches that in a very structured way encouraged moments
of reminiscence, both through methods of revival and implied melancholia.
Resonating alongside these strategies were works that made reference to feel-
ings of ambiguity, by either playing with the human inclination to try and find
clarity within complex systems, or by exposing an environment of alternatives.

After two days of deliberation we very agreeably finalised our attention on elev-
en artists whose works we could already imagine occupying a space together.
The chosen proposals by Nermin Adanir, Tansu Akmansoy, Hasan Salih Ay, Mtige
Bilgin, Giilderen Depas, Ferit Furuncu, Sibel Horada, Aslihan Ozdemir, Emrah
Sengiin, Ayse Topcuogullari and Deniz Uster have given us the opportunity to
move beyond merely presenting a short-listed selection of works, to curate a
comprehensive and hopefully compelling exhibition.

In the gallery spaces of Aksanat several installations act both as stepping stones
between all the works on display and as rhythmic modulators that allow the
audience to recompose the exhibition in many different ways. Without glorify-
ing their subject matter Glilderen Depas’ paintings in the series 'Chaos, Vio-
lence and Space’ (2010), depict fires, destruction and explosions. In the same
way that they could be statistically dispersed in real-time, they appear here
divided throughout the two floors of the gallery, as well as this publication,
to constantly re-ignite in the mind’s eye the never-ending violent nature of
humanity that they expose. Emrah Sengiin’s installation 'Recall’ (2007-10), is
composed of a myriad of hand-made ceramic tiles that join the audience on a
tour of the exhibition by linking the two floors of the space in a personal, yet
relatable, pulsating rhythm. While the individual tiles refer to the specificity of
each and every moment in time, akin to DNA they also rely on one another to
make up a bigger picture that describes their common agenda. Sengiin’s path
is clearly defined, but there is always the potential to follow another fork, and
this possibility leads into the absurd hybrids that inhabit Ashihan Ozdemir's col-
lages. In a beautifully naive manner she plays with children’s book illustrations
to resample animals, furniture, birds and people into new quirky beings and
environments. Similarly, the world as seen through Deniz Uster’s eyes, in her
video 'Being an Ear Guest to a Gossip’ (2010), looks very different and yet the
repetitive act of collecting, undertaken by the monstrous, child-like character
that inhabits it, maintains some semblance to the human need to categorise
and list - and hence a linear and "apparently” normal state of affairs dictated by
the clarity of cause and effect.



Located in three different corners of one space, Nermin Adanir’s video instal-
lation 'Origin’ (2009-10), presents a triangle of dichotomies by means of the
same set of forms. Adanir’s interest in the human state of ambivalence reaches
out across the gallery to encompass the other art works and the audience be-
tween the conditions of 'bouncing’, 'spinning’ and 'pushing’. The minimalism of
Adanir's work is offset by two works from Ferit Furuncu’s 'Kitsch Diary’ (2009)
series, which swing the audience back into a state of ambiguity about art-his-
torical precedence - as these works sit on the fence between the aesthetic posi-
tions of surreality, kitsch and Dada. Further descriptions of ambiguity appear
in the mysteriously dehumanised car-park paintings of Miige Bilgin, where the
patterns the cars fall into seem to be the result of an attitude of a far-fetched,
exotic and decorative urbanism. Such disintegrations between the visual nature
of what we expect to see and what we actually encounter are again confronted
by Hasan Salih Ay’s tower of boxes, where the assumed defining elements of
the inside folds of cardboard, which should shape each box, appear on their
exterior skins, causing some confusion as to what the boxes therefore contain
and how they function.

Sibel Horada’s installation 'As If It Never Existed’ (2009-10), brings to the gallery
the physical remains of a tree that once stood in the grounds of Yildiz Technical
University. In a melancholic, yet defiant way, this “return” of something that
is now lost from its original narrative, creates another touching and cadenced
moment within the exhibition. Though unrelated to the three-dimensional real-
ity of Horada’s work, Tansu Akmansoy’s paintings appear visually similar due to
their sweeping organic formations. While the compositions are reminiscent of
growing organisms, rendered only in heaving-duty black with loops and twirls
that spin off to form exaggerated constellations, they imbue an eerily man-
made quality as if portraying the future beings of a laboratory-based biologi-
cal experiment. Ayse Topcuogullarr’s triptych counterbalances these thoughts
through its description of a process of evolution from boy to man; but here
again in the third stage of the evolutionary process an ulterior motive becomes
apparent as the last panel hosts only a white circle. The man faces an unknown
future - while the title refers to a bubble of gum, he appears to be looking
beyond our world, perhaps turning back to the big bang, an act of creation, or
is the floating disc in fact implying a moment of catastrophic end? With this
crescendo, the cycle of relationships between the works on display once more
draws us back to the entropic encounters of Depas’ paintings and the rhythm
of the exhibition begins again.

The forthcoming catalogue has been carefully composed to complement the ex-
hibition and includes the accompanying texts on each of the participating art-
ists’ works written by other artists and curators especially for this occasion. The
design of the publication aims to reflect the threading of relationships between
the works in the exhibition and to mimic throughout the book similar rhythms
and patterns of repetition and moments of ambivalence found in and between
the works on display. In addition, the normal inclination of a catalogue, to give
each artist the same number of pages, images and word count, is discarded

in favour of creating a book that includes what is necessary and adds what is
important for the audience to understand further the cross-references and link-
ages between the different artistic responses within the exhibition.

Marc Gloede and November Paynter

With special thanks to:

The artists, Aysegul Coskun, Leyla Gediz, Olgay Karagtz, Vasif Kortun,
Gonul Nuhoglu, Attila Pelit, Genee Presta, Graham Ramsay, Esra Sarigedik,
Muruvvet Turkyilmaz.
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‘Kaos, Siddet ve Mekan' serisinden /
From the series ‘Chaos, Violence and Space’
Kagit tzerine yagli boya

Oil on paper

25 x 32 cm, 2010




NERMIN ADANIR

sen dogmadan ¢nce bircok seye karar verilmisti / much was decided before you were born
Koken: sicrama-donme-itme / Origin: bouncing-spinning-pushing

Son yillarda bilim ve arastirmanin sanata yaptigl etki, sanatin da ters ydndeki et-
kisi Uzerine pek ¢ok tartismalar oldu. Bu agilim, bir yandan sanat analizindeki
bazi dinamiklerin bu alanlar arasindaki alisverisi tesvik edip yogunlastirmasindan
kaynaklaniyor. Ote yandan, bilimde bir estetik oldugunun kabul edilisinin yol actig|,
sanat¢inin stidyosu ve laboratuvar arasindaki iliski ve dinamiklere dair tartismalarin
da bu gelismede etkisi var. Bilimsel sonuglarin genis izleyici kitlelerine sunulma
gelenegi dusUnulecek olursa, bu iliskinin aslinda toplumda zaten oldukga gticld bir ka-
bul gordugu kolayca anlasilabilir. Aydinlanmanin bilimsel gosterilerinden, kusaklarca
okul gocuguna fizik, kimya ve biyolojinin esaslarini 6greten yavan ve mizahtan yok-
sun televizyon programlarina kadar, bilimsel fikir ve kavramlarin sunumlari her za-
man bir hayli estetik yollarla olmustur.

Nermin Adanirin 'Origin" (Kaken) adli isi, bilim ve sanat arasindaki bu alisverisle
iliski kuruyor ve uzun zamandir strtp giden bu soyleme kusursuz bir érnekle ilging
bir katkida bulunuyor. Ayri ayri monitérlerde ‘sigrama’, 'donme’ ve ‘itme’ durumlarini
gorsellestiren Ug video izliyoruz. Metal bir halka iki zemberek arasina sikistirilarak
harekete gegiriliyor. Bu sekilde Adanir, Newton'un hareket kanunlarina, ya da baska
bir deyisle, klasik mekanigin temelini olusturan U fizik yasasina dogrudan bir gén-
derme yapiyor. Bu kanunlar, bir cisim Uzerine etki eden kuvvetler ve neden olduklar!
hareket arasindaki iliskileri tanimliyorsa da Adanir'in yapiti yalnizca olgularin bel-
gelenmesinin Gtesine gegiyor.

Isin galerinin Uc kdsesine yayllmasiyla Nermin Adanir'in videolarinin kendilerinin
mekanda nasil bir kuvvete donustuklerini anliyoruz. Newton'la ayni dogrultudaki
fikirlerin terctmesi olarak dustndlebilir bu. Adanir'in filmlerini izleyenler, video-
daki halka gibi, gorsel bir etkiyle harekete geciyor. Boylece bir film seyretmenin
her zaman belli bir hareketle alakasi oldugu ortaya ¢ikiyor. Mekandan gegen isigin
fiziksel hareketinden, izleyenlerin bedenlerinin hareketine, her enerji patlamasi me-
kanda zamanin hareketi ve hatta duygulardaki hareketlenme gibi farkli dinamiklere
neden oluyor. Giuliana Bruno'nun meshur kitabi ‘Atlas of Emotion”da (Duygu Atlasi)
belirttigi gibi, hareket ve duygu arasinda nasil bir iliski oldugunu sanattaki bu tur
nadir durumlarla anliyoruz aslinda. llging bir sekilde, sergide yer alan ‘much was de-
cided before you were born’ (pek cok seye sen dogmadan 6nce karar verildi) (2009-
10) adli diger isinde sanatgl, duygusal ve sosyolojik geliskiler olarak tanimlanan i¢ ve
dis karsitliklara egiliyor. Bu bakimdan, ‘'much was decided before you were born' ile
bir arada goruldugunde, ‘Origin’ adli isin sadece bilimsel estetik Uzerine kafa yoran
bir is olarak degil, hareket/duygu tzerine bir laboratuvar calismasi olarak gorilmesi
cok daha mumkin olacaktir.

In recent years there have been many debates about the impact of science and research on
the arts and vice versa. On one hand, this deployment had to do with a certain dynamics
of analysis in the arts that fostered and intensified an exchange between the fields. On
the other hand, this development was related to an acknowledgement of an aesthetics in
science, which caused a conversation around the connection and dynamics between the
artist's studio and the laboratory. That this connection actually already had quite a pro-
found reception within society can be seen when one considers the tradition of presenting
scientific results to a wider audience. From the scientific spectacles of the Enlightenment
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to the dry and humourless television programmes that introduced generations of school
children to the laws of physics, chemistry or biology - ways of presenting these ideas and
concepts have always been highly aestheticised.

Origin" by Nermin Adanir, seems to engage with this exchange and is a perfect example
and interesting addition to this long ongoing discourse. Presented on single monitors we
see three videos that visualise the conditions of bouncing, ‘spinning' and pushing. A metal
ring is clamped between two springs and set in motion. Adanir hereby makes a direct
reference to Newton's Laws of Motion, or in other words: three physical laws that form the
basis for classical mechanics. While these laws describe the relationship between forces
that are acting on a body and the motion due to these forces, Adanir's work goes beyond
the pure documentation of these facts.

Dispersed to inhabit three corners of the gallery, we understand how Adanir's videos
become a force in space themselves, that can be read as a translation of these ideas very
much in line with Newton: comparable to the ring in the video, the observers of Adanir's
films are set in motion by a visual impact. It becomes eminent that watching a film always
has to do with a certain kind of motion. From the physical encounter of light crossing
space, to the movement of the bodies of the observers, every burst of energy results in
another dynamic such as the movement of time in space or even feelings. As Giuliana
Bruno has pointed out in her famous book Atlas of Emotion; it is in such rare occasions
in the arts that we actually understand how motion and emotion are related. Intriguingly,
in Adanir's other work included in the exhibition ‘much was decided before you were
born" (2009-10), she focuses on internal and external contrasts, which she also describes
as moments of emotional and sociological ambivalence. Hence, seen in relation to ‘much
was decided before you were born, Origin' can be viewed even more clearly, not just as a
reflection on scientific aesthetics, but as a laboratory of (e)motion.

MG

SAYFA PAGE 17

'sen dogmadan 6nce birgok seye karar
verilmisti videosundan cizimler /

Drawings from ‘much was decided before you
were born’

DVD Video
158", 2009-2010
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USTTEN ALTA FROM TOP TO BOTTOM
Koken: sigrama

Kéken: dénme

Koken: itme /

Origin: bouncing

Origin: spinning

Origin: pushing

Dongt halinde tg DVD
Three looped DVDs
2009-2010
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‘Kaos, Siddet ve Mekan' serisinden /
From the series ‘Chaos, Violence and Space’
Kagit tzerine yagli boya

Oil on paper
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TANSU AKMANSOY

Isimsiz Seri / Untitled Series

Tansu Akmansoy'un cesitli islerine bakinca, sanatginin sanatsal kaygilarinin strekli
olarak belli bir geleneksel dustnce bigimi ve estetige uyumlu sekilde devam ettigi
gorultyor. Ozellikle golge ve cizgilere olan ilgisinin 6zel bir rol oynadig) islerinin,
nesnelere odaklanmak yerine daha ok hareket ve devinimle ilgili meselelere ilgi
duyan Japon sanatina 6zgt formlarla iliskisini kurmak mtmkun. Bu sekilde nesne-
lerden uzaklasarak bir strec formuna yonelmek, Jun’ichiro Tanizaki'nin Gnlu yapiti
'In Praise of Shadows"da (Gélgelere Ovgll) ele aldigi gibi, cizimin gizli kilit oyunculari
olan 1sik ve golgenin yeni bir dinamigi ortaya gikararak gérandr olmalarini sagliyor.
Bu iki gtclu ozellik, Akmansoy'un, goruntinun belirgin somut 6ge ve ¢izgilerden
ilging bigimlerde yayilarak tekrar tekrar dagilmaya dogru gittigi buyuk resimlerindeki
kivrimlar ve siyah beyaz kontrastinda bulunuyor. Sanatginin eli, bu ttr dinamiklerle
oynarken kdguk evrenlerin olusmasina neden oluyor.

Akmansoy'un islerinde olduk¢a nem kazanan bir diger mesele de uzam. Sanatginin
islerini yine Japon kaligrafi teknikleriyle karsilastirmak mumkun. Bu tekniklere gore,
ozellikle kagit Uzerinde birbiri icine katlanarak fiziksel derinligi olacak sekilde Ust
Uste binen ve golgeler yaratan gizgiler arasinda uzamsal meseleler ok belirgin.
Uygun bir aydinlatma oldugunda, ydzey ve golge, alisiimadik bir gerilim alanina gir-
erek gizimlerdeki alisilmis iki boyutlulugun Gtesine gegiyor. Akmansoy'un tam olarak
da bu olguyla ilgilendigi ve yuzey ve derinlik arasindaki gerilimi nasil kullanacagini
iyi bildigi, bu isler sadece kisa bir stre izlendikten sonra anlasiliyor. ilk olarak isik
oyunlarinin yogunlugundan etkileniyoruz, daha sonra ¢izginin kendisi odak noktasina
sicrayarak retinaya yansiyor. Islere daha uzun bir stire baktiktan sonra ise, bakan kisi
alginin sUrekli olarak degistigini fark etmeye basliyor. Basta islerin boyutu karsisinda
inanilmaz derecede ezilen golge evreni giderek belirginlesmeye basliyor. Ancak belli
bir miktarda zaman verdikten sonra yapitin bu 6zelligi ortaya ¢ikiyor ve uzamsal
yUzeyler son derece ilging bir sekilde dontserek birbirinin yerini alir hale geliyor.

Akmansoy'un islerinin uzamla ilgili bu o6zelliklerinin yani sira baska bir boyutu
daha var. Bu da kagit Uzerinde asagl dogru akan boya damlalari ve yapitin Uretim
sdrecini teshir eden firga darbelerinin dinamiginden kaynaklaniyor. Sanatc¢i bu ttr
"kusurlari” saklamayarak, bakan kisinin, cizim ve resmetme eyleminin sadece el ve
kagit arasinda gegen bir islem olmayip daima tim viicudun dahil oldugu uzamda
gecen bir islem oldugunu anlamasini sagliyor.

Looking at the various works of Tansu Akmansoy, it is interesting to see how continu-
ously his artistic concerns seem to correspond with a particular tradition of thinking and
aesthetics. In particular his occupation with shadows and lines plays a special role in his
works and we can find a correspondence with Japanese forms of artistic practice which,
instead of focusing on objects, is more interested in questions of movement and dynamics.
This shift away from objects and into a form of process, which has been addressed by
Jun'ichiro Tanizaki in his famous In Praise of Shadows, allows the hidden key players
of drawing - light and shadow - to unfold a new dynamic and become visible. These
two very profound aspects can be found in the folds, and black and white contrasts of
Akmansoy's huge paintings, where the view repeatedly shifts in interesting ways away
from concrete, specific elements and lines, into the diffuse. By playing with such dynamics,
Akmansoy's hand enables small cosmoses to develop.

Another aspect that becomes quite important in his works is the question of space. Again,
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we can compare Akmansoy's works to Japanese calligraphic techniques where spatial
issues are very prominent especially between the lines on the paper, which are folded into
one another and produce thereby an overlapping and shading that has physical depth.
When appropriately lit, surface and shadow enter into an unusual area of tension that
extends beyond the familiar two-dimensionality of drawing. That Akmansoy is interested
in precisely this phenomenon and knows how to exploit the tension between surface and
depth becomes clear when one is observing these works only for a short time. We are
primarily struck by the intensity of the play of light; then the line itself leaps into focus and
burns on the retina; after looking at his works for a longer period, however, one finds that
this perception changes constantly. Increasingly, the shadow cosmos of the work, which
had at first been spectacularly overwhelmed by the size of the works, begins to emerge.
Only after investing a certain amount of time, does this depth of the work become evident,
creating an extremely interesting alternation of spatial levels.

In addition to this aspect of space we can find as well another dimension. It is contained
within the drips of paint that run down the paper and in the dynamics of the brushstrokes
that exhibit the production of the work. By not hiding these ‘flaws’, Akmansoy allows the
observer to understand that drawing and painting is not a process between the hand and
a sheet of paper, but a process in space that always involves the whole bodly.
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Isimsiz /
nt paper
132 x 200 cm, 2010
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‘Kaos, Siddet ve Mekan' serisinden /
From the series ‘Chaos, Violence and Space'
Kagit tzerine yagli boya

Oil on paper

25 x 32 c¢m, 2010




HASAN SALIH AY
cekip gitmek / let go

Simdi Reklam Arasi ama Bizi izlemeye Devam Edin...

Belki, yazarim dedim. Ben de bir sanatclyim ya. Ise, farkli bir okuma getirip bu isi,
sanatgisinin biraktigi yerden baska bir yere ama ileriye degil, bir yerlere tasiyabilirim,
belki... Ne yazik ki, zaman ¢ok dar. Haliyle, bu zamanin mekani da hayli sikisik.
Herseye ragmen, hayal kurmaya deger.

Farkli bir gozle, gonderilen gorsele baktim. Bir daha, bir daha... Glzel Sanatlar oku-
lunda, tarih derslerinde anlatilan islerin, duvara projektérden yansiyan hallerine ya da
kataloglardaki gorsellerine pur dikkat kesilerek yorumlanmasini, okunmasini hatirlatti
bana. O isler hakkinda yapilan okumalarin yarattigi tatminkarlik ile o islerin orjinal-
lerini gérdigtmde igine dusttgum bosluk hissini artik kiyaslamiyorum bile. Hadi,
diyelim ki, en basit haliyle, dolu sandigim meger bosmus ya da tam tersi. Duvardaki
yansimasinda, katalogda goruldugu sekliyle, etrafinda dolasip hayal kurdugum is,
orjinalinde, meger duvara dayanmis, gegit vermezmis. Cok dikkatsizmisim gok. Bir
isin, 'Binbir Gece Masallari”"ndaki kahramanlar kadar gercek oldugunu ya da Louis
Borges'in 'Kum Kitabl' romaninda, gizemli kitapta, okudugumuz sayfay! bir daha
bulamayisimiz gibi, bir isin de kendi iginde hep ayni kalamayacagini ¢ok sonra idrak
ettim. Eh. Halen en ciddi resim ve heykel muzesini ziyaretcisine acamayan, diger
taraftan 6zel muzelerin gecekondulastigi bir tlkenin evladi olarak bu idrak gecik-
mesi normaldir sanirim. Iste boyle, yansimalar, yanilsamalar ve sanal akisla olusan
is okumalari aklimdan gegerken, ayni anda, hakkinda yazmam gereken isin gorseline
bakiyordum.

Gordugum, ahsap bir palet tzerinde UstUste dizilmis kolilerdi. Hepsi ayni ebatta, ayni
renkte kolilerdi. Iki sira yanyana, bes sira Ustuste. Tam paletin 6lculerine oturmus.
Hig bir tasma ya da bosluk yok paletin koselerinden. Kolileri, paletin 6lgstne gére
segmis olmali, diye distndurten bir dizilimde, ama ayni kolilerin daha énce paletsiz,
dogrudan zemine baska bir dizilimine ve sergilenisine yine bir gérselden tanik oluyo-
rum. Demek ki, bir baska sergilenisinde pedestali ya da dizilimi, tipki her sergileniste
degisen ismi gibi degisebilirdi. Isin, dnceki adi 'koyvermek'. Palet tizerindeki sergile-
mede ise ‘cekip gitmek'.

‘cekip gitmek’ bir mekan yerlestirmesinden ok heykellesmeye dogru yol almis gibi
goruntyor. Kolilerin dis yUzeyindeki hafif desenler, o kolilerin igini bos gdsteren
desenler. Iste bu mudahale, herseyi yerinden ediveriyor benim icin. Bu kadar bos,
hafif gérinmelerine ragmen, bir cok karsitig icinde tutan dopdolu bir is. Ziyaretgiye,
batun kolilerin iginin bos oldugu gosterilse de, ziyaretgi, bu desenlerle, kolilerin, za-
ten doldurulmus oldugu celiskisiyle birakiliyor. Artik, acip bakmaya gerek var midir?.
Bir iluzyonun aleniliginde ya da gorunurlugunde duyulan haz ile, bu isteki, “ici disina
yansimis hal"'in verdigi haz, birbirine yakin midir?

Bir kolinin, topla(n)maya, sakla(n)maya, tasi(n)maya araci oldugunu biliriz. Bos hal-
lerinin izleri disinda higbirseyin izini tasimayan bu koliler, sergi mekanina kendilerini
tasitarak, herhangi bir nesnenin, sanat nesnesine dontsme sdrecini de sorgulamayi
onerir. Sergi mekanlarina tasinan gercekte nedir? Sergilenecek isin, sergi mekanina
tasindigl koli, kasa, zarf gibi aracilarin, is cikartildiktan sonraki sertveni bellidir. Ya
cope gider ya da depoda saklanir. Iste, ‘cekip gitmek’ isindeki, formu hic bozulmamis
koliler, sergi mekanindaki tekinsizligi ile ezberi bozarak ziyaretgisini bosluga itiverir.

Bir marketin raflarindaki drdn dizilimi ne ise, hayata bakisimiz da artik, dyle
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dizi dizi... Ayni Urinden yanyana, UstUste bir yigin ayni formayi giymis, tektipe
indirgenmis, farkliliklari olmayan bu Urdnleri ezbere alan bir tdketim toplumuna, bu
kolilerin boslugu dayanilmaz gelebilir. Oysa, bizim ¢ergevemiz belirgin, ici de hep
doludur. Televizyonumuzla doludur, alisveris merkezlerinin giin dénUmund unut-
turan isiklariyla, plastik palmiyeli sahte sokaklariyla ve vitrinleriyle doludur. Bal-
konu olmayan rezidanslarla doludur ve onlarin pencereleri, gdkdelenlerin yansittig
parcalanmis gokyUzU manzaraslyla doludur. Uzaktan kumandali garajlarla, agik ve
kapali otoparklarla, gtivenlik gorevlili giris kapilariyla doludur. Cantalarimiz evraklarla,
cep telefonlariyla, ajandalarla, kartlarla doludur. Evlerimizde giderek ebadi buytyen
cop kutulari hep doludur. Zamanimiz, kafamiz doludur. Gunddzimuz multivitamin-
lerle, gecelerimiz uyku haplariyla doludur. Sokaklar siren sesleriyle dopdoludur. Bos
zamanlarda ise, gocuklarla olmak vardir ama hayal kurmak, oynamak artik zor olur.
Bu yuzden, gocuk oyuncaklari pillerle, jetonlarla doludur. Hayat, konforun belirledigi
mutluluklar ve "alsak alsak daha ne alsak” cilginligi ile disi rengarenk, igi bos bir
kurede, hayatta kalma savasidir. Bardagin dolu halini gérmek bundan ibarettir.

Bazilarina gore hayatin gercegi ve gerekliligi, bana goére, vir ziviri olan bu gibi
seylerin ¢ogu bu kolilerden ¢ikar. Bir iltzyonistin sapkasindan ¢ikanlar bir yana, o
sapka oraya nasil gelmistir sorusu gibi, bu koliler de nasil ve nereden yola gikar?

‘cekip gitmek' isi, bizi kolilerin bu yolculuguna ve hayatimizi dolduran birgok seyin
Uretim ve tUketim sUrecine dair sorularla yuzlestirir. Ne kadar ¢ok gorunurldgu
paylasiliyorsa, o kadar ¢ok nem atfedip mesrulastirdigimiz seyler ve duygular, bu
ici bos gizili kolilerle baska bir yere tasinirlar. Kolilerin dis yUzeyi ayni bos olma halini
temsil etseler de, izleyicisine yeniden hayal kurmayi ve farkli anlamlar Uretmeyi
hatirlatarak herbiri farkliliklarini olusturmayi amaglar.

Yoksa, bombos bir sergi mekanini, bir sanat isi olarak ziyaretgisiyle paylasan sanatgi,
bos hayaller pesinde miydi?

Now it's Time for Commercials, but Please Stay Tuned..

Maybe | can write, | said. | am an artist too after all. Maybe | can do another reading of the
work and take the work to some other place than where the artist has left it, not ahead of
it though... Unfortunately time is too tight; therefore the space of this time is also quite tight.
Nevertheless, it is always worth dreaming.

| looked at the image that was sent to me with a different eye. Over and over again.. This
reminded me of art history classes at the Academy of Fine Arts, where art works were
interpreted and read with careful attention to images projected on a wall or printed in
catalogues. | no longer compare the feeling of satisfaction | got from those readings and the
subsequent feeling of emptiness | was left with when | saw the originals of those works.
Let’s say, as a simplest example, the thing that | thought full was actually empty, or vice
versa. The original work, which | dreamt of when walking around looking at its projection
on the wall, or its image in the catalogue, was actually leaning against a wall allowing
no passage behind it. How observant | was. | understood much later that an art work is
only as real as the characters in Tales from the One Thousand and One Nights, and an
art work can't remain the same just as how it is not possible to find the same page in the
mysterious book of Jorge Borges' The Book of Sand" Well.. | guess this delayed realisa-

tion is normal for somebody raised in a country that still can'’t open a significant painting
and sculpture museum to visitors, while on the other hand private museums are opening
like shanty houses. | was looking at the image of the work that | was supposed to write
about while my mind was busy with these ideas about apprehension of art works through
projections, illusions and virtual flow.

' was seeing boxes stacked on top of each other on a wooden platform. They were all the
same size and colour, arranged in two columns side by side and five rows on top of one
another. They fit well on the platform. There are no parts extending over the platform
nor any empty space left. The arrangement of the boxes makes you think that the artist
has probably chosen them to fit the size of the platform, but in another image | see an-
other arrangement and display of the same boxes when they are directly put on the floor
without any platform. This means the work's pedestal or arrangement could change in a
different display just as its title changes in every exhibition. The previous title of the work
is koyvermek' (behave without restraint), while the display on the platform is called ‘cekip
gitmek’' (go away' or leave’).

cekip gitmek' seems to be heading towards becoming a sculpture rather than an instal-
lation. Drawings on the outer surface of the boxes show their empty interiors. It is this
intervention that dismantles everything for me. It is such an empty but loaded work that
holds together various contradictions despite the light appearance of the boxes. Although
the empty interiors of the boxes are shown to the viewers, they are left with a contradic-
tory feeling that the boxes are actually filled with these drawings. Do we still need to open
and look? Does the pleasure of this work come from an illusion that's overt or from the
clearly visible "inside reflected on the outside"” quality that is being displayed?

We know that a box is a tool for collecting/packing, keeping/hiding and carrying/moving.
These boxes bear no trace of anything other than traces of their empty states. By being
carried over to exhibition spaces, they also propose a questioning of the process through
which an ordinary object turns into an art object. What is it that is actually moved to
exhibition spaces? The usual story of boxes, cases or envelops in which an art work is
transported to an exhibition space is obvious after the work is moved out. They are either
thrown away or kept in a depot. In the work "cekip gitmek’, the boxes which have no de-
formation in their shapes disrupt the usual expectations and pull the visitor into a vacuum.
Our view of life is now the same as the rows of products on the shelves of a supermarket.
The emptiness of these boxes might be unbearable for a consumer society that is very used
to buying uniform products stacked side by side on the shelves, each one the same as the
next. However, we have a clear frame that is always full. It is full of our television, lights of
the shopping centres that make us forget the sunset, false streets with plastic palm trees
and shop windows. It is full of residences with no balconies, but windows that are full
of fragmented sky scapes reflected from skyscrapers. It is full of remote control garages,
open-air and covered car parks, entrances with security officers. Our bags are full of docu-
ments, cell phones, diaries and cards. At home our garbage bins get bigger and bigger, and
they are always full. Our time is full, our head is full. Our days are full of multivitamins;
nights are full of sleeping pills. Sounds of sirens fill the streets. And free time could be
spent with children, but imagining and playing is too hard now. That is why kids” toys are
full of batteries and tokens. Life is a fight for survival with happiness earned by comfort
and the craze for "buying and buying more and more" on a sphere colourful on the outside
yet empty inside. Seeing the full half of the glass is nothing more than this.

Most of this stuff, which is the reality and necessity of life for some, but only trivia for me,

comes out of these boxes. Just as we ask where the illusionist's hat comes from, rather
than the things that come out of the hat, how and where do these boxes originate?

cekip gitmek' confronts us with the journey of the boxes and questions about the produic-
tion and consumption processes of various things that fill our lives. The more visible things
and feelings become, the more we legitimise and attribute significance to them. These are
then carried over to another place in these empty boxes with drawings. While the outer
surface of the boxes represent the same empty state, each box aims to create its difference
by reminding the viewer to start imagining and generating new meanings again.

Or else, is it possible that the artist who presents his visitors with an empty exhibition
space as an art work, is following empty dreams?
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cekip gitmek / let go

Karton kutular, kursun kalem ve palet
Cardboard boxes, pencil and pallet
80 x 120 x 250 cm, 2008
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MUGE BILGIN
Sehir / City

Ugus yuksekligin altinda, siradan bir bina ytksekliginin tzerinde bir bakis agisiyla iz-
leyiciyi tablolarina davet ediyor Muge Bilgin. Bu agi ve yukseklik bakilan manzaranin
siradanligini ortadan kaldirmakla kalmayip ayni zamanda izleyici igin hentz
aralanmamis bir perdenin ardini seyretmenin ¢ekici 6nceligini yaratiyor.

GUnluk yasam igerisinde ¢ogu zaman goérmezden geldigimiz, iginden gegtigimiz
otopark, ya da kullandigimiz bu araglar, Bilgin'in resimlerinde bir portrenin detaylari
islenircesine tek tek ve 6zenle resmedilmis. Fakat bu detaylara ragmen karsisinda
durdugumuz tablo foto-gergekgi bir Uslup kazanmak yerine neredeyse romantik bir
yaklasimla, sanatginin bakis agisini ve duruma dair satir aralarini okumamiza sebep
olan yukld bir anlatim olarak karsimiza gikartiyor.

Buyuk kent yasaminin bir pargasi olan bu alanlar ve araglar, yani cogu zaman "me-
kanik" ve "soguk” olarak siniflandirilabilecekler, bu resimlerde organik ve neredeyse
kendilerine ait bir yasam duzeni olan kentin diger sakinlerine dontsmusler. Yan
yana, hatta bazen inanilmaz bir yakinlikta siralanmis bu araglar sanatginin ince-
likli betimlemesi ile bize, iginde yasadigimiz sosyal gevreye dair referans veriyor.
Birbirlerine dokunmamak mantig tzerine kurulu tasarimlari modern hayatin iginde
yanyana duran bireyleri ve mesafelerin hi¢ asilamadigl sosyal duzeni akla getiri-
yor. Otopark alaninin az ilerisinde bulunan ¢ok katli hantal bina icindeki yasam bi-
rimleriyle ok daha renkli ve canli olmasi 6ngérulen bir yapi iken, park alaninin ve
araglarin yaninda, oldugundan ¢ok daha hantal, gok daha cansiz gozukuyor. Otopark
alaninin icinde sira halinde ekilmis ve cevrelendigi beton tarafindan dogal kosullari
coktan sinirlanmis agaglar ise neredeyse gozU rahatsiz eden birer egreti bitkiye
dontusmusler. Bu denklem igerisinde tablolarda hig karsilasmadigimiz figurler, zaten
¢oktan elenmis, kentin bu kiyisinda yeri olmayan olgulara déntsmus.

Hayali bir mekanin tasviri ya da sanat¢inin kurgusu olmadigi okunabilen bu tablolar,
buyuk kent yasaminin UrkdttcU yapilanmasini yogun ve gicld bir dille anlatirken,
komposizyonlarda hig goremedigimiz figlr yerine izleyiciyi tabloya, dolayisiyla du-
ruma ustalikla dahil etmeyi basariyor.

Miige Bilgin invites us to look at her paintings from a perspective that is lower than the
altitude of flight, but higher than any ordinary building. This angle and bird-like view not
only eliminates the banality of the scenes she chooses, but also creates an attractive privi-
lege for the viewer to look down on a situation that exists beyond their normal periphery
of vision.

As Bilgin paints the details that we often overlook in everyday life, such as the car park
we quickly hasten through, or the vehicles that surround us, she depicts each of these with
great diligence and care, as if they are the finer aspects of an important portrait. However,
despite her concern with capturing micro elements, her paintings are not photorealist in
style; rather, Bilgin seems to aim for an almost romantic approach, that offers a loaded
expression, enabling us to see the artist's personal perspective on the everyday and how
she reads beyond the assumption of a mundane reality.

The numerous anonymous spaces and cars that make up big-city life can often be de-

scribed as "mechanical” and “cold", yet in Bilgin's paintings they morph into the residents
of the city with an almost organic order of life peculiar to themselves. The cars which
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are parked side-by-side, sometimes incredibly close to each other, reference the social
environment we live in through their elaborate depiction. Their composition, which pres-
ents them never quite touching one another, reminds us of individuals standing crowded
together and the social order that does not allow distances to be overcome. A clumsy,
multi-storey building seen in one painting is assumed to be more colourful and lively
given its living units inside, yet it ends up looking much more awkward and dead than the
parking area and cars. In the same way, the trees, standing in a certain order throughout
the parking areq, already with very limited natural conditions due to their environment of
concrete, appear to turn into utilitarian plants that almost disturb the eye. Within this equa-
tion, we do not encounter any human figures in the paintings as they have disappeared
long ago with no place left for them on this side of the city any longer.

It is easy to understand that these paintings are not depicting any imaginary place, nor are
they imaginative constructs by the artist. Rather, they describe scary structures of urban
life with an intense and powerful language, while at the same time successfully integrat-
ing the viewer into the picture and the situation in lieu of the human figure that we never
see in the composition itself.
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Isimsiz / Untitled

Kagit uzerine guas boya
Gouache on paper

83.5 x 70 cm, 2009
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Isimsiz / Untitled

Kagit Uzerine guas boya
Gouache on paper
29 x 38.5 cm, 2009
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isimsiz / Untitled

Kagit uzerine guas boya
Gouache on paper
75 x 56 cm, 2009







GULDEREN DEPAS
Kaos, Siddet ve Mekan / Chaos, Violence and Space

Gulderen Depas'in resimleri, ele aldigi konulari yuceltmeksizin yanginlari, yikim ve
patlamalari betimliyor. OtobUsler yaniyor, enkaz parcalari yerden havalaniyor, du-
man bulutlar gdkytzunt dolduruyor. Depas'in resimleri, bir savas ya da terorist
saldiri gibi tek bir buyuk olaya verdigi bir dizi tepki olarak dustnulebilir olsalar da,
hergln dunyanin pek ¢ok farkli yerinde yasanan, birbiriyle higbir ilgilisi olmayan,
daginik ama birbirine benzer oranda siddet igeren olaylar olarak da gorulebilir-
ler. Her iki durumda da, resimlerde ayni konularin tekrar tekrar islenisi, insanligin
dogasindaki bitip tikenmeyen siddeti ve bu tur vahset olaylarinin geride biraktigi
travma ve yikimi anlatiyor gibi.

Bu sergide, resimler mekan icine dagitilarak, her birinin kendi 6zerkligini korumasi
ve gerek buyUk bir olay icerisindeki gerekse bagimsiz bir durumdaki tek bir ani tem-
sil etmesini saglamak amaglandi. Bu sekilde, konularin yalnizca olumsuz nitelikleri
yerine, umut vaat eden anlar da gorunur hale geldi. "Ates olmayan yerden duman
¢tkmaz" deseler de, Depas’in resimleri hepsi ayni anda goralmedikleri zaman, du-
man, ozellikle de dumanin firga vuruslariyla ortaya gikan resimsi hareketleri nede-
niyle, farkl bir sekilde okunabilir: Alevlerin 6lUsU, ya da daha da uca gidecek olursak,
gokyUztndeki puslu izlerden ibaret olarak... Ancak tum resimlerle karsilastiktan son-
ra, resimlerin temsil ediyor gibi gbrindugu vahset olaylar dizisi izleyicinin belleginde
yer etmeye basliyor. Peki bu, insanin dogasina dair ne soyliyor? Her durumun
yalnizca en k&td yanini gormeye mi hevesliyiz? Savasa medyada ayrilan yer bu
kadar mi hayatimizin i¢inde ki her yangin goértintdst bize hemen savasi hatirlatiyor?
Depas, sahneleri farkli tuvallere bolerek ve serbest bir sekilde tasvir etme araci
olarak resmetmeyi segerek bu gibi sorulari ortaya atiyor ve bizi sundugu igerigi
yeniden dustinmeye tesvik ediyor. Seriye verdigi 'Kaos, Siddet ve Mekan' baslig
da resimlerin ucunu agik birakiyor. Siddet var ama farkli farkli kompozisyonlar
icine sokulmus; kaos var ama bu, depremler, yanardaglar, evrenin karmasikligi gibi,
doganin kaosu da olabilir; ve son olarak mekan da var, birgogumuzun medyanin
etkisi altinda kalarak icgtdusellikle hemen savas gorunttleri gorecek kadar savas
saplantisiyla canlandirdigl imgelerden gok daha pozitif olan ve sanatginin genis firca
darbeleriyle beliren alternatif imgeler dustnebilecegimiz bir mekan.

Without glorifying their subject matter Gillderen Depas' paintings depict fires, destruction
and explosions. Buses burn, debris is thrown from the ground and smoke plumes fill the
skies. While her paintings could be imagined as a series of responses to one major event,
a war or terrorist attack, they can also be seen as the many completely unconnected,
dispersed but similarly violent occurrences that take place throughout the world every
day. Either way the repetition of the content seems to speak of the never-ending violent
nature of humanity and the fact that all such atrocities leave trauma and devastation in
their wake.

In this exhibition the paintings are divided up throughout the space so that each retains its
autonomy and speaks of one moment, either all within a bigger event or as an indepen-
dent situation. In this way, rather than only seeing the negative potential of the subjects,
moments of hope become apparent. While the saying goes “where there's smoke there's
fire", when Depas' paintings are not seen together at the same time, the smoke, especially
due to its painterly movements, can be read in another way—as the dying down of the
flames, or taken to its extreme as nothing more than a hazy wash in the sky. It's only
later, after encountering all the works, that the chain of atrocities they seem to represent

XX 38

is composed in the viewer's memory. And what does this say of human nature? Are we
intent on seeing the worst in every situation? Is the media coverage of human destruc-
tion so implicit in our lives that every image of fire immediately resounds as war? By
fragmenting her scenes between different canvases and choosing the medium of paint to
loosely portray these scenes, Depas poses such questions and tempts us to reconsider the
content she presents. Her title for the series: ‘Chaos, Violence, Space" also leaves things
open. There is violence, but it's contained in various different compositions; there is chaos,
but this could also be the chaos of nature - earthquakes, volcanoes, the complexities of
the universe; and ultimately there is also space - a space to contemplate an alternative
imagery in the sweeping brush-strokes she has applied, a more positive imaginary to that
which many of us have been manipulated by the media and our obsession with war to
instinctively see.
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Kaos, Siddet ve Mekan /
Chaos, Violence and Space
Kagit tzerine yagli boya

Oil on paper

25 x 32 cm, 2010
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Kaos, Siddet ve Mekan /
Chaos, Violence and Space
Kagit uzerine yagli boya

Oil on paper
25 x 32 c¢m, 2010
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FERIT FURUNCU
Kitsch Gunluk, 07/01/2009 / Kitsch Diary, 07/01/2009

Kitsch Gunluk - Houte Couture / Kitsch Diary - Houte Couture

'Houte Couture' (2009) ve '07/01/2009" Ferit Furuncu'nun 'Kitsch Diary" (Kitsch
Gunltk) adl serisinden iki yapit: Bir tarafta karklu bir nesne, Uzerindeki etiketle
¢ok seckin bir modayi temsil ettigini ilan ediyor, diger tarafta ise haplarla tek tek
gokkusagl renkleri olusturulmus.

Furuncu'nun bu islerini 20. yuzyil baslarindaki gergekusttic ya da dadaci este-
tikle iliskilendirmek ok da yanlis olmaz. Dada ve gergekUstuculukte klasiklesmis
duruslar gibi (6rnegin Meret Oppenheim’in 1936 tarihli ‘Breakfast in Fur' (Kurkte
Kahvalt) ve Man Ray'in 1921 tarihli Cadeau (Armagan) adli isleri) bu isler de, gtinde-
lik kullanimdaki nesneleri ufak degisikliklerle rahatsiz etme ya da fantezi potansiyeli
tastyan 6zel nesnelere donusturtyor. Furuncu’nun yapiti bize sunlari soruyor adeta:
Eger bu Houte Couture ise - bunu nasil giyersiniz? Eger bu ilagsa - bu tuhaf haplar
ne tr bir hastaliga yariyor? Gergekustucultkle kurdugu bu baglantiyla paralel olarak
Furuncu’nun serinin basliginda kullandigi 'Kitsch' terimini goz ardi etmemek gerekir.
Sanatgl, bu sekilde yalnizca tek bir gelenegi takip etmekle kalmayarak bu bigimsel
boyuta daha baska dinamikler de eklemektedir.

Furuncu, ikinci referans noktas olarak Kitsch'i kullanarak nesneleri saf gercekustt
etkilerinin &tesine gecerek kendi statd ve degerlerini sorgulamaya yonelten ilging
bir dinamik yaratiyor. 20. yuzyilda Kitsch, genellikle populer etki yaratmak disinda
pek fazla kaygisi olmayan "hafif" isleri tanimlamak igin kullanilan ktgultict bir
tabirdi. Ciddi sanatla surekli karsitlik yaratan bir sey olarak islev gortyordu (Clement
Greenberg'in 1939 tarihli ¢ok bilinen 'Avant-Garde and Kitsch' (Avangard ve Kitsch)
baslikli makalesinde gérebilecegimiz gibi). Kitsch terimini ve yarattig dinamigi isine
dahil eden Furuncu, bu tartisma ile birlikte yuksek ve algak sanattan olusan bir siste-
min yarattigl yerlesik bir karsitigl sorgulamaya acmakla kalmiyor, ayni zamanda,
buyuk izleyici kitlelerinin begenisini geken islerin degersiz bulunma anini ele aliyor.

Bu dinamiklerin 1siginda, Furuncu’nun sanati sadece bir elitizm elestirisi olarak degil,
sanatta ¢ok uzun zamandir degersiz bulunan ve 6n yargiyla yaklasilan potansiyeller
ve dinamiklerin yeniden degerlendirilmesi olarak dustunulmelidir.

Houte Couture' (2009) and ‘07/01/2009" are two works from a series by Ferit Furuncu
called Kitsch Diary'": on the one side a furry object announces with its name tag that it is
very exquisite fashion, and on the other, a set of pills unfolds one by one the colours of
the rainbow.

It is not far fetched to connect these works by Furuncu with the surreal or Dadaesque aes-
thetics of the early 20th Century, since like the classical positions of Dada and surrealism
(such as Meret Oppenheim’s Breakfast in Fur, 1936; or Man Ray's ‘Cadeau’ (Gift), 1921),
these works seem to turn things of everyday use, through slight alternations, into specific
objects that are opening up the potential for irritation and fantasy. Furuncu'’s works seem
to ask us: if this is Haute Couture — how do you wear this? If this is medicine - for what
kind of disease are these trippy pills? While taking this reference point to Surrealism,
Furuncu’s parallel use of the term Kitsch'in the title of the series cannot be ignored, as he
decides to not exclusively follow one certain tradition, but also adds another dynamic to
this formal dimension.
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With Kitsch as the second reference field, Furuncu creates an interesting dynamic in which
his objects turn from their pure surreal momentum towards the question of their own
status and value. Since Kitsch in the 20th century was usually used in a derogatory way
to mainly describe “unsubstantial” works that were more concerned with their popular
appeal, it is considered a term that functioned (as we can see in Clement Greenberg's
famous article Avant-Garde and Kitsch;, 1939) as a constant opposition to serious art. By
embracing this term and its dynamic for his own work, Furuncu not only questions this
discussion and the established opposition that resulted in a system of high and low art
being put in place, but even more so the artist seems to address the specific moment of
discrediting works that mainly attract mass audience appreciation.

Against the backdrop of these dynamics Furuncu's work can be understood not just as
a critique of elitism, but as a reconsideration of potentials and dynamics in art that have

been discredited and prejudiced for far too long.
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Kitsch Gunluk, 07/01/2009 /
Kitsch Diary, 07/01/2009

Tuval Uzerine karisik teknik
Mixed media on canvas
20 x 20 cm, 2009

SAYFA PAGE 43

Kitsch Gunluk, Houte Couture /
Kitsch Diary, Houte Couture

Tuval Uzerine karisik teknik
Mixed media on canvas
25 x 25 cm, 2009
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'Kaos, Siddet ve Mekan' serisinden /
From the series ‘Chaos, Violence and Space'
Kagit tzerine yagli boya

Oil on paper

25 x 32 c¢m, 2010




SIBEL HORADA
Hic Var Olmamis Gibi / As If It Never Existed

Bir agag koku ve gdvdesinin blytklu kiguklt pargalari talaslarla birlikte galerinin
zemininde sergileniyor. Agacin organik yapisinin birbirine dolanmis kivrimlarinin
dogal guzelligini barindiracak kadar sade ve rastlantisal bir yigin gibi gérintyor.
Bazi pargalar baska tdrlt yerlestirilmis ya da degistirilmis olsaydi bile butun yine de
glcinU korurdu. Ancak yakindan bakinca gok daha fazla sey ele veriyor. Yarik, kopma
ve liflerdeki bukdlmelerin kott muamele sonucunda oldugu cok asikar. Agacin kok ve
govdesine, testere, geki ve baltayla gelisigiizel girisilmis gibi. Agag topraktan zorla
cikarilmis. Enstalasyon bir su¢ mahalli ve katliam alani gibi gérinmeye basladikga,
bizi buraya getiren olayin kékenine inme ihtiyaci ortaya cikiyor. Oyle ki, yapit, sanat
kurumunun ufkunu genisletmek amaclyla insani bir boyut katma ¢abasi iginde galeri
mantigini sorunsallastiran ve yerinden eden belli bir enstalasyon tarihine dahil degil.
Kendisinden daha fazla ya da daha az derinlikli baska bir seyin yerine konmus degil.
Bu enstalasyon, gizli bir metaforik jest degil. Bir hakikat. Bu nedenle, ise verilen "Hig
Var Olmamis Gibi" basligi yalnizca nesnenin yok edilisine degil, ayni zamanda onu
besleyen ve karsiliginda onun da hayat verdigi yerden cikarilmasina da gonderme

yapiyor.

Sanatcl, agaca 6grenim gordugi Yildiz Teknik Universitesi'nin bahcesinde rastlamis.
Bir zamanlar oldukga azametli oldugu anlasilan bir agactan artakalmis algak bir
kuttk halindeyken géztne ilismis. O zaman goruntd kaydini yaptigl kitigu ok kisa
bir stre sonra tamamen yerden sokdlmus olarak bulmus. Meger agag, yasli bir
Pavlonya agaciymis. Cok da isabetli bir sekilde, Pavlonya, ekolojik olarak yorgun
ve asinmis topraklarin hasarini giderme yetisine sahip ¢ok hizli biylyen bir agag.
Kokleri topragin derinlerine iner ve yiksek oksijenasyon kapasitesiyle zararli mad-
deleriisleyip stzerek topraktaki organik elementlerin artmasini saglar. Pavlonyalarin
ormansizlasmayla mucadele igin en uygun agac turlerinden biri olduklarina
inaniliyor. Kisacasi bu agaclar kapitalist aggozltlugun trettigi pisligi telafi ediyorlar.

Horada'nin yapitinin  hikayesi, Yildiz Teknik Universitesinin (YTU) Barboros
Bulvari'daki ana kamptsunde son dénemde yasanan bir dizi olayla paralellik tasiyor.
Eski bir saray bahcesi olan kampus, Istanbul'un gébeginde gtizel, yesil ve cev-
reye hakimiyeti olan hir yer. Istanbul'daki en eski egitim kurumlarindan biri olan
YTU, Istanbul’'un amansizca &zellestirilmesi kapsaminda son aylarda baski altinda
kaldi. Eski devlet tekelleri, endustriler, fabrikalar, rihtimlar, tersaneler ve gtmrik
depolari stpheli kamu-6zel sektér girisimleriyle pazara gikarildi ve/veya satildi.
Geleneksel olarak arazileri halka kapali olan sehir Universiteleri uzak bolgelere
tasinmak durumunda kalabilir. iddiaya gére sehir merkezleri tniversite 6grencilerine
birakilamayacak kadar degerli yerler. Yasli Pavlonya'nin yerinden ¢ikarilmasi, bu
durumla goz ardi edilemeyecek benzerlikler tasiyor. Sanat tarihinde, zellikle de
romantizmde, en saygideger sembollerden biri tek agag imgesidir. Agaglar insanin
yeniden maneviyatina dontsund, hayatin gérundr déngulerini, blytme ve ¢Urimeyi
cagristir ve animizmden samanizme, Musevilik ve Hiristiyanliga kadar tim dinlerde
bir yeri vardir. Ne yazik ki kapitalizmin zamana zamani yok.

Bologna sureci, Avrupa Universitelerini neoliberal etkinlik ve standardizasyon sevi-
yesine getirme cabasi olarak gorulebilir. Streg, trtin ve hizmetlerin tasinabilirligine
yakin bir takas edilebilme 6zelligi yaratarak Universitelerde bugtine kadar yasanmamis
bir delokalizasyona neden oluyor. Bu gelismenin yani sira, Tarkiye'deki devlet Uni-
versitelerinin hak sahipleri istisnasiz gok kirilgan. Bu da Universiteleri atanan ve
secilen kisilerin sahiplenmesine neden oluyor ve hicbir seffaflik icermeyen sartlarda
tepeden inme kararlar aliniyor. Bayle bir ortamda sehrin ortasindaki bir Gniversite
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arazisi istah kabartiyor. Sanat fakultesinin “saglam” gerekgelerle—"bu bos faali-
yetler ihtiyac duyulan fonlari talep ederken Universitenin ortak ¢ikarinin éntine geger
mi?"—baska yere tasinmasi olasiligl olarak baslayan bu streg, hi¢ kuskusuz gel-
ecekteki gok daha kott durumlarin yolunu agacak. Yeni kapitalizm bu sekilde isliyor
iste. Donust olmayan bir yonelise izin veriyor. Istenmeyen seyin kakunt kurutmakla
kalmayip her tarld izini yok ederek onu gortinmez de kiliyor. Yasamak igin éldtrmek-
ten daha fazlasini yapiyor. Felsefeci Marina Griznic'in belirttigi gibi, bu durum bi-
yopolitikadan nekropolitikaya kesin bir gegisi ifade ediyor. Agacin kesilmesi yeterli
degil. Kesildikten sonra kokinden sokulerek iskartaya gikarilmasi gerekir. Buttnuyle
Ustd ortulerek yerini sik bir gicek tarhi almali. Hayatin yerine stil getirilmeli.

Sanatgl Pavlonya agacini, hatirlamayi unutanlar kadar agaca dair higbir hatirasi
olmayanlarin da zihnine yeniden kaziyor. Ne de olsa Pavlonya, éldirmuyor ama
yasatiyor.

Big and small, fragments of a tree root and trunk with sawdust are displayed on the floor
of the gallery. It looks like a simple and arbitrary accumulation accommodating the self-
contained beauty of the meandering curves of the organic material. Even if some pieces
were differently placed or changed, the whole would still remain powerful. However, a
closer look reveals much more. Marks of mistreatment are evident in the cracks, tears, and
wrenched fibres. It seems that the root and the trunk have been attacked with indiscrimi-
nate brutality using saws, mallets, and axes. It has been shoved out of the earth violently.
As the installation begins to look like a crime scene and a field of destruction, it becomes
necessary to retrace the history of the event that brought us here. As such, the work does
not belong to a particular history of installation that problematises and displaces the
rationale of the gallery in a humanising effort to expand the institution's horizons. It is not
a replacement for something more or less profound than what it is. The installation is not
a surreptitious metaphorical gesture. It is a matter-of-fact. Hence, the title As if it never
existed' refers not only to the eradication of the object, but the removal from the very site
that nourished it and it in return instilled life to.

Horada stumbled upon the tree in the gardens of Yildiz Technical University where she
studied. She noticed the trunk when only the low stump was left standing of what appears
{o have been a mighty tree. She then recorded the stump only to find that not soon after
it was to be completely uprooted. The tree happened to be an old Paulownia. Quite appro-
priately, Paulownia is a fast developing tree with an ability to recoup ecologically stressed
and degraded lands. Its roots run deep and they help increase the soil's organic elements,
processing and filtering contaminants with a high oxygenation capacity. Paulownias are
believed to be one of the most suitable trees to combat deforestation. In short, they offset
the dirty work that capitalist greed produces.

The story of Horada's work runs parallel to a series of recent events that have taken place
at Yildiz Technical University's [YTU] main campus abutting the Barbaros Boulevard. A
former palatial garden, the campus is a beautiful, green and commanding location in the
centre of Istanbul. One of the oldest educational institutions in the city, YTU has come un-
der pressure in recent months in the context of Istanbul's relentless privatisation. Recently,
former state monopolies, industries, factories, docks, shipyards, and custom depots have
been shopped around and)/or sold under dubious public-private ventures. City universi-
ties—the grounds of which have been traditionally off-limits to the public—may be up for

relocations to remote areas. The argument goes that the city centres are too valuable to be
left to university students. The removal of the old Paulownia has similarities too germane
to pass up on. One of the most venerable tropes in art history, specifically in romanticism,
is the image of the singular tree. Trees echo the reunion with the spiritual self, the visible
cycles of life, birth, growth and decay, and cut through all religions, animism to shaman-
ism, Judaism and Christianity. Unfortunately, capitalism has no time for time.

The Bologna process could be seen as an effort to align European universities to a level of
neoliberal efficiency and standardisation. It produces exchangeability akin to the transport-
ability of goods and services, producing a form of delocalisation hitherto unexperienced.
Coupled with this fact, public universities in Turkey have invariably fragile stakeholders.
This leaves the ownership of the universities to the appointed and chosen, and top down
decisions are taken under extremely opaque contexts. In such a context a university prop-
erty in the centre of town whets appetites. What began as a potential move of the arts
faculty with "sound” excuses—"are frivolous activities to stand in the way of the common
good for the university to claim necessary funds?"—will certainly break the ground for
much worse to come. This is how new capitalism works. It allows a trend from which
there is no return. It does not only eradicate the undesirable but renders it invisible, by
erasing any trace of it. It does more than live and let die. As the philosopher Marina Griznic
notes, this implies a fundamental transfer from a bio-politics to necro-politics. It is not
enough that the tree is cut. It must then be dug out, and discarded with. The hole must be
covered and replaced with a stylish flower bed. Life must be exchanged with style.

The artist placed the Paulownia right back in the core of the psyche of those who forgot
to remember, but also for those who never had a memory of it. Here it does not let die

but allows to live.
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Initial documentation of discarded tree remains
Boyutlar degisken
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ASLIHAN OZDEMIR
Cangil / Jungle
Kuslar / Birds

Aslihan Ozdemir'in ilk donem kolajlari kaynaklarinin ebatlarini asmiyor. Eskiciden
buldugu kitap ve dergilerin boyutlari ne ise, kesip yapistirarak duzenledigi yeni alan-
lar da o kadar buytk: Bir defter sayfasi kadar. Mutlaka samimiyetleri de bundan ileri
geliyor. Bu ve goze ilk anda garpan baska birsey: Rahatlik.

Gunumuzde gecerli sanat Uretiminin ne olup ne olmayacagina dair dogrular sa-
vunan herkese nanik ceken bir dil bu. Ozdemir, karanlikta yolunu bulmaya calisan
birinin sahiciliginde korkusuz ilerliyor.

Kim tuval bezi Uzerine kagit parcalarini seloteyp ile yapistirir ki? Ergenlik donemi-
nin afili dillerinden birini ara¢ edinmek demek, uyusmazlik/uyumsuzluk tzerine stz
soyleyecegini bastan duyurmaktir!

Akip giden zamana karsi kurdugumuz gegcici duzenler, i¢ mekanlar ve israrla
strdurdugumaz adet ve ritteller... Insanin evcilligini sorguluyor Ozdemir. Kendimizi
kendi karmasamizdan korumak igin tasarladigimiz alan ve kostumleri tariyor. Boy-
lece girdigi her odanin duvarlarinda, kimbilir hangi ¢atlaktan iceriye dolacak ve tim
iyi niyetimize ragmen medeniyet projemizi bir anda altist edecek orman kanununun
titresimlerini duyuyor ve tasadan ¢ok ¢ocuksu bir merak ve keyifle bizlere aktariyor.

Aslihan Ozdemir's early collages that come to life, are no bigger than the images in the
second-hand books and magazines she buys to reshape: hence her final works remain as
modest as the size of a page. At first glance this ease of composition imbues her works
with a clear sincerity.

Her's is a language that turns up its nose at those who advocate certain dogmas about
what type of art production is valid today. And, with this knowledge, Ozdemir fearlessly
does her own thing as genuinely as somebody who tries to find their way in the dark. After
all, who tapes pieces of paper on canvas? To adopt a flashy language of adolescence is a
declaration at her own discord with conformity from the start!

In the midst of the concepts we adopt to combat the flow of time; the interior spaces, tradi-
tions and rituals that we follow relentlessly.. Ozdemir questions the domesticity of human
beings. She scans the spaces and costumes that we create to protect ourselves from our
own chaos. Through the walls of every room she enters, she feels the resonance of the law
of the jungle, which she lets leak in through some crack to destroy our aim for a utopian
construct of civilisation. Without a hint of anxiety, she opens a door for us that leads into a
fantastical world where we are invited to share in her child-like curiosity.
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Cangil Saati / Jungle Time

Kolaj
Collage
25.4 x 30.5 cm, 2009
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Cangil Ogle Yemegi / Jungle Lunch

Kolaj
Collage
25.4 x 30.5 cm, 2009
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EMRAH SENGUN

Animsamak / Recall

‘Animsamak’ (Recall) basliginin tanimladigi gibi, Sengtin'tin yerlestirmesindeki cok
sayidaki seramik karo, birbirine benzer ama asla birbirinin aynisi olmayan anlarin
zaman g¢izgisini olusturuyor. Sanatcinin el yapimi seramikleri galeriyi periyodik
bir duzen icinde bastan sona sararak diger sanatcilarin islerinin arasinda, iginde
dolastigimiz mekan ve zamanda bir yol giziyor. Seramiklerdeki tekrarlar ve dogrusal
rota her ne kadar kompozisyon olarak oldukga siki bir dizen iginde olsa da, gizdikleri
yol zaman zaman beklenmedik dontsler yapiyor ya da renk ve bigim bakimindan
belli bir dizen iginde giderken aniden kuraldisi bir durum géze carpiyor. Eger her
bir seramik gegcip giden siradan gtinlerden biri olarak distnulecek olsa, ara sira tne
cikan bazi seramikler Gnemli bir ani, sira disi bir olay ya da olagantstu bir basariyi
alelade bir sekilde ifade ediyor belki de. Kirmizi organik gérdnumld olan bu bigim-
ler, tarihin isaret noktalari olarak islev géruyor, ama tabi tarihi durdurduklari ya da
herhangi bir dramatik bigimde degistirdikleri yok. Sebep sonug iliskileriyle kurulan
bir sistem gibi, her bir seramik bir 6nceki ve bir sonraki seramik ile uyum iginde var
oluyor ve ¢izgi devam ediyor. Baslangici ve sonu birbirinin yerine gegebilirken, yolun
kendisi potansiyel bir sonsuzluk tasiyor.

Sengun, genelde bir yapi birimi olan ve bir zemin ya da duvari dekoratif ve islevsel
olarak kaplamak igin kullanilan seramik karolari normal baglamlari disina gikarirken,
bu malzemenin olagan konumunu tamamen degistirmiyor. Islerindeki seramikler
yerde durmaya devam ediyor ama zeminde sUrekli kalacak sekilde yerlestirilmis
degiller. Icinde bulunduklari arada kalmislik hali, binanin kilifi olarak kabul edilen
seyin Uzerinde duruyor olmalari, onlari farkli kilarak belli bir etki sahibi olmalarini
sagliyor. ‘Animsamak’, Akbank Sanat'ta sergiyi gezen izleyicilere eslik ederken, ¢cok
kisisel ama iliski kurmasi bir o kadar kolay nabiz atisi gibi bir ritimle galerinin iki katini
birbirine bagliyor.

As the title Animsamak’ (Recall) describes, the many ceramic fragments of Sengiin's
installation mark out a time-line of similar, but never identical moments. His hand-made
tiles follow a periodic pattern throughout the gallery, tracing a path between the other
artists’ works and the space and time the audience move through. While the tiles' repeti-
tion and linear route is somewhat regimental in composition, every now and then the
line takes an unexpected turn or an anomaly stands out within the otherwise steady con-
tinuum of colour and form. If each tile is imagined as a day, a day that passes by much like
the rest, there are several tiles that sporadically reflect an important moment, an unusual
event, or an incredible achievement. Red, organic-looking forms, act as markers within
history, but of course they do not halt it or change it in any dramatic way. As if a system
of cause and effect, the tiles before and after live together in harmony and the line contin-
ues on, the beginning and the end interchangeable and the path itself potentially infinite.

While Sengtin takes the tile out of its normal context, as a building block and a way to clad
decoratively and functionally a floor or wall, he does not completely change its common
position. Here the tiles are placed on the floor, but they are not permanent and nor are
they embedded. This status of being in-between, of hovering above what is considered
the envelope of the building, sets them apart and gives the tiles a resonance. In Aksanat,
Animsamak’ joins the audience on a tour of the exhibition, linking the two floors of the
space, in a very personal, yet relatable, pulsating rhythm.
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SAYFA PAGE 59-61
Animsamak / Recall
Fayans

Tiles

Boyutlar degisken

Dimensions variable
2007







AYSE TOPCUOGULLARI
Sakiz Sisirenler / Bubblegum Blowers

Ayse Topguogullari'nin bir oglan c¢ocugu, bir adam ve beyaz kureden olusan
triptigine kiskirtici bir sekilde 'Sakiz Sisirenler' adi verilmis. Sanat¢inin resmettigi
her iki karakter de dudaklari buztlmuds Gflemeye hazir halde dururken, son panoda
gorilen seyin sakiz balonu oldugu disundlebilir. Ancak sakiz imgesi digerlerinden
ayri tutulmus olan triptikte bariz bir evrim sembolizmi bulunuyor. Oglan ¢ocugu
bir adama donustrken akla gelen soru adamin daha sonra ne olacagl. Nasil bir
alin yazisi var? Adam bilinmeyen bir gelecekle karsi karsiya gibi gérunddgune gére
Topcuogullari'nin betimledigi evrimsel stirecin gizli bir gerekcesi olsa gerek. Onunde
dontp duran beyaz disk bir blytk patlama anini, ilk yaratma eylemini temsil ediyor
olabilir. Yoksa bu her yani kusatan kure, her seyi sona erdirecek bir felaket anini mi
ima ediyor aslinda”?

Triptik formu erken Hiristiyan sanatinda ortaya ¢ikarak dinf altar resimlerinde
yaygin bir kompozisyon sekli olmustur. Daha sonralari bu dizenleme birgok gotik ve
grotesk tasvirle esanlamli sayilir oldu. Hieronymus Bosch'un (y. 1450 - 1516), 1490
ila 1510 arasina tarihlenen ok bilinen triptigi ‘Diinyevi Zevkler Bahgesi“nde, incil'den
sahneler canli grafik tasvirlerle resmedilerek yaradilistan itibaren giinah islenisine ve
daha sonra cennet ve cehennemin birbirine zit gértntilerine uzanan dinya tarihi ele
alinmistir. Bu Unld triptigin dis tarafinda, dunya, insanin yaradilisindan énce potansi-
yelliklerle dolu bir baloncuk olarak stiztilmektedir. Topguogullari'nin tcUncl panosu,
yalinligi ve muglakligiyla Bosch'un bu meshur kompozisyonuna gonderme yapiyor
gibi. Ancak onun resmettigi konular gok daha sade; gocuk, masumiyetin sembolu
olarak belirirken, adam olgunluga erisme halini, kire ise gegmisi ve gelecegi kend-
inde barindiran bilinmeyen bir mekani simgeliyor.

Ayse Topguogullari's triptych of a boy, a man and a white sphere is tantalisingly titled
Bubblegum Blowers' The facial muscles on both the characters she depicts are puckered-
up and ready to blow, with the final panel of the painting showing the bubble of gum.
Yet the image of the gum is separated and the evolutionary symbolism of the triptych
is unavoidable. As the boy develops into a man, the question is what does the man later
become - what is his destiny? It seems that the third stage of Topcuogullari's depiction of
an evolutionary process has an ulterior motive, as the man appears to face an unknown
future. The bubblequm, which is suspended before him as a spinning white disc, could

in fact represent the moment of the big bang, the original act of creation... or is this all-
encompassing sphere in fact implying the moment of catastrophic end?

The form of the triptych arises in early Christian art and was a popular composition for
religious altar paintings. Later the arrangement became synonymous with many Gothic
and Grotesque portrayals. In the famous triptych ‘The Garden of Earthly Delights' by
Hieronymus Bosch that dates from between 1490 and 1510, Biblical scenes are painted in
graphic, vivid imagery to explore the history of the world from the moment of creation, to
the progression of sin, later leading into the antithetical displays of paradise and hell. On
the exterior of this famous triptych, the world, before the creation of man, floats as a bub-
ble of potentiality. Topguogullari's third panel pertains back to this infamous composition of
Bosch. While her subjects are much simpler—a boy poses as the symbol of innocence, the
man the coming of maturity—the sphere via its ambiqguity proposes an open space, that
cannot be determined and hence holds in its realm the future, the present and the past.
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SAYFA PAGE 63-65
Sakiz Sisirenler / Bubblegum Blowers

Tuval Gzerine akrilik
Acrylic on canvas

Ug parcali tablo (triptik)
Triptych

120 x 80 cm, 2010
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‘Kaos, Siddet ve Mekan' serisinden /
From the series ‘Chaos, Violence and Space’
Kagit tzerine yagli boya

Oil on paper

25 x 32 c¢m, 2010




DENIZ USTER
A Machine or an Ifrit
Being an Ear Guest to a Gossip

Deniz Uster'in sanatsal pratigi cogunlukla simya dilinden yararlanarak baskalasim
sUreglerine génderme yapiyor. Sanatgl, bugtine dek binalari saran yerlestirmeler,
yumurta yikayip yetistiren tuhaf makineler ve mutant ya da biyomorfik formlardan
olusan gizimler yapti. Gegmisin simyacilari baz metalleri altina déndsturmeyi hayal
ederken, Uster'in islerinde genellikle faydali ve degerli seyler bos ve yararsiz hale
getirilir. Yenilebilen bir sey zehirliye donusdr, organik olan sentetiklesir. Sanatgl
ayrica, Anadolu folklorundan gelen, kimi belli belirsiz bir asinalik duydugumuz adet-
lerden, kimi ise daha belirgin olan bicimlerden yararlanir. ilginc bir sekilde, Uster'in
kendi kulturtinden gelen etkiler, daha sonra Iskogya'nin garip bir tezat olusturan
dogaslyla birlesmis, burasinin endUstri sonrasi ortamindan izler ve yemyesil dogal
guizelligi sanatcinin islerine dahil olmustur. Bu bakimdan, Uster'in isleri kendi icle-
rinde celiskili olduklari gibi, kurgusaldir ve kasitli olarak sahte gorunmektedirler.

‘A Machine or an Ifrit' (2009) gibi bir iste, bir islevi var gibi gérinen ama belli bir
urtin vermeyen tuhaf bir aletle karsilasiriz. izleyici, cok btytk bir kolu cekerek maki-
neyi sarsintilar silsilesinden olusan anlamsiz bir faaliyet igine sokmaya tesvik edilir.
Sanatginin kisa stire 6nce yaptigl ‘Being an Ear Guest to a Gossip' (2010) adli video
calismasi ise ufak killi bir yaratigin tuhaf davranislarina tanik olmamizi sagliyor. Bu
mahluk, kendini buttntyle islerine vermis olarak, yesil patatesler ekerken, ormandan
kafa yapici sivilar toplarken ve kayalardan olma bir mahsul toplarken gorultyor. Kim
bu yaratik ve neden baylesine bir gayretle bu tur islere kalkismis?

Bu sira disi duzenlemeler sonucunda Uster'in yarattigi melezler, canavarimsi bir
turde sekil bulmaya basliyor; ancak sapkin bir kategori olmak yerine varolusun
tam merkezinde yer alan bir tur olarak. Normal sayilamayacak durumlar disinda
canavarlarin hayat bulmasinin mumkdn olmadigl asikar. Ancak canavarlar ayni
zamanda, herhangi bir ikili sistemden bagimsizdir ve sabit bir kategori disinda
birakilmalari mumkdn degildir. Herhangi bir durumda sabit kalmay! reddederler:
Sekil degistirirler, geleneksel olarak belirli bir tanim dahilinde kaldig| ve birbirlerin-
den kesin bir sekilde ayri oldugu varsayilan 6geleri birlestirirler. Daginik, komik ve
pasaklidirlar.

Deniz Uster kesinlikle melezler ve canavarlarin yaninda. Canavarlar, farkliliklar ve
kimlikle ilgili ikili olusumlarin islerligini radikal bir sekilde bozma potansiyeli taslyan
onemli figurler olarak goriyor. Yarattigi hayali varliklar araciigiyla, bu ttr muglak
figlrlerin, bedenler, kulttrler ve ete kemige burinmas kisiliklerimiz arasindaki sabit
iliskilerin yeniden duzenlenmesini ne sekilde tetikleyebileceklerini oyuncu bir sekilde
arastiriyor.

Deniz Uster's practice often implies processes of transmutation, and draws upon the lan-
guage of alchemy. She has made installations that infest buildings, peculiar machines that
wash and nurture eggs, and drawings that feature mutant or biomorphic forms. Whereas
alchemists of the past dreamt of transforming base metals into gold, Uster's works often
involve changing the utilitarian and the valuable into the futile and the useless. The edible
becomes noxious, and the organic slips into the synthetic. She also often draws on what
appear to be vaguely familiar rituals and more specific forms that stem from Anatolian
Turkish folklore. Intriguingly, influences from Uster's personal culture are then fused with
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the curiously antithetical nature of her experience of Scotland to bring fragments of a very
different context of post-industrial terrain and lush, scenic beauty to her work. As such,
Uster's art works are contradictory in nature, while at the same time being fictional and
intentionally fake in appearance.

In a work such as, A Machine or an Ifrit" (2009), we are confronted by an awkward
contraption that appears to have a function but no quantifiable end product. The viewer
is encouraged to pull an over-sized lever that sends the machine into a jerking spasm of
senseless activity. Her recent video Being an Ear Guest to a Gossip' (2010) allows us to
witness the strange behaviour of a small hairy creature. This beast is focused upon its
various tasks as it plants green potatoes, gathers psychedelic gloop from the forest and
finally harvests what appears to be a crop of rocks. Who is this creature, and why is it so
intent on such labours?

As a result of these unusual concoctions, Uster's hybrids have bequn to coagulate around
the monstrous, not as an aberrant category, but as something which sits at the very centre
of existence. Monsters clearly cannot come into being, aside from situations which might
not be considered normal, but yet they are simultaneously independent of any binary
system, and uncontained by any fixed category of exclusion. They refuse to stay fixed in
place: they change shape; they combine elements that are traditionally assumed to remain
clearly defined and reassuringly distinct. They are messy, funny and dirty.

Deniz Uster definitely sits on the side of the hybrids and the monsters. She believes them
to be important figures that offer a potentially radical destabilisation of the binary pro-
cesses of difference and identity. Through her imagined beings, Uster playfully explores
the ways in which such ambiguous figures might help trigger a reconfiguration of fixed
relationships between bodies, cultures, and our embodied selves.
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A Machine or an Ifrit

Manivelayla galistirilan makina. Peruk, metal,
silecek motoru, kablo, kablo tutuculari, yanip
sonen isik.

Lever-activated machine. Wig, steel, wiper motor,
cables, cable holders, rotating light.

165 x 124 x 96 cm, 2009

SAYFA PAGE 70-73

Being an Ear Guest to a Gossip

Video, 2 armut koltuk, taslar
Video, 2 bean bags, stones
HD CAM, 19'51", 2010
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'Kaos, Siddet ve Mekan' serisinden /
From the series ‘Chaos, Violence and Space'
Kagit tzerine yagli boya

Oil on paper

25 x 32 c¢m, 2010
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NERMIN ADANIR
1971, Ankara (TR)

Adanir, Sanat Tarihi ve Felsefe
alanlarindaki yuksek lisans egitimini
2006 yilinda Hamburg Universitesi'nde
tamamladiktan sonra, Jochen Hiltmann,
Gerd Roscher ve Loffler/Korpys

gibi egitmenlerle ¢alistigl Hamburg
Guzel Sanatlar Okulu'nda Serbest
Sanat dalinda Diploma programini
bitirdi. 2009'da, Paris'te Galerie d'art
Michelle; 2008'de, Hamburg'da Atelier
Brahmsallee ve 2005'te Berlin'de
Galerie Kunst Kreuzberg gibi gesitli
mekan ve sehirlerde kisisel sergiler
gerceklestirdi. Sanatci halen Paris'te
yasamaktadir.

Adanir received her masters in Art
History and in Philosophy from the
University of Hamburg in 2006 and a
Diploma in Free Art from the University
of Fine Arts of Hamburg under the
professorship of Jochen Hiltmann, Gerd
Roscher and Liffler/Korpys in 2010. She
has held solo presentations in venues
including the Galerie dart Michelle,
Paris, in 2009; the Atelier Brahmsallee,
Hamburg in 2008; and in Galerie Kunst
Kreuzberg, Berlin, in 2005. Adanir is
currently based in Paris.
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Marc Gloede
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TANSU AKMANSQY
1986, Kocaeli (TR)

Akmansoy, 2005-2010 yillari
arasinda Hacettepe Universitesi Guzel
Sanatlar Fakultesi'nde Resim dalinda
egitim gordd. Yapitlarinin yer aldigi
sergilerden bir kismi sunlardir: 'ikinci
El, Sekans Pub, Ankara, 2010; ‘Agik
Sergi', Hacettepe Universitesi Guzel
Sanatlar Fakultesi, 2009; ‘Ecume VIII.
Akdeniz Ulkeleri', Sanat Fakdiltesi
Toplantisi, Hacettepe Universitesi,
2008; Prof. Eva Méseneder Baski

ve Resim atolyesi ve sergisi, Gazi
Universitesi Guizel Sanatlar Fakltesi
Sergi Merkezi, 2007; 'Artforum Ankara’,
Ataturk Kulttr Merkezi, 2006; ve
Hacettepe Universitesi Guzel Sanatlar
Fakultesi Clop Sanat Sergisi, 2005.

Akmansoy studied at Hacettepe University
in the Faculty of Fine Arts and Painting
from 2005 - 2010. He has presented his
work in exhibitions including: Second
Hand, Sekans Pub-Ankara, 2010; Open
Exhibition, Hacettepe University Fine Arts
Faculty, 2009; Ecume VIll. Countries of
the Mediterranean’, Art Faculty Meeting,
Hacettepe University, 2008; Prof. Eva
Méseneder Print and Painting workshop
and exhibition in Gazi University Fine Arts
Faculty Exhibition Center, 2007: Artforum
Ankara' at the Atattirk Cultural Center in
2006; and in Hacettepe University Fine
Arts Faculty Clop Art exhibition, 2005.
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Kurator Curator
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HASAN SALIH AY
1982, Ankara (TR)

Salih Ay lisans ve yuksek lisans
egitimini Istanbul'da Sabanci
Universitesi'nde Gérsel Sanatlar ve
Gorsel Iletisim Tasarimi alanlarinda
tamamladi. Katildigi sergiler ve atélye
galismalarindan bazilari sunlardir:
‘ekosusak’ atélye calismasi sirasinda
Ender Gelgeg ile ortak calismalari
'high-tide-low-tide' ve 'homage to
haijdouks’, Susak, Hirvatistan, 2008;
‘things get murmur, murmur gets to
be a thing', FASS Gallery, istanbul,
2008; ‘City is One of Us), 13. Avrupa ve
Akdeniz Geng Sanatcilar Bienali, Bari,
talya, 2008; '1. Uluslararas! Istanbul
Fotograf Bienali', Darphane-i Amire,
Istanbul, 2006.

Salih Ay received his BA. and M.A.
degrees in Visual Arts and Visual
Communication Design from Sabanci
University in Istanbul. He has taken

part in a number of exhibitions and
workshops including: in 2008 ‘high-tide-
low-tide' and ‘homage to haijdouks’ two
collaborative works with Ender Gelgeg
during the workshop ekosusak, Susak,
Croatia; ‘things get murmur, murmur
gets to be a thing, FASS Gallery, Istanbul;
and 'The City is One of Us, 13th Biennial
of Young Artists from Europe and the
Mediterranean, Bari, ltaly; and in 2006 in
the Ist International Istanbul Photography
Biennale, Darphane-i Amire, Istanbul.
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MUGE BILGIN
1961, izmir (TR)

Bilgin, 1986'da Ege Universitesi Tip
Fakultesi'nden mezun oldu. 2002-
2005 yillari arasinda Izmir Resim ve
Heykel Okulu'nda sulu boya ve gizim
dersleri aldiktan sonra 2010 yilinda
Dokuz Eylul Universitesi Guizel Sanatlar
Fakiltesi'nde Resim programina

katildi. 2009'da Erasmus Programi
(DEU ile) kapsaminda Macaristan,
Szeged GSF'de bulundu. Yapitlarinin
sergilendigi sergilerden bazilari
sunlardir: ‘iceri Bak', Soyer Kultr
Sanat Fabrikasl, Izmir, 2010; 'Arabolge’,
Art Shop Sanat Galerisi, Izmir, 2010;
‘Acik Sehir: Canakkale' Devlet GSF,
Ganakkale, 2010, ‘Seylerin Duzeni',
Koridor, Dokuz Eylal Universitesi, Izmir,
2008; 'Skec', Koridor, DEU, izmir,
2007; Resim ve Heykel Sergisi, Norm
Sanat Galerisi, izmir, 2007.

Bilgin graduated from Ege University
Medical School in 1986. Between 2002

- 2005 she took a water-painting and
drawing course at the lzmir Painting and
Sculpture School and then attended the
Dokuz Eyliil University, Faculty of Fine
Arts in painting in 2010. In 2009 she
was part of the Erasmus Programme
(with DEU) in Hungary-Szeged GSF.

Her works have been exhibited in
exhibitions including, in 2010, Look
Inside, Soyer Kilttir Sanat Fabrikasi,
lzmir; Intermediate Area’, Art Shop Sanat
Galerisi, Izmir; ‘Open City: Canakkale'
Devlet GSF, Canakkale, 2010; in 2008 in
The Order of Things. Koridor, DEU, lzmir,
2008; and in 2007 in ‘Sketch,, Koridor,
DEU, lzmir, 2007 and in the Painting,
Sculpture Exhibition Norm Sanat Galerisi,
lzmir.

METIN TEXT
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Kurator Curator
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GULDEREN DEPAS
1954, Bergama (TR)

Depas 1979'da Ege Universitesi Guzel
Sanatlar Fakultesi, Mimarlik bolumtnde
aldig egitimin ardindan 2010 yilinda
Dokuz Eylul Universitesi Resim
Bolumu'nde egitim gordd. Calismalart
2010 yili iginde, 10. Sefik Bursali Resim
Yarismasi Sergisi'nde ve Izmir'deki Art
Shop Sanat Galerisi'nde gerceklesen
‘Arabolge’ sergisinde yer almaktadir.
Daha 6nce katildigi sergilerden bazilari
ise sunlardir: ‘Gegmisin ve GUnumuzin
Kadinlarr’, Resim ve Heykel Muzesi
Resim Yarismasi Sergisi, izmir, 2009;
'Bakis, Iz, Bellek II', Ahmet Adnan
Saygun Sanat Merkezi, Izmir, 2009;
‘Turk Devrimleri ve Kurtulus Savasinin
90. Yil Danumd’, Resim ve Heykel
Muzesi Baski Yarismasi Sergisi, izmir,
2009; 'Seylerin Duzeni', Dokuz Eylul
Universitesi Guizel Sanatlar Fakultesi,
2008; Koridor Galeri, Izmir, 2008.

Depas studied in the Faculty of Fine

Art, Department of Architecture, Ege
University in 1979, she later studied in the
Department of Painting at Dokuz Eyliil

in 2010. In 2010 she is showing her work
in the 10th ‘Sefik Bursali Competition'
Exhibition and in Between Area’ at
Artshop in lzmir. Her works have been
presented in shows including: all in 2009
- Women of Past and Present, Painting
Competition Exhibition, Painting and
Sculture Museum, lzmir; ‘Gaze, Trace,
Memory I, Ahmet Adnan Saygun Art
Center, lzmir; 90th Anniversary of Turkish
Revolutionaries and War of Independence’
Printmaking Competition Exhibition,
Painting and Sculpture Museum, lzmir;
and in 2008, The Order of Things, Dokuz
Eylil University, Fine-Art Faculty, Koridor
Gallery, lzmir and in 2007.
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Karator Curator

S P36

FERIT FURUNCU
1974, Neu-Ulm (ALM/GER)

Furuncu, 1984'te tasindig| Izmir'de
Guzel Sanatlar Egitimi alaninda
6grenim gordu. 2001'de egitimine
Mus'ta Guzel Sanatlar, Sanat Tarihi ve
ingilizce alanlarinda devam etti. Daha
sonra resim ve heykel ¢alismalarini
surdururken bir yandan da serbest
sahne tasarimcisi olarak galismaya
basladi. Calismalari pek ¢ok sergide
yer aldi. 2001'de, Izmir'de gerceklesen
Turgut Pura Sanat Dernegi, Resim ve
Heykel Muzesi Resim Yarismasi Sergisi
ve 2000'de yine ayni sehirde yapilan
'Pir Sultan Abdal' Resim ve Heykel
Muzesi Heykel Yarismasi Sergisi
bunlardandir. Sanatgi ayrica, heykel
calismalarini 1996 ve 1998 yillarinda
Yasar Ali GUnes Atélye Sergisi
kapsaminda sirasiyla Aydin, Soke'de
Magnesia Sanat Galerisi ve izmir'de
IBB Sergi Salonu'nda sergilemistir.

Furuncu moved to lzmir in 1984 where
he studied Education of Fine Arts. In 2001
he went on to study Fine Arts, History of
Art and English in Mus, Turkey, before
working freelance on stage design, while
continuing to paint and sculpt. He has
presented his work in several exhibitions
including in 2001 in the Turgut Pura

Art Foundation Painting Competition
Exhibition, Painting and Sculpture
Museum, lzmir, Turkey and in 2000 in the
Pir Sultan Abdal’ Sculpture Competition
Exhibition, Painting and Sculpture
Museum, lzmir, Turkey. In 1996 and 1998
he showed his sculptural work in the
Yasar Ali Gtines Workshop Sculpture
Exhibition, in the Magnesia Art Gallery ,
Seke, Aydin and IBB Exhibition Hall, izmir,
respectively.
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SIBEL HORADA
1980, Istanbul (TR)

2003 yilinda, Amerika'nin Providence
sehrindeki Brown Universitesi'nde
Gorsel Sanatlar alaninda lisans
egitimini tamamlayan Horada, halen
Yildiz Teknik Universitesi Sanat ve
Tasarim Fakultesi'nde yiksek lisans
programina devam etmektedir.
Sanatcinin katildig| sergilerden bazilari
sunlardir: ‘Sinirlar Yorungeler 5',
Siemens Sanat, 2009; 'istanbul'da
Uykusuz Gece', Almelek Sanat Galerisi,
2007; 'Onur Derecesi Bitirme Tezi
Sergisi’, Brown Universitesi, List Art
Center, 2003; son sinif sergisi ‘Going’,
Monahasset Mill, 2002; 'Familiar
Machine for Unitary Change', List Art
Center, 2001.

Horada is currently studying in the post-
graduate program of the Faculty of Art
and Design at Yildiz Technical University.
She received a BA (Honours) in Visual
Arts from Brown University, Providence,
USA in 2003. Horada's art works have
been presented in: Borders Orbits 5'
exhibition, 2009: ‘Sleepless Nights,
Almelek Sanat Galerisi, 2007: Honours
Thesis Show’, Brown University, List

Art Center, 2003: Senior Show Going,,
Monahasset Mill, 2002: Familiar Machine
for Unitary Change', List Art Center, 2001.

METIN TEXT
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Yonetici D
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ASLIHAN OZDEMIR
1984, istanbul (TR)

Ozdemir, istanbul Teknik
Universitesi'nde tg yil Turk Muzigi

ve Klasik Muzik egitimi aldiktan

sonra 2007 yilinda Londra’ya tasind.
Burada Ingilizce derslerini takip
ederken illustrasyon, kolaj ve resim
yapmaya basladi. Calismalari ilk defa
Kasim 2009'da, Istanbul, Kadikoy'deki
bagimsiz sanat mekani Mtaar'da
gerceklesen ‘Ev-Home' sergisinde yer
aldi. Ozdemir halen Londra'da yasiyor
ve yeni isler Uretmenin yani sira Geng
Sanat dergisine yazilar yaziyor.

Ozdemir studied Turkish and Classical
Music at Istanbul Technical University for
three years before moving to London in
2007. Following a course in English she
began making illustrations, collages and
paintings. Her work was first exhibited in
November 2009 in Mtaar, in an exhibition
titled ‘Ev-Home' that took place in Kadikdy
in Istanbul. Ozdemir is currently living in
London producing new work and writing
for the art magazine Geng Sanat.

METIN TEXT
Leyla Gediz
Sanatcl Artist

SP 52

EMRAH SENGUN
1978, Bursa (TR)

Sengutin 2005-2009 yillari arasinda
Dokuz Eylul Universitesi Guizel Sanatlar
Fakultesi, Seramik Bolimi'nde egitim
gordd. Calismalariyla su sergilere
katilmistir: ‘Mis Gibi', Karstyaka

Carsi Sanat Galerisi, izmir, 2010;
‘Cagdas Cam Sanatcilari Bulusmas',
Cagdas Sanat Merkezi, Ankara, 2010;
'oDADAdIF, D.E.U. FFA | izmir, 2009;
‘Canakkale Deniz Zaferi Resim, Heykel
VYarismasi ve Sergisi', Izmir, 2009;
‘Muammer Caki Seramik Yarismasi ve
Sergisi', Eskisehir, 2008.

Senglin studied in the Fine Art
Department Of Ceramics at Dokuz

Eyliil University between 2005 and

2009. His works have been included in
the exhibitions Mis Gibi" at Karsiyaka
Carsi Art Gallery, lzmir and in the
Contemporary Glass Artists Meeting" at
the Contemporary Arts Center, Ankara in
2010: in oDADAdIr, D.EU. F.FA, lzmir
and the ‘Canakkale Naval Victory Painting,
Sculture Competition and Exhibition’,
lzmir in 2009: and in 2008 in the
Muammer Caki Ceramic Competition and
Exhibition" in Eskisehir.
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AYSE TOPCUOGULLARI
1986, Izmir (TR)

Topguogullari, 2010 yilinda Dokuz
Eylul Universitesi Guzel Sanatlar
Fakultesi'nden mezun oldu. Katildigi
sergiler sunlardir: ‘Sinirlar Yortngeler
4", Siemens Sanat Galerisi, Istanbul;
3. Uluslararasi Cagdas Sanat Festivali
(Fabrikartgroup), 'Su - Piriltr',
Kapadokya; 33. DYO Resim Yarismas;
'Open Space’, Soyer Kultur ve Sanat
Fabrikas; "Telasa Mahal Yok', Outlet
Bagimsiz Sanat Mekani, istanbul.

Topguogullar graduated from Dokuz
Eylil University Fine Arts Faculty

in 2010. She has participated in the
exhibitions: Borders Orbits 4" at the
Siemens Art Gallery in Istanbul; the 3rd
International Contemporary Art Festival
(Fabrikartgroup); Water - Bright' in
Kapadokya; in the 33th DYO Painting
Competition; Open Space’ Soyer Culture

and Art Factory and ‘No Room for Panic’

Outlet Independent Art Space, Istanbul.
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DENIZ USTER
1981, Istanbul (TR)

Uster, lisans egitimini Mimar Sinan
Guzel Sanatlar Universitesi'nde

Resim dalinda aldiktan sonra, Sabanci
Universitesi'nin Gérsel Sanatlar
programinda yuksek lisansini
tamamladi. Kisa bir stire 6nce Glasgow
Sanat Okulu'ndan Guzel Sanatlar
Yuksek Lisans derecesi alan sanatcinin
son bes yil iginde katildig| sergilerden
bazilari sunlardir: ‘As We Speak in
Stereo’, Glasgow Uluslararasi Gorsel
Sanatlar Festivali, 2010; 'Kasa 10. Yil',
Kasa Galeri, istanbul, 2010; ‘They are
Clever, and They Know Everything That
Has Ever Happened', video gésterimi -
Center for Contemporary Arts (CCA),
Glasgow, 2009; 'Serving Suggestion',
Mclellan Galleries, Glasgow, 2009;
‘Just Work Done', 134 Renfrew Street,
Glasgow. Sanatcinin calismalari

2010 yili iginde, Berlin'de, Kunsthaus
Bethanian'de gerceklesecek olan
‘Uluslararasi Guzel Sanatlar Yuksek
Lisans Sergisi'nde de yer alacaktir.

Uster studied her undergraduate degree
in Painting and Drawing at Mimar Sinan
Fine Arts University, and did her MA

in Visual Arts at Sabanci University, in
Istanbul. She has recently completed

her MFA studies in Glasgow School of
Art. Uster's participations in the last five
years includes in 2010 As We Speak in
Stereo, Glasgow International Festival

of Visual Arts; '10th Year at Kasa in Kasa
Gallery’, Istanbul; and in 2009 ‘They are
Clever, and They Know Everything That
Has Ever Happened. video Screening

- Center for Contemporary Arts (CCA),
Glasgow; ‘Serving Suggestion' in Mclellan
Galleries, Glasgow and 'Just Work Done'
in 134 Renfrew Street, Glasgow. In 2010
Uster's work will be included in the MFA
International Show’, Kunsthaus Bethanian,
Berlin.
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