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ABSTRACT

THE RUPTURE IN VISUAL LANGUAGE: THE TRANSITION OF ARTS IN
TURKEY 1970 - 1980 AND THE WOMEN ARTISTS OF THE PERIOD

Omiir Kula

M.A Visual Arts and Visual Communication Design
Thesis Advisor: Hasan Biilent Kahraman
February 2006, x+222

The shift of arts from conventional forms of canvas-painting and sculpture to
collage, ready-mades, installations and performances as it had occurred in the
history of western art follow a linear and natural unfolding in parallel with socio-
political evolvements. In the case of Turkish visual arts, this kind of a transformation
projects to the time period between 1960s to 1990s where the face of arts change not
smoothly but rather in the form of a ‘rupture’ as new tendencies are embraced,
practiced, applauded and exhibited; substituting the traditional forms of art-making
in Turkey. The hypothesis, while seeking the possibility of naming this
transformation as a ‘rupture’, runs in order to single out the contributions of
significant women artists of the period, Fiisun Onur, Ayse Erkmen, Canan Beykal,
Giilsiin Karamustafa and Nur Kocak; whose visibility, active participation,
production and unique artistic style happens to conquer the scene. Discussed within
the western understanding of concept and conceptual art, and also through the socio-
political environment of Turkey during the particular time period; these women
artists, who are categorizing their works as ‘conceptual’ or themselves for that
matter as ‘conceptual artists’; appear as the most remarkable figures active in the
years especially between 1970 and 1980 naming the era as one turning point in the
history of Turkish Visual Arts, where fine arts in Turkey move out of the canvas and
converge to ‘conceptuality’ as new subject matters, forms and concepts are
integrated within the artistic representation and composition.

Keywords: conceptual art, conceptuality, visual language, rupture, women artists,

Turkey
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GORSEL DILDE KIRILMA: 1970 — 1980 DONEMINDE TURK GORSEL
SANATLARINDA GECIS DONEMI VE DONEMIN KADIN SANATCILARI

Omiir Kula

Gorsel Sanatlar ve Gorsel Iletisim Tasarim Yiiksek Lisans Programi
Tez Danismani: Hasan Biilent Kahraman

Subat 2005, x+222

Bati1 Sanatinda yasanan, alisilagelmis kanvas-resmi ve heykel formlarindan, kolaj,
hazir-obje, yerlestirme ve gosterilere uzanan degisim, bati diinyasinin icinden gectigi
sosyo-politik gelismelerle paralel olarak dogal bir evrim sergilemistir. Tiirk gorsel
sanatlar1 6zelinde, bu tarz bir degisim kabaca 1960 ve 1990 yillar1 arasinda yasanan
doneme tekabiil ederken, sanatin degisen yiizii, yeni egilimlerin benimsenmesi,
pratikte uygulamaya konulmasi, takdir edilmesi ve sergilenmesi siirecinde, diizgiin
bir gelisim ¢izgisinden ziyade goriiniirde bir ‘kirilma’ seklinde gerceklesmis ve Tiirk
gorsel  sanatlarinda  geleneksel formlarin  yerini  yeni formlarin  aldigi
gozlemlenmistir. Bu tez, bu gecisi bir ‘kirilma’ olarak adlandirmanin miimkiin olup
olmadigim1  sorgularken, donemin; kamu Oniindeki goriiniirliikkleri, aktif
tiretkenlikleri, katilimciliklart ve kendilerine 6zgii sanatsal tarzlariyla bu siirecin
yasandig1 sahnede belirgin olarak yer alan kadin sanatcilardan, Fiisun Onur, Ayse
Erkmen, Canan Beykal, Giilsiin Karamustafa ve Nur Kocak’in bu siirece katkilarini
ortaya koymak iizere yola ¢cikmigtir. Batidaki tanimiyla kavram ve kavramsal sanat
cergevesinde tartisilan ve Tiirkiye’de donemin getirdigi sosyo-politik degisimlerle
birlikte okunan bu kadin sanat¢ilar, islerini ‘kavramsal’ ve bu baglamda kendilerini
‘kavramsal sanat¢1’ olarak konumlamalar1 dolayisiyla tartisilmis ve 6zellikle 1970
ve 1980 arast1 doneme, Tiirk sanatinin kanvas disina tasan ve kavramsalliga
yakinsayan yiiziiniin Tiirk gorsel sanatlar1 agisindan bir doniim noktas1 olmasindaki
en etkin figiirlerden olarak; sanatsal kompozisyon ve temsile yeni konularin,
formlarin ve kavramlarin entegre edilmesi suretiyle imzalarini atmiglardir.

Anahtar kelimeler: kavramsal sanat, kavramsallik, gorsel dil, kirilma, kadin

sanatcilar, Tiirkiye
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INTRODUCTION

When did the art in Turkey moved beyond the conventional forms of painting and
sculpture? The answer to this critical question lies at the heart of discussions about the
art that was practiced in Turkey between the years of 1970s and 1990s. The
transformation from canvas painting and figurative sculpture to non-canvas
installations, assemblages and conceptual works was realized by the artists of the period
in question. The existence of women artists, who had been publicly exhibiting their
works starting with 1970s, appears as one of the major transformative forces which
narrow the context of this transformation to these artists’ significance on the scene.
Their works analyzed in comparison with the movements of art that were emerging in
the west in the 1960s, reveals ideological and practical similarities with that of the
dynamics of Conceptual Art in particular. Categorizing their works under the title of an
artistic movement, which is practiced almost inline with the Conceptual Art of the west,
and recognizing these artists as a group for the sake of the possibility of them being the
initiators of the rupture occurred within the forms of Turkish Art in this pre-defined

period; is an attempt to suggest an answer to this question of transformation.

In this context, reading into the Conceptual Art in the west and the Turkish
women artists (Fiisun Onur, Ayse Erkmen, Canan Beykal, Giilsiin Karamustafa, Nur
Kogak) who were actively exhibiting their works in 1970s and 1980s with conceptual
tendencies in their works; the main discussion of this thesis will evolve around the
transformation of the Turkish arts from two-dimensionality to three-dimensionality
while searching for the significance of the role of these women artists in this
transformation. This thesis will try to follow the adventure of the new tendencies in
Turkish art and will try to figure out if this transformation was a natural unfolding or a
simple imitation of the western art movements dominating the 1960s and to what extend
these women artists of the period contributed to this transformation. The actual question

that this thesis is proposing is if this transformation of visual language in Turkish arts
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that corresponds to the period of 1970s and 1980s can be identified as a rupture, as a
breakthrough, as an irreversible change that altered the meaning and interpretation of
artistic representation in the practice of arts in Turkey, or not. In order to identify this
transformation as rupture, the socio-political dynamics of the period, as well as the
individual artistic identities and their works during that period of the women artists in

question will be dealt with in detail.

The theoretical discussion will mainly focus on the changing dynamics in artistic
representation of reality and the meaning of the art-work, the material, the identity of
the artist and the position of the viewer as all of these are the elements of art that caused
the rupture as they were re-configured, re-named, re-defined. How the Turkish women
artists arrived at the need to change the meaning and role of these elements in artistic
representation and to what extend they achieved the transformation will be attempted to

be revealed through interviews that are conducted with some of the artists in question.

The reason why these women artists are chosen is for the sake of narrowing the
discussion to the most significant characteristic of the era as I recall it; which was the
visibility that these women artists attained with their arts; an aspect that is unique to the
history of the women as well as to the history of Turkish arts in terms of their
independence and their courage. Compared to most of the male artists of this particular
period, the women artists in question are still holding onto their identities as artists and
still pursuing an art that is beyond conventionalities since the first day they flooded out

of the canvas or denied the formal meaning of arts and attempted to change it.

Ayse Erkmen, as she problematizes the meaning of spatiality in her works; Fiisun
Onur as she deals with the issues of two dimensional and three dimensional spaces and
memory; Canan Beykal as she attempts to free her art of any form, sometimes the
material itself and integrating language into visual representation an Giilsiin
Karamustafa as she challenges and brings forth into discussion the problematics and
issues of the daily culture onto the surface of her works both through the usage of
material and figuration will be discussed as the first practitioners of such artistic
expressions dealing with the issues stated above and bringing them onto the artistic
stage as new concepts in Turkish arts. Their significance was also their prioritization of

the concept within the artistic representation of the reality; in their works their priority
2



appears never as the form nor the material nor the figuration but always as the concept,
the idea. As their ideas were their machines that created their art; their art bears
similarities as well as proximities to that of the western Conceptual Art and therefore
another question throughout this thesis is formulized as the possibility of categorizing

their art under the title of a Turkish Conceptual Art or not.

The analysis shall begin with the brief introduction and discussion about the
‘Conceptual Art in the West’, mainly dealing with the issue in five different subtitles.
The section about the early conceptual minds of the west attempts to highlight the
examples of conceptual thought preceding that of the conceptual art of the west. The
tension between the physicality of any creation and its content which tends to be more
abstract than concrete as it is always a mentally initiated thing; was explored before the
arts of the 1960s were named as ‘conceptual’. Conceptuality was not therefore an
invention but rather a question that had been sought for an answer for long. In all
categories of creation, mimesis would exist as an unsolved equation, which had never
been able to attain any perfection like that of the reality; but despite this impossibility
the arts would pursue its slightest probability. Because as Hannah Arendt would also
explain it, arts, as one format of mimesis, was the inescapable urge to supress the

pressure of reality by re-creating and simulating it.!

It is crucial to outline the challenges that conceptual art suggested, proposed and
achieved in terms of opening the nature of the art work into question in order to
construct a parallel context that would enable the discussion of the Turkish Conceptual
Art in comparison with that of the Western Conceptual Art. Conceptual Art, born as a
revolt against the dogmatic formations of Modernism, had its natural unfolding in the

socio-political changes within the dynamics of social systems and the cultural politics.

The literalist refusal of aestheticist Modernism (...) was fuelled by a
quest for the core, a drive to strip away the inessentials from the practice of art.
It resulted in a trek from paintings and sculptures, to ‘specific’ objects, to objects
on the threshold of perception, to objects of thought, and to the assertion of art as
an analytical proposition. (...) An analytical form of Conceptual Art
problematized the primordial convention of art’s visuality. This use of language

'Arendt, Hannah ‘Diinyanin Kalimlilig1 ve Sanat Eseri’ /nsanltk Durumu ¢ev. Bahadir
Sina Sener (Istanbul: letisim Yayinlari, 1994) 251
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to question the status and framing conditions of the art object led to a second-
order practice explicitly concerned with the status of the modern art object. This
practice was premised on the redundancy of any further expansions to the range
of art’s ‘objects’. If the object had a role, it was to serve as the focus of inquiry
into its own now manifest contingency. (...)*

In order to understand the problematic that conceptual art had with Modernist
approach, Clement Greenberg’s views must be laid down as the definition of what the
Modern Art had been came to be known and depicted as. According to Greenberg’s
modernism, art was the activity characteristic of humanity since the dawn of civilization
and the Artist was the one, by his given virtue of special gifts, who expressed that which
was the finest in humanity, in other words the historical essence of civilization. The
clearly stated and outlined limits of what the arts were and who the artist was how the
Modernism projected the arts as. Besides, Greenberg would move further to categorize
the artist as the visual artist whose borderline of production would be limited to pure
visuality as radically distinct from verbalization; clearly dismissing the role of written

language in visual representation.

Another aspect of life that was dismissed from the sphere of artistic expression
was the everyday world of social and political life. Greenberg suggestion of this
exclusion was for the sake of claiming the autonomy of a sphere of artistic activity;
plus, he would move on to assign a responsibility to art which can be summarized as a
function to preserve and enhance its own special sphere of civilizing human values in an
increasingly dehumanizing technological environment.’ Conceptual Art had a complete

different preposition on the matter of what art could be and who the artist was possibly:

Greenberg’s aesthetics are the terminal point of this historical trajectory.
There is another history of art, however, a history of representations (...)
conceptual art opened onto that other history a history which opens onto history.
Art practice was no longer to be defined as an artisanal activity, a process of

2 Harrison, Charles & Wood, Paul ‘Insitutions and Objection: Introduction’, Art in
Theory: 1900 — 2000, ed. Charles Harrison & Paul Wood, (USA: Blackwell Publishing,
2003) 815.

3 Burgin, Victor ‘The Absence of Presence’, Art in Theory: 1900 — 2000, ed. Charles
Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 1069-1070, quoting
Clement Greenberg.



crafting fine objects in a given medium; it was rather to be seen as a set of
operations performed in a field of signifying practices, perhaps centered on a
medium but certainly not bounded by it. The field of concern was to be as I put
in a publication of 1973, ‘the semiotic practices of a society seen, in their
segmentation of the world, as a major factor in the social construction of the
world, and thus of the values operative within it.” As a statement of intent, this
had the advantage of being sufficiently vague to allow anything to happen. The
ensuing decade has been a period of working-out and working-through various
specific responses to the problem of going beyond conceptual art. I have
mentioned the re-emergence, out of conceptualism, of attention to the political;
an initial, and continuing, consequence has been the production of work in
which political issues of the day are represented — often, and it seems to me
increasingly, by means of painting. Another response, one which has tended to
eschew such means, has been based less upon the notion of the ‘representation
of politics’ and more on a systematic attention to the politics of representation.
(Burgin, 1969, 1070)

On this matter, Hannah Arendt’s views are of significance concerning the
meaning of modernism in terms of its unique definition of the artist and the formulation
of the arts as a holistic entity. Imitation of nature, the mimesis, the blinding beauties of
the world and the men’s desperation against the nature’s power and perfection, the
proof-lacking but at the same time unquestionable existence of God and the admiring
miracles and legends about the religions and prophets, were among the few eligible
issues the artisans were allowed or limited to deal with; once. Until ‘Modernity’; the
arts were mainly dependent on myths and religions in terms of subject matter; Hannah
Arendt defines arts after Modernity as a man’s inescapable way to deprive the Nature
and the World off their independent respectability in order to finalize their roles in life

. . 4
as just mere tools for survival.

This conflict she says arises from what the modern times had brought as in the
form of another tension: the fact that men has declared sovereignty over nature to a
serious extent. The relation that was defined by men as his to that of the nature was a
relation of production, valuing ‘things’ in accordance with their functionality and
benefits. Arts would grant men the rejoicing of re-creation and creation in the form of a

production that would not have any concerns of being usable, functional or effaceable.

* Arendt, Hannah ‘Diinyamin Kalimlilig1 ve Sanat Eseri’ Insanltk Durumu ¢ev. Bahadir
Sina Sener (Istanbul: Iletisim Yayinlar1, 1994) 251



Arts as a way out, stands as a mere materialization of thought existing only for the sake
of producing itself, satisfying no other needs than that of its own.” In terms of its
creation process, the role of the material itself, the idea, the identity of the artist, the
position of the viewer and the exhibition place that the piece is first laid down; art is a
holistic entity which has a self-demanding and self-determining nature of whose

elements stand inseparable.

Having laid down the basic intentions and forces of transformation within the
conceptual art, which appear as the natural unfolding of the history of art that would
arrive at an art that would not only flood out of the canvas physicality but would also re-
configure the dynamics within the relations of memory (in the sense of memory being
the bearer and mirror of the social and political phenomena), space (in the sense of the
localities, spatial existence of individuals, institutions as well as the spaces of exhibition
considering particularly the space of art), the artist, the viewer, the material and the
concept, the urge that would inescapably transform the artistic activity into a physical
reality. The transformation among these elements of art, on the basis of the accumulated
experiences of artistic representation of the past in terms of what starting from Cubism,
to Dadaism, Pop Art and Minimalism had to suggest as variations of mimesis; was a
process that was self-demanded, only initiated by the intellectuals producing and
thinking about Conceptual Art, who realized Conceptual Art by making these

discussions visible within the surface of the art work itself.

The twentieth century brought in a time which could be called ‘the end of
philosophy’ and ‘the beginning of art’. I do not mean that, of course, strictly
speaking, but rather as the ‘tendency’ of the situation. Certainly linguistic
philosophy can be considered as the heir to empiricism, but it is a philosophy in
one gear. And there is certainly an ‘art condition’ to art preceding Duchamp, but
its other functions or reasons-to-be are so pronounced that its ability to function
clearly as art limits its art condition so drastically that it’s only minimally art. (...)
I bring this all up to analyze art’s function and subsequently its viability. And I do
so to enable others to understand the reasoning of my — and by extension, other
artist6s’ — art, as well as to provide a clearer understanding of the term ‘Conceptual
Art’.

3 Tbid. 250

% Kosuth, Joseph * Art After Philosophy’, Art in Theory: 1900 — 2000, ed. Charles
Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 853-854



Conceptual Art, suggestively substituting the philosophy about art by the
realization of philosophy within the art itself, was a constructed attempt to prioritize the
role of the idea over the physical manufacturing of the art work. Embracing the politics
of the daily life, problematizing the issues of culture and sociology, taking a stand
against the conventions of the modern art and formulizing a statement through its
emergence and existence; Conceptual Art in the west was radical in the sense that the
work it required was beyond the object; it was about recognition, intervention,
realignment, reorganization of the object and all networks of differences in which the
very definition of ‘art’ and what it represents was constituted. As Joseph Kosuth also
outlines, conceptual art’s enablement in art was the allowance it created of the
possibility of the absence of presence and thus the possibility of change as the visible

physicality in an art work.”

Before putting forth the details of what conceptual art is and attempted to be; the
overall outline of the discussion with special emphasis on the matters that will be dealt
with thoroughly throughout this thesis appears as crucial. In this sense, the emphasized
matters on the subject seem to be designated as a matter of getting even in its simplest
framing. Conceptual Art’s need to come to terms with the propositions of Modernity;
the poesis behind the making of art becoming the number one priority and the art work
itself over the physical perfection of its form — which was the concern of the artist who
had been acknowledged as the artisan, once —; the dialogue that was formed between the
material, the content, the context, the artist and the viewer as well as the impossibility of
remaining indifferent to socio-political issues of the day that was well met by the nature
of the conceptual art were the basic arguments within and features of the conceptuality
in art. In a sense, a perfect suggestion for how mimesis could ever be achieved;
conceptual art can be said to be all about the mental communication of any two parties,
issues, location, dimension and existence where the discussions were made visible in
the form of an art work; while at the same time freed art off its strictly drawn

conventions as to what it was allowed to be.

7 Kosuth, Joseph * Art After Philosophy’, Art in Theory: 1900 — 2000, ed. Charles
Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 853-854



The conceptual artist conceives of a pure art without material base,
conceived simply by giving birth to new ideas — an art that would ideally mean
and not be of baseball or Monopoly in the den, a game without a ball, bat, gravity,
dice or money. But it’s free and like sex, minimum of two people (subject/object;
inside/outside; yin/yang; receiver/sender; people who take pictures of each other
just to prove that they really existed) anyone can play, making their rules as they
g0 along.8

The arrival at the anti-formalist statements in art after Minimalism’s ‘less is
more’, was the result of the exhaustion of modernity in all aspects of life. Obsessed with
structure, modernism seemed to lose track of substance, and instead of opening up
possibilities, it tended increasingly to close them off, becoming like technology, both
coercive and brutal.” As the New York critic John Perreau was to write about the issue:
“Presently we need more than silent cubes, blank canvases, and gleaming white walls.
We are sick to death of cold plazas, and monotonous ‘curtain wall’ skyscrapers ... [as
well as] interiors that are more like empty meat lockers than rooms to live in.”'® The
breaking of the conceptual art into the art scene was also an attempt to deconstruct the
form itself. As Sol Le Witt would also state the conceptual art’s understanding of the
physicality of the art work as not necessarily an indispensable element of the art work.
“Since no form is intrinsically superior to another, the artist may use any forms, from an
expression of words (written or spoken) to physical reality, equally;” and since “ideas
alone can be works of art; they are not in a chain of development that may eventually

find some form. All ideas need not be made physical.”"!

¥ Graham, Dan ‘Presentation to an Open Hearing of the Art Workers’ Coalition’, Art in
Theory: 1900 — 2000, ed. Charles Harrison & Paul Wood, (USA: Blackwell Publishing,
2003) 917.

? Wheeler, Daniel ‘The Post-Modern Reaction: Conceptual, Performance and Process
Art’, Art Since Mid-Century, (Thames and Hudson, London: The Vendome Press, 1991)
243.

10 Wheeler, Daniel ‘The Post-Modern Reaction: Conceptual, Performance and Process
Art’, Art Since Mid-Century, (Thames and Hudson, London: The Vendome Press, 1991)
243, quoting John Perreau.

Mye Witt, Sol ‘Sentences on Conceptual Art’ Art in Theory: 1900 — 2000, ed. Charles
Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 850.
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As the discussion would unfold onto the definition of the conceptual art; the
aspects of the question that conceptual art was proposing through its definition and
position in its relation and problematization of time, spatiality, memory, the identity of
the artist, the demands of the material, the concept, the position and participation of the
viewer and the process of art-making itself; the new propositions generated through
conceptual art will be dealt with under the sub-titles of conceptuality versus physicality,
time versus space and the integration of concept as a representative element in art

within the first chapter of this thesis.

The rupture in form, stands as a valid problematic also in the western art world,
the transition from a 2-D physicality to a 3-D physicality and the shift of the
determinant factor in art work where the idea as the core element of an art work
forestalled the pre-defined physical forms. The works of the artists that are being
analyzed throughout this thesis will be addressed with the same question of
conceptuality versus physicality. Besides the transformative role of these artists, which
will be dealt with under the question of the rupture in Turkish Art; their works and
artistic identities will be attempted to be challenged within the debates relevant to the
western understanding of conceptual art and the socio-political conditions paving the
way for the emergence of their art will be given a brief analysis to complete the big

picture of their quest.

Following the discussion of what conceptual art is and how it came to being in the
western art world and after addressing the theoretical discussions about conceptuality in
artistic representation, the case of arts in Turkey will be dealt with in terms of its socio-
political conditions, cultural developments and through the discussions about the artistic
identities and the analysis of the works of the women artists in question. This second
part of the thesis will be built upon the conclusive remarks stated at the end of the first
chapter and the quest for conceptuality within the arts in Turkey and the search for the
hints for a transformation will be argued through the guidance and from the analogy of

these remarks.

The importance of the period lies in the deepening transformations that Turkey
was going under as the system was trying both to adapt to the universal dynamics of

governance and to local needs of the culture and its reactions to changes. The women
9



stand out in this specific period as their attempt to become visible in all kinds of scenes
pay off towards the end of the century in terms of changing the modern face of the
republic'?. The rupture appears as a key term to orient the discussions to figure out the

direct result of their involvement in arts in the chosen period of time.

Starting with the 1970s, Turkey was going through a period mainly characterized
by uncertainties experienced in many aspects of social and political life. The economic
depressions of the late 1960s, had already clouded over the libertarian and democratic
climate created by the legislation of 1960. The tensions resulting from the economic
uneasiness had gone as far as the closing down of universities after many brutal and
violent cases of occupations and attacks occurring like a war between the groups of
opposing political views. Starting with the 1970s, when the freedom of association is
banned, newspapers are shut down, intellectuals are arrested; politics of suppression

were in power.

This period would end with the military coup of the 12™ of September 1980; after
which the legislation would change dramatically resulting in the changes in law that
would have direct effects on the social and cultural life. The establishment of YOK can
be an example in this case. While the social and political life of individuals were
deprived of basic freedoms of speech and thought; as well as institutional autonomy, the
period of the 1980s would mark the scene with the liberal politics concerning the
economic dynamics of the society. Accelerated by the economic liberalism that put in
power, the consumerist culture would go wild resulting in the widespread acceptance
and practice of a popular culture that was consumed fast and easy through the assistance

of the tools of media."

The years of 1970s in terms of the artistic milieu was bearing the reflections of the
uncertainties that were being experienced in various layers of the society. The artists of

the period were still in need of a financial aid that would be supplied by the

12 Madra, Beral ‘80’lerde Tiirkiye’de Sanat Uretimi’ (downloaded from the website on
S5th August 2005 : http://www.btmadra.com/articles/articles.html)

13 Akkoyunlu, Begiim 1980°1i Yillarin Tiirk Sanatindan Bir Kesit: istanbul Sanat
Bayrami ve Yeni Egilimler Sergileri’ Sanat ve Sosyoloji, ed. Aylin Dikmen Ozarslan
(Istanbul: Baglam Yayncilik, 2005) 178
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government; meaning that their artistic existence would only be limited to that of the
fine arts academy. Though this stands as the main tendency in terms of the definition of
the artist — also an academician as a result —, one of the other characteristics of the
period was the attempts to establish a Ministry of Culture and artists’ independent
gatherings. As the period would be approaching to the period of liberal and free-market
economy; arts were turning into a profitable market as well and the flourishing of
galleries as well as the emergence of private collections were the most significant

incidents of the times.

In terms of artistic fashion, the themes of the 1970s appear as the international
versus the national and the concrete versus the abstract.'* The problem of artistic
identity was still valid for a Turkey that was still on its way to Europe in terms of
westernization and integration. Towards the middle of the 1970s, new tendencies
emerge other than that of the abstract painting and sculpture and conventional
categorizations within art fail to explain this new approach that aims to apprehend and
undertake art as an intellectual integrity. Altan Giirman appears as the artist who puts
forward the early examples of this new art."”> This new art suggests new materials as
well as new volumes and dimensions bringing forth new discussions considering the

role and meaning of time, space, authorship and content in an art work.

Organized by Adnan Coker, his students’ performance-like trial that involved
them painting together as a group, towards the end of 1960s, as a part of their lecture in
the Academy appears as another example of the search for the new in art.'® While a new
language was being proposed as a medium of representation in art with the emergence
of Conceptual Art in Turkey, lead by the works of Altan Giirman, intellectually

attempted to be addressed by STT and Siikrii Aysan and widely practiced and made

' [skender, Kemal ° Cumhuriyet Donemi Tiirkiye’sinde Resim’ Cumhuriyet Donemi
Tiirkiye Ansiklopedisi, C.6, (Istanbul: Iletisim Yayinlari, 1983a) 1691

15 Ozsezgin, Kaya Cumhuriyet’in 75 Yilinda Tiirk Resmi (Istanbul: Tiirkiye Is Bankas
Kiiltiir Yayinlari, 1998) 90

' Akkoyunlu, Begiim ‘1980°li Yillarin Tiirk Sanatindan Bir Kesit: Istanbul Sanat
Bayrami ve Yeni Egilimler Sergileri’ Sanat ve Sosyoloji, ed. Aylin Dikmen Ozarslan

(Istanbul: Baglam Yayncilik, 2005) 179, quoting Adnan Coker and Semra Germaner.
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visible in the works of artists like Fiisun Onur and her contemporaries; figurative art
interpreted within alternative formalities were being practiced through the influence of
the new representational language like in the works of artists like Nur Kocak, Giilsiin
Karamustafa, Bedri Baykam and Yusuf Taktak. Besides introducing new materials onto
the canvas as well as realizing an art out of the canvas; the art of the period was being
distinguished in terms of its subject matter as well. The social and political issues of the
day (identity problematizations, urban life, center versus periphery, class conflicts,
cultural gap, etc.) were finding their representation in arts where the artists were placing

individuality both as a way of expression and a matter of subject in their art."”

The analysis of the Turkish women artists, mainly Ayse Erkmen, Fusiin Onur,
Giilsiin Karamustafa and Canan Beykal, with also emphasis on the arts of Nur Kocak;
who were chosen for the purpose of narrowing the discussion to a particular time period
of artistic production from the early 1970s to 1990s within the question of their
initiative role in the blossom of Turkish non-canvas art; will evolve around mainly four
critical areas of research: The journey of western concept(ual) art with its historical
background in the relevant disciplines stated above, the Turkish background of the
times in question, the analysis of the works of these artists followed with the interviews
conducted with some of them about their art during those times and the theoretical
questioning of the adventure of conceptual art as to where it stands and what it means in

the context of both the Western and Turkish contemporary art.

For the question that this thesis is proposing, the method of analysis will mainly
consist of gathering historical and sociological background that paves the way for this
specific period and how the dynamics in Turkish non-canvas art came to be formulated
within the attempts of the modern artists of Turkey between 1960s and 1980s. Bringing
up and collectively presenting the relevant arguments that surround the issue; though
would maybe not result in a single answer, would help to grasp a bigger picture of the
content. Before doing so, the western understanding of Conceptual Art, how it came to

being and how it was formulated in the works of the conceptual artists of the west will

7 Akkoyunlu, Begiim ‘1980°1i Yillarin Tiirk Sanatindan Bir Kesit: istanbul Sanat
Bayrami ve Yeni Egilimler Sergileri’ Sanat ve Sosyoloji, ed. Aylin Dikmen Ozarslan
(Istanbul: Baglam Yaymcilik, 2005) 180, quoting Semra Germaner.
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be approached for the sake of rising the questions of conceptuality versus physicality,
the notions of time and space and how they were given role within the conceptual art

work.

13



CHAPTER1I

Conceptual Art in the West

i) The Early Conceptual Minds of the West

Challenging conventionalities and already accepted notions of artistic
representation is a never-ending process dominating all movements of art and all
theories of aesthetics of the past. When one looks back at the art of 1960s and 1970s,
one can see that the reaction against all that was pre-defined in terms of art was
continuing with the pace the Cubists, Dadaists and even the Minimalists had started.
The movements of Actions, Arte-Povera, Body Art, while contemporarily making way
for Conceptual Art, were questioning the role of the artist, the participatory involvement
of the viewer as well as the usage of materials and the possibility of representation. This
innovative as well as an inventive burst was an attempt to create alternative materials
and technique to that of painting and sculpture and to reconstruct the status of the

viewer as well as the artist while expanding and re-configuring the meaning of art.

Mallarmé had already started thinking conceptually as he was imaging the thought
in his very famous poem called, ‘Un Coup de Dés’ in 1897. [The poet, Paul Valéry
would remark about the poem that ‘it seemed to me that I was looking at the form and
pattern of a thought, placed for the first time in finite space’.]'® The idea of chance and
randomness were visually tried to be conveyed rather than literally. Guillaume
Apollinaire would later claim that, [his inkwell as a ‘readymade’ work of art, so he took

chunks of overheard conversation and plopped them into his poems.]"

18 Godfrey, Tony; ‘Conceptual Art: Anti-Art Gestures in Early Modernism — Duchamp
and Dada’ Conceptual Art (London: Phaidon Press Limited, 1998) 24.

19 1bid. 25
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Pablo Picasso’s, 1912 dated Still Life with A Canning Chair was for the first time
in art history, introducing the everyday objects as material to art. It was an
epistemological inquiry into the representation questioning how to know what was
already known. As it was not easy to call this piece a painting instantly, it foiled and
disrupted the expectation of the viewer, demanding an active participation and some
intellectual sophistication on the viewer’s side. Plus, it was a suggestion that, fusing
media was now a possibility for making art. Cubism was to further the promise and
realize it for the sake of what was to come in modern art, but before it reached its peak,
Kasimir Malevich made the Black Square in 1914 and crisis in picture reached a climax.
His almost-contemporary colleague, Wassily Kandinsky was discovering the interior
necessity of pure art. Abstraction being the only way to externalize what one was not

capable of understanding or resolving, he chose to subjectify the object.20

For him, copying the past was ridiculous, his times were different so had to be its
products. When modernity was all about slippery realities, spontaneity, change and
speed, the artist had no chance but to return to his own soul for answers. In a lecture
where he was explaining his art, he named his quest as the search for an absolute art.*’
If the times were causing fears and furies, courage was necessary; if uncertainty was
ruling, innovation had to interfere; and in such an atmosphere, pathway was the
‘feeling’ which could be nothing but the ‘talent’ of the artist. He declared through his
works that colors were to touch the human soul for a finer nature, abstracting the image
was the only way to refine the complex existence of reality as well as of the modern

artist.

2 Malevich, Kasimir ‘Non-Objective Art and SuprematisKm’ Art in Theory: 1900 —
2000, ed. Charles Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 293

2! Malevich, Kasimir ‘From Cubism to Futurism to Suprematism: The New Realism in
Painting’ Art in Theory: 1900 — 2000, ed. Charles Harrison & Paul Wood, (USA:
Blackwell Publishing, 2003) 173-183
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Malevich was attempting to reach a purer abstraction as well with his Suprematist
style. With Piet Mondrian, Malevich was one of the greatest artists of geometric
abstraction. He claimed to have arrived at the ‘end of the painting’ with his White on
White in 1918. Malevich’s elemental forms were designed both to break the artist’s
conditioned responses to his environment and to create new realities ‘no less significant
than the realities of nature herself’. Art, Malevich believed, should have never sought to
satisfy material needs, the artist must maintain his spiritual independence in order to
create. With his ‘White on White’, it can be said that he tried to convey a final
emancipation: a state of nirvana, the ultimate statement of suprematist consciousness.
Malevich’s suprematism was therefore ‘a state of mind’ rather than a painterly

technique.

Contemporarily, as cubism was happening in Europe, it was an attempt to appall
‘the ways of seeing’. As Malevich was abstaining from imitation but arriving at the
same time the same primitiveness of the early minds of civilization, as he was referring
to a blackened square as the humblest act the human sensibility can perform, he was re-
creating art; so was the Cubists. Differently, they were openly giving reference to
African primitive art, as they were using the masks as models of distorted perspective.
(Mademoiselles D’Avignon, 1917) Cubism was of course not only that. Picasso and
Braque, with their collage works, were exploring the possibilities of external materials

integrated to an art work.

As art was becoming all about the idea and the meaning of reality as it was
conceived in the artist’s mind, the artists of the early 20™ century were in need of
forming groups, writing manifestos, establishing magazines and joint workshops,
exhibitions. As they were attempting a revolutionary new art, this act in particular
required explanation. This new art was referring to universals rather than specifics
therefore appealing to principally to mind rather than the senses. Cubist destruction of
conventional modes of representation the idea that painting should be an absolute entity
with no relation to the objects of the visible world and that it should be completely
abstract forms whose origins were in the mind, was the one successful breakthrough as
it changed the language, the technique and the ways of seeing in art. Cubism also freed
the world of art from the limited sphere of the painting and pushed it off the edge of the
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canvas and paved the way for experimental artistry of fusing media. Abstraction being
the new trend in art in the beginning of the 201 century, Vladimir Tatlin, created the
first purely abstract relief construction of metal, glass and wood pushing to an extreme
yet logical consequence what the cubist idea of collage and construction had brought the

art world upon. (Monument to the Third International, 1919)

Abstract Expressionism, with Gorky, Newman, Pollock, Motherwell, CIliff,
Rothko and Still would form the intellectual basis of American Art for the upcoming art
movements that was about to generate within America. As Abstraction was now a
conventionality within the frame of the Modern Art, the elementary shapes that would
form the picture within the ‘picture space’ were practiced by the Cubists and their
followers to create alternative perspectives. Surrealists on the other hand were pursuing
the Freudian understanding of the conscious and the sub-conscious, and were creating a
surreal representation of reality through spontaneous drives or motivations from their
personal dreams or childhood experiences. Americans on the other side of the world
were keeping an eye on these developments. Despite their inherited handicaps like their
provincialism, over-reliance on half understood European models, non-existing or
unsupportive critics, indifferent or hostile public; with the help of the World War II,
driving European avant-garde (Dali, Ernst, Leger, Lipschitz, Masson, Matta, Mondrian,
Targuy, Breton)* from their natural habitat in Europe were sent to exile in New York
and that became the twist of faith for American Art. Abstraction and Expressionism was

brought to their homeland with the artistic genius.

The challenge against the presuppositions for the structure of art was at its peak
between 1960s and 1970s almost all around the world. The theory and the ‘pratique’
were distancing away as the gap and conflict between the acceptable and unacceptable
notions of art grew bigger. At first, the reaction was against painting and sculpture
ecolé, the hegemony of the abstract expressionism and the Modernist school of
formalism. Formalism was based on the deconstructing or resolving the works of art

according to their formal visual elements they consisted; a theory invented mainly by

2 Wheeler, Daniel ‘The New York School: Abstract Expressionism: 1945-60°, Art
Since Mid-Century, (Thames and Hudson, London: The Vendome Press, 1991) 25-26.
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Clement Greenberg.23 As he would define it, the fundamental character of painting as
it’s its flat pictorial surface, was extended in meaning and moved forward and gave
birth to the avant—garde.24 So the usage of light, shadows, volume, tones of colors were
rejected and instead geometric and simplified forms that were basically determined by
the shape of the canvas, were favored. Neither painting nor sculpture had to have the
responsibility of dealing with social, economic or political realities but instead had to be
on a quest to find their own formal strength and dynamics. Greenberg believed that the
artistic material as a medium itself call it paint, call it marble or stone; could be the only
means to the ends of creating new localities, surfaces, shapes, colors and their

2
arrangements. :

Modernism had spaced out the burden of decorative-ness with the speed of life it
was offering as well as dictating. More was in need to be told in a less amount of time
and space; functionality was overruling the aesthetics where aesthetics needed to steal
back its new — in a sense ‘corrected’ in accordance with the needs of the era — definition
and positioning within the sphere of art. The promise of Modernism as betterment for

humankind in all areas of life, had failed with the side-products which the industrial

revolution brought with itself: pollution, consumerism, crime, alienation.. 26

It was the unhomely nature of the object — its ability to resist urban
assimilation by its insistence on the inescapable strangeness of urban space — that
brought [the] postmodernist work back to one of the central themes of literary and
philosophical modernity: that consciousness is marked by the transcendental
homelessness. In the writings of Schegel, Baudelaire, Kierkegaard, Benjamin,
Kafka, Adorno and Heidegger we find the idea that being is a form of alienation;
that life is a form of exile or the registration of an inescapable and catastrophic
loss. It is then, the simultaneous strength and weakness of art that it is generated

3 Atakan, Nancy ‘Arayislar — Resim ve Heykele Alternatifler’ (downloaded from
http://212.58.11.161/mag/may03/kavsan052.asp on 5th of August 2005) 4. & Wheeler,
Daniel ‘The Post-Modern Reaction: Conceptual, Performance and Process Art’, Art
Since Mid-Century, (Thames and Hudson, London: The Vendome Press, 1991) 245.

24 Wheeler, Daniel ‘The Post-Modern Reaction: Conceptual, Performance and Process
Art’, Art Since Mid-Century, (Thames and Hudson, London: The Vendome Press, 1991)
244.

> Tbid. 250

2% Tbid. 251
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from this experience of estrangement from the world; (...). In an age where
museums and art galleries begin to resemble shopping malls by processing and
marketing consumption and leisure as ‘experiences’, perhaps it is those forms of
art that reach for the utopian through the melancholic that deserve our greatest
attention.”’

Trodd’s approach to the art of postmodernism is the deification of an intellectually
sophisticated art which is after an utopia as a result of the obvious exhaustion of
individual resulting from the demanding nature of modernity but which also represents
the alienation, the estrangement from the world that an individual has to experience
living in the fast-forwarded life of a metropolitan. This kind of an art would inevitably
draw in the use of daily objects, the accumulated memory of localities and would seek
to build alternative forms that would represent the uncanny nature of this

transformation: the change of times from modernism to postmodernism.

It was an era when there was desperate need for new values in a problem — fraught
world where every solution (Marxist, nationalist, utopian) seemed to fail along with all
art, whether representational or non-objective that had accompanied it. Another
destructive war that had conquered the World had not been able to be hindered. It was
an era of ideological and aesthetical bankruptcy and the artists were left with their
private insights and whatever myths or symbolic forms these might inspire as new and
more valid means of giving epochal expression to profound social, psychological and

moral concerns.

Abstract expressionists went for the sublime, the spiritual and the pure in art.
Pollock (Number 32, 1950), following Hofmann, created his drip, spill, pour paintings,
using automatism advocated mainly by surrealists. Besides his style of automatism, he
was spontaneously but with intended purposes, using the canvas as a performance
arena. The making of the painting was now a process not just an instant or the
artisanship necessary to reach the final product of ‘art’. With Pollock, the process of

making the art piece was now an integrated and crucial part of the art work itself.

27 Trodd, Colin ‘Postmodernism and Art’ The Routledge Companion to Postmodernism,
ed. Stuart Sim (New York: Routledge, 2001) 101
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As he put the canvas on the floor, his approach resulted in a change in the
conventional functions of drawing. There were no more planes to outline or images to
define before-hand and the process itself was the end of the painting. There was no
under-image, [the controlled and looping skeins of paint had become both subject and
content.]*® It was very different than the earlier works of abstract painting, there was no
grid or geometric construction as there was in Cubism or Neo-Plasticism, there were not
any biomorphic references as there was in Surrealism, no premeditated form as
Kandinsky’s style, or no illusion of spatial recession. The surface was virtually uniform
and the artist had his/her own presence as part of the painting. Walking around the
canvas and participating in the making of the art with his whole bodily existence,
Pollock had every right to claim that it was not “chance but choice” and the work had “a
life of its own.” His works were suggesting artistic performances and those

performances to be understood as individual works of art themselves.

Barnett Newman was experimenting with limits and boundaries as his works were
hinting of a metaphysical approach to art. His paintings were ‘extreme’ as he was
playing with the minima and the maxima (Vir Heroicus Sublimus, 1950-1951) — [how
narrow an area can be and still ‘hold’” from the appropriate viewing distance; how great
a tonal contrast or complementarity of color can be sustained without disintegration of
the whole; how ‘simple’ a painting can be in ‘means’ while sustaining the great

complexity of the ‘effect’, etc.]”

Newman was an important figure as times were about to bring forth Minimalism,
with the motto of ‘Less is More’. Going back to Malevich’s Black Square of 1914,
which he was referring to as ‘an art that can exist, in and for itself, without things’30, it
can be seen that the foundations for a secular art was laid then. His art was a way of
detachment from the utilitarian purposes and a removal from the ideological function of
representation. His art was very mathematical, and had the sublimity and the
transcendental aspect of geometry; just like Minimalist sculptures of 1950s had.

Minimalist sculptures had the specificity and the power of actual materials, actual space

28 Moszynska, Anna Abstract Art (London: Thames and Hudson, 1990), 151
%% Stangos, Nikos Concepts of Modern Art (London: Thames and Hudson, 1994) 198
30 Malevich, Kasimir; Catalogue.
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and in a way, aestheticized functionality within the nature of the material itself, i.e. their

matter-ness.

“We were pressing downward toward no art — a mutual sense of
psychologically indifferent decoration — a neutral pleasure of seeing known to
everyone.”

Dan Flavin™

It’s a logical continuation of my earlier work. A few years ago when I was
painting, it seemed that paintings would look one way in one place and, because
of lighting and other things, would look different in another place. Although it
was the same object, it was another work of art. Then I made paintings which
incorporated as part of their design the wall on which they hung. I finally gave up
painting for the wire installations (two of which are in the show). Each wire
installation was made to suit the place in which it was installed. (...) Color
became arbitrary. I started using thin transparent nylon monofilament. Eventually
the wire became so thin that it was virtually invisible. This led to my use of
material which is invisible, or at least not perceivable in a traditional way.
Although this poses problems, it also represents endless possibilities. It was at this
point that I discarded the idea that art is necessarily something to look at.

Robert Barry™

What Minimalism brought as new into the sphere of art was mainly about the
structure and form of the art work. Situated on the legacy of the Bauhaus ecolé,
influenced by the principles of Gestalt, the minimalist perspective while bearing the
principle that less would be more, was all about the autonomy of the art work as a self-
contained unit, the indivisible and the undissolvable whole that would find its specific
definition in the particular space, light and physical viewpoint of the spectator.”® The
only immediate aspect of the work would be that the experience of the art work by the
viewer had to exist in time. The challenge was to break through the instantaneity of the

sculpture and painting and break the éspace into parts that would allow the art work to

31 Group Exhibition: A New Aesthetic, 1967, Washington Gallery of Modern Art,
Washington, D. C. Curated by Barbara Rose.

32 Barry, Robert ‘Interview with Arthur R. Rose’, Art in Theory: 1900 — 2000, ed.
Charles Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 851

33 Morris, Robert ‘Notes on Sculpture 1-3° Art in Theory: 1900 — 2000, ed. Charles
Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 832.
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exist in its own life span, creating itself a duration in which the experience would gain

the necessary forth dimension, which would be the aspect of time.

By using symmetry and re-defining structure, in substitute for sculpture in the
sense that it was both the thing itself whereas it also meant how things were put
together. Three-dimensional objects of art would have the range from monument or
ornament, where sculpture would have meaning that would fall in between these
polarities. The minimal art, whose canvas was the ground, whose figures were three-
dimensional geometric objects and whose structure of composition was symmetry; did
not bear a nature of a figurative or an architectonic art. The minimalism was in search
for the third dimension as an extension in space that would exceed that of the painting
and sculpture. Three-dimensions were real space which got rid of the problem of the
illusionism and of literal space, space in and around marks and colors — which is
riddance of one of the salient and most objectionable relics of European art. ** In that
sense what was wrong with painting was that it was a rectangular plane placed flat
against the wall, determining the limits and size of the content on and in the space pre-
defined by its shape. The minimalist structures of the 1960s were constructing analytical
functions of light, space and the viewer’s field of vision, approaching to a theatricality

especially in the works of Sol Le Witt as examples of the minimal art’s serial attitude.

History of art is actually a linear unfolding of a challenge against its own
conventionalities. Conceptual art in that sense is another challenge as oppose to all
previous meanings of art in terms of uniqueness, collectability and saleability of the art
work, as well as the participation of the viewer, questionability of the cultural values,
everyday objects, forms, materials, ideas, museums and etc. Conceptual art is reflexive;
it has the presupposition that ‘thinking about thinking’ is possible and is actually
essential. It is intervening, documentative and not typological. Conceptual art is about
the artist’s choice so it is not a dictate by any aesthetic delectation. It is about
challenging authority, decency and ideality. Conceptual art is about the disbelief in art
and the inevitable quest to re-define it; but above anything else, it is about the
relationship between time, space, memory and the language that binds them all in order

for them to be self-spoken. As the modernism had witnessed the crisis of the painting

34 Judd, Donald ‘Specific Objects’ Art in Theory: 1900 — 2000, ed. Charles Harrison &
Paul Wood, (USA: Blackwell Publishing, 2003) 827.
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and the terms of expression and the ways of practicing of mimesis / representation were
challenged; Conceptual Art came into the scene as a result of and resulting in the crisis

of art when times were changing from modernism to post-modernism.

More important than the questions that Conceptual Art was proposing in terms of
the meaning and construction of the status of the art, its object, the identity of the artist
and the role of the viewer, the integration of the concept as the core element in the
artistic representation was a problematic on its own in the sense that it was to create a
contradiction within the conventional methods of mimesis where the abstract, non-
physical nature of the concept needs to be theoretically discussed and historically traced

back in terms of its articulation into the three-dimensionality of the art work.

ii) The Integration of Concept as a Representative Element into Art

Dadaism, which in terms of style, attitude and philosophy was the one modern art
movement where the roots of Conceptual art can be looked for. In 1917, Marcel
Duchamp, who claimed to be ‘more interested in the ideas than the final product’35 ,
made art out of an ordinary urinal by simply turning it around and signing it ‘R. Mutt’.
(Fountain, 1917) This ‘readymade’ as he would call it was the quintessential ‘proto-
Conceptual” art work, one of the first to question self-consciously and irreverently both
its own status as art and the multi-faceted context of exhibitions, critical criteria and

audience expectations, which had traditionally conferred that status.*

After his Fountain of 1917, dynamics could no longer hold their status-quo in the
context of art. The creative act was sarcastically reduced to a single, very individual,
random decision which demanded only the intellectuality of the artist and art-making
was mocked to be equal to art-naming. Challenging the meaning of art through the

intension of the artist, which was ironically given the number one priority, is a way of

3 Godfrey, Tony; ‘Conceptual Art: Anti-Art Gestures in Early Modernism — Duchamp
and Dada’ Conceptual Art (London: Phaidon Press Limited, 1998) 28-29.

36 Ibid. 29
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claiming that the hand-made beauty could no longer be the determinant when trying to
make a statement through art. Conception and meaning preceded plastic form, and mind
overruled any recitations on the definition of art. While abstraction was pursued to be
established as the new formality in art with Cubism and Mondrian, Malevich, Matisse
and their persecutors, Duchamp changed the reason-to-be of the arts. It was no longer
‘art for art’s sake’ but ‘art as idea’. This way, it was convicted that the question that if
art could be made of anything or by anyone was valid more than ever; in fact the
question itself was the work of art, where Dada, a word that simply meant nothing, was

the name of the art movement that initiated this transformation in art.

Duchamp was the one influential artist of Dadaism which launched the alternative
tradition of the 20" century avant-garde. He used language and all manner of verbal and
visual punning (Tu’m of 1918), randomness as well as deliberately plotted chance (The
Bride Stripped Bare by Her Bachelors, Even of 1923), trivial and ephemeral substances,
his own person (First Papers of Surrealism, the gallery installation of 1942),
provocative gestures directed to his own or other art (L.H.O.0.Q. of 1919), as the means

of and subjects of his work.

Where ‘normal’ art behaved as if it was a statement, Duchamp’s Fountain was not
a statement, but rather a question. It was not saying that this was a urinal, but instead,
asking, if this urinal could really be considered as an art work. Since Conceptual Art is
an intervention within an unexpected context, or documentation not as the actual work
being presented as itself but through evidence, Readymade was the symbol: the
evidence to the actual concept, meanings, and the history behind, socio-cultural values
associated with everyday objects. Idea was the transformative machine that was now

) . 37
used to create art, it was paramount, and the material was secondary.

The miracle of transforming a banal object into something with transcendental
significance like an art work was rapture in artistic language. As Karl Marx points out
in ‘Das Kapital’, a man-made object becomes a socio-political object when the value of

labor is attached to it. Duchamp’s attempt to re-define ‘art’ was similar to Marx’s re-

T e Witt, Sol ‘Paragraphs on Conceptual Art’, Art in Theory: 1900 — 2000, ed. Charles
Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 846 -847.
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definition of fetish objects of the society.”® The drive to collect was a cultural motive,
because objects were ways to socialize. Objects would come into the lives of the people
with the meanings attached to them, with the words they made one remember, the
history and the connotations they formed. Objects as commodities were the actual

reasons that created the dilemma and the nervous breakdown of modernism.

They created false perceptions, shadowed the social roles or changed or
transformed them, became parts of personal identities or reference with which they were
defined and as a result became the soul cause of estrangement and alienation. Duchamp
was the first to challenge this dominance of the fetish objects over the daily lives and
the ideas of individuals. He challenged the unquestionable mastery of Mona Lisa
(L.H.0.0.Q of 1919), and the basic definitions that were written next to the well known
words in any dictionary. (Traveler’s Folding Item of 1916 and The Bicycle Wheel of
1913) He made everyday objects uncanny things — or revealed the actual but hidden
‘uncanny’ within their nature — and he unbalanced their meaning as he shook the

viewer’s perception of them.

3 Godfrey, Tony; ‘Conceptual Art: Anti-Art Gestures in Early Modernism — Duchamp
and Dada’ Conceptual Art (London: Phaidon Press Limited, 1998) 32.
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Using the ready-mades, another artist who laid the concept as the core element of
the art that had mattered before the form itself; was Man Ray and his 1921 dated piece
called The Gift. Combining iron and tacks, materials that had different functions
individually, he can be said to have been questioning the hybrid narration of dialogue
within an artistic work. Rather than the physicality of the piece being either aesthetic or
completely disturbing, going against all conventions of being esthetic; the idea that was
formed within the artist’s mind was important. Following his case where he explains the
beauty he had seen within the concept of this particular work; the feelings that he
attaches to this peculiar end-product he has transformed from iron and tacks appear as

the beauty of the violent, the fetish and the erotic.”’

In terms of turning the exhibition into a spectacle and questioning the role of the
text within an image and the image that is to be named with some certain text, Francis
Picabia’s paintings which can actually be called as ‘anti-paintings’ were clear examples
of early conceptuality. In his piece called The Cacodylic Eye, dated 1921, the viewers of
the painting were invited to contribute to the painting as they could write and sign
wherever on the canvas with whatever words or images they liked. Accepting the
deconstruction of sculpture with Duchamp’s Fountain, Picabia’s attempt can be

considered as the deconstruction of painting.

Réne Magritte’s Ceci n’est pas une pipe of 1929, can be considered as the artist
who problematized the relation between the words and the images after Duchamp, but
in its naked nature of the question. This particular work while challenges the correctness
of representation from a Platonic perspective, as if proving the distance of the image as
three-degrees farther from that of the real truth; it is also suggestive of the impossibility
of the co-existence of the different layers of truth. While written language stands as the
mere tool to explain, point out, prove or disapprove the truth; the word that corresponds
to a truth is not the truth itself, just as the way the image, the reflection of that truth is

not it as well. Foucault’s cogitation on this work by Magritte, theorizes this relation of

39 Godfrey, Tony; ‘Conceptual Art: Anti-Art Gestures in Early Modernism — Duchamp
and Dada’ Conceptual Art (London: Phaidon Press Limited, 1998) 37, quoting Man
Ray: “You can tear a dress to ribbons with it. I did it once, and asked a beautiful
eighteen-year-old coloured girl to wear it as she danced. Her body showed through as
she moved around, it was like a bronze in movement. It was really beautiful.”
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written language to the image in 1968, when they had already become representative

elements within art:

Magritte knits verbal signs and plastic elements together, but without
referring them to a prior isotopism. He skirts the base of affirmative discourse on
which resemblance calmly reposes, and he brings pure similitudes and
nonaffirmative verbal statements into play within the instability of a disoriented
volume and an unmapped space. A process whose formulation is in some sense
given by Ceci n’est pas une pipe. (_..)

3. To allow discourse to collapse of its own weight and to acquire the
visible shape of letters. Letters which, insofar as they are drawn, enter
into an uncertain, indefinite relation, confused with the drawing itself--
but minus any area to serve as a common ground.

4. (...)

To verify clearly, at the end of the operation, that the precipitate has

changed colour, that it has gone from black to white, that the “This is a

pipe” silently hidden in the mimetic representation has become the “This

is not a pipe” of circulating similitudes.*’

hd

Following Foucault’s remarks on this particular painting, with which Magritte had
played around a lot later on in terms of re-configuring the positioning of the text and the
image against each other as elements of presentation, parts of an art work; the
integration of text into artistic representation, which had come to be practiced as only
visual; the functionality of the art object would be expanding to a new level where not
only the conventional forms would be open to discussion but something that was not the
subject of art until then, semiotics, would start to be dealt with on an artistic platform.
The arts’ quest for truth would exceed the arts’ own problematics and expand into the
arena of philosophy and function as medium to contribute to the theoretical discussions

considering the relations amongst the signified, the signifier and the sign.

While Surrealism was taking another path despite Magritte’s problematization of
the text as part of a visual experience of an art work, the path to conceptualism was
being traversed through the usage of the ready-made and found-objects sometimes

configured against their nature, challenging the hidden similitude outside the word

% Foucault, Micheal “To Paint is not to Affirm’ This is not a Pipe (downloaded from
website: http://foucault.info/documents/foucault.thisIsNotaPipe.en.html on 10th of June

2005)
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versus the image relation, but rather within the indirect meanings hidden within the
connotations of everyday objects. Meret Oppenheim’s, Fur Covered Tea Cup, Saucer
and Spoon, dated 1936, appear as an example of the mentioned style which also sticks
out as a significantly feminist work, more illustrative in terms of making a remark on
the womanly nature of some objects and adding the sense of touch into the
configuration of the art work. The feeling that the fur conveys when surrounding the
domestic objects resembles the female skin. Once again there is an attempt to force the
viewer and the artist herself to re-consider what is already established in terms of
meaning and stereotypes which inevitably requires an art that places the idea a priori to

that of the form.

Besides the usage of ready-mades and the conceptualization of the object within
the pre-defined spatiality of an art work, call it a gallery space or a public space; the
idea, the content, the essence of an art work was being interpreted in other forms as
artists like John Cage were eager to experiment. “Why do you waste your time and
mine by trying to get value judgments? Don’t you see that when you get a value
judgment, that’s all you have? They are destructive to our proper business, which is
curiosity and awareness.” would say John Cage, who believed in the chaos and the
silenced melody of the world that he could not disturb it by playing his music on top of
it.*! He can be considered as a conceptual musician, who was thinking and questioning
and forming a mental dialogue that was not passed through the pleasant notes of his

music but rather through his ideas and the platforms he stood strongly on.

John Cage’s negation of the content as well as the authorship of the artist since he
would deprive the work off the contribution of the artist, by only defining an origin for
the artistic experience both for the viewer and himself; the authority of the artist would
be reduced to a guide only; whose idea was presented in some sort of a form, preferably
at its purest, un-intervened and non-transformed state; and the viewer and the artist
would play along from there. The process of the art-making would then sail into an
uncertainty where the operation of production would become the art work itself. A

similar kind of negation and abstraction can be traced down in the work of Robert

4 Wheeler, Daniel ‘The Post-Modern Reaction: Conceptual, Performance and Process
Art’, Art Since Mid-Century, (Thames and Hudson, London: The Vendome Press, 1991)
252.
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Rauschenberg. The authority of the artist, as to what extend the artist can be a creator
was challenged at its highest extreme when Robert Rauschenberg attempted to erase a
Willem De Kooning painting. Named as Erased De Kooning Drawing, the work dating
back to 1953, initiates the confusing discussion about the author within a creative work.
Who would be considered as the owner of this work, whereas the initial idea belonged
to De Kooning but the end-product was Rauschenberg’s idea, which caused the initial
drawing to disappear. But the final product was an art work maybe only because it was

the termination of a work that was already accepted as art before.

Another challenging issue within this particular context can be stated as the
mental condition that De Kooning was in when Rauschenberg had done this painting.
As someone who was slowly losing his memory, not being able to remember anything,
Rauschenberg was trying to emphasize the temporality of the artist’s identity. The
identity of the artist was not like the talent of the hand or like the craftsmanship but was
the collective memory and the accumulated knowledge that formed the mental power of

the artist which could turn into ideas that would create the arts.

In 1917 when Marcel Duchamp submitted a urinal signed by an artist named R.
Mutt with the title Fountain to the Open Exhibition of the Society of Independent
Artists in New York; the piece was rejected for the reasons of it being un-ethical and
resulting from plagiarism. Duchamp’s sarcasm created the necessary effect as the
content of the artwork and the identity of the artist were challenged. Followed by
admiration, the art work which was ‘an ordinary article of life’, transformed the
criticism directed at art as a venue for producing art. John Baldessari’s I Will Not Make
Any More Boring Art in 1971 or John Latham’s Art and Culture dated 1966-1969 can
be recognized as the extensions of this approach. All these works had within their
background a solid argument as to what could be the content of the art work and in what

context it could be represented.

The sarcasm, the mocking of the definitions and pre-suppositions were preferred
styles of conceptualizing the discussions about art in the Turkish examples of
conceptual art as well. Piero Manzoni’s Merda d’artista, was not much different. The
work which consisted of the artist’s own excrement filled in ninety cans, sold at the

price of gold; was bringing forth the suggestion that the body could be a material in
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artistic production; [he even enlarged his concept of art to include the entire world;
where unadulterated individuality itself becomes art.]42; while at the same time was
literally suggesting that excrement, as long as it would belong to the artist, was a piece
of art to be sold in the market. His marketed excrement was a reminiscent of Yves
Klein’s La Vide, zones of empty but spiritually filled space in 1958." Klein emptied
Clert’s Left Bank gallery and declared that it was an exhibition entitled the Void. The
meaning of art in Klein’s interpretation had exceeded its physicality and any possibility
of its containment in a single form. The exhibition of Void was a free, boundless space,
in which the Void itself was a commodity. The cocktails served at the exhibition was
another dimension of his challenging suggestion to meaning and context; as the
participants took the cocktails they drank home with them and the exhibition was not
over until they each had to go to the toilet to see that the cocktail was ‘blue’ enough to

cause them urinate in the same color.

Despite all the works mentioned above, Ed Kienholz’s The Portable War
Memorial, 1968, is considered as the first conceptual art work.* The reason why they
were attributed with the speciality of being one of the first conceptual art works could
be stated as his style of producing them. Kienholz was one artist who would be
commissioned to create the concept only. Followed by drawing of the concept the
viewer would be able to commission the artist for the last round to actually make the art
work. Some of his works remaining as only concepts without being able to be produced,
Kienholz was one artist who had very clearly made sure that the idea was beyond

phsyicality and coming to being was a priori to the being itself.

While Andy Warhol was taking the concept of the ‘ready-made’ down to a less
transcendental level of ‘conceptuality’ where he was dealing with the ideas that were

already the common commodities of the masses and their invisibility was shadowing

42 Godfrey, Tony; ‘Realities in the 1960s’ Conceptual Art (London: Phaidon Press
Limited, 1998) 90.

43 Wheeler, Daniel ‘The Post-Modern Reaction: Conceptual, Performance and Process
Art’, Art Since Mid-Century, (Thames and Hudson, London: The Vendome Press, 1991)
252.

* Godfrey, Tony; ‘Realities in the 1960s’ Conceptual Art (London: Phaidon Press
Limited, 1998) 92
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the necessity of questioning their fetishistic nature and artificially attached meanings
arising from the industrial and popular culture resulting from consumerism. As Andy
Warhol and the representatives of this Pop-Art were striping the object naked,
Minimalists on the other hand were going down on to the essence of the material, they
were in quest to arrive at the primary structures within form. Wittgenstein was
describing the Minimalists exhibitions as visual representations of ideas, the activity
being more conceptual than aesthetic.* Their objects were less radical, in that sense less
political and critical compared to Duchamp’s; the transcendentalism within the nature of
the minimal objects were mainly because of the characteristic of the minimal art that
was defined as ‘what you see is what you see.” 4 Objects were presented rather than

being depicted or re-presented.

Late sixties of the 20" century, can be named as the heyday of Conceptual Art in
the west. Bruce Nauman’s A Rose Has No Teeth of 1966 and Robert Smithson’s Mirror
Displacement of 1969 were considerably important conceptual works of the era, where
the artists had started to define their works on the basis of conceptuality. If the concept
or action was paramount, the exact nature of the documentation would be contingent on

the context that it appears in.

Looking at the works of Joseph Kosuth, who fanatically combines words and their
visual representation where the precedence is given to the text; his Photostat, called Art
As Idea As Idea, dated 1967, was one of the purest conceptual works of the era as
Kosuth himself would describe it as an inquiry into the foundations of the concept “art”

which would narrow the field of definition to analytical and linguistic work."’

Object being given no special aura, on the contrary, being dematerialized and
demystified; the role of the artist minimized and blurred to an extent; the concept is the

emphasized element within the art work as a result of which the piece stands as a plain

45 Wheeler, Daniel ‘Minimalism: Formalist Sculpture in the Sixties’, Art Since Mid-
Century, (Thames and Hudson, London: The Vendome Press, 1991) 213.

4 Ibid. 214

* Godfrey, Tony; ‘Realities in the 1960s’ Conceptual Art (London: Phaidon Press
Limited, 1998) 93.
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documentation of what the viewer and the artist are made to think of themselves while

thinking.

Roland Barthes used the term ‘writerly’ for texts by which the reader is first
irritated and then activated. So in reading the poems of Stephané Mallarmé such
as A Throw of Dice, the eyes dart back and forth across the page, as though
following the steps of a complex dance. The act of reading becomes not passive
but active. It is an operation of immediate enactment and interpretation. This was
to become a crucial aspect of late Modernism, and what has come to be called
Post-Modernism: It is the reader’s experience that matters, not the writer’s. This
has repercussions for the status of the author. In the ‘Death of the Author’,
Barthes argued that we read language, rather than author. Mallarmé, he says, was
the first person to see ‘the necessity to substitute language for itself for the person
who until then had been supposed to be its owner.*®

Conceptual Art was an art of questioning, the questioning of the language of
supposed truth propositions as Wittgenstein would suggest.*” The fact that the
Conceptual Art in the west was not very fertile in terms of generating more women
artists; is worth pointing out for the comparison of the Turkish Conceptual Art and the
Western Conceptual Art when the former blossoms and achieves visibility by the
presence and production of the women. After the rise of the feminist movement, a few
considerable conceptual artists took the stage amongst whom, Barbara Kruger, Louise
Bourgeois and Carolee Schneemann, all representing three different fragments of

conceptuality.

Schneemann was an early and radical example, mainly influenced by and a part of
the Fluxus Group, constructing her art with performances and happenings, as the
movement of assemblages, environments and happenings start emerging from the late
1950s. These movements, earlier than that of the conceptual art, as it was defined by Sol
Le Witt, were already practicing art which was anti of what art came to be known as.

[Performance, held the promise of liberating artists from the art object, simultaneously

* Zurbrugg, Nicholas ‘Barthes, Belsey, and the Death of the Author’ The Parameters of
Postmodernism (London: Routledge, 1993) 16

¥ “Most of the propositions and questions to be found in philosophical works are not
false but nonsensical. Consequently we cannot give any answer to questions of this
kind, but can only point out that they are nonsensical. Most of the propositions and
questions of philosophers arise from our failure to understand the logic of our
language.” Wittgenstein, Ludwig; Tractatus Logico — Philosophicus, 1921
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as it also freed them to adopt whatever medium, material or subject matter appeared
likely to serve their purposes.]’® The nature of the early performances, mainly initiated
by that of John Cage and Merce Cunningham’s Event in 1952; were attempts to
disorientate the meaning of art in order to re-constitute it, but were excessively
expressive and the absolute, elemental essence of the concept as the core value in art
was being missed. The demands of the subject matter, not as configured as the concept
of the work yet; were overruling the aesthetics and the use of the material and the urge
to arrive at extremes, in order to ease the pain of being modern or to lighten the burden
of being the responsible but insignificant world citizen struggling against the

insensibility of the modern world.

After having laid down the historical progress of the adventure of the
conceptuality in art, the theoretical discussion in terms of the relation and possibility of
co-existence of conceptuality and physicality and how it is solved or approached both in
the western and Turkish understanding of conceptual art will be given a detailed

analysis.

50 Wheeler, Daniel ‘Minimalism: Formalist Sculpture in the Sixties’, Art Since Mid-
Century, (Thames and Hudson, London: The Vendome Press, 1991) 254
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CHAPTER 11

Selective Arguments and Suggestions within Conceptual Art

i) Conceptuality versus Physicality

Philosophy in its questioning of the meaning, the possibility of beauty, knowledge
and the existence of God; serves the purpose of theoretically fulfilling the demands of
the discussion as a powerful tool and a proper platform, to seek the answers to those
same questions of epistemology and ontology. Plato would discuss to what extent the
arts were imitations of reality and how much the works of art could be considered as
creations.”’ He would come to conclude that works of art were the obstacles or even
fake tools that would shadow the process of the searching for the truth.’* His definition
of arts names arts as a representation that stands three degrees farther than that of the
truth.” Crafts, just because they do model the Idea of the truth in its true sense and what
they create is more than just an image; stands before the arts as they seem to stand more

close to the transcendental reality.”*

Aristotle would theorize that arts, in relevance to their resemblance of imitations
of reality, were the righteous escapes of men from the burden of the reality. His analysis
would defend that the emulation of reality in arts would not be secession from truth but

an attempt of preservation of the essence of the model; in a way a form of

3! Plato, Devlet, X, 595b-601c
>2 Ibid.
> Tbid.
> Ibid.
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acknowledgement or a form of mathesis.”> Using the word mimesis to describe the
general but necessary representation of reality within the experience of the artist which
shall be as subjective and as much in touch with genesis as possible; is what Aristotle

puts forward as the explanation of what art is.

Concept is an abstract or generic idea which is generalized from particular
instances; it is a notion conceived in the mind, at the end a thought, which is intangible
and an almost vague entity which can never be completely revealed or conveyed. It is a
very transcendental and at the same time a very subjective process which includes in its
formation the elements of time and space, as well as the artist’s personal identity; which
ends up becoming a historical record on its own and a tool as well that defines the
possibilities and obstacles of experiencing an object and its perception and stands

beyond the physicality of that object or experience in particular.

When the definition of ‘concept’ is an abstraction in itself and tends to add to
reality an epistemological dimension (leaving the role of being the doxa to the object
and complementing it by being its extension or the truth behind and beyond it as the
episteme — in Platon’s wording™®) and/or attempts to fill in the blanks of the rigid
physicality of the world by allowing abstraction, negation and the creation of the
ongoing processes in the form of dialogue and evolvement; the boundaries of art as it is

a physical experience seems to fail to conquer any concept.

The idea that concept and conceptuality have become the core, the ideological
and/or philosophical base and/or the essence / the meaning of fine arts in the
contemporary world; inevitably arises the discussion of how something so intangible
like ‘concept’ can ever be referred from within or can truly be represented through

something very solid and physical like form and structure.

The tension between the concept and the structure which are the two basic

elements of contemporary conceptual art is a challenge on its own to the definition of

55 Aristotle, Poetika. Bol. IV., 48b4-19

3% Lenoir, Béatrice ‘Platon: Sanatin Yalan1” Sanat Yapiti, translated by Aykut Derman
(Istanbul: Yap1 Kredi Yayinlari, 2003), 38
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representation of reality when the form of the representation has to be ‘visual’. When it
is not possible to detach the two neither from each other nor from the definition of
today’s art, one has to start analyzing their co-existence and their problematic nature of
serving a single purpose by questioning the inner contradictions that they bring to what

contemporary art is.

The possibility of concept as a core value in artistic production and its
involvement as a represented and representative element in the art work, is the open
suggestion that [when an artist uses a conceptual form of art], would mean [that all of
the planning and decisions made beforehand and the execution is a perfunctory affair.]’’
Idea, as the machine to make the art possible, would generate an art that would be
intuitive inclusive of all the mental processes as well as the outcome of this process, - if
ever ends up as a physical form; still the work would bear the notion of the concept or
the idea as the prior concern and the prior element and reason of the work. The form
would then appear to be only a simplistic solution which would stand as the grammar of

the total work.”®

Following Sol Le Witt’s suggestion for the relation between the form and the idea
in an art work; the tension between conceptuality and physicality seems to resolve. Idea
being the machine that operates within and being the cause of the physical form of any
art resembles the co-existence of the soul and flesh of any ‘living organism’. Art, as in
these terms becoming inclusive of the processes of its before and after, creates space for
the artist and his / her cognition to be represented and extends and expands into the
viewer’s perception while considers and satisfies the demands of the elements of the

piece like that of the time, space and the material.

Where the attempt is to telescope (collide) conceptuality with physicality, trying
to arrive at the reasons of their co-existence and the possibility of art as their venue; [the
notion that the aesthetic values associated with ‘high art” which was to be found only

within the arts of painting and sculpture; as it was subjected to attack by the Avant-

Te Witt, Sol ‘Paragraphs on Conceptual Art’, Art in Theory: 1900 — 2000, ed. Charles
Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 846 -847.

58 Ibid.
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Gardes] must be regarded as a problematic in itself™. This new venue was described by
Donald Judd as a new three-dimensional work which obviously resembled sculpture
more than it does in painting, but it was nearer to painting; as it was more narrative and
more concerned with the issues of time and memory®. The conceptual art movement
gave the art work, the space to appear more organic in the sense that inclusive of the
processes of creation and planning, it was given the chance to be of a livelier generic,
embracing a life-span of its own. This was what was being challenged as well as what
was tried to be realized in the works of the Minimalists and Conceptual artists. Their
statement can be considered as an opposition to the so-called ‘impossible’ or
‘unconventional’ in art by surfacing the very ‘impossible’ and ‘unconventional’

dynamics of artistic representation and bringing it forth as the final art work itself.

Concept can be defined as the mental appearance or the intellectual flow of mind
of any trace of a reality. Somehow it is a process with infinite limits; allowing the
reality to expand beyond physicality and never can completely end up in or shape up to
become some tangibility. If concept can be then, just like a thought, featured as
something volatile, slippery; how art could or will ever be able to capture and reduce it

to any kind of a form or structure.

Ali Akay and Emre Zeytinoglu ask the question how a work of art, which an
artists points out and declares as ‘art’ can actually reflect and represent a flow of mind
and how can a melody that pops up in an individual’s mind ends up within the
limitations of and is acknowledged to be equal to a peculiar and dilapidated form of an
object.®’ This very problematic dynamic that the artists of the Avant-Garde found very
appealing, challenging and worth dealing with in order to give birth to the alternative
definitions and aesthetic theorization of the artistic representation; which can be called

as both the cause and the end product of the conceptualism.

> Harrison, Charles ‘Conceptual Art and the Suppression of the Beholder: Minimalism
and Post-Minimal® Essays on Art&Language, ( London: The MIT Press, 2001) pg. 37

% Ibid. 40

o1 Akay, Ali & Zeytinoglu, Emre Kavramin Sinirlarinda, (Istanbul: Baglam Yayinlari,
1996) pg.10
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The extend of discussion about Conceptual Art so far may create an illusion that
the participatory and the transformative role of the viewer’s presence and his / her
perception seems to remain as ‘not-yet-dealt-with’; but just on the contrary, the
physicality of the art work which is reduced to the most economical representation of
the idea, calls upon the mind of the viewer rather than his / her eyes or senses.®” Notion
of the aesthetic, the beauty; shifts from its mere appearance of physical perfection,
smoothness and the careful details of physicality to the platform where the mental
integration of the work, the artist and the viewer is made possible. In this sense
Conceptual Art addresses and fulfills the need of conversation, dialogue within art and
its power lies at the core of realizing the ‘differancé’.®® As the meaning is slippery and
as subjective as it can be; the artist individuality differs in perspective and defers the
direct, obvious representation of truth in order to create an art that would capture many
layers of the reality. The quest for individuality when times are changing from
modernism to post-modernism captures the soul of the artist and supplies him / her, the
necessary platform to share his / her voice. Conceptual Art appears on the scene as an

unprecedented venue for artistic expression in this sense.

One of the most significant expansions that the conceptual art introduced to the
norms of representation in art was the capability it had created within the artistic
mimesis in terms of capturing or embracing the notions of time and space. The fact that
the two-dimensional representation of the painting and the limited three-dimensionality
of the sculpture were failing to conquer these two slippery but at the same time
problematic notions in their nature of dominating all aspects of life to an extend of

dictation was a problem on its own that the arts would have to confront sooner or later.

As conceptuality was prioritized over the physicality of the art work, the machine
of mimesis were freed from its chains to a remarkable extend and was granted with the
possibility of re-presenting these two crucial characteristics of reality. The demanding
nature of time and spatiality requires a closer attention in order to understand why the

conceptual artists of the era, both in Turkey and in the west could not escape the urge of

21e Witt, Sol ‘Paragraphs on Conceptual Art’, Art in Theory: 1900 — 2000, ed. Charles
Harrison & Paul Wood, (USA: Blackwell Publishing, 2003) 846 -847.

%3 The word used in the sense that Derrida uses it...

38



problematizing their existence in their works. This discussion is worthwhile also in the
sense that it is an attempt to ask the question whether it was conceptuality that invited
their presence as represented elements in art or was it particularly their existence which
triggered the integration of conceptuality into artistic representation causing it to expand

to both a three-dimensional physicality and sometimes zero-dimensionality.

ii) Time versus Space

Both time and space had become aesthetic issues starting with the 19" century.*
As both are amongst the basic categories that define ‘existence’, they bear in their
nature the tendency to go unnoticed, felt but not visible, dimensions of life that one gets
used to, adopts, accepts since they remain uncontrollable as a result of which they also
are disturbing. Because of such notions like power and governance, the best defense in
order to stand unconquered and not dominated or at least to create the illusion of having
control over their existence, one has to rely on the ‘habitual’ and the ‘repetitive’, and

consider their relativity as a mental inconsistency or an inability to calculate.®

The uncertainty about the whereabouts of the direction of evolvement and
development; the habits and the repetitive daily experiences are a source of confidence;
the shield that enables the preservation of perception. To sense time and space through
this perspective absorbs the destructive effects of change and the slippery base and the
continuously shifted meaning of their existence stands bearable as much as it can be
ignorable. As times were changing and the basic but different perceptions of time and
space were forced to apply to and within various but similar physicality of the world, a

conflict arose.

% Harvey, David ‘Mekan ve Zaman Deneyimi’ Postmodernligin Durumu, translated by
Sungur Savran (Istanbul: Metis Yayinlari, 2003), 227.

% Ibid. 228
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As David Harvey exemplifies; the rhythms in life start being forcefully exposed to
more than one possible equation for solutions. Harvey asks the question if it is the
interest rate or the environmentalist concerns that is to define the optimal rhythm of
consumption of a natural resource, in order to sustain the resource until the end of that
uncertain faith of ecology arrives. Another example is that when short termed financial
debts are preferred in order not to delay instantaneous needs in a society; while in one
opinion this stands as the way forward for growth and development, in another view this

stands as the core reason why poverty grows and deepens.®®

Following Harvey’s example, it is possible to configure time and space as two
dimensions of life whose existence can not be omitted but they can be re-created and
indeed they are. In accordance with the conditions of any sociological or individual
case; time and space are created and defined by men; as a result of which, they do not
always come to be acknowledged or experienced as the same in different cultures or in
different times. Stating the fact that both time and space can be re-created by men’s
perception; the trauma that was caused by the acknowledgement and apprehension of
this possibility can be considered as one of the reasons why canvas in art or two-

dimensionality in representation was not enough.

This resolution is also relevant for the discussion about the process which has
now been given the priority over the end-product. The improvement and development
in history have always come to mean the abolishment of spatial obstacles, the
occupation of new spaces and finally the termination of its boundaries transforming its
identity through the power of time and duration. Whereas; with modernity; the emphasis
has shifted to the process of the coming-to-being rather than being.”” Plus the
transformative affect of writing on the notions of time and space has become more
visible than ever when the printing machine was invented68; because, that was when the
word was placed within a space and language was given a physically possible spatial

dimension.

% Ibid. 229
7 Ibid. 232

%8 Ibid. 231
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As aesthetic theory tries to define the rules that would enable ways to convey the
unchanging reality of the world which is embedded in an infinite swirl of change and
transformation; space needs to domesticated and time has to be captured in order to be
stopped. Bearing in mind the above discussion that Harvey frames; Conceptual Art’s
argument as it proposes the creative conflict of time and space, and the importance of
process and as it uses in its physical representation the elements of various disciplines
inclusive of textual language; stands right in place when times were changing from

modernity to post-modernity.

One of the main arguments that this thesis is suggesting as both the cause and the
critical creation, the end product of Conceptual Art; the controversy between physicality
and conceptuality when the attempt is to represent a reality whose only reality is that it
is not stable and whose essence is the notions of change and changing; Harvey also
draws attention to the same dilemma, naming it as the actual paradox.” As long as flow
and change remain as the basic reality of living; their representation, especially when
this representation has to appear physical; is very problematic. Ideas require their
defined, situated spaces and their coded times, as well as their bodily existence.
Futurists had tried to shape the element of space through the representation of speed and

kinetics'’; conveying the passing, being-passed-from effects of time and space.

When the bodily existence of time and space was not possible in the form of a true
representation; their characteristics that were visible as effects on the bodily elements
were inevitable signifiers. The industrialism of the era was the cause of this proposition
of Futurism. The solution was presented by the dynamics of the time itself. The
behavior of the industry as one big machine, its fugitive dynamism and power of its
ability to mass-produce; is as appalling as it is demolishes the slow and calm nature of
time and space. As times would be changing into aggressive consumerism and

production; representation of reality could not escape the nature of this transformation.

% Ibid. 233
0 Ibid. 233
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Dadaism, just on the contrary, was an opposition against the spatial positioning of
any kind.”' What they were after was not a specific and pre-defined and as a result
bordered duration; but rather a form of infinity; which would always seek for the
revolutionary alteration of the given circumstances; causing them to arrive at

happenings as artistic representations.

The main drama surrounding the arts was arising from the individual experience
of time. As events or social happenings were easily imported in both theory and practice
to different geographies, causing occurrences almost in a simultaneous manner; the
reality of experience would not overlapping or would not have the possibility of
definition through its locality of appearance. As the raw material of art remains as the
artist’s individuality and his / her individual experiences and contents; this dilemma
carries itself to the platform of artistic representation and the question itself becomes
both the transformative and the signified subject matter of the modern and post-modern
art. Cubists were trying to deconstruct space within their claim of multi-perspective. As
there was more than one perspective, there was more than one reality, or more than one
version of it. The refraction that was caused by the changing dynamics of social
relations as a result of industrial growth and technological innovations; that would cause
the notions of time and space to be questioned in accordance; would find their reflection
on the canvas and would inevitably start questioning the predefined boundaries of the

space of canvas.

iii) Dialogue versus Monologue and Artist versus Viewer

Conceptual Art can be said to have established a freer arena, where the
individuality of the artist did find itself the necessary space to reveal, realize and
practice its ways of expression and representation. The extended process of the creation
of an art work, as it came to include the idea, the evolvement, the material, the time,

space and even the viewer’s perception and as a transformative force within the concept

bid. 233
42



of the art work itself; was just the right formula that would meet the needs and demands
of the postmodern times. The idea being forwarded brought forward within the sphere
of art and the discussion enabled surrounding its context; was a venue that was
satisfying the need to be political. Artist’s voice was freed to personate in the form of an
art work where the artist could actually construct sentences, statements and reveal issues
that were problematic to him or her. As Kosut also specifies, the conceptual art work
was the humanization of the idea of the artist which was also the mediator of the social

context of that particular idea:

(...) For these reasons, ‘consciousness’ in the function of self-reflexivity
should be operating within the elements of the work (propositions) or art itself. In
this way the subject of the maker is present and ‘humanifies’ the work. The
proposal is for work which understands itself as a context which mediates (as it is
mediated and is part of) the social context.””

On of the most obvious outcomes of Conceptual Art was the renovation it made
possible in terms of creating an area for dialogue; a dialogue between the artist and
him/herself, between the artist and his work and his idea, between the elements of the
art work, as well as between the artist and the viewer; and various combinations of the
parties in relation. Conceptual Art was a form of art where discussions were made
possible, visible as well as inescapable. In postmodern times, when the problem was
that the problems and issues that were bothering the minds of individuals, who were
seeking platforms for recognition, apprehension as well as solution; everything
becoming a copy of a copy of a copy, and reality being summarized in the form of
simulations, Conceptual Art was practiced as a way out of this exhaustion. The
memory, which was forced to defend itself against what the times had been requiring
and demanding; was represented without bearing the concern to be lasting. Settling for
the temporality; the installments, language oriented, or readymade based art works that
the Conceptual Art was offering, memory can be said to find its right platform to be

represented without going extinct at least for a duration that it would decide for itself.

The nature of the conceptual art work was not allowing the piece to become a

commercial entity. As the permanence of the originality of the art work was being

2 Crowther, Paul ‘Aesthetic Ideas versus Conceptual Art’ The Language of Twentieth-
Century Art (New Haven and London: Yale University Press: 1997), 181, quoting
Joseph Kosuth.
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questioned as to what extend it could survive in terms of a specified time and locality;
the memory was being captured to the life span of the piece that was determined by the
elements that were determining the physicality and the conceptuality of the art work.
The attempt to stop the time, as times were offering esthetic surgeries, materials being
favored according to how long they would stand, the speed of consumerism and the
men’s struggle against this pace as he / she was trying to accumulate, saving and
collecting in terms of objects, money, knowledge, people, land, etc; the conceptual art’s
answer to it all stands as appealingly destructive as in its nature conceptual art criticizes

the temporality of the times by offering a temporal physicality.

As the process was being favored over the other determinants of art-making, the
production relations as in between the product and the producer were being questioned.
The idea that the conceptual art could not be satisfied by a two-dimensional physicality
or singularity in discipline or media, can be said to have appeared as a natural result of

what the times had been demanding.

Conceptual Art’s burst against authority, in terms of ownerships and rigid rules
and conventionalities conquering the content and the context of art; created a way out
for ideas and their ways of representation and praised them. The ‘different’ can be said
to have found its voice where the minorities in terms of identities and ideologies could
take off from what the Conceptual Art had to offer and created their own space within
this kind of artistic representation. This could be the reason why women artists chose
this path or with the help of Conceptual Art, women artists found themselves a space to

reveal their existence.

The temporality that Conceptual Art takes refuge in as its opposing position
against the commercializing effect of the consumerist culture; disturbs the economical
dynamics which had been trying to draw in the arts as one commodity that would be a
collector’s item to be sold and bought; is a rejection of the packaged notions of time and
space. The organic nature of the conceptual art works, as they absorb the perception and
the participation of the viewer as well; would lengthen the duration of the process of
creation to infinity. The memory, the history that is created through the conceptual art
work, would then remain un-captured, impossible to frame and as long as the dialogue

that was achieved in between all the elements involved in the discussion of the concept
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proposed by the piece was lasting; no single spatial identity would be able to conquer
the work. The conventional ways of art would have to be ruptured to invent a way out
of this exhaustion, which was exactly what postmodern times were demanding from the
intellectual mind. As Lyotard suggests, this rupture was nothing but a deconstruction for

the sake of an inescapable construction that would have to replace the deconstructed:

A postmodern artist or writer is in a situation of a philosopher: the text he
writes, the work he performs are not in principle governed by already established
rules, and they cannot be subjected to a determined judgment by applying known
categories. It is these rules and these categories which the text or the work seeks.
The artist and the writer therefore without rules, in order to establish the rules of
what will have been done. Hence the work and the text have the quality of an
event; they arrive too late for their authors, or —what amounts the same- their
realization begins always too early. The postmodern needs to be understood
through the paradox of the future anterior tense.”

Besides, because of the uncanny nature of its physicality, the mixture of media as
the material of the work, as well as the fragility of its one-time-ness; causes the work to
belong to itself only. In that sense, the conceptual art work can be said to extend only to
the arena of the daily life which also unstoppably keeps on flowing. The time and the
space of the work form homogeneous relations with the actual time and space resulting
in the hybridization of the experience. The representation leaks out into the actual
reality and the question of possibility of any kind of a representation becomes more

visible than ever.

Conceptual art, in its authority-delegating nature; involves the viewer in an
intellectually sophisticated manner. But this is for the sake of creating a common
platform where the artist, the material of the art as well as its concept and the viewer
could meet without being denied their roles and demands because of the unbreakable
rules and presupposed boundaries. As soon as this platform is achieved, the dialogue is
constituted. As a result of this dialogue, the communication is enabled and the process

is keeps evolving.

 Bauman, Zygmut ‘The Meaning of Art and the Art of Meaning’ Postmodernity and its
Discontents (Oxford: Blackwell Publishers, 1997) 104, quoting Francois Lyotard.
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The author of postmodern images is an animator or performer, rather than
creator... The authorship consists in the act of setting the process in motion, while
the process thus originated does not aim at some point of final objectivation in a
reified form, running instead in a free, unbridled fashion, through many paths —
and stays incomplete and open..."*

The reason why this chapter was necessitated as the conclusion of this part of this
analysis is to pave the way for the discussion of the Turkish Women Artists in question
who were because of the socio-political environment that they proposed their art into
and created their works from within were just in need of this alternative method of
representation. The natural out-flow of arts from the boundaries of pre-defined limits of
canvas and figuration was mainly because of the need to expand in order to capture the
larger-than-life aspect of changing nature of times. The proposed alternatives that the
Conceptual Art provides in terms of representation and subject matter are the perfect
venue for these artists who were themselves minorities, struggling to adapt to the same
nausea of the modernity and post-modernity; for whom the real uproar would be both to
make themselves visible as shaking their own status-quo as well as the present scarce

definition of Turkish Contemporary Arts which did not embrace them in the beginning.

The natural out-flow of arts off the canvas space was an inevitable conclusion for
these Turkish artists as well since their basic arguments in terms of existence and
production perfectly matched with those in the West. Their approach in terms of their
artistic identities and the nature of their works will be questioned as natural phenomena
as the Conceptual Art stands as an adequate tool to address their sociological as well as
individual needs in terms of their personal problematics. Before moving on to specific
discussions of these issues in the works of the Turkish women artists, the socio-political
background of the era, with brief introduction to pre-conceptual art in Turkey will be

given closer attention.

" Bauman, Zygmut ‘The Meaning of Art and the Art of Meaning’ Postmodernity and
its Discontents (Oxford: Blackwell Publishers, 1997) 107, quoting Anna Jamroziak
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CHAPTER 111

Socio-political Background of the 1960s to 1980s

Many critics, who have attempted to theorize or analyze the artistic nature of the
1970s and 1980s, have felt the necessity to first of all describe the unique political
atmosphere of the period. For a nation that was for its own sake planned to be built
‘modern’ as if a ‘country’ consisted only of a few parameters (like institutions on one
side and people on the other); both the successes and the failures of the so called
‘westernization project’ were interstitial. Decisions were made for once, goals were set
for the whole; but the pieces that could and could not follow the program, showed that
there were individual and thus, uncontrollable segments. The assignments to reach the
‘level of modern civilizations’ were given to the people, to the governments, the youth,
the scientists, the peasants, the athletes, to the soldiers, teachers, institutions; but they all

had their different social-clocks and the project could not be cruised linearly.

Despite the fact that Turkey was not a colony, a similar
contradictoriness and insolubility results from the adoption of a Westernization
project while at the same time clinging on the distinctive cultural traits. The
paradox of Turkish nationalism which resulted in both a hostility towards and an
imitation of Western ways has accompanied the modernization process since the
turn of the nineteenth century. Accordingly, it is quite obvious that Turkish
nationalism was not the awakening of Turks to national consciousness. It was
rather a project undertaken by intellectuals whose discourse was laden with the
dilemma of a choice between imitation and identity stemming from the
aforementioned paradox.”

Irregularities came as a shock; disturbances within the system, unexpected

occurrences in all kinds of political, economic and social environments hit harsh and

75 Kadioglu, Ayse ‘Turkish Nationalism and Official Identity’ Turkey: Identity,
Democracy, Politics ed. Slyvia Kedourie (London: Frank Cass & Co. Ltd., 1996) 185
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social dynamics were altered or were feared to collapse in every turning point in its
history. Individual and social traumas as well as depressions emerged and the lack of
know-how in terms of dealing with change remained as the inevitable result of the
immaturity of the young Republic of Turkey; which was also true for the art that

emerged on this land after the foundation of this country.

Needless to say, Turkey and the people living in this geography did not inherit a
culture of democracy. The culture of tolerance could never be fully transformed into a
principle of governance. When one looks at its history, one feels that a good-hearted
dictator is far more favored than a chaotic but democratic system. Looking at its history,
it can be said that this geography is consisted of complicated individual identities. As
cliché as it can be but still has a point in the issue, the feeling of not-belonging-
anywhere-but-here (west of the east, east of the west) that the people of this climate has;
was a source to cause traumas when targets were set elsewhere, as the way to forward
was to the west, today in the European Union. The laicism as Atatiirk’s key reformation
and after his death as his holly legacy could be sustained to some extent —an extent at its
maximum possibility in a Muslim society. Many segments of many religions and
various backgrounds of ethnicity were present, but a collective nationalist approach was
constructed to create a single umbrella that would unite all minorities. Truly it was a
resolution, but fractions were never oppressed and the need to find a unique individual
voice that would finally be defining the so-longed identity of the people; was never

exhausted.

The period that forms the background of the movements of art in 1970s and 1980s
could be tracked back to 1950s. With a brief list of incidents that occurred and re-
shaped the social and political culture of the society, the big picture could be clear.
When in quest for the possibility of a claim for attributing the title of ‘pioneers’ to the
women artists of 1970s and 1980s for the emergence of a Turkish Conceptual Art;
especially for the reason of them being women and their art being both lyric and

political, a quick look at history in this sense is necessary.

The so called ‘westernization project’, defined as the only way by the leaders of
the nation as ‘the way forward’, the second phase of salvation was a top-to-down

renovation of a system which seemed to lack the necessary infrastructure to fulfill the
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requirements of such a rapid development; the whole project was a heavy burden both
on the opinion leaders of the society and the public itself. From education to clothing,
from laws to daily life; there were a thousand things to adapt to and accept. The trauma
that must have been created through this strict and fast transformation, which had no
time to stop and explain why or wait for the natural occurrence of some of the changes
within the society, had been an issue for historians and the academia of political
philosophy. As history must be judged with the conditions of the times in question; it
does not make any sense to address a judgmental analysis to the westernization process.
The possibility of a social trauma that might be the result of this fast-forwarded
development enthusiasm, which had been a success story to a great extend can not be
ignored especially when the quests for individual discourse in artistic representations
bear the possibility of having this among its reasons that would arrive at an emergence

of a rupture in the Turkish art.

The intellectuals who had been given the homework to protect and sustain this
legacy that Atatiirk had left behind were to carry the burden of such a noble mission and
an honor that was not easy to live up to. While setting the example for the society all
kinds of production were meant to be inline with the Kemalist principles. The path to
democracy was through the path of patience and hard-work. Until the day when the
people were mature enough to enjoy their civil rights, a lot had to be taught to them
even if they resisted. So creativity and cultural and artistic activities had to bear this

mission of being socially responsible.

As Sezer Tansug also points out, painting in particular was one field that had
shouldered this responsibility of speeding up the westernization process in art. With the
multi-party electoral system being established in 1945, liberalism was being favored
and as long as the liberalist tendencies were on the agenda, the quests for unique
individual discourses found space to be chased after, especially in the discipline of
painting. Plus, it was becoming easier to be exposed to western evolutions in art as well

as adapting them to art in Turkey.

A parenthesis shall be opened here in order to define liberalism compared to what
was in rule previously. It was an approach that was favored by the new wave of politics

that was practicing populism in order to mobilize the masses against the only political
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party so far, the People’s Republican Party founded by Atatiirk. It was an attempt to
loosen the rigid principles that were in power in order to offer the masses more choices
in terms of politics, economy and social lives. When Democratic Party entered the
elections and won; the socio-economic development that was initiated by the new
government mainly consisted of imported practicalities. New roads were being built,
entrepreneurial activities were being encouraged and without thinking if the society had
already gained the necessary strength to digest this potential of growth, the face of the
country started to change both physically and mentally.

“It was not until the 1950s that the first generation of Turkish businessmen came
into actual contact with Western institutions. Their business relations began to
soar after that point. Factors such as the DP’s ascent to power in 1950 which gave
high priority to private enterprises the acceleration of foreign capital investments,
the Western education of a great number of students, and the establishment of
academic institutions which provided Western-type education in Turkey, all
created favorable conditions for the second generation of Turkish businessmen. It
was this gr%lp which took the reins of economic life in their hands at the end of
the 1950s.”

As Selim ilkin points out, whatever damage the populist political approach of DP
had brought, it also created a boom in terms of economic courage. The scarcity
discourse which the Cumhuriyet Halk Partisi had based its politics on in order to protect
and preserve the nation’s economic and social stability was freed from its chains in a
quiet uncontrolled manner. As Adnan Menderes was out in the meetings, asking for
votes, he was also telling people to demand for more, because there were a lot of

opportunities for a young country like Turkey, with a not-yet explored local economy.

In literature, particularly in novel, this populist approach was paying off as well.
“By the 1950s, social realism constituted the mainstream of Turkish fiction, relentlessly
exposing the plight of the poor peasant oppressed by the landlord or the plight of the
rural migrant to newly industrializing areas. Social realism introduced, nurtured,

developed, and popularized the notion of class conflict for the Turkish reader at a time

76 Selim ilkin, ‘Businessmen: Democratic Stability” Turkey and the West: Changing
Political and Cultural Identities ed. Metin Heper, Ayse Oncii, Heinz Kramer (New
York: I.B. Tauris & Co. Ltd., 1993) 180
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. . . 77
when an urban industrial class was barely emerging.”

The changing nature of the
identity of the bureaucrat, the political leader, the artist as well as the intelligentsia
formed the national nausea of a country that was going under the process of

modernization.

The competitive electoral system was inevitable and healthy and was expected to
grow an anti-perspective against the so-far-never-challenged national ideology. But, as
mentioned before, the maturity of the nation as well as the infrastructural efficiency that

would ease the harsh effects of these disturbances, were not yet secured.

Change, no matter what, was bringing forth, whatever extension it had accelerated
in terms vision, systems of thought and horizons. Social realism the novelists were
practicing was followed by the Garip movement in poetry, appearing on the stage
starting with the first poems of Orhan Veli. Followed by Melih Cevdet Anday and
Oktay Rifat, they attempted a de-construction and a re-construction in the
conventionalist Turkish Poetry. Before them, Nazim Hikmet Ran’s heroic, ideologically
and politically sensitive reactionary poetry was dominating the scenes. They distanced
away from the scaled, assertive narratives that stood as the antagonist expressions of
Modern Turkey. They replaced the long tirades opposing the leaders or the ignorance of
the people with a lyrical approach that was proposing a structural alternative. They
negated the rhyme but instead looked for plainness. As Orhan Veli himself, explains in

the foreword of his book ‘Garip’, the new world was demanding a new lalngualge.78

77 Ahmet O. Evin, ‘Novelists: New Cosmopolitansim versus Social Pluralism’ Turkey
and the West: Changing Political and Cultural Identities ed. Metin Heper, Ayse Oncii,
Heinz Kramer (New York: I.B. Tauris & Co. Ltd., 1993) 98

78 Kanik, Orhan Veli ‘Ons6z’ Garip (Istanbul, 1941) ". ..Bugiine kadar burjuvazinin
mal1 olmaktan, yiiksek sanayi devrinin baglamasindan evvel de dinin ve feodal
ziimrenin koleligini yapmaktan baska hi¢bir ise yaramamis olan siirde bu degismeyen
taraf; ‘miireffeh simiflarin zevkine hitap etmis olmak’ seklinde tecelli ediyor. Miireffeh
siniflar1 yagamak i¢in 0yle ¢alismaya ihtiyaci olmayan insanlar tegkil ederler ve o
insanlar ge¢gmis devirlerin hakimidirler. O sinifi temsil etmis olan siir layik oldugundan
daha biiyiik bir miikemmeliyete erigsmistir. Fakat yeni siirin istinat edecegi zevk artik
akalliyeti teskil eden o sinifin zevki degildir. bugiinkii diinyay1 dolduran insanlar
yasamak hakkini miitemadi bir didismenin sonunda bulmaktadirlar. Hersey gibi siir de
onlarin hakkidir ve onlarin zevkine hitap edecektir. (...) Yeni bir zevke ancak yeni
yollarla ve yeni vasitalarla varilir. bir takim ideolojilerin soylediklerini bilinen kaliplar
icine sikistirmakta higbir yeni ve san'atkdrane hamle yoktur. Yapiy1 temelinden
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The movement of Garip, was both a criticism to the state policies as well as an
attempt for forming unique local representational languages. The followers of this
movement were telling the stories of daily lives of ordinary people. They attempted to
erase the boundaries that defined the conventions. Simple frustrations were told in a
surreal like language. When Orhan Veli wrote his poem about Siilleyman Efendi, it came
both as a shock was acclaimed as a fiasco. The essence within this novelty was
understood in time, when critics thinking on this new movement came across real

people on the street who reminded them of one of the many ‘Siileyman Efendi’ 5.”

They were using voices of nature and were visualizing the stories; they were
reading the surrealists, modern poetry of the West, Baudelaire and alike. They were
playing around the forms of poetry and its structural principles were challenged through
them. Them being called as ‘Garip’ should not therefore be regarded as odd. What was
even more significant about this movement was that they did succeed to create a locally
unique language. The collective memory on textual representation was building up.
Nazim Hikmet’s position as a refuge national-socialist abroad, lyric in his longing for
his homeland, his anger and power to mobilize masses was one milestone. Garip
movement paved the way for a childishly sensitive and naive but structurally
challenging and reformative representation. New subjects of matter were introduced
into the world of the artist. Small people, small worlds, small problems and so the life
would go on. Ignorance was always a source of frustration. The blindness of the people
and their state of being invisible were pointed out. Context was tried to be constructed

in different social scenes whereas the existentialist crisis of the people were kept as the

degistirmelidir. Biz senelerden beri zevkimize ve irademize hilkkmetmis, onlar1 tayin
etmis, onlara sekil vermis edebiyatlarin sikici ve bunaltic tesirinden kurtulabilmek i¢in,
o edebiyatlarin bize 6gretmis oldugu herseyi atmak mecburiyetindeyiz."

79 Kaplan, Mehmet; Siir Tahlilleri II, (Istanbul: Dergah Yaynlari, 1973): “...hi¢
unutmam, bir giin babiali yokusundan asagiya dogru inerken, elinde eskimis ¢antast,
ayaginda patlamis ayakkabilari, burugmus yiizii, zavalli paltosu ile, ara sokaklara dalan
kiiciik bir memur gordiim. Birdenbire “kitabe-i seng-i mezar” siirini hatirladim. Kendi
kendime “Sairin bahsettigi Stileyman Efendi boyle birisi olmali” dedim. Ona kars1
icimde bir merhamet ve saire kars1 bir sevgi hissettim. Daha once bagkalar ile beraber
benim de alay ettigim siir, hayatta o zamana kadar benzerlerini ¢ok gordiigiim, fakat
kendilerine kars1 alaka duymadigim insanlarin ¢cehrelerine adeta bir 151k tutmus, onlarin
bos ve manasiz varliklarini1 bir muamma haline getirmisti...”
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center and source of meaning. Loneliness, alienation, pleasure, fear of death, the joy of
love and living, as well as the beauty and temptation of the homeland were still the
emotions to be dealt with; whereas sarcasm and humor were introduced in a plain and

undecorated way, deprived of rhyme and formal rules.

Why this especially has significance when it is question of representation
evolvement in artistic language in Turkey is quiet obvious in the sense that these early
movements of thought were the initiators of the abstract mind. The quest for
individuality and independence in identity, the need to capture the modernity’s

expansions were causing these egressions.

Followed by the “Ikinci Yeni” movement in poetry, the Turkish abstract mind was
in acceleration in terms development and expansion. As both could easily be subject to
independent research projects, their effects on the artists’ production in fine arts can not
be denied. ‘Ikinci Yeni’ in Turkish poetry was rather different from the Garip
movement that had preceded it. The poets that were categorized under this declination
in Turkish Poetry were never officially a part of a group; they never named themselves
as part of such a movement or any movement in fact. What they achieved in Turkish
Poetry, was the proposition and practice of a new language, an alternative to verbal
representation of the world which had its effects on the Turkish language as well as
assisting the evolution and development of the Turkish abstraction and conceptuality.
Their recognition as the suggestion of a new language in poetry, named as the Ikinci
Yeni dates back to 1956 whereas Ilhan Berk’s poetry was on the scene since 1938. As
Hasan Biilent Kahraman also suggests, Ikinci Yeni was a poetic quest that depended

and traveled into the evolutions and ascensions of the Turkish Language.®

At the turn of the twentieth century, as the concept of relativity is introduced, the
idea that there exists a singular version of truth that is concrete is shaken; as a result of
which the hegemony of the rationality as it was came to be defined then along with the
language it had produced no longer was in reign. Out of this transformation was born
the language of the unconscious that was widely being used by poets like Rimbaud,

Lautréamont and Mallarmé. The reflection of this language was experienced in the

80 Kahraman, Hasan Biilent ‘Ikinci Yeni Siiri’ Tiirk Siiri, Modernizm, Siir (Istanbul:
Biike Yayinlari, 2000) 104
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paintings of Kandinsky and the music of Schoenberg.® Ikinci Yeni was an attempt to
set the Turkish Language free of the object; its sole mission of being the signifier of the
world and further it beyond its function of verbalization of the sensual world in its
simplest and one-dimensional form. As the ways to perceive were changing and were
being multiplied, the ways to reflect and represent the new perspectives would change

inevitably causing the grammar to evolve accordingly.

The Poetry of Ikinci Yeni succeeded to transform the written language to an
extend through methods of invention such as the vocal bias (sessel sapma), textual bias
(yazimsal sapma), reversal of meaning (tersine ¢evirme), bias in the order of the words
(sozdizimsel sapma) and similar; which introduced the concepts of irrationality,
meaninglessness and abstraction into the sphere of the verbal representation of the
reality. What Ikinci Yeni did for the Turkish Poetry was revolutionary, despite its literal
defects that are subject to a discussion of literature; what is significant of their
transformative role must be stated as the alteration of the Turkish intellectual mind

when it is the question of representation, language and conceptuality.

In terms of cinematographic representation, 1970s were a period which was
producing movies dealing with or opening up for discussion the current civic issues at
different levels: Umut (1970), Arkadas (1974), Otobiis (1974), Siirii (1978). In parallel
with these productions, the novel of the period was also tending to have a politically
sensitive branch which would generate novels like the “Bir Diigiin Gecesi” by Adalet

Agaoglu, “Yaralisin” by Erdal Oz, “Safak” by Sevgi Soysal and “47’liler” by Fiiruzan.**

Besides these developments in literature, the urbanization project that was inline
with the industrial developments and the westernization program was creating new
influences in terms of the usage of forms and color. Sezer Tansug explains this

changing face of architecture in Turkey as a result of the modern technology. The

81 Karaca, Alaattin ‘Ikinci Yeni Siiri’ Ikinci Yeni Poetikasi (Ankara: Hece Yayinlari,
2005) 200

82 Antmen, Ahu ‘Tiirk sanatinda yeni arayislar (1960-1980)" Phd Thesis, submitted to
Mimar Sinan University, Academy of Fine Arts; advisor : Prof. Dr. Semra Germaner,

2005, p.103-104
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structural order and the individual structural elements bearing the characteristic of
functionality were appearing as the hints that the contemporary composition was trying
to be achieved or at least implied in terms of ‘design’. Tansug also specifies that ‘line’
and ‘color’ were breaking through their cliché forms and creative approaches were
being appropriated as new orders and new humorous fantasies in illustrative and graphic

alpplicaltions.83

One of the first artistic gatherings and organizations of the period was the Gorsel
Sanatgilar Dernegi; whose activities like that of the 1976-1977 Maltepe open-air
exhibition was exemplifying the active role of the artist who in search for ways to better
integrate to the society and the quest of the arts in Turkey for a more publicized
platform to realize itself. In these specific activities, the sculpture Mehmet Aksoy would
take the ordinary people during the exhibition as his models and make their busts in an
attempt that could be defined as breaking through the understanding of the people who
had come to know the notion of sculpture as only the statues of Atatiirk; and expand
their vision in their perception of sculpture.* In other words, 1970s were years crowded
with the quests for the new and the searches for the different in all areas from music to

literature, from visual arts to the cultural practices themselves.

There are many issues that define the nature of the period. Social fragmentations
as a result of political inconsistencies, inflation and corruptions resulting in serious
poverty of some social classes lead the way that ended with the military coup of the
year 1980. The following period was marked by the a-politicization of the public
especially the youth.

The military coup that occurred in 1980 was an intervention in order to stop the
violence which had been going on all through the 1970s. The public had already grown

an expectation for a military intervention; people were looking forward to an

83 Tansug, Sezer ‘Diinyaya Ac¢ilmanin Yeni Bir Asamast’ Cagdas Tiirk Sanati
(Istanbul: Remzi Kitabevi A.S., 2003), 245-248.

8 Antmen, Ahu ‘Tiirk sanatinda yeni arayislar (1960-1980)’ Phd Thesis, (submitted to
Mimar Sinan University, Academy of Fine Arts; advisor : Prof. Dr. Semra Germaner,

2005), 106
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enforcement that would put end to all that blood-shed and uneasiness. The democratic
legislation of the 1960 had paved the way for young minds to think and act freely. The
university students of those times were freely enjoying their rights of education and
with the knowledge and awareness they accumulated, they were criticizing the system;
looking for ways of betterment. Within a nation that had not yet done its homework in
terms of expanded education in all levels and had not yet grown the necessary maturity
in terms of politics and civil society, altered forces were practicing their right of

organization as well.

Leftist and rightist movements were polarizing at two radical extremes. When
violence as a result of this polarization made the civil life unsafe towards the end of the
1970s, the military intervention received big applause by the community. The fact that it
was undemocratic; that it would come with unjust random arrests and with bans on the
freedom of rights did not interest the public as much. The public maybe had not yet
developed a mature conscious in terms of republican governance and democracy so
crowds took it for granted. The fact that the country had a history of being governed
from top to bottom since its foundation had most probably oppressed the public’s
reactionary mechanisms. People were already dealing with financial crisis, an
international alienation caused by the fact that history had shown that Turkey was
surrounded by enemies, nobody was to be trusted. Military was the one organization
that the public had confidence in. They were the symbol of salvation and protection.
Like the big brother within the state, whatever that came from them had the illusionary

affect that it was supposed to be for the sake of the nation.

The period that was approaching the 1980s was a path that was headed to cultural
rupture in the first place, since after the military coup of the September the 12" Ozal
regime was succeeding in transforming the inner-perspective of the people of Tiirkiye.
West being the far-away target from whom this part of the world had to accept the
unbearable fact of being different and behind; the effects of globalization and the speed
of time and information conquering the daily lives, the times were turning into an
opportunity to incorporate into that seemingly distant and highly sophisticated —thus

feared culture of the West.
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Despite the interruptions within the democratic system which just on the contrary
resulted in the politicization of the masses and when armed with the economic blossoms
of the free-market ideologies towards the 1990s; the consumerist culture, which was yet
hungry but eager and tabula-rassa as it can be; was already laying the foundations of its
unique synthetic identity. Conceptual art in Turkey, despite all its lateness and
unoriginality — as some Turkish art critics of the time would state so; was paving the
way for this creation of the hybrid identity. If for all the fanatic sake of nationalism,
there had to exist an independent culture of Turkish-ness, Conceptual Art, like any other
intellectual movement, was not to shadow or stain the purity of local values but instead,
incorporation into the system of the World, on the basis of ideas, thoughts and critical
approach; was the tool that would enable the inner dilemmas and problematics of this

incorporation to surface and to be opened for discussions to accelerate further progress.
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CHAPTER IV

The Possibility and the Adventure of Turkish Conceptual Art

1914 kusag: olarak bilinen Call1 Kusagi Cumhuriyet ile birlikte yeni resim
olusumlarina katkida bulundular. Elestirmen Sezer Tansug bu dénemde ressamlarin
kendi bireysel "i¢ diinyalarini resim diline aktaracak bir duyarlhilik atmosferine"
sahip olmadiklarim1 dile getirir.8 Burada hemen hemen herkesin hemfikir oldugu
sey, Akademi kurulunun resim ve heykelde tekeli elinde tutmus oldugudur. Sezer
Tansug'a gore bu donemde "tarihsel geleneklerden cok, Avrupa'ya ait bir sanat
egitimi hakim oldu". Bu kismen dogru olabilir, ancak "d Grubu'"na baktigimizda bu
ressamlar arasinda yerellikle Avrupalilik arasinda gel-gitlerin oldugunu, biraz
asagida gorecegiz. Ancak baska bir acidan baktigimizda ve o doneme ait sanat
dergilerini kanstirdigimizda, ilk basta, kapaklarin bile Avrupa sanatinin
basyapitlariyla siislii oldugunu farkedebiliriz. Sanatsevenlere Avrupa sanatinin
gelisimi anlatilir ve bu bilgilendirme siireci sanatsal faaliyetleri de etkiler. 1929'da
kurulan Miistakil Ressamlar Heykeltraglar Birligi bu agidan onemli bir atilimdir.
Avrupa'da Almanya ve Fransa'da okuyan sanat¢ilar yeni bilgileri ile yurda donerek
egitimde yer aldilar. Akademi'nin icine de 1914 kusagi hocalar ders vermekteydiler.
1933'8t5e Tiirk modernlesmesinin onemli bir adim olarak kabul edilen d Grubu ortaya
cikti.

In Ali Akay’s summary of the background of the 1950s, the shift of the authority
in defining and navigating the arts in Turkey from the institutions of government to the
independent formations of artists’ groups can be neatly traced. In terms of form and
structure, this shift was being experienced from conventional figuration to non-
figurative and then to abstraction in painterly depiction. The artists were also taking
political positioning against the politics of the day with their art as well as their social

status.86

85 Akay, Ali ‘Devlet Himayesinden Serbestlesmeye Plastik Sanatlar’ (downloaded
from the site http://www.sanalmuze.org/paneller/Mtskm/34dhs.htm on 14.12.2005)

86 Iskender, Kemal ‘1950-1990: Tiirk Resminin Gelisim Siireci I¢inde “Cagdaslik”
Kavraminin Anlami’ Sanat Cevresi (Vol: 140, June, 1990, Istanbul) 23
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Bearing in mind the preceding discussions about conceptual art and the artistic,
humane, social, economic and political conditions surrounding the movement; in the
environment of Turkish contemporary art, there might exists two possible resolutions
explaining the emergence of an art that might be called ‘conceptual’. The first approach
will of course be that of the inevitable influence the western conceptual art and the
changes in the meaning of art had on the Turkish artists. As the challenge the
contemporary art had to face in terms of meaning, authorship, form and aesthetics; the
ideological rationales the artists had to develop with their art grew more radical and
freer. The ideas were bigger and the possibilities were overwhelming. The way that the
ready-mades of Dadaism had paved the way for the proceeding movements of the late
modernity was being explored at its highest potential. The artist was becoming a creator
and a curator; an independent intelligentsia who were able to re-shape a meaning as

well as re-discovering it.

Besides the western influence, - which to an extent means that the influence may
have only resulted as imitation; but the ideas born abroad were beyond imitations, at
least were combined by the local perspective of Turkish culture, affected by its
geographical and political heritage and the current socio-economic conditions of the
republic then. A rather unique language, within the works of the leading Turkish
conceptual artists could not cease to come to being, as some kind of synthesis was

inevitable.
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Conceptual art may be claimed to be the most easily praised or the fastest
imported art movement when Turkish and Western contemporary art histories are
compared which will be explained further in this chapter later. On the other hand, the
women artists that are interviewed within the context of this thesis deny any kind of an
influence.®” Still, the shrinking distances of the highly technological world and the
unstoppable flow of information and knowledge must have had their effect on the
matter. While Dadaism or Abstract Expressionism never were fully practiced in the
Turkish artistic environments in their true and exact nature, Bauhaus and Minimalism
seemed to have leaked faster into the Academy of Fine Arts as they achieved to

formulate easy-to-adapt and theorize principles of design and artistic form.

Altan Giirman, who had used ready-mades a part of his art, in his series called
“Montajlar” in 1967 (Figure 1), had a role in establishing the Department of the
Education of Basic Arts at the year of 1969. The education offered through this
establishment was based on the basic design principles that the Bauhaus ecolé had given
birth to; in terms of the deepening challenge and the questioning of the grammaire
defining the inner relations amongst the plastic elements in a work of art. This could be
defined as the one important threshold within the adventure of Turkish contemporary
art, as the Academy was converging to the Western Contemporary Art as the
educational philosophy and applications were being shaped in accordance with the
international ascensions concurrently; but what surfaces after the interviews conducted
with the Canan Beykal and Ayse Erkmen, Altan Giirman and the Basic Design
education seems not have that much of a transformative role in the changing face of the

Turkish arts.*

87 Private Session with Fiisun Onur (Kuzguncuk: 09.12.2005, Istanbul), Private Session
with Canan Beykal (Suadiye: 15.12.2005, Istanbul), Private Session with Ayse Erkmen
(Cihangir: 02.12.2005, Istanbul)

8 Koksal, Aykut ‘Tiirkiye’de Cagdas Sanat’ Cumhuriyet’in Renkleri, Bicimleri
(Istanbul, 1999) 168-177 (downloaded from the site www.arkitera.com on 21st of August,
2005)

¥ Private session with Ayse Erkmen, Cihangir (02.12.2005) and Canan Beykal,
Acibadem (20.12.2005)
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Canan Beykal on the contrary defends the fact that Basic Design had caused a
disharmony within the academy education as what the Basic Design offered to the
students had nothing in common or in parallel to the conventional education practiced in
the artists’ ateliers. Despite Aykut Koksal’s attribution of importance to the foundation
of Basic Design, considering that it was not a department long-lived; it would be an
over-reading to accept it as a milestone in the history of arts in Turkey; nevertheless its
emergence is significant. The department could not survive for long since the
conventionalist understanding governing the Fine Arts Academy could not thoroughly
integrate and expand this curriculum to its entire system and the department was

abolished shortly after the loss of Altan Giirman in 1976.%°

As a result of the interviews conducted with Ayse Erkmen and Canan Beykal;
Altan Giirman appears as the first artist to have practiced a non-conventional canvas art
but his influence in the Academy had not been of great significance. Canan Beykal
states that the Academy was not very fond of him and that he was not called to
participate in exhibitions.”’ His influence was limited to the students who were
interested in his works and Canan Beykal was one of those students; his works had been
acknowledged as the first examples of an art that was challenging and discussing the
relation between the painting and the object and his art is accepted as the early

interpretation of conceptuality.’>

Siikrii Aysan, a student during the 1960s in the Fine Arts Academy of Istanbul,
was sent abroad to Paris, on scholarship after his graduation with a group of his friends.
They attended the Paris National High School of Fine Arts, some being registered and
some unregistered. In his words, he describes those times as refreshing as well as

shocking. The avant-garde movements of 1970s in Europe were mainly Hyperrealism

% Ibid.
%! Private Session with Canan Beykal (Suadiye, 15.12.2005)

%2 Madra, Beral ‘80’1i Yillarda Tirkiye’de Sanat Egitimi’, pg.9 (downloaded from the
site www.btmadra.com/articles/articles.html on 01.12.2005) and Koksal, Aykut “Tiirkiye’de
Cagdas Sanat’ Cumhuriyet’in Renkleri, Bicimleri (Istanbul, 1999) 168-177 (downloaded
from the site www.arkitera.com on 21st of August, 2005) and Antmen, Ahu ‘Tiirk
sanatinda yeni arayislar (1960-1980)’ Phd Thesis, submitted to Mimar Sinan University,
Academy of Fine Arts; advisor : Prof. Dr. Semra Germaner, 2005
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and ‘L’Art Conceptuel’. He explains his confrontation with Hyperrealism, Conceptual
Art, Photorealism and the preceding movements of Arte Povera, Land Art, Body Art
and Minimal Art.

Despite the dominant pessimism in the retro-views of today’s artists looking back
at their years in the Academy; Siikrii Aysan talks about his days at the academy as a
form of free education that had enabled the students to be flexible to changes. He
believes that the reason why they could form closer relations with the movements,
dominant in the art circles in Paris was their professors back in Istanbul. He
immediately refers to Adnan Coker and his minimalist approach which he was
practicing as the head of the Cevat Dereli atelier. This shows that the group that went
abroad in those years was not that unprepared. They lacked the philosophical and
epistemological background in the issues of semiotics and grammar; rhetorically they
were unequipped but their formation being yet incomplete gave way for them to
develop their individual artistic language under the influence of the contemporary art
movements. This shall not be recognized as a blind imitation but rather an enriching

exposition to ‘other’ possibilities. Their adventure was not a blind one in that sense.

The environment that had backed this openness in the Academy back in Istanbul
to new ideas and developments in art must have been the democratic and optimist mood
of the 1960s. The Academy as one of the institutions that have shouldered the burden of
living up to the legacy of the Republic was looking forward into west trying to bring up
artists that could catch up with the up-to-date contemporary art world. The road to the
formations of the individual artist was an open-ended education; the system was not

conservative.

After they were back in Istanbul, in 1977, Siikrii Aysan and his friends founded
the ‘Sanat Tanitim1 Toplulugu’ through which they could create themselves the space to
generate discussions on the issues surrounding the contemporary art circles in Turkey.
He proceeded with his conceptual works as an artist who was also a part of the
Academy, lecturing students. He also had significant contributions in terms of creating
the environment necessary for the conceptual art to flourish. With his group, they
translated references to Turkish and wrote their own ideas about art. The Academy, as

the sole institution with the mission to renovate and reform the Turkish art, as the
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movements abroad started to be practiced in Turkey between the years of 1975 and

1980; sponsored and organized the first ‘Istanbul Sanat Bayram1’.

Remembering that Conceptual Art as it emerged between 1960s and 1970s in the
west, following the footsteps and presuppositions of what the Minimal Art of the period
suggested in terms of representational alternatives in art; had come to be the center of a
lot of hot debates; the definition and recognition of the conceptual art, as it stood
different since it was suggesting a systematic shift from the canvas to non-canvas in art,
and was prioritizing the concept, the idea and the intellectual activity within art-making
over the physical formations that art had to fit in; was complicated but necessary. The
need to outline this art movement caused many artists to write about and defend their art
besides producing it. As a result of which, the artists’ gatherings constituted
sophisticated circles that produced the vital background of groups that fed into the
intellectual activities that surrounded the movements of art; like in the example of the

relation of Art & Language group with Conceptual Art.

Previous examples to this kind of relation between that of the intellectual written
activity about movements of art were realized before in the cases of Dadaism, Futurism
and Surrealism in the forms of manifestations. Art & Language is an important case in
order to point out the similarities of the art of 1970s in Turkey as the artists practicing
non-canvas art constructed associations that would back their artistic production and
minimize their desolation and in their case the freezing out as a minority. Sanat Tanimi
Toplulugu, (The Definition of Art Group) STT, founded by Siikiir Aysan and his
colleagues in 1978 was one parallel formation that was realized in the case of Turkey
for the artists’ independent separation in a group. STT was an attempt to make believe
of what the conceptual artists of Turkey were trying to achieve in arts; it was the
platform through which they proposed a definition for their conceptual art. Perfectly in
line with what the conceptual art was trying to achieve in terms of transforming the
nature of the art work; Art & Language group, produced both the intellectual
documentation concerning the definition and outlines of the conceptual art, while at the
same time, sought the possibility of ‘art-theory’ (in that sense the written texts of the

Art &Language group) as a conceptual art work.
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Proposing itself as a work of art was not within the missions and visions of STT
of Turkey, where STT remained as a basis on which the artists and the viewers could
formulate a meaning of conceptual art and attain prevalence for this kind of art.”
Besides outlining the dynamics and problematizations of conceptual art; Art &
Language existed as a platform which helped retain a clear memory of what the
conceptual art demanded to change, as issues proposed and challenged; a feature that
also can be found in the nature of the STT formation, which is still up and running as an

independent artistic coordinating point for both the artists and the viewers.

Suppose the following hypothesis is advanced: that this editorial, in itself an
attempt to evince some outlines as to what ‘conceptual art’ is, is held out as a
‘conceptual art’ work. At first glance this seems to be a parallel case to many past
situations within the determined limits of visual art, for example the first Cubist
painting might be said to have attempted to evince some outlines as to what visual
art is, whilst, obviously, being held out as a work of visual art. Initially what
conceptual art seems to be doing is questioning the condition that seems to rigidly
govern the form of visual art = that visual art remains visual.”*

STT’s perspective on art was clearly defined and laid down in the form of an
academically sophisticated manifestation. Deriving the roots of conceptual art from the
same sources as this thesis is attempting to assemble and defining the conceptual art in a
western understanding; STT’s manifesto is an evidence to prove the correctness of
suggestion that the conceptual art in Turkey was the natural extension of the conceptual
art of the west; as it succeeds to exceed the state of being only an imitation of the
conceptual art of the west but existing in its own character and environment. The role of
the STT foundation can not be claimed to have worked as a transformative force that
had changed the face and dynamics of the arts in Turkey as much as the actual
conceptual artists of the era, but the urge that must have been felt to form an
independent art circle outside the academy, functioning as the intellectual prolongation
of the conceptual art in Turkey was the obvious example that helps one accept the

emergence of a transformation within the artistic minds of Turkey.

93 Madra, Beral ‘Modern’den Postmodern’e-2’ Hiirriyet Gosteri, 126, Mayis 1991: 45
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The Definition of Art Group is a Conceptual Art group. Conceptual
Art was founded to research the structure and nature of art. Conceptual artists
question the structure of art through a progression of work refers to the concept of
art. What is being considered is a work or an idea directed towards the analysis of
all the facets of and contradictions within the concept of art. Sol LeWitt said, "this
type of art is related to all intellectual processes". Impressionism and Cubism gave
the first formulas for questioning art. Later, as a result of Duchamp's systematic
operations about art's boundaries, function, language and its being, art again
became an intellectual process. Today, the subject of art itself and its place in the
universe has reached a stage where its effort are directed towards understanding
existence. The stages of this change makes twentieth century art history. Only an
art audience informed about the development of art can comprehend
contemporary work. To be able to understand today's artistic endeavors, it is
necessary to make a conceptual history of art. Pure Conceptual Art by taking this
situation to its extreme point, accepts no other audience or observer than the ones
activelly participating in the making of the work. Thus, art transforms into a state
as serious as science that needs no audience. When using the term, Conceptual Art
or its more characteristic name, Analitical Art, in refering to a specific period in
the history of Conceptual Art as an approach to art, one is speaking of an art that
has completely eliminated the production of objects and all plastic art forms. But
if one conciders the broader understanding of conceptualism, within our twentieth
century art, in addition to the side that verifies by analyzing itself, there is also a
logical and philosophical dimension directed towards comprehension of its
structure. In other words, a strongly intellectual art continues its hegemony today.
In our time, art without an idea can not be effective.”

While some art works that were larger than life were being produced and
continuing to astonish the whole with their genuinely unique ideas, the art circles of
Istanbul, with the support of the academy and the independent collectors and gallery
owners; was already organizing biennales and was hosting some of the most famous
artists of the era. Starting from 1991, there were the biennales but before them, the
“Yeni Egilimler Sergisi” starting at the year 1977, as part of the ‘Istanbul Sanat
Bayram1’ were the first platforms where the young conceptual artists, mainly women,
had their chance to go public. The significance of this event was also the symposiums
that created a chance for the Turkish artists and the Turkish public to discuss the
dynamics of the ‘new’ in art. The accelerated development initiated by Siikrii Aysan
and his contemporaries did succeed in bringing out new artists on the scene through

these exhibitions. After the first exhibition, the organizing committee dismissed defined

95 STT, ‘ Definition of Art’, (downloaded from the website on 10th November 2005 :
http://sanattanimitoplulugu.com/)
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categories of painting, sculpture and ceramics and the awarded young artists at the end
of these competitions were mainly those who were dealing with mixed media, creating
conceptual works. In this sense the exhibition was inline with the contemporary art

world.

The military coup that happened on the 12" of September in 1980 and the
legislation that followed the intervention to change the structure of the Academy slowed
down these developments. The Academy could not anymore be in favor of these liberal
approaches and the invasions of places by politicized students caused these artists to
return back to the isolated atmosphere of the closed environments like personal ateliers
and the ‘Yeni Egilimler Sergisi’ did not continue after the year 1983, in the sense it was
formulated in the beginning. The award winning work in this last exhibition was tried to
be intervened by the President of the University and its exhibition was not allowed.
Stikrii Aysan and his friends wrote a report condemning the act and after this year the

Yeni Egilimler Sergisi was transformed in terms of identity and meaning.

As the Academy was becoming more of an institution of the status-quo; the events
outside the academic circles were being flourished in the forms of galleries and private
spaces of exhibition.”® This transformation Siikrii Aysan suggests had pacified the
leading role of the Academy as the initiator and the supporter of the new developments
in Turkish Art, which he says is the situation since then. The Avant-Garde which was an
opposition to the present in terms of meaning; could not find space to be practiced
within the Academy anymore, because as an institution bounded with and legislatively
governed by the state could not afford oppositions and the ‘new’. Conservatism was

favored in place of reformation.

With Siikrii Aysan, another student who had gone abroad was Nur Kog¢ak, who
took the path of Hyperrealism and generated her unique language around this
perspective. Serhat Kiraz was another student who could benefited from the knowledge
of this era of free practices of new art. Siikrii Aysan explains the graduation project of

Kiraz as one conceptual work which was using all the localities within the structure of

% Balkir, Sedat “Siikrii Aysan’ Akademiye Taniklik 1: Giizel Sanatlar Akademisi’ne
Bakiglar — Resim ve Heykel ed. Ahmet Oner Gezgin (Istanbul: Baglam Yayincilik,
2003) 285-299
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Academy, constantly referring from one piece to the other in continuation but he gives
Kiraz’s work in order to state that no such thing was possible after 1980s. Not all

places, not even within the Academy were open to the use of the students and the artists.

Fiisun Onur was one of Aysan’s contemporaries. He came back to Turkey shortly
before Siikrii Aysan and opened her first show in the Taksim Gallery in the year of
1970. She was mainly dealing with conceptuality in her works and she was different
from Altan Giirman and Siikrii Aysan in her position as being outside of the Academy.
She had studied Sculpture in the Academy but was persuading her artistic career as an
independent artist who had also stepped outside the traditional rhetorical frame. Her
works that date back to then are mainly fragile sculptures that embrace the plurality of
material and source which challenges the temporality of the physical reality that could

be attained through ‘sculpting’.

Aykut Koksal recognizes her attempt as a first in Turkish Art History.”” Coming
out of these revolutionary exhibitions of the Yeni Egilimler, amongst the award-wining
young artists were Ayse Erkmen who was given the Success Award of the 1979
exhibition with her works called ‘Siirekli Diizenleme, and Siikrii Aysan was awarded
with the 1* Runner Up prize with his work called ‘Peinture’ in 1977. (Figure 2) Osman
Din¢ also was awarded with the Mansion Prize with his conceptual work called the
‘Rakamlarin Mekan1”.”® Ayse Erkmen was forming her individual artistic language
during these times and the Yeni Egilimler Sergileri were witnessing her development. In
1981 with her work called ‘Yiiztas’ she was setting her main problematic as clear as it
is: art developing within the context demanded by the locality itself. Tomur Atagok,
Fiisun Onur and Giilsiim Karamustafa were other artists who were awarded through

these exhibitions.

This new generation of artists was all following conceptualism in their works and
the Turkish Conceptual Art was becoming more than just a western influence but a

contemporary Turkish approach that was given the chance to go public and be

97 Koksal, Aykut; ‘Turkiye’de Cagdas Sanat’; Cumhuriyet’in Renkleri, Bicimleri,
(Istanbul: 1999)168-177
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recognized by the Academy. Altan Giirman as the professor back in the Academy who
was bold enough to establish new structures within the present educational system;
Stikrii Aysan and his friends who imported the new ideas from abroad and pursued their
art along with this knowledge and awareness; Fiisun Onur on the other hand who was
challenging the traditional understanding of the form of structure and expanding its
unexplored possibilities; Adnan Coker working on his minimal art and Zeki Faik Izler
who was an inspirational figure back in the Academy for the young students as to his
open-mindedness to change and his effort in bringing in books and images of the
western artists into the classroom were all due to these the most important figures in

Turkish Art Arena in the 1960s and 1970s.

Following the views of the interviewed artists, Altan Giirman’s art appear as a
source of reference as his works were the closest encounter that the young artists of the
era had experienced in terms of waking up to the possibility of alternative ways of

representation within the limits of the canvas painting and beyond.
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CHAPTER V

The Case of Altan Giirman : The Artist Who Paved the Way

As Aykut Koksal, Nancy Atakan and Beral Madra, all recognizes; Altan Giirman
was a milestone figure at this turning point of the Turkish contemporary art adventure
leading the way for the evolvement of a Turkish conceptual art; if not with his role as an
educator but as an artist. Sarkis, contemporarily and with his involvement abroad rather
early, is not considered as a part of this transformation by the women artists of the era,
especially by Fiisun Onur and Canan Beykal; even though he was practicing an art that
was challenging the formalities within art.”® Still, his art has importance in the sense
that he was a Turkish artist living and producing art abroad but he was never a visible
artistic figure in the circles of Turkish art in the period of 1970s as a result of which he
could not be an influence on the transformation that the Turkish arts were about to go

through.

He was settled in Paris starting from the year of 1964 and was pursuing his art
mainly as works on paper or canvas. He was producing collages as well but he always
envisioned himself as a part of the discipline he called as the attitude-art. He included
ready-mades into his works but his transformation from watercolor to 3D physicality
was not that radical. He was giving lectures in the Paris School of Decorative Arts since
1964 and he joined the exhibition of 1969 called ‘When Attitudes Become Form” where
he used alternative techniques of presentation. This particular exhibition was at the
same time a milestone in the history of conceptual art. Organized by Harald Szeemann,
opened in Kuntshalle Bern in Switzerland, hosting 69 artists whose works were varying
from ready-mades to installations, from performances to process art; the show was

turned out to be a scandal causing Szeemann to resign. Following his resignation, he

% Private Session with Fiisun Onur (Kuzguncuk: 09.12.2005, Istanbul), Private Session
with Canan Beykal (Suadiye: 15.12.2005, Istanbul)
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announced himself as a freelance artist-curator who started to organize art-shows or
exhibitions independent of any institution, creating the notion of the curator and causing
a shift in the authority as to who is the beholder of decision in terms of the placement,
announcement and definition of arts within a platform where artists would come
together to produce and a collective base in the world of arts.'™ Sarkis was crowned to
have been invited to this exhibition and given the chance to exhibit with the masters of
conceptual art such as Joseph Beuys, Michael Heizer, Eva Hesse, Allen Ruppersberg
and Robert Smithson. Sarkis was using ready-mades or used objects as the objects
called by his memory serving his purpose for producing his art or as the reference
material demanded by his memoirs to be reflected in his art; but he never fully
acclaimed himself as a conceptual artist. Though he mainly pursued his works abroad
he could still be acclaimed to be one of the initiators of the conceptual art or an art that

was proposing a new language.

In Nancy Atakan’s words, his works that date back to 1970s where he used metal
plates, tar, electrical circuits, wires, neon lights and heat were mainly dealing with the
notion of war, which was a cultural symbol for many people. His uniqueness in style
can be mainly described as the compressed energy within the usage of mixed media in a
delicate balance. There were controversies as different materials recalled different
concepts but his art remained ideological and political as he was referring to the notions
of war and dictatorship form a critical perspective. He was clearly stating his position as
being against these notions and was conveying message as he was rotting and distorting
the materials that were symbols of war and violence. His approach was also a form of
documentation. He was using sounds and the duration of a process and was involving
these as parts of his works. His problematic with the notion of memory would reveal
itself in his retrospective that was opened in Ankara Gallery Zon, 1989; as he would re-
paint his previous works with whatever trace they had left in his memory and place
them on a large scale wood on floor and stab their identity — which exhibition and when

— on those paintings to attach them to the wood. (Figure 3)

1% Fowle, Kate ‘Curating Now’ Curating Now 05, (San Francisco: California College
of the Arts, 2005) 6.
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As Conceptual Art was being practiced within or not within the consciousness of
the artist, the recognition of the works by the art critics of the period was not in place.
The works were of alienating nature; they were uncanny, not habitual, and uneasy and
were also too ‘easy’ in another sense. While some critics would choose to ignore the
new art in Turkey, some would find it hard to frame it. Most of the writings on the issue
in 1970s were against the new form in art not based on intellectual reasons but based on

preferences, inconveniences and the problems of authority delegations.

In Kaya Ozsezgin’s article from Milliyet Sanat Dergisi, from 1976 is titled as
‘1976: The year in which the old values re-considered within the Plastic Arts in
Turkey’; deals with the issue of the new, the plastic only in its title and does not include
any discussions other than that surround the painting.'”’ The farthest limit this small
article can reach in terms of the new remains in abstract painting; whereas 1976 was a
year Altan Giirman, Siikrii Aysan and Fiisun Onur, as well as Sarkis abroad were

already producing works that had exceed abstraction.

Giines Acar’s article in 1985 or Erhan Karaesmen’s article published the same
year do not still include any references to the works of the artists in question of this
thesis.'” They are still invisible in these highly read, small in number Turkish Art
Magazines. Their names most of the time appear in columns that written in a manifesto-
like manner, despising their art as one that is spoiled, self-centered and blame them for
calling themselves the ‘pioneers’ in the Turkish Contemporary Art. The exhibitions that
were mainly organized or thought of by the same group of people in which Siikrii
Aysan, Serhat Kiraz, Fiisun Onur, Ayse Erkmen, Canan Beykal, Giilsiin Karamustafa,
Yusuf Taktak and Tomur Atagok were embraced with hesitations and sometimes with
very harsh criticisms because of their so-called attitude of keeping to their enclosed

social environment and disregarding artists other then themselves.

The criticisms that were written about the Yeni Egilimler, as well as the Oncii

Tiirk Sanatindan Bir Kesit exhibitions were far away from being a solid analysis of the

% Ozsezgin, Kaya Cumhuriyet’in 75 Yilinda Tiirk Resmi (Istanbul: Tiirkiye is Bankas1
Kiiltiir Yayinlari, 1998) 90-93

TOZ Acar, Giines ‘Plastik Sanatlarda 1985°; Karaesmen, Erhan ‘1985’in Genel
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works that were exhibited. They even lacked the attempt to discuss these works because
bureaucracy was more important of a question. Their oppositional standing points and
their non-conservative systems of thought; through which they were also proving that
the gatherings of the artists were possible and there need not be the existence of third
parties as the museums, old members of the jury from the previous generations or
gallery owners. The attempt was to create a voice that would represent the spirit of these
experimental as well as the strong ‘buildings’ of the individuality of these artists but
they could not be seen beyond that of the young and foolish minds. The critics that were
written about the exhibitions of the 1980s were mainly gossiping about the works and

the way they were organized.

The repetition of the names of the artists in all these exhibitions was identified as
selfish and the exhibitions were to be denounced as incomplete by the authorities. One
shall also bear in mind the fact that the socio-political environment of the 1980s was
rather conservative. The ease was looked for and found since ‘the new’ was a challenge
and for the sake of sustainability in the systems of thought, which would simplify the
mechanisms that had to control these ‘thoughts’; old schools were praised and new

tendencies were not understood and applauded much.

Adnan Coker’s support in that sense diverges from this widely accepted
ignorance. He has stated for the first exhibition of the ‘Oncii Tiirk Sanatindan Bir Kesit’
that the artists exhibiting in this show were bold enough to welcome the new in their
unique understanding of quality and contemporality. He was very bravely defining these
exhibitions as platforms showing the way forward. Adnan Coker would receive some

criticisms just because he was a defender of the exhibitions as well.

Under the shadow of the period and the unsupportive art critics of the time, the
invisibility, ignorance and blindness that surrounded the works of these artists remained
like a dark curtain hiding their art. Tomur Atagok’s art was too Americanized; she was
acclaimed to be the annuitant of the already accepted and tried western art movements,
whereas Canan Beykal’s works were commentated as weak. Serhat Kiraz and Yusuf

Taktak, though they were sometimes recognized as bright young artists were found far
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too experimental as if stuck in experimentalism.103 Their exhibitions bearing the name
of the ‘pioneer’ were accused of being formed by the prodigal artists feeding on the

annuity of the western culture.

103Dingin, Emin Cetin; “’Oncii Tiirk Sanatindan Bir Kesit’ Ressamlari”, Gosteri, J uly
1986, Issue: 68
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CHAPTER VI

The Women Artists in Question

6.1 Fiisun Onur

Born in 1938, Fiisun Onur was the smallest child of a wealthy and republican
family. She was to become a sculptress, starting from a very early age, as she states,
with her father’s motivation, who was very fond of arts but had not had a chance to
practice this ever, was encouraging of his daughter to pursue her interest in arts. She
explains that she had been making sculptures since elementary school, only with the
slightest problem that she was sure that women would not be allowed to become a
sculptress.lo4 She explains her early curiosity and talent as something inevitable, as she

would close her eyes, the horses would appear, demanding to be depicted in some form.

Graduated from the Uskiidar American Collegiate for girls, Fiisun Onur was a
supported young artist; with her high school teacher Miss Blatter’s encouragement and
her father’s support; as soon as she finds out that women are also accepted into the
academy to study sculpture, she passes the exams of Mimar Sinan University, as one of
the only two students who had willingly chosen to study sculpture specifically. There
she works with Hadi Bara, about whom she talks very highly of. She notifies that Hadi
Bara would be the first to distinguish her unique path, right then; as he would inform
her that her style would soon become that of the abstraction; which inevitably realizes
itself in her years in USA studying at the American University in Washington, D.C. and

Maryland Institute of College of Arts in Baltimore, respectively.

104 private Session with Fiisun Onur, 9th of December, 2005, Kuzguncuk, Istanbul.
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Her PhD thesis titled as “The Art Object as a Possible Self in a Possible World,
Publicly put forth on its own Account as a Possibility of Being’ hints her search for the
answer for the notion of being and its physical reflection as a possibility. While her
sculpture had already taken the path of abstraction, one of her professors takes notice of
the drawings she had been saving for herself. She explains that though she was an
opposing type, the general tendency in the drawing class was to depict patterns from
nature, whereas she was questioning the spatiality of the paper in her other works.
When her professor David Hare sees these other drawings, he becomes the next person
to encourage her in her quest by clearly stating that, as her teacher, she would go and he

would follow.'®

After finishing her studies in USA, she decides that she is bound to come back to
Turkey; if there is a possibility of her art being worth anything, she wanted that to be
realized in her own country. It would be the year 1969 when she was back in Turkey,

opening her first solo exhibition in 1970, in Taksim Galerisi, in Beyoglu.

The basic problematization within her work in her early years was the function
and usage of space as the platform of representation. She would call this as her mesele,
as she was not searching for consciously radical or marginal revolt against sculpture,
what she was producing was inevitably exceeding the potential of the sculptural
structure as it had came to be known as in the formal definition of arts. Her works were
mainly abstract in 1970s, mostly amorphous white entities which were not being
volumes themselves but rather were three-dimensional objects that intervened in pre-
existent spatial volumes.'*® (Figure 4, Figure 5, Figure 6, Figure 7, Figure 8) Her early
works are nevertheless abstract sculptures, which are reductive wooden constructions

that were revolving around the relationships between the organic and geometric.

105 private Session with Fiisun Onur, 9th of December, 2005, Kuzguncuk, Istanbul.

1% Brehm, Magrit Fiisun Onur: Aus Der Ferne So Nah (Staatliche Kuntshalle Baden-

Baden, 2001) 16

75



In these works Fiisun Onur was mainly dealing with the ‘massive-ness’ of the

sculpture as Nancy Atakan points out.'””

Their smoothness on the edges and the
conquering of the spatiality they occupied were evident of their livelihood, in that sense
their organic nature as well as their lyrical style; which would come to dominate the

artistic language of Fiisun Onur.

Fiisun Onur, as one of the very early representatives of what this thesis is in
search of, the possibility of a conceptual art in Turkey; was well aware of the fact that
her work and definition of art was exceeding the possibility that the discipline of
sculpture was offering. Her works were arrangements in that sense; passive rather than
self-assertive, they were microcosms that she was building. As her attempt was to
construct systems of spatial coordinates that were designed carefully, step by step, in the
guidance of the concept in her mind that had demanded the work; she would be
narrowing the formal scope of her work in years to come. In general her works were
bearing an aura that was poetic, austere, and quiet in a delineating nature. Her works
were idiosyncratic compositions that had biographical references carved onto their

ambiance.

Her description in terms of why she had chosen this path is simple: she believes
that this was the natural unfolding of how her mind and senses demanded of her; as it
was just the same case in the arts of the times; even though she had never paid attention
to what was new in the art world. She states in dignity that she had never been curious
of anybody else’s art work, with the fear that she would be influenced and loose her
uniqueness; but, despite her disinformation her art would be falling right in place in
harmony with the times. When she is asked if she categorizes her work as Conceptual
Art, she claims not to know exactly but accepts the fact that her work is a form of
conceptuallization.108 While the idea is the core determinant of her work, she cannot stop
to deal with the spatiality that the concept of her art work would occupy. Spatiality
being one of her main problematic issues in terms of representational language; is

driven out of another challenging aspect of her work: the position of the viewer.

197 Atakan, Nancy ‘Arayislar — Resim ve Heykele Alternatifler’ (downloaded from

http://212.58.11.161/mag/may03/kavsan052.asp on 5th of August 2005) 56.
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She explains that the need to break through the espace is a direct result of trying to
create a space for her viewer, to sustain duration for her work, to make it exceed the
instantaneity of a painting or a sculpture. Her work was analytical rather than
conceptual in that sense; the idea would be evolving around the structure or the form of
the art work; whereas the content would come later. While her early works dating back
to 1970s are mainly dealing with the analytical problematics within the physicality of an
art work; as she would be approaching to 1980s, her art would reveal more of her
womanhood, as it would come to bear narration, fiction and a story-telling nature where

domestic values, nostalgia, memory and the past would surface in her works.

Going back to the relation of the viewer with that of her work; her works seem to
take a position where they allow the necessary space for their viewer to join the
structure. Her works and her identity as an artist were demanding that the espace within
the art work would have to be filled with the observer’s own associations. Her
superfluous and tedious works would only be finished when they were out, released to
the public. As she was constructing almost all of her works on the porch of her house by
the sea in Kuzguncuk; she claims that when it was time to install them in the exhibition
area, arrangements had the possibility to differ from that of the initial work first sat on
the porch. Her works, as the suggestion of a new perspective on space were propositions
of scenarios that would be unfolding before the eyes of the public that would have its
own time, rhythm as well as its own life span welcoming the viewer to join and

integrate with her arrangement of that particular space.

Going back to the pioneering activities of the 1970s, a close look at Fiisun Onur’s
works would reveal her Minimalist take-off arriving at an art form that would exceed
Minimalism as she would attempt to visualize the notion of ‘locality’ in her works. Her
attempts were a challenge against the formal understanding of sculpture; she was
abstracting the figure and was trying to find a solution to the problematic relation
between the art work and the physical platform where it was exhibited. Figurative
sculpture was challenged in her abstracted sculptures formed of various different object

contemplations and the Turkish Art had not seen anything like it before.
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Her oppositional position-taking against the traditional understanding of art and
sculpture and her works in which she included small objects with which she intended to
avoid figuration in a pictorial sense but tried to capture it through already made realities
/ entities of daily life; can be said to have romantic, domestic and lyrical tendencies. Her
being a woman can be said to have a role in her choices. An example that might help to
give righteous base to this argument can be her work, which was sent to the 1971 Paris
Biennale. That work, the ‘Pumped Sailor’s Cloth’ — Pompa ile Sisirilmis Yelken Bezi-
(Figure 9) was made of soft material in the shape of a question mark that was covered
with the sail clothing. The piece could be pumped up by the viewer to arrive at its final
shape. The usage of such a direct symbol like the question mark itself shows her
ambition to be visible, but this was a rarely direct symbolism that was not very
frequently witnessed in her works. She especially would insist that she would avoid
being direct on any statement and hated slogans; if she was ever too argumentative or

politic, it would not be more than her effort to be aesthetic.'”

The problematic about this particular piece besides being obvious and very direct
can be stated as, as Nancy Atakan also suggests, its unsolved equation with the position
of the viewer. Most viewers were reported to just glance at the work and walk away.
This piece can be called as the reason why she also included into her art the problems
about the thin line between the representation, the represented and the spectator as the

participator.

109 private Session with Fiisun Onur, 9th of December, 2005, Kuzguncuk, Istanbul.
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In one of her very first works she was more in an attempt to crack the mold of a
minimalist initialization in order to arrive at conceptuality. She was more in concern
with the nature of the material and the material’s cross-relations in terms of placements.
Her other work in 1980, the ‘Morning Exercise’ (Figure 10) was dealing with
spontaneity as well as the possibility of fictionally re-constructing the ‘spontaneity’
through the hand of a creator, in her case the artist. The temporality in this particular
work, reveals her struggle with the form and the place — as the form’s plinth — and
appears as conceptually metaphorical work that is not yet a mere installation and stands

closer to Conceptual Art.

Her work titled as the Dolmabahg¢e Memoirs dated 1992 (Figure 11), can be
viewed as this kind of a development within her art. That piece was dominated by the
object of the chair; an object she used in her works before. The viewer would recall the
notion of invitation as the empty seats were laid in front of them. But the thin clothing
that covered the chairs as well as the rope that tied them together gave way to the
feeling of them being parts of a single ‘whole’. The viewer would then back up on
his/her position of being the participator and just watch the work from a distance. In
terms of her womanhood being projected in her works, the examples from her works
can be numbered as one where she used the chair again as a ready-made placed on top
of the turning plate of a music-box, where the music box is can again be attributed as
womanly detail; as in another of her works where she within an enclosed glassware
placed soil from which flowers blossomed, small dolls as well as angels and other
objects; and as in another example could be her work where she used a real bread cut in
half and a bitten apple protected by chemicals against decaying. (Elma, Ekmek Dedin
de Aklima Geldi, 1978, Figure 12) For this last work mentioned, she has used small
figurations in order to depict the process of bread making as well as agricultural harvest
of apples; how people collect them from the trees and with small trucks representing the

harvested product to be transported to the marketing place.''”

"0A takan, Nancy ‘Arayislar — Resim ve Heykele Alternatifler’ (downloaded from
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Susan N. Platt’s interpretation of Onur’s art as an art based on the equity of
content and style draws attention to her state of stabilitym. She truly stands firm in her
belief of her art being at one unexplored corner in Turkish artistic circles as she disrupts
social conventions arriving at her previously described aggressive and impatient
sculptures and installations. An interesting maneuver in her career is when she decides
to come back to Turkey to pursue her artistic career rather than staying in America
when she had had the chance to be recognized in an international platform. Looking at
her works, it is obvious that she draws her problematic issues from the concerns and
dilemmas of this geography’s conditions as a result of which she must have decided that
the only to fulfill her urges was to produce within this environment. Platt draws
attention to her choice of materials in which she finds evidence of her this kind of a
domestic spirit. She mainly deals with tulle, silk, satin, ribbons, dolls and old furniture;
which are the materials from the culture that defines this part of the world as well as, as

stated above appears as the reflection of her womanhood in her art.

As she was passing from quasi-sculptures to ready-mades, her works gain a
significant characteristic of narration where from then she starts to tell stories. In these
kinds of her works, her artistic identity as a woman was becoming harder to be
concealed. In her work titled as the Nude, dating 1974, (Figure 13) she uses broken
glassware, a naked baby doll, all enclosed in a small box. This is her first
experimentation with the foreign bodies. This work is significant in the sense of Onur’s
growing receptiveness towards integrating everyday objects into her art and also in its
sense of its motivation of opposing the government’s decision of banning a nude

sculpture on a public square in Istanbul.''

This composition draws attention to the discrepancy between official hard-line
morality and social reality. The nude doll in the composition is like a sex-symbol
whereas the mirrors also resemble the shopwindow atmosphere of nightclubs. As the
figure’s reflections are refracted on these mirrors, the nude’s body is divided into pieces

making its corporeality more like a conglomerate of body parts. This way, the holistic

"1 platt, Susan N.; ‘Public Politics and Domestic Rituals: Contemporary Art by Women
in Turkey, 1980 — 2000’

"2 Brehm, Magrit Fiisun Onur: Aus Der Ferne So Nah (Staatliche Kuntshalle Baden-
Baden, 2001) 20
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beauty of the doll is shattered living its place the detailed bodily parts which are
magnified and disturbing to some extend. This particular micro-cosmos that she creates
is playful and exemplifies the transformation that Onur is about to go through in her
works. The integration of everyday objects into her works will continue after this piece
but more than that, her discovery of the narrative power she has in her plastic
representation of reality will reveal itself in her later arrangements. This particular work
is significant also for the fact that it is the reflection of Onur as a woman. The doll is not
only a toy or a sex-object, but also a patriarchally defined role model — and is therefore

dismembered, dissected, and revealed to be the hollow construct it is.

What make her unique in the history of Turkish Contemporary Art are her usage
of mixed media and her introduction of these rather new subject matters into the context
of an art work. She was a pioneer in that sense since her applications that were
exceeding that of the sculptural representation were the early hints of conceptuality in

the Turkish Contemporary Art.

Atakan hesitates to draw conclusions in an attempt to summarize Onur’s artistic
style."”> Onur’s path leading to the 1980s reveals itself as a quest in search of the
resolution with material, spatiality, the position of the viewer as well as the identity of
the artist. Starting with abstract sculptures consisting of wood, plexi-glass, sponges,
stretched canvas and plaster of human size she denies figuration. Then she adds
romantic objects as ready-mades into her art drawing the problematic issues of daily life
and the artist’s relation to it into her conceptual representation. Towards the end of the
1970s, she starts dealing with her dialogue as an artist with the spectator as well as the
dialogues between the various materials she uses and the viewers’ response to the art

work as an object placed within their sight.

She challenges sculpture as she breaks through that discipline and furthers her
opposing stand as she includes empty canvas or language in a pictorial sense into her

works where she adds rhetorical dimension to narrated concepts which had already

'3 Atakan, Nancy ‘Arayislar — Resim ve Heykele Alternatifler’ (downloaded from
http://212.58.11.161/mag/may03/kavsan052.asp on Sth of August 2005) 57.
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arrived at their three dimensional physicality. The basic issues she deals with are her
memoirs in connection with the memory of the object, the material and the locality she
exhibits in. She is very much affected of her gender as a woman as she makes
significant emphasis on domestically-ty, hand works and craftsmanship. She stands
romantic and lyrical in that sense since she is continuously creating confrontational
representations in which she deals with the past, the history as well as the conscious of

the people, the places and the objects.

She is said to believe that the art viewers or people in general have habitual
perceptual behaviors and prejudices that shape their understanding and their notion of
sight in terms of making a choice as to what to see. Looking at Fiisun Onur’s works
between the late 1970s and 1980s, her artistic standing can be defined through her
womanhood, her problem with the sculptural discipline chained within the conventions
and as well as the uninvited or never planned position of the viewer in accordance with
the art work to be viewed. Opposition and the ambitious attempts to drive the viewer
within the work or to make the viewer understand can be read as visibility versus

invisibility problematic.

Starting with abstraction, and then dealing with the problem of spatiality on paper,
Fiisun Onur’s initial concern stands out as her need to problematize the notion of space
and time. Her drawings on paper (Figure 14, Figure 15) when she was studying in the
States were followed by her first quasi-sculptures of the 1970s. While she deals with the
issues of memory, nostalgia and womanly domestication of objects in her later works;
towards the end of 1990s, she re-problematizes the notion of space and decides that it is
the system of music she can not escape to aspire to. (Figure 16) Therefore she starts to
re-configure the space as if divisions and separations within an area are like that of the
music chords''*. One of her earlier works can be read through the same perspective as

well.

In her Untitled work, dating 1976, (Figure 17), she has already created a self-
rhythmic arrangement of sculptures that were suggesting a continuity and a systematic

equilibrium. This work’s end-detail, which is the expanding corner of the last plinth that

""* Private Session with Fiisun Onur, 9th of December, 2005, Kuzguncuk, Istanbul.
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she had placed upwards, like an opening, resembles the progressive blossoming of a
flower. This is a work that bears a musical reference in it as well. This interpretation is
not for the sake of summarizing all kinds of geometrical repetition as reference to
musical systems but her interest in the continuity within the systems and the referential
positioning of bodies within her work that are in communication with each other

appears as her personal proofs on her relation and aspiration to music.

Fiisun Onur’s progression from the spatiality problematization, then narrative
challenging and the politization of current discussions of everyday life were all fed upon
epistemological discussions about the definition of art. In her work Untitled, 1997
(Figure 18), [she had installed a sandstone replica of the original mosaic, positioning a
flowering red plant between the stones].!'>This was suggestive of the possibility of art
next to life, their co-existence and the alienation caused by their side-by-side existence.
Also the bordered —in a golden frame- detail of reality, re-presented to the viewer with
the greatest emphasis on its being ‘borrowed’ ‘with a minor touch’ and ‘re-placed’ back
in its place, reveals the duality of reality and its representation. It is important to state
that her works were not dramatic though feminine and domestic. She is rather playful
and humorous. Taking off from challenges directed at sculptural forms and conventions,
she draws a path through which she forwards her artistic language as one that puts the
content and the narrated, neatly-titled meaning or the message more and more obviously

before the eyes of the viewer.

Finally, Fiisun Onur’s ‘Dream of Old Furniture’ dated 1985 (Figure 19) deserves
close attention. So far, in Onur’s works, the notions of time versus space relations; the
problematization of the representation of reality and its possibility, the conventionalities
within the disciplines of painting and sculpture, the changing role and position of the
viewer and the art-work being substituted in meaning with its process of creation were
experienced and discussed. In her work titled the “Nude” the fact that Fiisun Onur was a
woman, who was sensual about issues of gender and politics and interested in concepts
of memory, past and nostalgia; this particular work is of great significance in its sense

that it problematizes the issues of memory and nostalgia in a very autobiographical way,

5 Brehm, Magrit Fiisun Onur: Aus Der Ferne So Nah (Staatliche Kuntshalle Baden-
Baden, 2001) 26
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using ready-mades and constructing a dialogue; actively opening up a discussion that

consciously invites the viewer to participate.

This work is the compositional rearrangement of ready-mades that are collected
from the antique stores and from Onur’s personal life. They are mainly objects of detail
that are re-constructed in a womanly neatness in the shape of stations of remembrance.
They are dependent story-tellers, narratives which call upon the viewer to participate in
the parade of the past that reincarnates the past and expands to its final element, which
is the viewer and arrive its final completion. They are liberated from their original
functions for the sake of becoming a sole re-presentation of a single concept which can
be the curtsying the tales of the possible, sometimes secretive hallucinations of the past.
As they are returned back their visibility, they are re-alienated to extend that they were
once unnoticed and now they are being highlighted. Their forgotten-ness, their
desolation, their nature of being cast-aside are reversed and they had become the
protagonists of their own fables; which would only be told if the viewer is willing to

interact, participate and empathize.

This particular arrangement is romantic; it is womanly. Decorativeness and
domesticity are daily professions of women; household objects are managed by women,
they are recognized and reorganized according to the needs, demands and moods of
women. The choice of objects within this work are obviously very womanly, they are
like the silent witnesses of the life of a woman; especially those women who are hiding
in aging households surrounded by objects that they had inherited from their mothers

and grandmothers.

The idea of the ‘new’ coming as a shock rather than being welcomed; Fiisun
Onur’s art was a lonely art in the beginning of the 1970s. Besides the small
experimental attempts within the Academy, early 1970s were mainly dominant with the
male abstract painters who from time to time put besides paint, daily materials onto
their canvas. In Fiisun Onur’s article from the Hiirriyet Gosteri Magazine - Sanat ve
Edebiyat in 1985; she defines the invisibility surrounding her art as a fact due to the

lack of art critics as she gives examples of western art world where the critic remains as
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the creator of the art movement and the artist.''

The famous example she also states is
that of the Clement Greenberg and the Abstract Expressionism personified in Jackson
Pollock’s art. Besides this lack of constructive criticism, she also draws attention to the
inter-relations of the artists of her time; where she regrets of not having a common
language even to discuss art in social gatherings. According to her, what they know as
the artists of the 1970s, are hidden as if they are shameful knowledge. Plus, there is the
fear of being visible. Controversial enough, while their art remains as daring as it can be

in terms of suggestions to new forms and representations; she defines their attitude as

one that is captured in fear.

In her article, her frustration about the definition that is made of her art as the
Turkish representative of Minimalist Art reveals itself. Clearly one can draw the
conclusion that, despite the abstracted forms and concepts she deals with; she definitely
is able to define her art in terms of ‘what it is not.” In attempt to avoid the entitlement as
the representative of Minimalist art, she claims to be beyond and defines her particular
work in the exhibition of the ‘Oncii Tiirk Sanatindan Bir Kesit’, July 1985, as a pre-
design; drawing into her art the notion of process and time which definitely contrasts as

the complete, finished, distant nature of minimalist art.

Her righteous critic addressing the lack of a constructive criticism that is directed
at and guides the Turkish Contemporary Art is true in the sense that the intellectuals
who wrote about art in Turkey in the 1970s and the early 1980s usually did not
recognize or failed to identify and as a result could not defend the real individualistic

and unique blossoms in Turkey.

1% Onur, Fiisun ‘Gorsel Sanatlarda Elestiri Yoklugu’ Hiirrivet Gésteri: Sanat ve
Edebiyat - Plastik Sanatlar (Istanbul: 1985) 43-45
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6.2 Canan Beykal

Canan Beykal, born in 1948, graduated from the Istanbul Academy of Fine Arts
(IDGSA) in 1972, participated for the first time in an exhibition in 1974, as part of
Deneysel Grup Sergileri, Sehir Galerisi, Istanbul.''” She was a student in Adnan
Coker’s atelier and remembers those days and her attitude towards art as significantly
different to extend that her teachers would criticize her that ‘her mind was ahead of her
hands” or that she would not be involved in any kind of empirical work.''® Besides her
identity as an artist, she pursued a career as an art critic as someone who had started
writing as early as 1974. The title of her PhD thesis, “Kolaj’in Yagliboya Resminden
Ozerkligi” (1977), clearly shows her early position on the matter both as an artist and as
a critic, whose main problem within artistic representation was her need to question the
possibility and impossibility of painting as a discipline. Her artistic existence was based
on her ambition to get even with the discipline of painting; to challenge the dynamics of
canvas and paint and to settle with it on a different platform since she was seeking the
possibility of the alternative. Though she was formally educated to become a painter,
she clearly states that she had no belief in talent of the hand and she states that she had
let go of the brush and the paint with her first personal exhibition called the Izm’ler, that

was realized in 1981 in IGDSG."" (Figure 20)

Canan Beykal’s ‘Izm’ler’ exhibition was the first time that the text, language was
appearing as a representative element in an art work and this textuality is being
introduced for the first time by a woman artist in Turkey.'*® The works that lacked the

symbol, the object as well as the conventional imagery were complemented with the

17 private Session with Canan Beykal 8th of January, 2005; Suadiye, Istanbul

"8 Interview with Canan Beykal, conducted by Arzu Parten, 29.05.2003; Canan Beykal
— Dosya: 1981-2003

"% Private Session with Canan Beykal 8th of January, 2005; Suadiye, Istanbul

2 Interview with Canan Beykal, conducted by Arzu Parten, 29.05.2003; Canan Beykal
— Dosya: 1981-2003
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voice of the artist; the viewer was welcomed and guided with the voice of the ‘creator’
through the works (‘creations’) and the complete area of exhibition was being filled as
voice would leak into every corner of a spatiality. In her statement that she submitted
later on, she would call this as ‘Tim seyir alanini ayaklarinizin altindan c¢ekip
aliyorum.” This was clearly an attack to the conventional ways of viewing an art work.
She was taking a stand against the fact that texts, even if they were exhibited in a
gallery space were not imageries to be viewed like paintings, or had no aesthetic, visual,
and formal value. Her main concern appears as her struggle to explain the relation

between the meaning (the reality) and definition (the representation of reality.)'*'

Reading Beykal’s this particular work in line with the definition of the conceptual
art of the west, her interest in semiotics and the epistemology; and her furthering of the
concept before the visuality; shows that despite the year was already 1981, Beykal’s
approach to art and her re-configuration of it appears as a natural emergence within its
own dynamics. Looking at her background where she was raised as a well-read young
mind, her personal search into the meaning of art and the possibility of the
representation of reality within art would inevitably flower in her rejection of the
conventional disciplines of painting and sculpture. She also states that this was the
direct outcome of her critical approach towards the Academy education. She had
figured out that the master-apprentice relations in the ateliers of the academy that were
working in favor of the abstraction as a reference for mastership or aesthetics or unique
style; were nothing but a big lie. Her comprehension of the arts would exceed that of the
allowed extremes of abstraction or non-figuration because in her view those tendencies

in art were surviving because of their serving the market and their decorativeness.'**

In her own interpretation of herself as an artist, she barely sees any influence of
her womanhood in her works; she hesitates to name a difference in her art and the art
that was practiced by her contemporaries in the 1970s compared to that of the works by
the male artists. She describes their art as more masculine than feminine, in terms of

their oppositional nature against the formalities in artistic representation as well as the

2! Private Session with Canan Beykal 8th of January, 2005; Suadiye, Istanbul
122 Interview with Canan Beykal, conducted by Arzu Parten, 29.05.2003; Canan Beykal
— Dosya: 1981-2003
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current issues of the day. Also seen and discussed in the works of Fiisun Onur
previously, Beykal’s works also bear a characteristic that is sharp, acute and loud in
terms of their claims. Nevertheless, her configuration of the contexts she was interested
in such as the child-deaths, (isimsiz (Oliim Tutanaklar1), 1988, Figure 21) or writers
who committed suicide, (Texttual and Kara Kutu, 1990, Figure 22) or human rights in
general (Savunma Onlemi, 1991, Figure 23) show her romantic tendencies in terms of
realizing an art that was sensual, reactionary against the current issues the society was
dealing or had to deal with. Her identity as a woman, despite the fact that she does not
openly attend to it as a problematic within her artistic production, surfaces in this kind
of idealism where she does not take shelter in direct slogans or messages or any
dramatizations, but rather lays the issues down from a critical perspective ‘the way they
are’, in a way untouched only maybe framed for the sake of making it visible, first to

herself.

She describes her attitude as a philosophical one, through which she would be
approaching arts from a conceptual point of view rather than an aesthetic view, as a

result of which she would not be able to find place for decorous elements within her art.

[...despite what we have been thought, I had became aware of the
fact that just like in philosophy, the thing to transform the form, especially in arts
and painting; would have to be the ‘reality’; the ‘truth’ itself. If what you mean by
idealism is its philosophical meaning, of course it is inevitable to link it with
conceptuality; because what makes the art of painting a mental activity is this
problem of the truth itself. As the art of painting attempts to achieve the ultimate
formal expression of the truth itself; it is forced to realize this transformation
through a series of mental transformations. So, long before conceptual art was
defined as it had been in the west; the discipline of art was a philosophical
question for me which had a conceptual basis underneath.]'?

After the lexicon that she had made out of wallpaper (given to her by Sadi Calik)
on which she wrote words with tampon, her works continued to include texts and
utterances. She describes this adventure in the catalogue of the Pi Artworks exhibition
of June 1999 as her transformation of the text and the utterance into objects to be
‘viewed” (bearing in its nature their opposition against being viewed as a

problematization) and from then on, she states that she had been acknowledging the

123 private Session with Canan Beykal 8th of January, 2005; Suadiye, Istanbul
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word and the text as plastic elements of art. In reply to the criticisms about her art
claiming that her works were the bankruptcy of art; she points out her consistency in
terms of her theoretical framework on which her art was based since the beginning and
sarcastically states that [obviously, art had not been harmed by her intentions, not at

alll.]124

Canan Beykal’s art had been having recourse to the power of sarcasm as well. In
her work called 8 Parcalik 1 Biitiin, in 1985, (Figure 24) was sarcastic as well as critical
in its sense to open up the discussion on the collector’s attitude within the museum’s
system. She explains her work as an attempt to make the museum’s approach to the art
work visible. She states that for the museums to run smoothly the archiving of the
material is crucial and for that matter, all art works in a museum need to be numbered
and classified. As a result of this systematic approach, the visuality of the art work loses
its significance and the art work becomes an entry in the archive whose security,
preservation and existence can only be sustained through the number it is associated
with. The museum’s systematic approach to the art works can be considered as a de-
aesthetization of arts; as if the museums are no longer bound to perceive them as pieces

of art but rather as simple but expensive, valuable objects.

This approach immediately proves that the art work is given two faces of reality;
while one appears as its relation to its viewer to the other is constituted in accordance
with the rules of the system that guarantees the art work a long life. For the museum,
this second face that the art work has gained as a result of its being collected becomes
more important once it enters the museum; it is nothing but a registration number that is
written on the back of its frame and by making this visible Beykal creates yet another
work that is both critical, sarcastic but above all challenging. Her attitude in terms of her
continuous attempt to open the conventional understandings that define, run,
systematize, categorize the arts to discussion can be evaluated her as an artist who was

dealing with the politics within art.

Besides her being political in her statements criticizing the current socio-political

issues of the day; her art being political was beyond her social awareness and

2 Yazi Sanat: 1999 > pi artworks: 8 Mayis > 15 Haziran 1999 > pi artworks, pg.7
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involvement. Her art was also political in the sense that it was argumentative and
suggestive; pin-pointing the then-virgin aspects of art in Turkey that had not been
brought into discussion at the level of a relation between the public viewer and the art
work itself. Her attempt to create a dialogue through her works can be considered as
another aspect besides her direct politically sided opposition revealed as the subject
matter of her art, what made her art political. For reference that her work is political in

terms of the choices of subject matter, Susan N. Platt states that:

Canan Beykal takes on political issues more obviously. A 1994
installation at the Atatiirk Library in Istanbul, Whoever Has Silence on His Lips,
Speaks with His Fingertips, addresses censorship and book burning in Nazi
Germany, but it also indirectly makes reference to the situation in Turkey during
the politically chaotic 1960s and 1970s. The artist herself was interrogated for
signing a petition in the late 1960s. In Beykal’s view, speaking with your
fingertips is a useless exercise — it is like not speaking at all.'*

12 Platt, Susan N.; ‘Public Politics and Domestic Rituals: Contemporary Art by Women
in Turkey, 1980 — 2000’
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In her work titled as Avant Garde, in 1986, exhibited in the Oncii Tiirk Sanatindan
Bir Kesit of 1986; (Figure 25) was bearing the humor and sarcasm in its context as well.
By making fun of the historical categorization of some movements in art, as well as the
title of this particular exhibition as being Avant-Garde, she was asking what it really
meant or how much it mattered what it meant to be the pioneer, the first, the advanced
in art. As she had stated before, her problematization of the arts need not to have any
attributes in terms of an adjective, or a classification; as a result, it was first herself who
found it funny that she was consciously being a part of an exhibition that was defining

itself as the avant-garde of the Turkish arts.'*

This particular work was also an open
invitation for the viewer to participate in the current discussions of what was Avant-
Garde or if an Avant-Garde was possible in arts. It was an autonomous question in need
of a thoroughly discussion. Her material was the questions directed at her art and she
was re-directing the same question by positioning herself as an artist and as an
individual who had the right to ask the same question; in a way eliminating the attack of
the critics by participating in the discussion rather than taking a defensive position

against the criticisms.

As an artist who was seeking nakedness, a form that would be free of
nonessentials and affectations in her art; was trying to achieve an art that would have
the same simplistic function that of the life, the nature itself had. Laying down the
discussions, the issues and the questions that the life and nature was demanding to be
asked and to be revealed in the form of an art work, she was inevitably never indifferent
to what was happening around her. Her denial of the existence of a market for arts, the
economic aspect of art-making and the relations of purchasing; she was proposing the
ready-made as the indication of social behavior; what was existing in the daily life
would therefore find its place in the artistic representation. Objects in her works would
then appear as documentations of their own existence; textuality was her tool to explain
or seek to explain the reason-to-be of those objects and their meanings. By proving the
existence and the reality of life surrounding her, trying to capture the zeitgeist, she was

in a way, proving her own existence.

126 Atakan, Nancy ‘Arayislar — Resim ve Heykele Alternatifler’ (downloaded from
http://212.58.11.161/mag/may03/kavsan052.asp on Sth of August 2005) 59.
127 Atakan, Nancy ‘Arayislar — Resim ve Heykele Alternatifler’ (downloaded from
http://212.58.11.161/mag/may03/kavsan052.asp on Sth of August 2005) 58
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In her work titled 11 Diizeltme, 1987 (Figure 26), she once again composes a
satire about the conventions that dominate the authority-bearers of arts; which is in the
case the Academy. This work is consisting of texts that are taken from her own thesis,
which could not be published due to its typing mistakes and she actually at the end
abandoned her decision to publish it because it was funny for her, too funny to even
bother.'”® She was too tired to correct the whole text and she transformed this
procedural detail that would enable academic recognition into an art work, maybe in
order to reveal the flows within the system of the Academy. I personally evaluate this
work as a sincere and personal statement; in a way a kind of performance that draws
attention to the individual details of an artist who is also a woman of thought; in this
case where the thought is chained or prevented from ‘printed’ (in that sense distributed
or publicized) because of formal procedures or in other words because of the correct
shape it was allowed to be presented. This can also be read as the problematization of

the representation of thought, the idea or the concept in the form of letters.

Starting with the 1990s of the A,B,C,D exhibitions; her two-dimensional and
sometimes dimension-less works once again go back to invade the spatiality of the
gallery place trying to avoid the illusionary, temporary aspect of the two-dimensional
representation, through the integration of three dimensional ready-mades as well as
sound-recordings into her art. Her works in these particular exhibitions appear as
puzzles where the viewer has to attend to the case that is being discussed within the
suggestive-ness of the art work and has to participate in reading into the hints she
proposes.'?’ In her work titled as the Texttual and Karakutular, she uses words and texts
as her material but this time from the writers like Plath, Zweig, Yesenin and
Mayakovski who had committed suicide and complemented these black-boxed texts
with the voices of Hitler, Marinetti and Goebbels in an attempt to create a collage of
destruction. Her playfulness in terms of re-configuring the grammar of the words text-
tual appears as an attempt to make visible her announcement of the text as the new

canvas in visual arts.

"% Interview with Canan Beykal, conducted by Arzu Parten, 29.05.2003; Canan Beykal
— Dosya: 1981-2003

129 Ihid.
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Her work exhibited in the 10 Sanatct 10 Is: C exhibition, titled as “Hersey,
Hicbirsey, Birsey” (Figure 27), can be evaluated as a proposition of a conceptual
understanding of the co-existence of the corporeality of bodily things as well as the
boundaries of rigid definitions about the reality. Personally what I read in this particular
work is her never ending dilemma about the possibility and the impossibility of the
representation of reality; referring to a ‘thing’ as both a ‘nothing’ and ‘everything’;
suggesting a multi-perspective towards existence and its possibility of being perceived,
proved or stated. While questioning this possibility of perception and expression; she
represents this dilemma as a concept with an inner rhythm like that of the ‘order of
things’ despite their complications. Repetition, in the sense of creating a pattern maybe
for the sake of emphasizing her statement, is a method of creation for Beykal in many of
her works. She creates series, maybe for an attempt to eliminate the loneliness or the
fragility of her works as she describes her art to be; so that the dialogue, the
conversation that she would propose through her works, would live on at least through

its own interrelated-ness.

Canan Beykal is one of the significant women artists of the period in terms of her
self-discovery of the need for conceptuality in artistic representation. Her definition of
the arts, as art had already included in its nature the urge to flood out of the canvas and
would demand to leak into all spatiality available; was the example of a self-configured
rupture in visual language. The question that this thesis is proposing that if one can refer
to this unfolding of three-dimensional arts in Turkey as a sudden intervention or in other
words a rupture, Canan Beykal’s personal history proves the relevance of the question.
Despite the late emergence of conceptuality in arts in Turkey compared to that of the
west; the art of Canan Beykal, Ayse Erkmen and Fiisun Onur are the breaking points of
the irreversible transformation in arts in Turkey. Canan Beykal was one of the artists,
who continue to produce her art in the same manner, though today Canan Beykal shows
tendencies to further de-construct the physical elements in art rather than to compose
and construct any physicality13 0. who succeeded to sustain the rupture she had achieved

in her own visual language.

130 private Session with Canan Beykal 8th of January, 2005; Suadiye, Istanbul
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6.3 Ayse Erkmen

Born in 1949, Ayse Erkmen graduated from the Mimar Sinan University,
Academy of the Fine Arts, from the discipline of sculpture in 1970. Despite her
background in sculpture, she had been producing works of art that would exceed the
potential and allowance of sculpting. Nevertheless, she claims herself as a sculptress
still and acknowledges her works that are mainly dealing with the issues of time and

space as sculptures.131

Ayse Erkmen had started her adventure in seeking the alternative in artistic
representation through her work that she had submitted to the 1981, 3. Yeni Egilimler
Sergisi. In this particular work, she had washed clean 100 pieces of stone that she had
found in nature; painted them with red, yellow, blue and red stripes and placed them in
between the works of other artists, which were both inside and outside the gallery. In
this particular work, Ayse Erkmen asks the question of what exactly is competent
enough to become an art work; by placing the ordinary elements of daily life, things that
are not anymore recognized by the individuals as they are alienated from the actual
reality of the world as they being more and more exposed to the simulated realities
through the illusionary representation of truth that the mass media offers; she attempts
to unveil the artificial rituals of indirect relations between men and the objects
surrounding him. As Semih Kaplanoglu suggests, Ayse Erkmen’s art was a rejection of
the systematization of the jungle or was a conscious decision not to participate in this

. 132
vicious cycle of consumption. "

As truth lies before the eyes of the artist and any individual, as insensible,

deprived by instant perception and heavily camouflaged by habits; to re-discover the

B! private Session with Ayse Erkmen, (Cihangir, Istanbul: 02.12.2005)
132 Kaplanoglu, Semih Ayse Erkmen, (Istanbul: Ada Yayinlari, 1990) 5.
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reality from where it is hidden; Ayse Erkmen materializes her perspective as she
converts the intellect into an art-creating phenomenon. Kaplanoglu states that her
approach resembles that of an archaeologist where all areas in which the nature and the
mankind co-exist, Ayse Erkmen attempts to re-configure. Her allocation of the ordinary
things, like that of those stones brought back into the gallery; can be considered as an
attempt to put them back into their places through her method of abstracting them for

the purpose of attaining them visibility.

She creates concepts which merge into one another, linking the created with
the innate; the truth with the alternative self-engendered truth behind it; the
rational with the irrational; the orthodox with the unorthodox; the exhibition hall
with the outside world. She does this in the mind, in space, in the selection of
materials, in dimensions and in meanings.133

Her significance for the question that this thesis is proposing lies at the heart of
her works that problematize the notion of time and space. Ayse Erkmen is another artist,
who had not chosen the figurative expression in her artistic representation. She was
another artist who had reduced the context to the concept deprived of figures and
conventional ways of depiction. In her works the experience of having lived is
represented in its most indirect manner, in that sense converging to the works of Fiisun
Onur'**; where both artists escape direct-ness but hint the organic nature of the concepts
that proves their involvement in or reference from life. This resemblance in between the
works of these two artists can also be proved in Kaplanoglu’s description of Erkmen’s

unique style:

Since she does not dramatize or stage her concepts, but on the
contrary refines them down to seek their essence and their meaning rather than
their semantics, her works are not ostentatious. They are pure. Naturally this
attitude reflects on her use of the material. She is satisfied with minor retouching.
At most she frames her material. This imposition is prompted not so much by
plastic considerations as by a concern to underscore the concept created in
accordance with the object’s essence and implications.'*

133 Ibid. 6

134 Atagok, Tomur ‘Kadin ve Sanat” Cumhuriyet’ten Giiniimiize Kadin Sanatcilar ed.
Selmin Kangal and Zehra Erkiin (Istanbul: TC Kiiltiir Bakanlig1 Yayinlari, 1993) pg. 21

135 Kaplanoglu, Semih Ayse Erkmen, (Istanbul: Ada Yaylari, 1990) 7.
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Going back to Ayse Erkmen’s relation with time and space and the co-existence
of these two problematics in her works, her work titled as Uyumlu Cizgiler, in 1985;
(Figure 28) shows her interest in repetition and translation of rhythm and harmony in
architecture and in nature. In this particular work, Ayse Erkmen, follows the directions
that the spatiality she is working in gives her and configures her art within the demands
of the locality. This work captures the flow of time as it creates duration in its nature
that can be followed and witnessed by the viewer as well. In this work, she has
borrowed architectural elements of the gallery space and has repeated them in her
geometric representation that works as a juxtaposition of the exhibition area onto the art

work itself.

She uses the spatiality that her work will be exhibited as the frame of a canvas
painting and through these pre-defined boundaries of its architectural frame she
attempts to fit in the space’s own time and dimensions. This is again her attempt to
bring back the reality of the nature, in this sense its balance, back to the mimetic nature
of arts. Despite the dilemma that arts can never reach a perfected mimesis; burying the
artistic representation of reality in accordance with the demands and needs of the reality
itself, in a way making it less obvious, making it a part of the actual whole; she attempts

to escapes this impossibility by accepting and working within its restrictions.

As she herself also points out, her works bear in their nature the belief that the art
work has its own life span and requires to be represented in the visible form of a
process. In one of her earliest works that is titled as Adsiz, in 1980 (Figure 29), she
places metal plates vertically and horizontally on the ground of an external space,
dividing the ownerless, unclaimed territory of the ordinary world as if she is suggesting
the existence of invisible divisions of space whose distribution and particularization
happen in time and in its order. This highly metaphorical reading of the work is for the
sake of drawing attention to her cutting, covering, unveiling and unfolding nature of the
spatiality in its relation to reality. The metal plates in this work are placed in their order
to leakage; as the space is once built up, it will expand, it will be allocated and re-
allocated and the actual whole of its complete entity will only be completed by the

experience of the viewer who can not escape his relation with time and space.
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She attributes special status to time, which occupies an important place in
her art. Whether it be the potential energy of number of series or the eternal
motion created in the space/time dimension by interaction between parts, the
forward or backward motion of time is continually being questioned. The
spectator is included in the interrogation because from the moment he encounters
the work and comes into its orbit he indirectly becomes a subject reiterating the
logic and dynamics of the work and experiencing the process of the concept.'*°

Her work titled as K-A-I-D-E dating back to 1983 (Figure 30); is an autonomous
structure, which resembles a plinth without its subject on top; announces its independent
existence as a structure on its own. Once again, she attempts to unveil the essence in the
concept by only laying down the structure in its true form; as if she is only picking the
necessary object that would perfectly represent her ideal conceptualization of the work
and brings it forth to the eye of the viewer and as an artist stopping right where she has

re-located the object.

In her work in 1985, titled as Tasarlanmis Diizenlemeler (Figure 31) she draws
attention to the unknown history of compositions that are experienced in our daily lives.
In this series of eight photographs; she shows the co-existence, the coming together of
different materials and objects and the indifference that the viewer would grow in front
of these visual combinations just because they would be happening on the street. This
work is interesting in its challenging nature as it opens up a discussion about the
territory and content of the art work. As she also states; it is big mockery to declare the
artist as the God-like authority in the establishment of arts.'*” This work is an attempt to
discuss this particular issue as the viewer would inevitably wonder about the difference
between the visualities of daily life and the chosen imagery of the artist that is laid

down in the gallery space and become an art work.

In her work called Zamanla, dating 1949 (Figure 32), Erkmen once again
harmonizes with the spatiality she is to create into, which is in this case the nature of the
concept of ‘art exhibition’. This particular work is one perfect example in terms of how
she relates to the architecture, the conceptuality already configured for the space in

question, the position of the viewer, and the concept of memory in terms of how it is

136 Kaplanoglu, Semih Ayse Erkmen, (Istanbul: Ada Yaymlari, 1990) 11.
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constructed, changed and shared and to the actual flow of time. By placing white clean
sheets of paper in the form of a trail that directs the viewer from where to approach the
art work and in that sense invites him / her as well; she creates an extension within her

work that reaches and embraces the participation of the viewer as well.

The colored dust-paint that is scattered around these sheets of paper, works as the
assistants who will help the viewer and the art work to exchange their marks. As the
viewers would leave their footsteps on the white sheets of paper, they would participate
in the evolution and the transformation of the art work, attending to its unique life and
span and witnessing its existence. What awaits the viewer at the end of this trail is the
calendar that shows the timeline of the open days of the exhibition. As each viewer will
leave his or her own trace on the surface of this art work; the art work will escape its
solidarity and will have evidence to prove its integration with its viewer at the end of its
life time. This particular work is a very clever representation in terms of the

conceptualization of the role of the viewer and the duration of an art work.

This kind of process-creating, dialogue-enabling works of art are very frequently
observed in Ayse Erkmen’s personal history as an artist. In her work dating back to
1988, titled as Karsilagtirmalar (Figure 33); she has placed numbers on the windows of
the gallery space allowing them to be viewed both from within the exhibition area and
from outside. Numbers, in their nature, have the tendency to be followed in the exact
same manner or order by everyone; because they are learned, known, well-taught,
memorized tools for organizing life. Because of the two-faced representational nature of
this particular work, the people to pass outside the gallery who have no intentions of
acknowledging what they see on the windows as works of art would have a different
comprehension of this composition than that of the viewers inside the gallery who
would be consciously looking to see a work of art. Ayse Erkmen asks the question of
the difference between the external and internal apprehension of the systems by

configuring such a work.

In her other works, like that of the Burasi ve Orasi, 1989 (Figure 34), Ge¢mise
Toren, 1989 (Figure 35), Aslinda Ayni, 1990 and Bir Yer, 1992 (Figure 36), once can
see traces of similar discussions that she has been suggesting to be opened up. Amongst

these works, Burast ve Oras1 and Ge¢gmise Toren hint her relation and her curiosity in
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trying to formulate the notion of the past and memory without being nostalgic or
dramatic. Her work called Bir Yer, is significantly different in its attempt to destroy, to

correct or to re-link the divided spaces within a spatiality.
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6.4 Giilsiin Karamustafa

Giilsiin Karamustafa was one of the pioneering artists of the Yeni Egilimler
exhibitions. In an interview that was conducted in 1985, Zeynep Avci asks the artist to
define her works from a surprisingly non-judgmental perspective. As an artist who has
been exhibiting since 1978, she explains her artistic quest as one that arrives at the
objects themselves or in other words the physical reality as it is laid before our
perception in our daily lives. Dealing with the tensions created by the contrast of the
rural and the urban state, her works always had references to or celebrations about the
sub-cultural identities or domestic rituals. She defines her art as one in which she re-
presents to the viewer the ordinary daily objects after her contribution to their beings in

the form of re-interpretation and shaping them to become ‘her art’.

She explains this as due to the urge to draw attention to these objects. While
explaining her art she refrains from concluding to attend the responsibility of explaining
her art as the artist; despite the risk of being misunderstood or not being understood at
all. She stands in favor of asking questions rather than explaining the answers. She
believes in the creation of a question within the mind of the viewer - and in that sense in
the non-satisfaction of the viewer as the art work is not that easy to grasp in an instant —

which stands as a complimentary element of the work itself.

This kind of positioning of the viewer, when thinking of the roles attributed to the
Turkish Art viewers stands out as a new approach, a new edition. The idea of
conceptualism was introduced to the people reading this article as she was suggesting
that the viewer was a part of the process and the concept was there not to be explained
but to be self-revealing as naturally as it can be. As Wittgenstein would suggest, ‘what

can be shown, can not be said’ or as he states in another of his propositions; the general
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form of a proposition, may it be in art or in philosophy can only formulated like this:

This is the way things stand."®

Giilsiin Karamustafa’s conception; in terms of her distance with the inner
dynamics of her art as she withdraws from forming direct relations with the viewers on
the basis of the core concept; hints that she prefers to leave the dialogue between the
viewer and the art work untouched, so un-directed and un-biased. The natural flow of
the conceptuality travels from the artist’s mind to that of the work and then to the
viewer’s perception and is re-shaped in every phase; which is a small simulation of how
the perceptual behavioral rules of the world work within; which is exactly the way the

things stand.

Karamustafa, as Platt suggests, maybe because of her father who was a
[prominent radio personality], can not escape the influence of the weird dynamics of the
interlacing cultural layers of Turkish society; appearing in a rather Pop style in her
works.'* Due to her interest in culture in this sense; she was mainly dealing with kitsch
and the constructed cultures of urban minorities like the migrants or the middle-class or
the housewives. Her art stands political in that sense even though she does not speak out
large scale, national wide issues but rather concentrates on individual politics; like

traumas, depression, alienation and depravation.

Interesting in terms of her political background, Platt states that she has a [dark
side to her story.]'*® From 1970 to 1986 she was deprived of her right to leave the
country because of her alleged political activities. This could be the reason why she has
the tendency to address the invisibility of the womanhood of the women in a critical
manner in her works. As a politically re-situated individual (as she is denied of her right
to travel is differentiated from other citizens in that sense) because of her opinion; she
may be analyzed as an identity who is twice the minority of the other women artists in

question. The powerful dialogue hidden in her art; through which she is attempting to

138 Wittgenstein, Ludwig; Tractatus; Propositions 4.1212 & 4.5

139 Platt, Susan N.; ‘Public Politics and Domestic Rituals: Contemporary Art by Women
in Turkey, 1980 — 2000’

140 platt, Susan N.; ‘Public Politics and Domestic Rituals: Contemporary Art by Women
in Turkey, 1980 — 2000’
101



communicate with the in-house, in that sense trapped domesticated identity of the
women; she reveals the possibility of politicization of the womanly production. The
language of the hand-made crafts; the narratives that are configured by women
embedded in this secret art works; combines with aggression and the ultimate eager to

make visible of the woman’s denied role in terms of having an opinion.

Her work stands obvious and romantic when compared to her contemporaries.
Despite the aggression she can not hide behind conceptualism; the nature of her work,
as she chooses her material from the traditional Turkish Arts; her problematic with the
past remains within the feeling of longing rather than a quest for re-positioning the

concept of the past within the present.

In her work called “Siradan Bir Ask Halis1”, dated 1985 (Figure 37); which is a
textile collage; one can see the traces of her usage of kitsch notion of the hand-woven
identity of the Turkish Carpets; which has come to be defined as the diaries of the
teenage girls who chose themselves these carpets as the venue for their self-expression.
The design of the carpet in Karamustafa’s work, is a de-constructed, fragmented
totality; consisting of vertical and dark cleavages. As the work could also be read as the
representation of a yet immature sexual identity, which can not escape its history of
conservatism that provides the woman the safest environment to exist; the easily
attainable, latest fashion of sexuality and its symbols, like the leopard-skin causes both
the ritualistic traditions of the Turkish women as well as their attempt to adapt to the
contemporary world to co-exist on the same platform. The colored representation of this
work creates the effect of a tragic disharmony as well as the indifference that is present

according to this status-less sexual identity of the women.

In one of her works, called the Monument, dated to 1988 (Figure 38) composed of
various media; she places a plexi-glass bell jar with twin dresses in colors of pink and
blue to be placed in it, situated on plastic grass. Lighting the composition from within,
the composition stands on the emptied rectangular space in the middle of the red carpet

that covers the ground of the whole room. In her words:

“Since I saw the small room in Hareket Kiosk, I have been thinking about
how joyously my plastic grass would meet with the space in the middle of the rug
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which is especially woven this room. The Joy of this meeting with the rug which
has been added to this environment and the plastic grass in not found in the other
elements. This is equally important for me. I have found that spot I was looking
for to erect “Monument 88”. The man at the shop where I bought these dresses
told me how happy I would make ‘those’ little girls.'*!

She was re-decorating the place with her womanly insight, harmonizing with the
volume of the room by suggesting the placement of dresses of children, as if assigning
an age for that space, creating a history; causing the viewer to remind of a constructed,
fiction story that you have entered a little girl’s room — or a grown-up woman’s room
who was once a little girl, keeping her childhood trapped in a lighted, romantic, self-
made statue on green grass, surrounded by red carpet. She traps them into a lighted bell
jar, which reminds of Sylvia Plath’s novel The Bell Jar; sad in that sense. This particular
work is poetic in its sense that it stands as the statue, the physicality of one’s
imagination and memories of childhood. It is like a simulation of remembrance,
traumatic as if it hides its own complicated connotations that every viewer is free to
associate them with their own stories. It is naive, lyrical and sincere; not as typically

Turkish as her other works, though.

As Sezer Tansug also suggests her search within the limitations of the figuration
and the canvas was towards the representation of the popular culture'** whose subject
matter was the woman. Arabesque was in that sense, one perfect and uncanny sub-
culture within the Turkish society, which was a direct result of the cultural clash that
was being experienced in the cities caused by the confrontation of the rural and the
urban. An example to this could be her work called the Arabesk Kompozisyon. In this
work, her figuration exceeds the conventional representation of the woman and the man
and once again the concept of the work as the story behind the composition stands out.
As if there is a story being told, the man and the woman in the painting seem as the two

actors of a sad love story.

1! Karamustafa, Giilsiin Exhibition Catalogue 1988 (Garanti Platform Archives)
142 Tansug, Sezer ‘Diinyaya Acilmanin Yeni Bir Asamast’ Cagdas Tiirk Sanati
(Istanbul: Remzi Kitabevi A.S., 2003), 303.
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Reminding the viewer of the scene from a bridal chamber, where the ritual
elements specific to the occasion like the quilts from the brides dowry; saved or made
only for that night stand as an obstacle between the bride and the groom; they tend to be
distancing away. The pressure of the sociologically exaggerated notions like the first-
night phenomenon wiping out the nature of the sexual identities of the man and the
women, questions the concept of love, sexual intercourse and how few visible
representations these have in the daily social life. Arabesque to the extend that this kind
of romance is out-fashioned and lame; this piece also challenges the existence of the
culture of arabesque, which remains to be valid as a life style for a considerable crowd.
What one part of the society defines arabesque as, stands just on the contrary of how the
real inhabitants of this culture perceive it. In that sense, titling the work as the
Arabesque Composition; Karamustafa draws in the discussion of this sociological

rupture of cultures.
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In her series of paintings called the Promised Paintings (Figure 39, Figure 40,
Figure 41) she once again deals with her most favored issue of ‘being a woman’. She
depicts the role of the woman in a society, in a family or in a crowd as one that is
expected not to see, not to talk. The woman figure is depicted with traditional
accessories and appropriate colors of the culture as Turkish ordinary woman of any
class would look like. A similar conceptualization of the figure, role and meaning of
woman, especially Turkish woman, can be found in another series that she had made in
1975 and 1976, with titles Kiymatl Gelin (Figure 42), Ortiilii Medeniyet (Figure 43)
and Kapici Dairesi (Figure 44). The women are depicted almost expression-less in the

sense that they have no opinion, no idea, no opposition, no question.

They appear as they have always belonged to the overly-decorated environment
they live in; they appear as they are another object within that constructed model of a
house. One of them is a bride, waiting for the groom, surrounded by her dowry; a
woman who has long before accepted a pre-constructed role and a pre-defined future;
she is waiting to be taken. In the next painting (actually they are made with mixed
media applied onto the canvas), the woman is knitting lace and she is surrounded,
almost drowned by lace; that is the job or the only function she is assigned to. In the last
painting, the woman is the wife of a superintendent; an invented profession as migration

was causing crowds to flow into the city, hoping to escalate their economic power.

With all the domestic talents they had which were all about the homely activities;
so they turned them into a profession. They started living in small houses and accepted
to be lowest class segment within the small simulation of life that was going on in an
urban apartment. They would decorate those very small flats as if they were still living
in a village; they would carry on their own rituals. In this particular figuration, different
than the other two, the woman is not seated, she is surrounded by her children; the space
around her is too small for her and her children. She is more alert compared to the other

women; she must have had a glimpse of the outside world.

In her work titled Praying Carpet with Elvis, dated 1986 (Figure 45); she has
woven the cult imagery of Pop Culture, which was not only known in west but also in
Turkey, almost cloned in the outfit and style of the highly praised popular icon of

Turkish music, Erol Biiylikbur¢. She has woven Elvis images in the form of cult carpet,
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a very traditional Turkish hand-craft. She combines the traditional motifs with current
cultural details that are as modern, as consumerist, as commercial as they can be. In
these works, one can sense Warhol-like and even Duchamp-like de-mystification of
fast-consumed and much-adored figures of popular cultures; people that have turned
into commodities; just like Elvis and then Jesus Christ. In her work titled, Double Jesus
and the Baby Antelope, dated 1989 (Figure 46); she presents a leopard patterned blanket
that seems like the simulation of hell and heaven. Sarcastically enough, Karamustafa
has depicted Jesus carrying sheep; the holy animal of Islam that is destined to be

sacrificed for the love of God.

Her large scaled, monumental work titled Double Reality (Cifte Hakikat, 1988,
Figure 47) is a very direct problematization and politicization of the conflicting roles of
being a man and a woman, how their roles integrate or surpass into each other’s social
niches. Plus, this particular work can also be read as a connotation of the transvestites;
who were becoming a more visible reality in the Turkish society. This work is a male
plastic model which does not have one of his arms, dressed in a woman’s dress that
resembles a night gown. S/he is surrounded by nested two cubic constructions, one
green; one red. Her direct-ness and loud-ness in terms of her way of conveying the
message she is determined to deliver, she invades the conceptualization of the issue that

is to be realized by the viewer.

She is political; she chooses objects that are from a feminine world, with a lot of
connotations to womanhood; she treats them like toys to play around with; she is very
fond of expressionist colors; uses symmetry or series to make her story visible and she
re-configures the ‘concept’ of woman. In her conceptualization of the Turkish feminity,
she emphasizes the invisibility and the reverses it. She is sharp, acute and manly
aggressive in her statements but she reveals the fragility within her true nature as she
can fails to obey it. Her works are hand-crafted, serves the eye, problematize the owner
of the gaze, attempting to alter the system that she believes is trapping the women. In
her work called 24 Saat i¢in Birer Mask, dated 1990 (Figure 48) is like a mockery of the
programmed routine of a woman’s emotions. Most of the time only associated with loud
laughs or capricious cries, the toy-like faces of the women are wired to show those pre-
programmed feelings. In her work titled Plastik Kurdeleli Onbir Ayna, dating 1990

(Figure 49), she once again patterns her message. The mirrors are directed at the viewer
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and what is inside the circle of these mirrored plates is left alone in the darkness, the

blindness of the back of the mirrors.

In 1992, she constructs this expansive spatiality which titles as Mystic Transport;
(Figure 50) her symmetry, her poetic choice of womanly labor objects is once again re-
presented. In general, the nature of her works reveals the most significant odor of being
a woman compared to the other artists that have been subjected to the discussion of this
thesis. Not only they are feminine in terms of their material, in terms of their
compositional arrangement but they are also very directly and very subjectively, narrate

the story of being a woman.

Her visualization of the concept of womanhood and bringing it back to the artistic
stage of the representation of the reality, she refers to the banality of popular culture and
the invisibility of the women stuck in between the defined social classes. Her
problematization of the arabesque culture falls right in its place in that sense. It was a
culture that was forcefully invented, as a result of the segment of the society who was
left with no accepted identity and no space to socially practice their existence. They had
to re-create their own music, their own rules and rituals; just like Karamustafa has
invented her art as she could not escape the disturbing unnoticed, cornered reality of the

denial of women as a minority.
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6.5 Nur Kocak

For the last part of this thesis, two other women artists of the period will be given
closer attention for closure. Nur Kogak’s attitude towards the re-representation of reality
was also an attempt for breaking through the conventions of art; this time in terms of
subject-matter and perfection of figuration. Just like taking a photograph, she attempts
to grasp the instantaneous, perfectly textured moment of the reality. As 1970s were the
years that visual image processing was becoming advanced, art movements like new
realism or photo-realism were being practiced. The reflections of these movements in
the Turkish art correspond to the same period when the young Turkish artists were
becoming more exposed to the art of the west. Nur Kogak was one of the leading artists
who exported the photo-realism to Turkey. Her works that are mostly figures of naked
women, or women in their underwear, bikinis and also figurations of the fast-consuming

goods that are mainly used by women; lipsticks, fashion magazines, etc.
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Despite the fact that this kind of an approach is alien to the artistic representation
that is habitually practiced in Turkey, the reason why movements like photo-realism
that was pursued by artists like Nur Kocak was the accelerated urbanization and the fast
forwarded progress of liberal economy in Turkey. Sense of humor combined with
precise observation resulting in criticism of the unbalanced transformation of the
cultural environment in Turkey meets the unique representation of reality in Nur
Kocgak’s photo-realism starting with her work titled the Vivre, dating 1974 (Figure 51).
Her problematization of the concept of womanhood, especially in the widely consumed
imagery of women as massively selling visuality in commercials of commodities,
cosmetics and all kinds of womanly products was for the first time being represented as
a subject-matter in art. She explains about her first work as the turning point of her

artistic career:

Parfiim sisesinin resmi olan ‘Fetis Nesneler 1’1 1974’te yapmistim. Kendi
‘milad’1m kabul ediyorum o resmi. Foto-gercekg¢iligi, yani fotografi kaynak olarak
alip piiskiirtme tabancasiyla akrilik boya kullanarak yaptigim resimlerin ilki

1 143
clinkii.

In her other works as previously described, she mainly uses images of half-naked
women. Examples to these can be her ‘Nesne Kadinlar’ series, which appears as a
protesto against the cheap consumption of the woman-objectified (Figure 52). Her work
is also lyrical, narrative and aggressively political. She might seem not to be dealing
with the spatiality dimension of conceptualization of reality in artistic representation, or
challenging the form to the extend that Fiisun Onur, Ayse Erkmen and Canan Beykal
problematize or reform within; she creates a rupture that is earlier and different than the
figurative works or works made with daily objects by these three artists above; she

ruptures the content.

She directly reaches out to the viewer and states her case through the mental
power, the beholder of the moment of decision that lies in the control of the
photographic click. Her clear imagery in a photographically perfectionist style draws

reference from the brightness and transparency of clean colors. She had mostly worked

143 Antmen, Ahu ‘Tiirk sanatinda yeni arayislar (1960-1980)° Phd Thesis, submitted to
Mimar Sinan University, Academy of Fine Arts; advisor : Prof. Dr. Semra Germaner,
2005, quoting Nur Kocak, pg. 164.
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with high scale canvases; magnifying the details of her compositions. Her works show
evidence of her patience, neatness and sensuality; they bear the obvious traces of
feelings of anger, misery, desperation, loneliness, curiosity and etc. In her exaggerated
imagery of the women or women’s bodily details, she problematizes the fetishism of the
female body. They are identity-less, dully cloned, resemble the models in a shop-
window but they are powerful in their function of visualizing the invisibility of the
high-consumption or commercialization of the feminine beauty. (Figure 53, Figure 54,

Figure 55)
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CONCLUSION

In order to create a parallel platform where it would be possible to bring the
Turkish Non-Canvas Art into discussion in accordance with the dynamics of the
Western Conceptual Art; the critical issues that needed to be addressed individually had
so far in this thesis been given close attention. The claim after all, surfaces as the
suggestion that the way that the Conceptual Art had paved for the future of the art and
the artists was a rare opportunity, stands as an already constructed suitable model for the
Turkish artists of the 1970s and 1980s to import and apply; as systems of thought and
alternative possibilities and also as a natural unfolding in itself that would inevitably
arise in the arena of the Turkish art as the next possible method of artistic expression
when the conventional ways of art-making were being exhausted as times were

changing.

The definition of the conceptual art in the west was mainly significant in its re-
positioning of the process of the art-making as one that was prioritizing the idea before
the form. As the initiator, the machine that caused and mentored the process of creating
an art work; the idea or in other words the concept became a representative element in
art overruling the contradiction that it was absolute whereas an art work demanded
physicality to be experienced. This collision enabled discussions about the dynamics of
art itself to be brought up as subject-matters and the role of the material shifted to being
a complementary medium whose eligibility for becoming a tool for art was dissolved of
any boundaries. This transformation in the west; if not invented then definitely
accelerated by the introduction of conceptuality into the mimesis that arts were trying to
achieve; was rather a natural embodiment of the suppressed congestions within the

dynamics of art which had been obstructing further developments within art. The
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problem that the art object had to be trapped into pre-defined boundaries that limited
spatiality that artistic representations were allowed to conquer and as a result eased arts
to be accepted by the authorities was an issue that had to be challenged and was at the
end refracted. The arts, welcomed the re-constructed role of the viewer, the notion of
time as an expressed and presented aspect within the visibility of an art-work and the
dialogue that was created within the space and duration of the art work through the
various media that arts started to use as material and the Turkish arts were not too
delayed in the inevitable participation and catching up of this new trend in artistic
representation. This transformation was therefore a need for the Turkish art which had
started to believe that the arts as it was practiced and appreciated in the Academy had
come to an end; that it was necessary to surpass the notion of the beautiful within the
arts; that it was time for the arts to re-appear as a platform, a venue through which news
could as well be transferred and discussed and that in accordance with the times
anything was now allowed to become an art work within the holistic frame of art. This
was triggered and also enabled with the changing face of the authority within the
Academy of Fine Arts as well. As students were taking over the administrative positions
within the Academy, they were more open to changes and renovations in art than their
previous professors. (Ozdemir Altan, Devrim Erbil, Adnan Coker, Dinger Erimez
period that came after Ali Avni Celebi, Cevat Dereli, Zeki Faik [zer, Nurullah Berk and
Neset Giinal.)

The period of late 1960s until the late 1980s, the new tendencies in Turkish art
were born out as a result of the exhausted methods of figuration, abstraction and
painterly practices folkloric patterns among which political depictions were either too
obvious in their nature of being in the form of slogans or were struggling in the
dilemma of inefficiency. The idealism of the period that was triggered and had outburst
as a result of the politicization and polarization within the social and political arena of
Turkey, had paved the way for a ‘idealism’ in arts as well. The fact that the
conventional ways of representation, in visual arts, in literature, in cinema, were not
expressive enough or were incompetent to express the dynamics of the changing times,
the speed, urbanization, consumerism, popular culture, the emergence of sub-cultures
and sub-identities within the society, alienation, the body as a political entity,
technology as the new extension and dimension of daily lives and the fact that socio-

political issues were in need of new areas to be discussed and make visible; were all
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reasons for Turkish artists to turn to new possibilities in art. Since the spatial limits, the
possible subject-matters and the materials of painting and the allowances of sculpture
were pre-defined and were already exhausted; the new possibilities in art which were
pop art, photo-realism and conceptual art; were new ways to approach, discuss,

challenge and transform the arts in Turkey.

As the practice of these new art movements become more and more visible with
the help of the exhibitions like Yeni Egilimler of the late 1970s which also officially
tore down the categories; and since these movements were both imported from abroad
and also were self-discovered by the young artists who were in search for their identities
both as an individual and as an artist, and whose ambitions were too strong to fit into
the conventionalities; the face of the visual arts in Turkey went through a transformation

that was irreversible and could be distinguished as a rupture.

Starting with the works of Altan Giirman, the definition and implications of
painting and sculpting were challenged and slowly refracted. As painting and sculpture
were expanding into each other’s areas of competency; the introduction of new
materials as well as no materials and conceptuality within the visual arts; made way for
the preceding artists to realize the rupture of visual language in Turkish Arts. Despite
the fact that, this rupture was not firstly seen in the works of the women artists in
question of this thesis; their existence and artistic production in this particular period in
Turkey had a significant role in this transformation. Their conscious and self-
determined choices while defining their arts and their unique style; the fact that they
were very brave, politically involved and formally challenging taking the stand of
opposition against the traditional methods of art; they were the visible face of this
rupture. Each of these artists, with their detachment from formalism and their arrival at
their individually unique problematizations of the political, social, cultural, spatial,
epistemological and ontological concepts, they stand out as the sole fraction within the
artistic environment of Turkey who were sensual, lyrical, poetic, sensitive, aggressive,
idealistic and ambitious in their attempts to re-discover the visual language of Turkish

arts as well as to re-invent their identities both as women and as artists.

The fact that the women artists were not the most accustomed group of artists as

they were not represented within the faculty, academy or any other institution of artistic
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authority and the changing role of the women bearing in mind the changing dynamics of
the society was a fact that might have pushed women forward in their struggle to
become more visible. As this rupture within the visual language of Turkish arts was
realized, it made way for the viewers of the Turkish public to be more welcomed into
the arena of art-appreciation and they were invited to participate in the discussions that

were raised by the works of these artists.

Conceptual Art in Turkey was both self-discovered and consciously preferred as a
new way of representation and was borrowed for its further implications from the
western world; it was harvested with the legacy of the Turkish arts and was influenced
by the hot debates of the period and ended up being a highly praised and practiced
method of art-making. It was not practiced in its pure definition for long, neither in the
west nor in Turkey; but it was influential enough to breakthrough the already existing
machine of mimesis and to reinvent it through the suggestions and propositions of the
western conceptual art as an art movement, through the meaning of conceptuality and
the demands of this particular geography. The relationship and dialogue between the
artist and the art work, the artist and the concept, the artist and the viewer, the material
and the concept, the viewer and the concept and combinations of these were re-
constructed in a freer sense of thought and speech and the arts were expanding into the
public sphere more and more as history, presence, individual experience, ordinary
objects and spaces of life were being chosen as the tool as well as the source of the new
art in Turkey. This was a rupture as the visual arts flooded out of the canvas, conquered
other possible spaces and localities and the sculpture exceeded its potential of volume,
expression and raw material; and as language was introduced as a representative
element in art; Turkish visual arts were moved up to the level of being an issue that was
to be discussed within the framework of philosophy, aesthetics theory and politics,
sociology, modernism, postmodernism and consumerism. The meaning of art would
then not anymore be configured or determined by the category of an art work or by the
talent of an artist or by the appreciation of the viewer or the authority; but by the
conceptual problematization of the artist that would invoke a process which invited the

viewer to step in and take part in this dialogue.

The role of the women artists, Fiisun Onur, Ayse Erkmen, Canan Beykal, Giilsiin

Karamustata and Nur Kolcak; who all dismissed conventional subject-matters in art and
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respectively did deal with and problematize the issues of space, rhythm; spatiality and
the position of the viewer; the essence and meaning of the art work and the local, global
and individual politics of the day as well as identity; the voicing of the sub-cultures and
sub-identities that were forced to remain invisible or ignored by the rest of the society
and the role and meaning of being a woman, who was a sex object and the reason for
consumerism were unique in their nature of opposition. Their role within this rupture
was their visibility and productivity during the years in question. The fact that they were
women was revealed within this transformation in the form of the political and poetic
nature of the art that was practiced by them; which can be evaluated as the locally
embroidered version of a three-dimensional art that was unique to this particular time

and particular geography.

115



WORKS CITED

Acar, Gilines ‘Plastik Sanatlarda 1985°; Sanat ve Edebiyat Cevresi Hiirriyet
Gosteri (1985) 30-32

Ahmet O. Evin, ‘Novelists: New Cosmopolitansim versus Social Pluralism’
Turkey and the West: Changing Political and Cultural Identities ed. Metin
Heper, Ayse Oncii, Heinz Kramer (New York: I.B. Tauris & Co. Ltd., 1993)
98

Akay, Ali & Zeytinoglu, Emre Kavramin Sinirlarinda, (Istanbul: Baglam
Yayinlari, 1996)

Akay, Ali ‘Devlet Himayesinden Serbestlesmeye Plastik Sanatlar’
(downloaded from www.sanalmuze.org/paneller/Mtskm/34dhs.htm on
14.12.2005)

Akkoyunlu, Begiim ‘1980’1 Yillarin Tiirk Sanatindan Bir Kesit: istanbul
Sanat Bayramu ve Yeni Egilimler Sergileri” Sanat ve Sosyoloji, ed. Aylin
Dikmen Ozarslan (Istanbul: Baglam Yayincilik, 2005) 178-185

Antmen, Ahu ‘Tiirk sanatinda yeni arayislar (1960-1980)" Phd Thesis,
submitted to Mimar Sinan University, Academy of Fine Arts; advisor : Prof.
Dr. Semra Germaner, 2005

Arendt, Hannah Insanlik Durumu ¢ev. Bahadir Sina Sener (Istanbul: letisim

Yayinlari, 1994)

Aristotle, Poetika. BOl. IV, 48b4-19

Art in Theory: 1900 — 2000, ed. Charles Harrison & Paul Wood, (USA:
Blackwell Publishing, 2003)

Atagok, Tomur ‘Kadin ve Sanat’ Cumhuriyet’ten Giiniimiize Kadin
Sanatcilar, ed. Selmin Kangal, Zehra Erkiin (Istanbul: T.C. Kiiltiir
Bakanligi, 1993) 16-23

Atagok, Tomur ‘Kadin, Yasam, Kiiltiir’ Cumhuriyet’ten Giiniimiize Kadin
Sanatcilar, ed. Selmin Kangal, Zehra Erkiin (Istanbul: T.C. Kiiltiir
Bakanligi, 1993) 11-16

116



Atakan, Nancy Arayislar — Resim ve Heykele Alternatifler (downloaded
from http://212.58.11.161/mag/may03/kavsan052.asp on 5th of August
2005)

Balkir, Sedat “Stikrii Aysan” Akademiye Taniklik 1: Giizel Sanatlar
Akademisi’ne Bakiglar — Resim ve Heykel ed. Ahmet Oner Gezgin (Istanbul:
Baglam Yaymcilik, 2003) 285-299

Bauman, Zygmut ‘The Meaning of Art and the Art of Meaning’
Postmodernity and its Discontents (Oxford: Blackwell Publishers, 1997)
103-112

Beykal, Canan Yazi Sanat: 1999 > pi artworks: 8 Mayis > 15 Haziran 1999
> pi artworks, pg.7

Brehm, Magrit Fiisun Onur: Aus Der Ferne So Nah (Staatliche Kuntshalle
Baden-Baden, 2001)

Crowther, Paul ‘Aesthetic Ideas versus Conceptual Art’ The Language of
Twentieth-Century Art (New Haven and London: Yale University Press:
1997), 181

Calikoglu, Levent ‘Kimligin Bulgulanmasi, Cagdas Olma Istegi’ Anonim.

Coker, Adnan ‘Oncii Tiirk Sanatindan Bir Kesit’ (downloaded from
www.sanalmuze.org/paneller/Mtskm/28ots.htm on 14.12.2005)

Dingin, Emin Cetin; “*Oncii Tiirk Sanatindan Bir Kesit” Ressamlari”,
Gosteri, July 1986, Issue: 68

Foucault, Micheal ‘To Paint is not to Affirm’ This is not a Pipe (downloaded
from website: http://foucault.info/documents/foucault.thisIsNotaPipe.en.html
on 10th of June 2005)

Fowle, Kate ‘Curating Now’ Curating Now 05, (San Francisco: California
College of the Arts, 2005) 6.

Godfrey, Tony; Conceptual Art (London: Phaidon Press Limited, 1998)

Group Exhibition: A New Aesthetic, 1967, Washington Gallery of Modern
Art, Washington, D. C. Curated by Barbara Rose

Giirel, Hasim Nur ‘Sablon Kimlikler, Sablon Koleksiyonlar...” (downloaded
from www.sanalmuze.org/paneller/Mtskm/31dhs.htm on 14.12.2005)

117



Harvey, David ‘Mekan ve Zaman Deneyimi’ Postmodernligin Durumu,
translated by Sungur Savran (Istanbul: Metis Yayinlari, 2003)

Iskender, Kemal ¢ Cumhuriyet Donemi Tirkiye’sinde Resim’ Cumhuriyet
Donemi Tiirkiye Ansiklopedisi, C.6, (Istanbul: Iletisim Yayinlari, 1983a)
1691-1698

Iskender, Kemal ‘1950-1990: Tiirk Resminin Gelisim Siireci icinde
“Cagdaslik” Kavraminin Anlami’ Sanat Cevresi (Vol: 140, June, 1990, pg.
22-24)

Kabas, Ozer ‘Yeni Egilimler Sergisi ve Degisik Cagrisimlar’ (downloaded
from www.sanalmuze.org/paneller/Mtskm/23yes.htm on 14.12.2005)

Kadioglu, Ayse ‘Turkish Nationalism and Official Identity’ Turkey: Identity,
Democracy, Politics ed. Slyvia Kedourie (London: Frank Cass & Co. Ltd.,

1996) 185

Kahraman, Hasan Biilent ‘ Tiirkiye’de Kiiltiirel S6ylem Kurgulari: Kopustan
Eklemlenmeye ve Geleneksizlik’(downloaded from
www.sanalmuze.org/paneller/Mtskm/27dhs.htm on 14.12.2005)

Kahraman, Hasan Biilent ‘Ikinci Yeni Siiri’ Tiirk Siiri, Modernizm, Siir
(Istanbul: Biike Yayinlari, 2000)

Kahraman, Hasan Biilent, Sanatsal Gergeklikler Olgular ve Oteleri

(Istanbul: Agora Kitapligi, 2005)

Kanik, Orhan Veli ‘Onsoz’ Garip (Istanbul, 1941)

Kaplanoglu, Semih Ayse Erkmen, (Istanbul: Ada Yayinlari, 1990)

Karaca, Alaattin ‘Ikinci Yeni Siiri’ Ikinci Yeni Poetikasi (Ankara: Hece

Yayinlari, 2005)

Karaesmen, Erhan ‘1985’in Genel Izlenimleri’ Sanat ve Edebiyat Cevresi
Hiirriyet Gosteri (1985) 32-34

Koksal, Aykut “Tirkiye’de Cagdas Sanat” Cumhuriyet’in Renkleri, Bicimleri
(Istanbul: 1999) 168-177

118



Kula, Omiir Private Session with Ayse Erkmen (Cihangir: 02.12.2005,
Istanbul)

Kula, Omiir Private Session with Canan Beykal (Suadiye: 15.12.2005,
Istanbul)

Kula, Omiir Private Session with Fiisun Onur (Kuzguncuk: 09.12.2005,
Istanbul)

Lenoir, Béatrice Sanat Yap:iti, translated by Aykut Derman (Istanbul: Yap1
Kredi Yayinlari, 2003)

Madra, Beral ‘80’lerde Tiirkiye’de Sanat Uretimi’ (downloaded from the
website: http://www.btmadra.com/articles/articles.html on 05.08.2005)

Madra, Beral ‘Modern’den Postmodern’e-2’ Hiirriyet Gosteri, (Vol: 126,
Mayis 1991), 45

Malevich, Kasimir; Catalogue (Garanti Platform Archives)

Moral, Siikran ‘Yasasin Alternatif Sanat’ Sanat Cevresi (Vol: 106, August,
1987, pg. 12-14.

Moszynska, Anna Abstract Art (London: Thames and Hudson, 1990)

Ozsezgin, Kaya Cumhuriyet’in 75 Yilinda Tiirk Resmi (Istanbul: Tiirkiye Is
Bankas: Kiiltiir Yayinlari, 1998) 90-93

Parten, Arzu Interview with Canan Beykal, 29.05.2003; Canan Beykal —
Dosya: 1981-2003

Plato, Devlet, X, 595b-601c

Platt, Susan N.; ‘Public Politics and Domestic Rituals: Contemporary Art by
Women in Turkey, 1980 — 2000’

119



Sadak, Yal¢in ‘Tiirk Resmi S.O.S.” Sanat Cevresi (Vol: 106, August, 1987,
pg. 16-19.

Sanatta Bulusma, ed. Tomur Atagok, Goniil Nuhoglu (Exhibition Catalogue,
Istanbul: 1-10.09.1997)

Selim Ilkin, ‘Businessmen: Democratic Stability’ Turkey and the West:
Changing Political and Cultural Identities ed. Metin Heper, Ayse Oncii,
Heinz Kramer (New York: I.B. Tauris & Co. Ltd., 1993) 180

Stangos, Nikos Concepts of Modern Art (London: Thames and Hudson,
1994)

STT, ¢ Definition of Art’, (downloaded from the website on 10th November
2005 : http://sanattanimitoplulugu.com/)

Tansug, Sezer Cagdas Tiirk Sanati (Istanbul: Remzi Kitabevi A.S., 2003)

Tansug, Sezer ‘Turkish Painting in the 80’s’ 2. Uluslararast Istanbul
Bieaneli, 25.09.1989-31.10.1989

Trodd, Colin ‘Postmodernism and Art” The Routledge Companion to
Postmodernism, ed. Stuart Sim (New York: Routledge, 2001) 101-107

Wheeler, Daniel Art Since Mid-Century, (Thames and Hudson, London: The
Vendome Press, 1991)

Wittgenstein, Ludwig; Tractatus Logico — Philosophicus, 1921

Yiizyiize, ed. Yusuf Taktak, Emre Zeytinoglu, Orhan Taylan (Exhibition
Catalogue, Istanbul: 20-31.05.1997)

Zurbrugg, Nicholas ‘Barthes, Belsey, and the Death of the Author’ The
Parameters of Postmodernism (London: Routledge, 1993)

120



APPENDIX A:
FIGURES

121






Figure 2

123



Figure 3

124



Figure 4

Figure 5

125



Figure 6

126



Figure 7

127



128



Figure 9

129



Figure 10

130



Figure 11

131



Figure 12

132



Figure 13

133



Figure 14

134



Figure 15

135



r
|

igure 16

F

136



Figure 17

137



B ] i T .
;@vy.lg‘ ~ BEEmara i

Figure 18

138



Figure 19

139



igure 20

F

140



OLOM 'n.rrANAdl Mg Tl e ,.""“—'-!
T.C. Sandart'Form Ho. Mm.u:%g‘; o q‘x‘;n__m :
- Ayeel Sivrieglu [ wane
Baba adi Ana adi woaal
Arif Helahat - islsa

Medenl hall : Iéosmoamrg_‘ﬂ Slonin son sdresi
Otim yorl ] ‘au.::r.z t T, S m_ve yaz lls) LIW‘“uf haha

rapr 10t.Oniv.lat Tap | SEGYN SI5T0TETIAN]  Neest bey Sok.

Gapa Goouk Klimsgs  [Rdekusy “’5"“"’"“*“,& ¥es 4¢— ,ehremini

Olam sand Olam u-ﬁ-l Yalp Tetzen! ist.
- 07.30 3 Kasamak -i!ronkcpnb.hl/ : T
- Alle kitijone -kayith bulunduge 2 . e
M Tiga T vere moy . |
Eostamonu oo Tomya ; Burnik i
Citr no, | Zayfa ae. ¥ Koclk worn mo.
11 ! 0. ‘ 8 -
“Bildirimds bulunanin sdi, soyads, wm | Bl bulunamn sdres! ¥ - : e

taribl, bmzasy
* - { .-t Jn;v.ln Tip Fak Gapa coeiu:
° “ak
/‘Eﬂ/'_ f‘_gg';“}_kl‘_-d’; St Bag ve iisst nuut SiEhy

Tanegin ads, sovad: i Zam parihi, imzas | Tamiin sdresl

al irfen tvean
£3.12.0354 \g‘

{ Tanee ads, <« r3ds, Swdim = ki,

Nazi’e Alzip
i Aryiv See.

—
02.92.1379

ol | N A—i].

L Mitigina kayse icin pénderilen nifus bagmemuriuje & Kayit taribl Kayrt me.

“+den memurvn, wdi, soyadi, | MGfes bapmemurunn adi, soyads, | Geri alman mifus chzdam: il
A . berxass, sarlh, mohte va serl no, i

Kayrt earMed— -~ o -

Kayit wo, T

&
DHC STOKR NO. T'3.012

Figure 21

141



o g™

e 55 A

Figure 22

142



Figure 23

143



¥ 48 wscatowt. o5,

Figure 24

144



avangard s. Fr. Oncii?
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APPENDIX B

Interview with Fiisun Onur — 09.12.2005 — Kuzguncuk, istanbul

OK:

FO:

OK:

FO:

OK:

i0:

OK:

FO:

OK:

What was the motivation for you to become an artist? How did you end
up being the artist you are today... Can you tell me about your story....

I always wanted to become a sculptress. I knew it since I was a kid. I
used to make sculptures out of clay and then would put them in the oven,
to cook them. Let me show you. (She takes out a horse cart made of clay,
neatly colored, very detailed small sculpture, hidden in the antique
cupboard in the corner) Like these... I would close my eyes and images
would come to my head and I would start creating. My father was very
fond of my interest. He himself had wanted to be a painter, he had
sophisticated taste. He always encouraged me in my aspiration. But, |
was thinking that women could not become sculpturors, only men were
allowed. One day I saw this woman who was a sculpturor, at that
moment I made my mind up and then I entered the Academy and the rest
maybe you know... Interestingly I was among the only two students who
had willingly chosen to study sculpture; because then sculpture was the
department in which the unsuccessful ones, who could not make it to the
painting would be sent.

Then you went abroad... But before that, with whom did you have a
chance to work with during your times at the academy?

I worked with Hadi Bara... He was my teacher. He was a man with
vision. He had seen where I was headed in my art. He told me that I
would be passing on to abstraction as the next level and he had sensed
that I would not be settled with sculpture.

You also dedicated one of your works in his name...

Yes. She loved him very much. He was very interested in her progress.
He was a very tough man. He would always follow Fiisun very closely.

Did you ever consider returning back to the Academy as a lecturer?
No, how could I? They were not accepting woman academicians.

My thesis is mainly about your works and the works of your
contemporaries like Ayse Erkmen, Canan Beykal, Giilsiin Karamustafa,
mainly and also Nur Kocak and Tomur Atagok briefly and I am looking
for the existence of a possibility in terms of a Turkish conceptual art, that
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FO:

OK:

FO:

OK:

FO:

OK:

FO:

was initiated in your works in particular and were pursued by the women
artists of the era... Do you believe that your art was in that sense a
renovation for the Turkish visual arts? What was your problematization
that ended you up in this transformation?

I was not satisfied with what the volume of the sculpture was causing me
to forsake in terms of spatiality. For me the occupancy, the strike
(doluluk) was very crucial and sculpture was falling short in its potential
of offering me the necessary space. I was mainly involved in the division
and occupancy of the spaciality. I was trying to breakthrough the espace
of the architecture. This was not attempted before me in arts. I did this
because I was feeling the need to open up space for the viewer. I was
looking for a way to invite, call upon my viewer. As a result of this
search, I arrived at my re-figuration of the space and now I understand
that all it had to do with the notion of time. I was also trying to grasp the
time of the world and integrate it into my art. Now I draw my influence
mainly from music. Because time is the music.

In your latest works, there are a lot of repetitive patterns, symmetrical
placement of objects and they all stand in harmony. So you find the
melody in that of an arrangement, if I may say; and you resemble it to
music?

Yes, very much...

Interesting... I liked the idea... If I may go back to the story of your
adventure in arts, can you tell me more about your background? It looks
like as it but is this the terrace that I had seen as the background of many
of your quasi-sculpture like works?

Yes.. I build them down in the basement and we photograph them on the
porch. Ilhan always insists that we should take a photograph of it. It was
very expensive then...

Your education after the academy?

I went abroad, I was given this scholarship. I was studying at the
American University in Washington, D.C. and then I transferred to
Maryland Institute of College of Arts in Baltimore. Because I met this
man; an artist... I was trying to find myself a job that would be relevant
with arts so I started to work in his graphic studio. He advised me to
transfer to Maryland, because that was more of an art school. Then I
realized that it would be better for me to transfer and I did. There they
gave me a separate studio, which was farther away than the other
students’ studios. I did not make a big fuss about it, but then one day
when the jury would come to evaluate my work, they told me that I was
too far away for them to come and visit me. I was a rebel as a young
person, I did not like to obey, plus I was right. I told them to either move
me or since they were the ones to place me here in the first place, they
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OK:

FO:

OK:

FO:

OK:

FO:

had to come to me. They accepted and visited me in my place. Plus, those
sculptures were too big to carry around.

I had a teacher, David Hare; I was taking his drawing class. He had a
style to draw patterns from nature and everybody else in the classroom
was doing works alike. I thought that this was what the course was
demanding and I moved on with it. But I had my own drawings as well,
the ones that I kept for myself. One day he saw them and asked me why I
was still doing those patterns in class. I told him that I did not want to
disrespect the class. He told me that he was a teacher and as a teacher, he
would follow me wherever I go. In those paintings, I was dealing with
the spatiality within the boundaries of the paper. I was dividing and re-
opening the spaces available, I was experimenting. He told me to pursue
them and I did. After my graduation he and my other teachers asked me
if I wanted to stay or not. I thought I could not. First I was on a
scholarship which had the condition of going back. My teachers assured
me that it was fixable. I did not want to stay anyways. I told them that I
would want to be an artist in my own country. For that, they could not
say anything, so I came back.

While you were there, you must have been exposed to works of other
artists, the movements of the west... Do you think that your art was
influenced then?

No, not at all. I was scared to go to the art shows because I was afraid
that I would be influenced and lose my own. Once on the phone one of
my friends were describing a work that she had seen in an art exhibition
that she had really liked and suddenly an image came to my mind. I went
to see the actual work and frankly, what I had imagined was something
that had taken off from a completely different resource. The work that I
saw was completely different.

After you came back, you had your first exhibition in 1969?
Yes. Let me show you the works...

(For about 2 hours, she showed me her archive of all of her works. Her
sister, Ilhan Onur, had kept a perfect archive of her works, fully classified
chronologically. Fusiin Onur remembered everything but ilhan Onur was
even more ambitious in terms of her memory. We talked about each of
her works and the analysis of her works throughout this thesis is shaped
in accordance with these talks. They are not recorded unfortunately.)

How do you define your art in general? What are the basic characteristics
in your view? Your works appear as lyrical, poetic and organic. As if it is
obvious that they had been coming out of the hands of a woman... They
are neatly configured, touched... What do you think?

I believe in the harmony and cooperation of the mind and the senses, till
the end of the process. I don’t like to be direct, I do not use directly
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OK:

FO:

OK:

FO:

OK:

FO:

OK:

transferred messages. I do not like slogans, I am not a sharp person, not
aggressive at all. I do not know how much it has to do with me being a
woman. But I have works that are more romantic than the others. But I
don’t believe that my early works bear the signature of a woman. They
are plain, argumentative statements on what the form of sculpture or art
shall be... Yes they are white and have a smoothed surface and they have
the resemblance of pregnant moments but still, I am not sure. I was not
producing my art through my awareness of my womanhood. When I was
in the States, I was reading a lot of Nietzsche and I truly agreed then his
idea of being intuitive, sensitive and creative would end up being
destructive. Destruction is where I started to create my own art. [
destructed the space and then re-created it.

How was the artistic environment in Turkey, do you think you were
visible enough? You had a lot of exhibitions, both in Turkey and abroad,
you were actually a widely recognized artist but, was that good enough
for you?

I did exhibit a lot but the difficulties were always there. I mean it was not
always possible to get an exhibition area available. You had to fill out
forms to get the permission. Once, after I had filed my request, I did not
hear from the gallery for a long while. I did not know what was going on.
Then I learned that they had hesitated to exhibit my works, because
nobody would buy them. Now and then those kinds of things were
happening. Also somebody told me that the owner of the gallery did not
like women artists. Who knows...

Do you consider what you achieved in arts as a rupture in Turkish visual
language? I mean Altan Giirman had started doing collages and non-
conventional canvas works; but your works were completely on ground,
they had flooded out of the sculpture and that of the canvas and were
literally all around the place. Would you call this a sudden change, like a
breakthrough?

That I can not decide. I follow the form, wherever it takes me. There are
no restrictions as to whether horizontal or vertical is better than the other.
The integrated and interrelated forms excite me. I started to problematize
the meaning, function and freedom of the line on the canvas. I always
found pattern insincere, because it was too obvious, too quick to be
recognized.

Maybe anything too obvious lacked its poetry... I say this in a sense that
metaphors and indirect connections and connotations appear as your
medium of context as far as I see in your works especially in the 1980s?

Maybe... Many find my works poetic and lyrical. I do not know why.

I read one of your articles in which you were complaining about the
absence of true art criticism in Turkey. Do you think that this could be
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FO:

OK:

FO:

OK:

FO:

OK:

FO:

one of the reasons why you and the women artists of the period of 1970s
and 1980s are not fully analyzed and studied, even today?

Could be. The art critics of our day were not art critics, to tell you the
truth. There were a lot of lobbying between the artists and these people,
who later on called themselves as curators. We started out as friends but
later on I realized that they were only using me and my name in some
exhibitions; some of them do not call me anymore. I find it odd. Beral
Madra is a self-made curator; she was never a real curator. In of our
exhibitions she was called in for help and then she attained herself some
sort of an authority and moved on. I do not know what she was irritated
with but I later on learned that from an exhibition abroad, when they had
requested my participation, she was the one to turn them down. The
people of that exhibition told me about it. She had told them that I was no
good for that exhibition. The curator of the exhibition came and saw my
works and told me that I was exactly what he was looking for and told
me about this story. What I am trying to say is that the environment was
not a very professional one. Sezer Tansug for example is a very well
known, highly published art historian in Turkey. He never mentions our
names.

Canan Beykal believes that was because he was defending another kind
of an art and had consistency in that manner. He appears as a
conventional art historian; he is not very fond of sub-categories or quasi-
structures.

I do not think so. He was a well equipped man, he knew our art and what
it meant; but he was not a very nice person. That is all I can say.

What about your relation to the material, do you think that it is a source
or only a medium? What is your priority in your process of creation? Do
you deal with the demands of the material, your mind or the position of
the viewer or are you mainly concerned about conveying your message in
a perfected format?

Concept. I know that I always had the idea before anything else. Then its
vision would hit me and then I work together with the material and its
place of exhibition. I sometimes invite the viewer and that is of course a
configuration within the composition of the work. It is calculated in that
sense. I listen to the material sometimes but most of the time I choose the
material that is going to work best for my work.

Thank you very much...

You’'re welcome...
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APPENDIX C

Fiisun Onur ile Soylesi — 09.12.2005 — Kuzguncuk, istanbul

OK:

FO:

OK:

FO:

OK:

io:

OK:

Fiisun Hanim, sizi sanat¢1 olmaya iten ne oldu? Yani bugiin oldugunuz
sanatciyl olmaniz yoniinde sizi neler gelistirdi. Once sizin anlatmanizi
rica ediyorum ben, biraz kendinizden bahsederseniz...

Ben hep heykeltras olmak isterdim. Cocukken de... Kilden heykeller
yapardim, sonra firinlardik onlar1. Bak gostereyim size bir tane... (Antika
bir dolaptan ¢ok detayl1 yapilmis bir at arabasi heykeli ¢ikardi, oldukca
kiiciik ama ince ince ugrasilmis.) Bunun gibi... Gézlerimi kapatinca
gbziimiin Oniine gelirdi ben de yapardim. Babam cok 6nemserdi benim
bu ilgimi. O da ressam olmak istermis zaten, ¢ok zevkliydi. Beni hep
yiireklendirirdi. Ama ben o zaman kadinlarin heykeltras olamayacagini
santyordum. Sirf erkekler olur saniyordum. Sonra bir giin gordiim ki, bir
kadin vardi, heykeltragsmis, o zaman karar verdim akademiye girmeye.
Sonrasin1 biliyorsunuzdur. ki kisiydik heykele isteyerek giren, ciinkii o
zaman diger boliimlerden dokiilenler kalird1 heykel boliimiine, resim
daha 6ndeydi ¢iinkii.

Sonrasinda yurtdisina gittiniz. Peki oncesinde akademide kimlerle
calisma firsat1 buldunuz?

Hadi Bara benim hocamdi. Vizyon sahibi bir adamdi. Benim sanatimda
nereye gittigimi sezmisti. Bir siire sonra abstre’ye gececegimi soylemisti.
Heykelde durmayacagimi o gérmiistii.

Islerinizden birini de onun adina adadimz degil mi?...
Evet. Ben ¢ok severdim onu. Fiisun’la yakindan ilgilenirdi, onun

gelisimiyle... Cok sert de bir adamdi ama Fiisun’u hep yakindan izlerdi.

Akademiye doniip hocalik yapmay: hi¢ diisiindiiniiz mii?

FO: Yok, nasil diisiineyim?! Kadinlar1 almiyorlard: ki akademiye o zaman.

OK:

Benim tezim esas olarak sizin ve ¢agdaslariniz olan Ayse Erkmen, Canan
Beykal, Giilsiin Karamustafa ve Nur Kogak gibi sanatcilarin ve sizlerin
islerinizde, Tiirk Kavramsal Sanati diye birseyden s6z etmenin miimkiin
olup olamayacagini sorguluyor, 6zellikle de sizlerin islerinizden bunun
dogmus olabilecegi ihtimalini arastiriyor. Ozellikle sizler gibi donemin
kadin sanatgilar1 tarafindan... Siz bu baglamda islerinizin Tiirk gorsel
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FO:

OK:

sanatlar1 acisindan bir yenilik olduguna inaniyor musunuz? Ve siz bu
doniisiimii kendi sanatinizda nasil yakaladiginizi anlatir misiniz?

Ben heykelin hacim olarak bana verdigiyle yetinmedim c¢iinkii mekani
daraltan birseydi o benim i¢in. Benim icin kapsam, doluluk ¢ok
onemliydi ve heykelin potansiyeli bana bu gerekli alan1 acma konusunda
yetersiz kaliyordu gibi diisiinliyordum. Ben alanin boliinmesi ve isgal ile
ilgileniyordum. Mimarideki espace’1 kirmaya ¢alistyordum. Bu benden
onceki islerde yoktu. Biraz da izleyiciye yer agma ¢abam vardi. Davetimi
goriiniir etmek icin bir alan artyordum, izleyiciye seslenmek icin. Bu
arayisimda gordiim ki, ben alan1 yeniden kurgulamisim ve simdi bugiin
anliyorum ki bunun 6ziindeki kavram ‘zaman’muis. Bir yandan da zamani
tutmaya ve islerime katmaya ¢alistim. Ama simdi hep miizikle alakasin
kuruyorum islerimin, oradan geliyor. Ciinkii zaman miiziktir.

Son islerinizde goriiniir bir kendini tekrar eden diizenler var, objelerin
simetrik yerlestirilmesi, hepsi bir harmoni icinde. Bu durumda bunun
icinde bir melody buluyorsunuz belki, bu tarz bir aranjman1 miizikle
bagdastiriyorsunuz?

FO:Evet, ¢ok...

OK:

FO:

OK:

FO:

llging, diisiiniince giizel... Tekrar sizin kendi tarihinize donersek, bana
biraz daha ge¢misinizden bahseder misiniz? Bu arada bu gordiigiim teras
islerinizin fonunda gordiiglim teras ve manzara sanirim, burada mi1
calisiyorsunuz?

Dogru, aslinda asagida bodrumda yapryorum ama 6n tarafa ¢ikartyorum
fotogfarlarini ¢ekiyoruz. Ilhan her seferinde fotografin1 ¢ekmek istiyor.
Eskiden ¢ok pahaliydi bu fotograflar1 ¢cekmek!

Akademiden sonra egtim hayatiniza yurtdisinda devam ettiniz...

Digariya gittim, bir burs verdiler bana. Amerikan Universitesi,
Washington’da, sonradan Maryland Institute’e gectim, Baltimore’da.
Ciinkii bu, bir sanat¢1 adamla tanistim. Ben is ariyordum, sanatla alakali
olsun istedim, bir grafik stiidyosunda basladim ise. Bu adam bana
Maryland’e giderseniz sizin i¢in daha iyi olur, oras1 asil sanat okuludur,
bu taraf dyle degil dedi. Dinledim. Geg¢is yaptim. Bana ayr1 bir stiidyo
verdiler ama diger 6grenci stiidyolariyla ayni1 yerde degil. Ben birsey
demedim. Ama bir giin islerimi gormeye gelecek hocalar, bana dediler ki,
sen gel, oras1 bize ¢ok uzak. Ben de tabi o zamanlar daha hir¢inim, beni
buraya siz koydunuz siz gelin dedim. Hem o kadar heykelleri nasil
tasiyacagim. Kabul ettiler, beni gérmeye onlar geldi.

Sonra bir hocam vardi, David Hare, ben onun ¢izim dersini aliyordum.
Dogadan desenler ¢iziyordu o, sinifta da herkes 6yle yapiyordu. Ben de
ders geregidir diye yapiyordum. Ama kendi c¢izimlerim de vardi, kendime
sakladigim isler. Birgiin hocam gordii bu isleri, neden derste digerlerini
yaptigimi sordu. Ben de saygisizlik etmek istemedigim i¢in dedim. Ama
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OK:

FO:

OK:

o bana, ben senin hocanim, benim gorevim senin gittigin yere seni takip
etmek dedi. O ¢izimlerde de ben alanla ugragiyordum, kagidin
sinirlartyla. Boliiyordum, yeni alanlar agiyordum, deniyordum. Beni
cesaretlendirdi o. Mezun olduktan sonra bana kal dediler ama burs geregi
donmem gerek. Kalamam dedim, iste burs var. Onlar bir ¢oziim
bulacaklardi ama, ben kendi iilkemde sanat¢i olacagim dedim, ona birsey
diyemediler, ben de dondiim.

Orada bulundugunuz siire boyunca, pek cok sanat¢inin pek cok isini
gorme firsat1 bulmus olmalisiniz, batidaki anlamiyla sanati tecriibe etme
firsati... Sizi etkiledigini diisiiniiyor musunuz?

Yok, hi¢ degil, ciinkii ben korkardim sergilere gitmeye, etkilenirim diye,
kendi yolum kaybolur endisesi. Bir keresinde bir arkadasim telefon acti
bana, gordiigii bir isi anlatt1 bir sergideki, birden goziimiin 6niine bir
goriintii geldi. O ise bakmaya gittim ama neyseki benim g6ziimiin oniine
gelen ¢ok bagka birseydi, o is ¢cok baskaydi. Ben baska kaynaktan
almisim o goriintiiyii.

Dondiikten sonra ilk serginizi 1969 yilinda gergeklestirdiniz?

FO: Evet ben size gostereyim o islerimi...

OK:

FO:

(Yaklasik 2 saat boyunca, kendi kisisel arsivinden bana bugiine kadar
yapmis oldugu tiim isleri gosterdi. Cok diizenli bir sekilde kizkardesi
[Than Onur tarafindan olusturulan bu arsiv sanat¢inin tiim islerini
kapsiyor. Ilhan Onur, Fiisun Onur’un hafizas1 konusunda ¢ok daha hirsli.
Isler iizerinden detayli olarak konustuk ancak bu boliimler maalesef
kayith degil.)

Siz sanatinizi nasil tammmhiyorsunuz? En temel 6zellikleri neler sizce?
Ornegin lirik, siirsel ya da organik buluyor musunuz islerinizi bana 6yle
geliyor 6rnegin. Sanki bir kadinin elinden ciktig1 belli. Ozenle
kurgulanmis dokunulmus. Sizce?

Ben aklin ve duygunun birlikte bir harmoni icinde olmasi gerektigini
diisiiniiyorum, sonuna kadar. Direkt olmay1 sevmiyorum, boyle direkt
mesajlar1 sevmem. Slogan sevmem. Ben sert biri degilimdir, saldirgan
degilimdir. Ne kadar1 kadin olmakla alakali bilmiyorum. Ama bazilarina
gore daha romantik olan iglerim var evet. Ama 6zellikle erken islerimde
hi¢ kadinliktan eser yok bence. Cok diiz onlar, iddias1 olan isler onlar,
yiizeye dair, heykelin formuna dair, sanatin ne olmas1 gerektigine dair.
Evet hepsi beyaz ve diizgiin yiizeyliler ve hamile kadinlara benziyorlar
ama yine de emin degilim. Kadin oldugumun farkinda olarak yapmadim
ki onlart ben. Amerika’dayken, Nietzsche okuyordum bolca, ve suna ¢cok
katiliyorum, yaratici, hassas ve sezgisel olmak yikici olmay1 getiriyor
beraberinde. Ben de yikarak basladim ise. Alanm1 yiktim sonra tekrar
yarattim.
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OK:

FO:

OK:

FO:

OK:

FO:

OK:

FO:

Dondiigiiniizde Tiirkiye’deki sanat ortamini nasil buldunuz? Yeterince
goriiniir kilabildiniz mi kendinizi? Hem Tiirkiye’de hem disarida pek ¢ok
sergiye katildiniz, son derece taninan bir sanat¢isiniz aslinda, bunlar sizin
icin yeterli oldu mu?

Evet cok sergiye katildim ama zorluklar da vardi. Her zaman sergi alani
bulmak kolay degil. Formlar dolduruluyor, izin aliniyor. Bir keresinde
ben izin i¢in bagvurdum, galeriden haber gelmiyor. Sonradan 6grendik ki
benim islerimi sergilemekten ¢cekince duymuslar, kimse almaz diyerek.
Oyle seyler oluyordu tabi. Bir keresinde de bir galeri sahibinin kadin
sanatcilardan hoslanmadigini duymustum. Kimbilir.

Siz yaptiginiz islerin Tiirk gorsel dilinde bir kirilma yarattigi diistiniiyor
musunuz? Demek istedigim evet Altan Giirman da 6rnegin kanvas disi,
alisilmislarin disinda birsey yapti ama siz islerinizi basindan beri yere
koydunuz, heykelden tasan resimden ddiing alan isleriniz oldu. Siz bunu
bir degisim bir devrim gibi goriiyor musunuz?

Onu bilemiyorum. Ben formu takip ederim, beni nereye gotiiriirse.
Benim i¢in dikey ya da yatay bir sinirlama yok, biri digerinden iistiin
degildir zaten. Icice gecmis ve iliski halindeki formlar beni
heyecanlandirtyor. Ben anlami, fonksiyonu ve kanvasta ¢izginin
Ozgiirliigiinii tartismaya actim. Ben aslinda deseni hep samimiyetsiz
bulmusumdur, ¢iinkii barizdir, hemen farkedilir.

Belki ¢ok bariz olan hersey gibi siirselligi yoktur icinde yeterince... Bunu
metaforlar ve indirekt baglantilar ve ¢agrisimlar anlaminda séyliiyorum
clinkii sizin icin bunlar 6zellikle 1980’lerde islerinizin ana ekseninde yer
alan baglamlar...

Belki... Cok insan benim islerimi siirsel ve lirik buluyor. Sebebini ben
bilmiyorum.

Bir keresinde bir yazinizda okumustum, siz Tiirkiye’de gercek sanat
elestirisinin yoklugundan yakiniyordunuz. Sizce bu, 1970 -1980
donemine rastlayan kadin sanatgilarin yeterince anlagilamamasini ve
yeterince incelenmemis olmasini getirmis olabilir mi?

Olabilir. Bizim zamanimizin sanat elestirmenleri sanat elestirmeni
degildi ki. Hep lobi vardi, sonra kurator oldular hepsi. Biz hepimiz
arkadaslar olarak basladik ama sonra ben anladim ki ayn sergide yer
alarak adimi kullanmig benim, simdi aramiyorlar bile. Beral Madra
mesela, kendi kendini kurator yapti, higbir zaman kurator degildi. Biz
onu bizim sergilere yardim etsin diye ¢agirirdik. Could be. The art critics
of our day were not art critics, to tell you the truth. Oradan yiiriidii.
Neyden rahatsiz oldugunu bilmiyorum ama bir keresinde benim bir
yurtdist sergisine davetim vardi, onu almayin demis onlara benim i¢in.
Bana da sergiyi diizenleyenler anlatti. Gelip benim islerimi goriince
tabiki aldilar beni. Sezer Tansug mesela, ¢ok basilirdi, tarih¢iydi o, sanat
tarihc¢isi, ama bizden hi¢ bahsetmedi.
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OK:

FO:

OK:

FO:

Canan Beykal’in sdyledigi, onun bu isleri sanat olarak kabul etmedigi
yoniinde, o yilizden dahil etmiyordu elestirilerine. Daha gelenekci bir
sanat tarih¢isiydi, bu baglamda tutarliydi, ara kategoriler ve heykelimsi
formlarla ilgilenmiyordu belki.

Yok, hi¢ dyle degil. Donanimli bir adamda, elbetteki biliyordu
sanatimizi, islerimizi ve ne anlama geldigini ama iyi bi adam degildi. O
kadarin1 soyleyebilirim.

Malzemeyle olan iliskinizi nasil tanimliyorsunuz? Bir kaynak m1 yoksa
bir ara¢ m1? Yaratim siirecinde size dikte ettigi birseyler oluyor mu?
Malzemenin ihtiyaglarina kulak veriyor musunuz?

Kavram. Once fikir geliyor. Sonra onun goriintiisii geliyor bana ve
malzemeyle ve onun sergilenecegi yerle birlikte caligmaya bagliyorum.
Bazen seyirciyi de dahil ediyorum, tabi bu isin kompozisyonu dahilinde
kurgulanabilir birseyse. Boyle hesapliyorum. Dinliyorum tabi
malzemeyi, hangisi calisacaksa, onu kullaniyorum.

OK: Cok tesekkiirler...

FO: Birsey degil...
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APPENDIX D

Interview with Ayse Erkmen/02.12.2005 19:00, Cihangir, No:18,
Istanbul.

OK:
Thanks for inviting me first of all...

I am working on a thesis where I am looking for the answers of a question
that basically deals with your art and the Turkish women artists who are you
contemporaries, asking if it is possible to categorize your art as a new art
form in Turkish Contemporary Art converging to the conceptual art of the
west...

Before asking particular questions regarding your artistic production and
perspective, I would like you talk about your adventure as an artist? How
and where did you inherit your art and your unique artistic language?

AE:

Well your assumption in terms of relating our work to that of the western
conceptual art is a correct one. But in our times when we were in the
academy, there was not much in terms of international interaction. We did
not get to see much of what was happening abroad in terms of new art.
Unlike today, there were no books, no magazines; and we weren’t much
aware of what we were doing. In order to say that there was some sort of an
influence, there has to be awareness. There were restrictions in terms of
traveling and then there were the financial inabilities, plus not even the
books were coming in. That’s why one tends to define conceptual art as
innate; born from within. I was an art student and it must have come out of
my individual questioning of art as to what I was doing, why I was doing it.

OK:
How did you come with the challenge you proposed with your art, as far as I
know you had a classic education of sculpture...

AE:

Yes, 1 did study sculpture but my works were different from the very
beginning. Of course I had to do what the system had demanded, I had to do
all the scholarly assignments, had to work with ceramics, metals, but all
these obligations tended to direct to me to another way, my way as I see it
now. But because I wasn’t very aware of it, I didn’t know exactly what I was
doing, so I didn’t know where it came from but I guess all I wanted was to
do something ‘new’, I looked for it. Maybe I was thinking that the education
that was offered to us was a little old-fashioned. So because of this learning
process taking a long time, it was becoming too late to be aware but; I think I
was quiet lucky in a sense because Sadi Calik was one of my teachers, he
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was very supportive of me and all kinds of experimental works and ideas. |
studied basic design, with Altan Giirman and Erciiment Kalmik.

OK:

So in a way maybe we can say that you were exposed to the western
understanding of art, because the basic design curriculum was based on the
principles that arose with Bauhaus, and then shaped minimalism, which were
actually the history behind the western conceptual art... Altan Giirman came
from abroad, with a lot west’s influence on him as well...

AE:

Yes, right, true, for example I attended classes from the architectural
discipline; that fed me as well. That class was my favorite, I felt like then
that all that there was to know was in that class.

OK:

Thinking in terms of the times of 1960s as the legacy behind the 70s and
80s, all of which seem to have their very different characteristics political
wise and social wise, how do you see yourself as an artist of those times and
also a citizen, like do you think what the times had brought affected your
art? Do you find your art political for example?

AE:

I believe that art itself is political. I think and I was thinking so in those
times as well, political art should not mean to be direct in matters. I believe
in order to be political in art, what is political in art in that matter must go
under some transformations, and the political art of those times was very
direct, incisive. The sculptures and objects used were very sharp, aggressive
and the colors were flashy, explosive.

OK:
Yours are rather lyrical in that sense... Do you think so?

AE:

Maybe... The political art works of the time were very pessimistic, but I am
not in favor of the idea that art and politics should meet in this kind of a
platform. Anything political should be filtered in order to become art, that’s
what I think and that was what I was thinking then.

OK:

How did you integrate the political atmosphere of those times into your art,
or how were you affected if not as an artist, as a citizen for example? Can
you say not affected at all?

AE:

Of course I was affected, I must have. Because the civilian police was
everywhere, ID checks were regularity; those times were such times a
student like you today can not imagine. Thank god, you can’t imagine.

OK:
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Yes... You are right. There is also another thing that strikes my attention as |
look deeper into your times. You and your contemporaries, who appear on
the artistic scene with their new forms, new artistic language, are mainly
women. Bearing in mind the oppressive nature of those times, I find it odd;
interestingly you are all women and you go public with your art... How do
you evaluate the case?

AE:
Yes true but this was not only about fine arts.

OK:
Right, literature and popular culture, women were appearing in those circles
as well...

AE:

Exactly... But I don’t know the reason why, I can’t. But what you say is
true, the women artists were more on the front. It is the same today; I guess
in contemporary art, women are more active.

OK:

My thesis is based mainly on the quest for the emergence of a 3D art in
Turkey and despite the fact that Altan Giirman for example did works that
converged to conceptual art using ready-mades or opening up space within
the pictorial canvas for other objects, like his collages; but it was mainly
women who ended up being the pioneers of this transformation. You for
example, dealt mainly with intervention to localities. That was new for
Turkish art and we may say that it came out of your art. You could have
stayed in sculpture but you went forward. How did this come through, how
did you decide to base your art on 3D which exceeded that of the sculpture?

AE:

Yes. I think I had a tendency to escape anything that was immobile, stable
and permanent. All works of art have a life span. The process... The
exhibitions are done, some things are displayed like your problematic issue
for that time; and then those things go back to where they came from or they
just disappear. So I tried to work forward in the matters of disappearance and
this ‘time’ issue. The affect of being a woman in this case is all about the
notion of locality. Women are more domestic so they seem to belong to
localities more than anyone else. But I can not give an answer to that. A man
could have thought of it, too; but my motivation was all about being
temporary; not being stable or permanent. For example they sometimes
commission me to do a stable work of art, I accept it but still I desire that
work to go under some transformations in time. The most obvious example
in this sense is my work that I did with benches in Germany. I wanted them
to be heated during the winter and not heated during summer. Then what
happens is that my benches enter the same process of living with their
surroundings. So in winter it becomes a work of art whereas in summer it is
just an ordinary bench. As the houses are heated in winter, the benches are
heated likewise. It is an art, then it is not, then it is art back again...
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OK:
So you, in a way, also, are questioning what could actually be art...

AE:
Yes, of course, I keep doing that in every work of my art.

OK:

And maybe it also comes with the question of who the artist is... For
example you once took some stones from the streets and placed them in the
gallery. Stones that could have drawn anyone’s attention and would stood
without the label of art. Somebody else could have noticed them, but they
became art when you spotted them and re-located them. Reminds me of
Marcel Duchamp, who when he came out with his famous Fountain, told
everyone that it was an art because he, the artist himself said so... What do
you think about this, the idea of the signature and the artist’s identity during
the process?

AE:
But Duchamp meant exactly the opposite? He was being ironic...

OK:
Of course, he was being sarcastic about it.

AE:

I always tell my students not to sign their pieces for example. Not every
work of an artist or an art student or whoever that is interested in art, is a
work of art. I am also against the fact that it is so elevated, the position of the
artist, God-like. So Duchamp too was making fun of it, he was positioning
himself against this convention.

OK:

Sure. What about your relation to the material? Do you pick it up after the
birth of your idea or do you find reference in too that might as well shape
your idea further? Is it just a tool or also a resource?

AE:

The idea of course comes before the material. Then I start thinking how this
idea will ever become a form. I mean all kinds of forms are flying around in
your head and where you begin is actually a mystery. But the material is
very important, I mean what the material requires, what it demands has a
significance.

OK:
Maybe sometimes the material itself directs you to your art...

AE:

It could be, but also, which material would reflect the idea the best in the
first place is an important concern. Light or heavy, strong or fragile; what
that idea you have is looking for... And then there are the demands of the
material. Those two have to be combined. Of course the more you get
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acquainted with the material; your idea gets affected from it. The capabilities
of the material may change the idea, feed the idea. What that material has the
potential for; I mean they constantly communicate with each other; the artist
has to listen to it.

OK:
So the material itself is an important part of the process, not just a tool...

AE:
Yes it is, maybe it is because I studied sculpture in the first place.

OK:

Your background being in sculpture, I once read in one of your interviews
that you did not see yourself as someone who radically went against the
conventionalities; because you thought that your art was not very distant
than that of the discipline of sculpture... May I ask you to further your
thoughts on this? For example you had been doing your sculptures even in
academy as faceless. You were stepping out of the discipline but you thought
it to be only an extension of sculpture?

AE:
Yes I said that, and I think so. I still name my work as sculpture.

OK:

For example, your contemporaries who had their education in peinture,
claim that what they do today is completely different and that their art is
actually a breakthrough compared to their learned conventionalities. The
more I read and look into it, I can not find a logic that could point out a
linear unfolding which would eventually arrive at a Turkish Conceptual Art;
the transition from the 2D works to 3D works seems to me like a rupture in
Turkish artistic representation. But here you are, somehow claiming that
even though what you did was different and new, the discipline of sculpture
already had that potential in it and you just explored it. Can we say that?

AE:
Yes, [ really believe that what I do today is sculpture.

OK:

Michelangelo in his last years had done some incredible and fascinatingly
early works for his times, like the Dying Slaves and the Rondinni Pieta;
unfinished works some say but they keep transforming I think. Somehow
maybe those works were hinting what you are saying; that the stone had the
potential to exceed its attributes.

AE:

You are right. Have you seen those sculptures? They are incredible. That’s
exactly what I mean. I think they are also a process in themselves; that is the
idea in them.
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OK:

What about your relation to language? I mean, the idea that language as
words, both in a pictorial and conceptual sense, being integrated to artistic
representation; how do you evaluate this?

AE:

I too use language in my art, and I see it as another material. If language is
the closest way that will take me to my idea I use it. I for example did a
piece in Germany, still there in Kreuzberg, which was about the ‘-mis’li’
past tense that we use in Turkish. I did many versions of it; I did the letters
out of plexi-glass; I did a film version; I did it a version that was engravings
on a curtain... As my piece was traveling from one place to another, I kept
changing it. As you go from one place to another it has to change. But if you
want me explain language as it is...

OK:

I mean for example after the science of semiotics came to be; the idea that
there was a signified, signifier and the sign; language being a representation
on its own and being similar to art in that sense; bearing concepts behind the
scene of the actual writing of the letters, how the conceptual artists abroad
took off from as they included language, sometimes only language into their
art; how do you see this perspective? Where does language stand in art? Do
you think it is a problematic issue to be challenged through art?

AE:

But that changes from person to person. I mean all individual works of art
have their own problematic. Of course there are works that use the language
very properly, very right in its place; and then there are some works that use
language just to use it, just to make people read. Some use it like a
knowledge show-off. Language shall be discussed separately for each work
of art.

OK:
So, you think that language is not an inevitable material in art... One can do
without it...

AE:
No not at all, has no superiority.

OK:
What about aesthetics? How do you define aesthetics? Through beauty or
functionality...

AE:

Within this transformation that I'm talking about, there is the aesthetics of
course. While an idea becomes a form, it brings its own aesthetics with it.
But of course it is aesthetics in quotes; according to whom kind of a way...
Is it beautiful, or does it have to be beautiful? Sometimes it has to be not
beautiful. Just like every work of art has its own material, it has its own way
of appearing. But in a way I believe in quality. Even if you want to make
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something not good; you are supposed to do in the best way you can. For
example Wim Wenders says this about the movie Easy Rider: “It is a good
movie because the script is good, the actor is a good actor, Dennis Hopper is
a good director, and so on...” So in order for something to be good, some
other things of quality have to come together. Those things may be of
different qualities but at the end, they have to come together in an impressive
form. It’s like writing a novel about love but not all of them are good. It’s all
about how you put it together.

OK:

Ok. There is also another thing that I find worth exploring. A work of art is
something tangible, I mean as physical as it can be; can be touched, can be
seen; it is meant to be experienced by a third person at least. So it has to be
called as finished or has its own time-to-be-seen whereas in conceptual art;
there is the concept which is just the opposite. It can not be touched. It is a
never-ending process. It is a mental process, something impossible to
convert to a 3D physicality. What do you think about this? Is it a
contradiction for you, too; something that causes tension within your artistic
production?

AE:

Exactly... For example they sometimes do not give me deadlines but I tell
them to give me deadline otherwise I can not stop. Because it will never end,
my work will never be finished.

OK:
Then the interaction with the viewer starts, that is another dimension as well.

AE:
True...

OK:

Another thing that interests me about conceptual art is that, when it was
defined as it is in the western contemporary world, it was as if the notion of
concept never existed before as part of the art. How come?

AE:
Yes it was there, it must have been. Maybe it was just a matter of...

OK:
...definition, naming, categorizing?

AE:
Maybe it was because there was no such movement before. They came as a
crowd and they exposed themselves all at once...

OK:

Maybe it was also because they were doing something so radical that they
had to write manifestos, put some ideological proof in text in order to
explain what and why they were doing. It was the same for you actually,
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how did you if I may call it, defend yourselves, as artists who were
practicing a rather new and different form of art?

AE:

You know we did many exhibitions, like the ‘Yeni Egilimler’ and the
‘ABCD’. There was also one that was called ‘123’. They were all self-
organized attempts; we found the money, the place to exhibit, we picked
each other. We chose the artists for example and this was why we were
highly criticized. Still, I believe that we did something very important for
Turkey because in one of our latest shows in AKM, there were long lines of
people who came to see our art. What we did was something that the youth
was looking forward to, who was curious about. This also was something
new for that period.

OK:
What kind of criticisms you had to cope with and how did you manage to
cope with them?

AE:

We were criticized very harshly and very stupidly. They looked at our art
and asked “is this art” but the worst of all was the ignorance, the invisibility
that we had to deal with. That still is a problem, even for today. But despite
that strong ignorance and extended invisibility, we still kept on producing
our art. For that, one has to be very stubborn.

OK:

Yes you could go public with these exhibitions. Plus there were many
galleries being opened here and there. Then some social classes who had
been gaining more social status as a result of their increasing financial
power, started to be interested in art as collectors.

AE:

But the people invested their money in painting more than anything else;
because they wanted to invest their money into something that was not a
stranger to them. They could put the paintings up on their walls. Nobody
ever invested in my art so far, not in Turkey; yes they put some money into
my art abroad but never here. Because the art-collectors here only pay for
the things they know what to do with.

OK:

Right; and then there is the fact that the kind of art like your art can not be
surrendered, can not be captured in a single closed environment. It is hard to
place it in a corner of a house.

AE:

No, not that dramatic. You can easily place it in a corner of a house. But it is
hard for them to realize it, or somebody has to explain them how. They
obviously do not want to be challenged.
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OK:

They find it problematic maybe, not that easy to accept. In a way, this could
be a success in terms of your art. Maybe because your art is political in that
sense, forces people to think about it...

AE:
Right!

OK:

How do you see the viewer, where do you position the viewer in terms of
your art? Do you consider the viewer’s position beforehand like the re-
creator of the work or as another dynamic which could add to your art or
extend it?

AE:

Sometimes I seriously spend time to establish a place for the viewer within
my work; as to for example where the viewer will stand; how they will enter
the work... Sometimes I realize that I haven’t spare free space for the viewer
to view the work. Or shall I spare or not, that is also another question. Will
the viewer step inside the work, or just will watch it from a distance. Is their
participation required? For example my latest ferry-work; [ mean that would
not have worked if the viewers were not involved, if they had shown no
interest. For that work in particular, there was the risk of it being a failure
since it very much depended on the viewers’ participation. All that
investment would go waste if nobody would ever come. Three ferries were
being brought from the other end of the world and the people in Frankfurt
could have shown no interest. The work would have collapsed entirely then.
Without the people, that work of art would not work. So there are works that
very much depend on its viewer whereas there are works that are completely
ignorant and careless of the people that might view them.

OK:

What about the notion of memory? I mean localities have a memory, bodies
too; materials and objects have their memory; and as the works of art change
places or change hands; do you think that these work as transformative
dynamics causing the art works to change meaning along the way? This is a
heavy concept on its own; must have directed you in your relation with the
places you intervene for example. How do you escape the memory that
locality bears or do you escape; how do you integrate it to your art? Or is it
just another issue which only becomes a concern for you only for some of
your works?

AE:

I actually do not deal with the memory very much. I believe it is a very
romantic concept. It attracts very easily; an easy tool for temptation. Of
course I deal with it to the extend you mentioned. For example I used it once
but tried to represent it with the objects of the current time. I try not to be
romantic as much as I can while I deal with memory. It doesn’t make sense
to camouflage today with that of the past; what counts is to bring the
memory of the past to day and make it seen, visible.
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OK:

I asked this mainly because of the illusionary concept of time that is being
created by the post-modernity. I mean there is the notion of the ‘loss of
memory’; and also there is the fact that everything becomes a matter of
history very quickly; everything is experienced simultaneously but at the
same time as all is being duplicated; all appears as a copy of a copy of a
copy; like re-created phenomena, as Baudlliard mentions, simulacrum. And
artists can not help but deal with this issue; this disappearances; loss of the
sense of time and memory. Yes it is romantic in a sense because it is usually
attributed with the feelings of longing and missing; but I'm trying to
question to what extend it remains to be a problematic within your art?

AE:

That is why one should not exploit this problematic; because it is
exploitable. You also exploit the position of the viewer against this particular
notion. They are easily attracted to it and you know it. It is important for me
and for my art to avoid these easy, already known ways; like attractions and
temptations. That is one of the things I keep challenging. Is it too easy, too
direct or too obvious? But from time to time I decide to do something very
easy and beautiful... But memory remains to be a source of problem in my
art; even if I use it, I tend to escape the romanticism it bears. I try to
terminate its romantic character.

OK:

As an artist, do you see yourself as someone with a mission; mobilizing
masses, conveying your messages in order to teach people or let them see
certain things; wake them?

AE:

For example they say; this artist has represented Turkey. I do not believe
these kinds of representations. This is ridiculous. Everybody represents
themselves only. What am I to convey? I lived here and my art already
speaks for itself, for its geography. But I do not feel like I should transmit
this or that message... For example the work that I mentioned to you about
the Turkish past tense ‘-mis’; that was very Turkish in nature. But I did not
do it to produce something that would be Turkish; I did that because that
particular aspect of Turkish grammar was very interesting. There is no right
or wrong or good or bad in this. It was some story that I wanted to tell. What
attracted me most about this tense was that it was a tense that eased to lie; to
bullshit; to let go off the responsibility or the burden of ownership; it was the
tense of the imagination. These tempted me, but maybe they would not work
with another person. So I did not intend to look for and find anything
correct; I just dealt with what interested me. Still it has nothing to do with
being Turkish, it is very personal. Because, I personally felt the lack of an
equal tense in English; you have to form longer sentences to get to the same
meaning. But it is very straight-forward in Turkish and it is soft at the same
time, too. It is also a state where one is not quite sure of himself; where he
can also make fun of himself. Something you can not joke about in another
country, speaking another language.
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OK:

Yes, right; but I was mainly asking if you ever felt the need to make a
statement through your art. Like for example, a message that you wanted to
convey and maybe you thought art was a tool in that sense?

AE:

I would not do it through my art, I’d rather tell it. If they ask my opinion, I'd
say it or write it. But it is also hidden within art itself and it should be
hidden.

OK:

Final question... When you look behind, thinking about yourself and your
art as well as your contemporary artist friends who are also women,
producing this rather new art in Turkey; do you see yourself and your friends
as a group who set the pace; who created a turning point; who rose to the
occasion and twisted the Turkish art history; cause a rupture? How do you
evaluate your era?

AE:

I believe that I opened some venues for Turkish art but this should not be
something that I may have the right to say. It must be something that the
others should look into and research and conclude.

OK:
Thanks a lot for the opportunity.

AE:
You are welcome anytime. I am sure other questions will come up as you

move along, just let me know... I thank you; as long as good stuff comes out
ofit. ©
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APPENDIX E

Avse Erkmen ile Sovylesi / 02.12.2005 19:00, Cihangir, No:18, Istanbul.

OK:
Oncelikle beni kabul ettiginiz icin tesekkiir ederiml...

Benim tezim esasen sizin ve cagdaslarimiz olan kadin sanatcilarin ve
sanatimzin Tiirk cagdas sanati diisliniildiigiinde yeni bir form olarak
adlandirlip adlandirilamayacagi ve sanatinizin batidaki tanimiyla kavramsal
sanatla ne kadar ortiistiigii ile ilgili...

Sorularima ge¢meden ©Once ben aslinda sizin ne diisiindiigiiniizii merak
ediyorum... Bu dogrultuda mesela siz kendi sanatsal tarihinizi nasil
gorliyorsunuz, size ait oldugunu soyleyebileceginiz gorsel dilinizi nasil ve
nereden adapte ettiginizi diisiiniiyorsunuz... Isterseniz bunlarla baslayabiliriz.

AE:

Dogru diisiinmiissiiniiz, yani batidaki anlamiyla kavramsal sanata olan
yakinligimiz agisindan. Ancak o donemde, biz akademideyken, pek Oyle
haberimiz yoktu batida olanlardan. Oradaki yeni sanati gérme sansimiz
yoktu. Bugiin gibi degildi, kitaplar, dergiler yoktu, biz de yaptigimizin pek
farkinda olarak yapmiyorduk. Etkilendigimizi sdylemek zor, farkinda olmak
lazim once ¢iinkii. Iste seyahat engelleri vardi, maddi imkanlar kisitlydu,
hem kitap bile gelmiyordu. Belki bizim kavramsal sanatimizi daha igten
gelen, daha dogustan gibi diisiinmek gerek. Benim ag¢imdan, ben
ogrenciyken yaptigim isleri, sanati sorgularken dogdu.

OK:

Siz bildigim kadariyla klasik heykel egitimi gordiiniiz, peki nasil oldu da su
anki sanatinizda goriilen sorgulayicilifa ulastiniz, bu Onermeyi nasil
kesfettiniz?

AE:

Evet, heykel okudum ama benim islerim basindan beri farkliydi. Tabi,
egitimin gerekliliklerini yerine getirmek zorundaydim, seramik c¢alistim,
metalle calisttm ama ne yaptiysam beni hep baska bir yere yonlendirdi, su an
yaptigima yani. Pek farkinda degildim, tam bilmiyordum ne yapti§imi ama
sanirim sonugta ‘yeni’ birseyler yapmak istiyor olmamdan kaynaklaniyor, o
zaman da bunu artyordum. Galiba biraz da bize verdikleri e8itimin demode
oldugunu diisiiniyordum. Bu 0Ogrenme siireci uzun siiriiyor. Ama ben
sanshiydim, Sadi Calik benim hocalarimdan biriydi ve bizim boyle deneysel
islerimizi desteklerdi.

OK:
Baska kimler hocalariniz oldu?
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AE:

Altan Giirman ve Erctiment Kalmik’tan temel sanat egitimi aldim.

OK:

Bu durumda aslinda biraz da olsa batidaki anlayisa yakin bir egitim aldiniz,
sonucta temel sanat egitimi batida Bauhaus ile ortaya cikan prensiplere
dayanan bir miifredata sahip saniyorum, minimalizme de katki saglayan bir
yaklasim, kavramsal sanatin tarihinde Onemli yeri var... Ayrica Altan
Giirman da yurtdisindan gelmisti samiyorum ve belli bir etkilenmesi sz
konusuydu?

AE:

Dogrudur. Ama ben mimariden dersler aldim, beni ¢ok beslemistir.
Mimariden aldigim dersler en sevdigim derslerdi. Ogrenilecek ne varsa orda
Ogreniyorum gibi gelirdi.

OK:

Peki, 1960lardan 1980lere kadar olan siireci diisiindiigiiniizde, pek ¢ok farkl
sosyo-politik acilimi olan bir dénem, olayli vs, siz kendinizi bir vatandas
olarak o giinlerde nasil degerlendiriyorsunuz ve bu siirecin sizin sanatiniza
nasil bir katkis1 oldugunu diisiiniiyorsunuz? Mesela sanatinizi politik buluyor
musunuz, 0zellikle o donem icin...

AE:

Bence zaten sanat politik birsey. O zaman da aym seyi diisiiniiyordum.
Politik sanat yapmak demek herseyi acgikca soylemek degildir ama. Sanatta
politik olmak igin, politik olan mevzunun bazi degisimler gecirmesi
gerektigini diisiinliyorum. O zamanin politik sanati ¢ok sivriydi. Heykeller
cok sertti, keskindi. Renkler ¢cok patliyordu. Ben bunu kastetmiyorum.

OK:
Sizin isleriniz bu baglamda daha lirik... Katiliyor musunuz?

AE:

Bilmiyorum belki... O zamanin politik isleri ¢ok karamsardi ben politika ve
sanatin boyle bir platformda bulusmasindan yana degilim. Politik olan
birseyin sanat olmasi i¢in belli bir filtreden ge¢mesi gerek. O zaman da
boyle diistiniiyordum.

OK:
O zamanin o politik ortamini kendi sanatiniza nasil entegre ettiniz, ya da bir
sanatci, bir vatandas olarak etkilendiniz mi? Belki de etkilenmediniz?

AE:

Yok tabi ki etkilendim, etkilenmis olmaliyim. Ciinkii sivil polis heryerdeydi.
Mesela kimlik kontrolleri yapilirdi. Simdi sizin gibi bir 6grencinin hayal
edemeyecegi giinlerdi onlar. Neyseki hayal etmeniz dahi zor.

OK:
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Evet, haklisiniz... O zamanlara daha yakindan baktigimda dikkatimi ¢eken
baska birsey daha var. Siz ve cagdasimiz olan sanatcilar, sanat ortamlarina
yeni formlarla, yeni bir gorsel dille giris yapiyorsunuz ve cogunuz
kadinsiniz. O zamanlarin baskici ortamint da goz Oniine aldigimda, bunu
tuhaf buluyorum; ¢ogunuz kadinsiniz ama hi¢ olmadigi kadar goriiniirsiiniiz,
sergiler yapiyorsunuz. Sizin yorumunuz nedir bununla ilgili?

AE:

Evet ama bu sadece giizel sanatlarda degildi.

OK:
Dogru, edebiyatta, popiiler kiiltirde de kadin sanatgilar beliriyordu.

AE:

Oyle... Ama ben bilemem tabi nedenini. Dediginiz dogru ama, genelde nde
kadinlar vardi. Bugiin de Oyle, cagdas sanata bakin, kadin sanat¢ilar daha
aktif, daha kalabalik.

OK:

Benim tezim esas olarak Tiirkiye’de 3 boyutlu sanatin nasil ortaya ¢iktigina
da deginme ¢abasinda. Mesela, Altan Giirman son derece erken sayilabilecek
kolajlar yapmisti, bu yolun basi1 gibiydi yaklasimi, kanvasi baska objelere
acti, hazir-objeler kulland1 ama bu anlamda asil gecis doneminde kadinlar bu
degisimin onciisii konumundalar. Siz mesela, mekana miidaheleyle ilgilisiniz
asil olarak. Bu Tiirk sanat1 i¢in yeni birseydi diyebiliriz ve sizin islerinizden
cikt1 bu yol. Benim sorum sizi bu yola yonelten ne oldu, yani heykeli asan
bir iig-boyutluluga nasil ulastiniz?

AE:

Sanirim benim sabit olan, hareketsiz olandan kacinmak yoniinde bir
egilimim de vardi. Her isin kendine ait bir omrii var. Siirectir bu... Sergiler
yapilir, o zamanki meseleniz neyse isiniz onu yansitir ama sonra o is de o
mesele gibi geldigi yere doner ya da kaybolur. Bu yiizden ben bu ortadan
kaybolmayla ‘zaman’in kendisiyle ilgilendim. Sanirim kadin olmak da beni
mekana baglayan sey oldu belki. Kadinlar daha evcildir hani, mekana
herkesten ¢ok onlar aittir. Tabi benim diisiindiigiimii bir erkek de diisiinebilir
ama benim derdim gecici olmakla ilgiliydi, kalict olmamak, sabit olmamak.
Mesela bazen benden bir sergi icin is istiyorlar, kabul ediyorum ama bir
taraftan da o isin zamanla kendi kendine degismesini arzu ediyorum. Bu
seyde ¢cok barizdi mesela, benim Almanya’da banklarla yaptigim isimde. O
isimi biliyor musunuz? Ben o banklarin kigin 1sitilmasini istedim. O zaman
ne oluyor, banklar da cevrenin yasadigina dahil olmus oluyor. is de kisin bir
sanat eseri olurken, yazin olmuyor. Tipki kisin evlerin de 1sitilmasi gibi,
banklar da 1sinacakti. Simdi bir sanat, bir sanat degil, bir sanat bir degil...

OK:
Bu durumda bir taraftan da neyin sanat eseri olabilecegini sorguluyorsunuz?

AE:
Tabi ki, her isimde yapiyorum bunu.
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OK:

Belki bu ‘sanat¢ci’min kim oldugu sorusuyla da alakalidir. Mesela siz bir
isinizde, sokaktan taslar1 alip galeriye tasimistiniz. Herhangi birinin dikkatini
cekebilecek taslar1 siz farkettiniz ve onlar1 sanat eseri olarak etiketleyerek
iceriye aldimz. Baskasi disarida gorse sadece tas olacaklardi ama siz
gordiigliniiz ve yer degistirttiginiz icin sanata doniistiiler. Marcel Duchamp
gibi bir nevi. Su meshur pisuar, sanat¢i bu sanattir dedigi icin sanat olmasi
bir objenin. Siz bu konuda ne diisiiniiyorsunuz, yani sanat¢cinin kimligi,
imzas1, sanatin ne oldugu konusunda ne kadar belirleyici?

AE:
Ama aslinda Duchamp bagka bisey soylemeye calisiyordu orada degil mi?
Ironi vardi onun yaptiginda, dalga geciyordu?

OK:
Evet, o alay ediyordu.

AE:

Yok ben mesela Ogrencilerime de her zaman soOylerim iglerini
imzalamamalarini. Ciinkii her sanat¢cinin ya da sanatla ilgilenen kisinin
yaptig1 her is sanat degil. Ben bu sanat¢cinin abartilmasina da karsiyim, tanri
gibi. Duchamp alay ediyordu, kars1 ¢ikiyordu bu duruma.

OK:

Tabiki. Peki, bagka bir soru.. Malzemeyle olan iligkinizi nasil
tanimliyorsunuz? Sizin i¢in bir aractan mi ibaret malzeme yoksa isin
olusumu sirasinda fikrinizi de sekillendiren, size kaynak yaratan, sizi
besleyen bagka bir eleman m1? Yani ara¢ m1 yoksa otesi var mi1?

AE:

Fikir once gelir tabiki. Sonra ben bu fikrin nasil forma doniisecegine
bakarim. Yani bir fikir olustuginda her cesit form aklinizda ugusmaya baslar
aslinda baslarken hersey bir muamma. Ama tabi malzeme 6nemlidir, onun
da talepleri olur, bunun da anlam1 var.

OK:
Belki bazen isinize yon de verebilir, ya da bir fikre gotiirebilir sizi?

AE:

Olabilir ama ilk once asil fikri en iyi gosterecek olan malzeme nedir diye
diisiinmek gerek. Hafif mi agir mi, narin mi kuvvetli mi, sizin fikrinizin neyi
aradigt Onemli. Ondan sonra malzemenin talepleri gelir. O ikisini
birlestirmek gerek. Tabi malzemeyle yakinlastik¢a, ondan da fikirler dogar.
Malzemenin potansiyeli vardir, belli bir iletisimi vardir kendi iginde,
sanat¢inin buna kulak vermesi gerek.

OK:
Bu durumda malzeme de siirecin onemli bir parcasi yalnizca bir arag¢ degil.

AE:
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Evet ama belki bu benim herseyden Once bir heykeltras olmamdan
kaynaklaniyor olabilir.

OK:

Heykelden geliyor olmanmiz konusunda, bir roportajinizda okumustum,
alisilagelmisliklerin bu kadar karsisinda bir sanatiniz olmasina ragmen,
islerinizin heykelden cok da uzak olmadigin diisiindiigiiniizii sOylemissiniz.
Bunu biraz agar musmmz? Ornegin akademideki heykellerinizi yiizsiiz
calistigimiz1 biliyorum. Heykel disiplinin disina tasarken belki bunun sadece
heykelin bir uzantis1 oldugunu diisiiniiyordunuz?

AE:
Evet Oyle demistim ve Oyle diisiinliyorum. Ben islerime hala heykel
diyorum.

OK:

Ornegin, cagdaslarinizdan resim geleneginden gelenlerden, bugiin yaptiklari
sanati ¢ok farkli niteleyenler ve hatta devrimsel bir tarafi oldugunu
diisiinenler var. Ben okudukca ve inceledikce, pek dogal ve olagan bir seyir
goremiyorum, Ozellikle Tiirkiye’de kavramsal sanatin ortaya cikmasi
acisindan ya da 2 boyuttan 3 boyuta gecilmesi konusunda, bana sanki orada
birseyler kirilmis gibi geliyor. Ama siz, islerinizin yenilik¢i oldugunu kabul
etseniz de bir yerde, aslen heykelde var olan bir potansiyeli ortaya
cikarmaktan ve kesfetmekten ibaret gibi konumluyorsunuz.... Ya da dogru
mu ifade ediyorum, bilmiyorum?

AE:
Hayir, evet, ben gercekten islerimin heykel oldugunu diistiniiyorum.

OK:

Michelangelo son yillarinda cok etkileyici ve zamani i¢in oldukca yeni
adledilen isler yapmisti, bu Dying Slave ve Rondinni Pieta gibi; bitmemis
igsler gibi goriiniiyorlardi ama aslinda sanki kendi iclerinde doniisiiyorlar,
olusuyorlardi. Belki bu isler sizin sOylediklerinize 6rnek bir yerde, yani
mermerin Ozniteliklerini agabilecegi kendine has bir potansiyelinin olmasi.

AE:

Evet, haklistmz. O isleri gordiiniiz mii? Cok inanilmaz. Oyle birsey evet.
Onlar da kendi iglerinde bir siireci yasiyorlar, siirecin kendisi olarak,
onlardaki fikir bu bence.

OK:

Peki, dille olan baginiz nedir? Kastettigim kelimeler, yazili dil, hem gorsel
hem de kavramsal anlamda, sanatsal temsile eklemlenmesini nasil
yorumluyorsunuz?

AE:

Ben de islerimde yazi kullaniyorum o da bir bagka malzeme. Eger benim
fikrimi iletmem i¢in en iyi yol yazi ise, onu kullaniyorum. Ornegin
Almanya’da yaptigim bir isim vardi, hala ordadir saninm Kreuzberg’'de,
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‘mis-li’ gec¢mis zamanla alakali bir isti, bircok versiyonunu da yaptim
sonradan. Plexi-glass’tan harfler yaptim, film yaptim, sonra perdeye baski
yaptim. Simdi is ordan oraya dolasirken, durmadan degistirdim ben onu. Bir
yerden bir yere giderken degismek zorunda. Ama bu arada, dili oldugu gibi
anlatmamdan bahsediyorsaniz...

OK:

Yok hayir mesela ben semiyotigin bir bilim haline gelmesi, fikrin gosterilen,
gosteren ve isaret rollerine biirlinmesi, dilin 6ziinde bir temsil olmasi ve bu
anlamda sanata olan yakinligi, perde arkasinda sanki varolan kavramlarin bir
yansimasi gibi yazili harflerin varligi vs; ve batida kavram sanatgilarin
yaziy1 sanatlarina eklemlemis olmalar1 ve bazen sadece ‘dil’den ibaret isler
ortaya koymalari, siz bunu nasil goriiyorsunuz? Yani dil sanatin neresinde?
Bunun da sanat iizerinden sorgulanacak bir mesele olduguna inaniyor
musunuz?

AE:

Ama simdi bu kisiden kisiye gore degisir. Yani her isin kendine ait bir
meselesi var. Tabi bazi igler var dil ¢ok yerli yerinde kullanilmis, bazi isler
var yazi sadece kendini okutmak i¢in kullanilmig. Bazilar1 dili bir de gosteris
icin kullantyor. Dil meselesi her is icin ayr1 konusulmali.

OK:
Bu durumda yazili dil sanatin olmazsa olmaz bir malzemesi degil, onsuz da
oluyor?

AE:
Tabi ki, hicbir iistiinliigii yok.

OK:
Peki, estetigi nasil tanimliyorsunuz, form mu islevsellik mi?

AE:

Tabi simdi benim bu bahsettigim doniisiimiin icinde estetik boyutu da var.
Fikir forma doniisiirken, kendi estetigini beraberinde getiriyor. Tabi estetik
tirnak icine burada, ciinkii neye gore kime gore meselesi var. Giizel mi,
giizel olmalt m1? Bazen olmak zorunda degil. Nasil her isin kendi malzemesi
varsa, her isin kendine gore bir de nasil goriinecegi meselesi var. Ama ben
kaliteye inaniyorum. Birseyi 1yl gostermek istemiyor bile olsaniz, bunu en
iyi sekilde yapmak gerek. Mesela Wim Wenders ‘Easy Rider’ filmi icin sey
demis, “iyi film ¢linkii senaryo 1yi, oyuncu iyi, Dennis Hopper iyi yonetmen
vs”... birseyin iyi olmasi icin, tiim elemanlarin iyi olmasi ve bir araya
gelmesi gerek. Hepsi ayr1 kalitede de olabilir ama etkileyici bir formda
bulugmalilar. Mesela ¢cok ask romani var, hepsi giizel degil. Hersey nasil bir
araya geldigiyle alakali.

OK:

Peki... Incelemek istedigim konulardan bir tanesi de su... Bir sanat eseri
aslinda cok somut, cok dokunulabilir birsey, yani fiziksel anlamda,
goriilebilir, dokunulabilir, yani bir {i¢iincii kisi bunu tecriibe edebilir. Yani
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‘bu oldu’ denilecek bir an gelir, ya da goriiniir olacagi an neyse ona erisilir
ama kavramsal sanatta sanki bu yok, tanimi geregi konusuyorum, kavram
dedigimiz tam tersi. Dokunulamaz. Bitmek bilmez bir siirec olabilir. Zihinsel
bir siire¢, aslinda 3 boyuta indirgemesi olanaksiz birsey. Bu konuda ne
diistiniiyorsunuz? Sizce de bu bir ¢eliski mi, siz kendi sanatsal iiretiminizde
bunu hissediyor musunuz?

AE:

Tabi ki... Mesela bazen bana en son su giin demezler ama verin diyorum ben
yoksa duramiyorum, o is bitmiyor. Ciinkii sonu yok, yaptigim is bir tiirlii
nihayete ermiyor bazen.

OK:
Bir noktadan sonra da seyirciyle olan etkilesim bagliyor, bu da bir bagka
boyut...

AE:
Dogru...

OK:

Bana ilgin¢ gelen bir bagka konu da... Bati da adim1 ‘kavramsal sanat’
koyduklart bir akim olagelmeden 6nce sanki ‘kavram’ sanatin hi¢bir zaman
parcasi olmamis gibi bir durum var. Bu nasil oluyor?

AE:
Yok tabi ki vardi, olmaz mi, belki bu sadece bir nevi sey meselesi...

OK:
...tanimalama, adin1 koyma, kategorize etme?

AE:
Yoktu tabi bundan Once boyle bir akim olarak yoktu. Kalabalik birsekilde
goriiniir olunca akim gergeklesiyor.

OK:

Belki de zamanina gore ¢ok daha radikal bir agilim oldugundan dolay1, adin1
koymak hakkinda yazmak ve belki bu fikir etrafinda bir araya gelmek
durumunda kaldilar, aciklamak, anlasilir kilmak i¢in. Aslinda sizin i¢in de
benzer bir durum dogabilirdi, siz nasil savundunuz yaptiginiz isleri, yeni
olmasi ve farkli olmasi nasil bir durumda birakiyordu sizi?

AE:

Biliyorsunuzdur biz bircok sergi yaptik, iste Yeni Egilimler vardi, ABCD
vard1, 123 vardi. Hep kendi kendimize yaptik, para bulduk, sergileyecek alan
bulduk. Birbirimizi segtik. Mesela bu yiizden ¢ok elestirildik. Ama ben hala
o zaman Tiirkiye i¢in cok onemli birsey yaptigimiza inaniyorum. Bizim son
sergilerimizden birinde AKM’nin 6niinde kuyruklar vardi. Bizim o zaman
yaptigimiz gengligin takip ettigi, merakla bekledigi birseydi. O zaman igin
yeniydi tabi.
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OK:
Ne gibi elestirilere maruz kaldiniz ve bunlarla nasil savastiniz?

AE:

Aslinda cok acimasizca, biraz da sagma elestirdiler bizi. Islerimize baktilar,
“bunun neresi sanat” dediler. Genel tavir gormezden gelmekti tabi,
goriinmezlikle ugrastik. Bu hala sorun, bugiin bile. Ama bu kuvvetli
gormezden gelme ve goriinmezlige ragmen, biz isler ¢cikarmaya devam ettik.
Bunun i¢in inat¢1 olmak lazim.

OK:

Evet, islerinizi kamu Oniinde sergileme sansimiz oldu. Hem o donemde de
galeriler cok aktifti, yenileri agciliyordu vs. Ve bu arada, gii¢clenen ve eli para
goren bir kesim de sanata koleksiyonerler olarak ilgi duymaya basladi.

AE:

Ama tabi insanlar paralarim1 resme yatirdilar, ciinkii o tamdik birsey. Duvara
asabilirler resmi. Kimse benim islerimle ilgilenmedi o anlamda mesela
Tiirkiye’de, evet yurtdisinda para koyanlar oldu ama burada olmadi hi¢. Tabi
buradaki koleksiyonerler alinca ne yapacaklarini bilecekleri seye para
veriyorlar.

OK:

Tabi ama bir yandan da su var ki: sizin isleriniz gibi isleri zaptetmesi zor,
kapali bir ortama hapsolmasi giic. Evin bir kosesine konulacak isler degil
cogu.

AE:
Yoo, o kadar da dramatik degil, evin bir kosesinde de durabilir. Ama
anlamalar1 zor ya da birilerinin anlatmasi gerek. Zora gelmek istemiyorlar.

OK:

Belki de problematik buluyorlar, kabul etmesi zor. Aslinda bu bir acidan
sizin iglerinizin bir basaris1 olarak da algilanabilir. Yani islerinizin politik
olmasi bir nevi, insanlar1 sorgulamaya yoneltmesi.

AE:
Dogru!

OK:

Peki, seyirciyi isinize gore nereye konumluyorsunuz? Onun da bu ‘siirec’te
rolii var m1 bir yaratan gibi, isi gelistirebilir ya da ona ekleme yapabilir mi
katilimiyla ya da sadece varligiyla, ya da yeniden yaratilmasi demek olabilir
seyircinin varlig1?

AE:

Bazen isimin icinde seyirciye yer birakmak, yer agmak icin ciddi sekilde
mesai harciyorum. Nerede duracaklar, ise nerede girecekler. Bazen bir
farkediyorum, seyirciye alan birakmamisim. Belki de birakmamaliyim, bu da
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bagka bir sorun. Seyirci isin i¢ine adim atmali mi1, ya da bir mesafeden mi
seyretmeli. Katilimini bekliyor mu bu is? Mesela benim son isim bu
vapurlar, eger seyirci katilmasaydi ¢alismazdi. Ozel olarak o is icin, basarisiz
olma ihtimali vardi seyirci katilmasaydi, ilgi duymasaydi. O kadar para bosa
gidecekti eger kimse gelmeseydi. Diisiiniin diinyanin bir ucundan ii¢ vapur
geliyor ve Frankfurt’tan hickimse ilgilenmiyor. Tamamen c¢okerdi o is.
Seyirci olmadan o is calismazdi. Yani seyirciye dayanan is var, dayanmayan
da var. Bazi isler seyirciyi yoksayan isler, orada olmast birseyi
degistirmeyen isler.

OK:

Peki hafiza konusunda ne diisiiniiyorsunuz? Su baglamda soruyorum,
mekanlarin ayni bedenlerin oldugu gibi bir hafizas1 var ve yer degistiren, el
degistiren islerin degismesi gibi, mekanin da kendi i¢inde doniistiiren bir
dinamigi olabilir mi? Bu ¢ok agir bir konu aslinda ve belki de sizi islerinizde
yonlendirmis olabilir. SOyle ki, siz mekana miidahele ediyorsunuz ve oradaki
hafizada bir kopus yaratiyorsunuz ya da oramin hafizasindan
kacinamiyorsunuz ve isinize dahil ediyorsunuz. Ya da belki bu herhangi bir
kavram sizce, pek bir 6zelligi yok?

AE:

Ben aslen o kadar derin ilgilenmiyorum hafizayla. Bana fazla romantik
geliyor. Insanlar1 ceken bir tarafi var, cazibesi var. Tabi ki ugrastgim oluyor,
sizin bahsettiginiz 6l¢iide. Mesela bir keresinde, objeleri kendi zamanlarinda
temsil etmek adina kullandim hafizayi. Hafizayla ugrasirken romantik
olmaktan kacinmaya calistyorum. Simdi zamam ge¢misle kamufle etmek
bana anlamli gelmiyor; belki ge¢misi bugiine tasiyip goriiniir kilmak anlamli
olabilir.

OK:

Ben bunu soruyorum ciinkii post-modern zamanlarin hafizay1 biraz iliizyona
doniistiiren bir dogas1 var. Yani bu hafiza kaybir meselesi ve de herseyin ¢ok
hizla ge¢misin bir pargasi haline geliyor olmasi. Hersey ayni anda birlikte
yasaniyor ve ¢ogaltiliyor; herseyin kopyanin kopyasi olmasi meselesi, tekrar
yaratilmasi, Baudlliard’in dedigi gibi, simulasyon. Tabi sanat¢ilar da bu
konuyu ele aliyor; zaman ve hafiza algisinin kaybolmasi. Romantik evet bu
0zlem duygusu vs ama yine de sormak istiyorum, sizin isleriniz agisindan
bunu problematize ettiginiz durumlar oluyor mu?

AE:

Iste bu yiizden istismar etmemek gerekiyor ciinkii somiiriiye ¢ok acik. Bu
acidan bakilinca seyircinin konumlandirilmas: da somiiriiye acik. Cabuk
etkileniyorlar. Benim i¢in bu kolay, bilinen yollar1 islerimden uzak tutmak
onemli; bu etkilenmeler, cazibeler. O yiizden sorguluyorum ben. Cok mu
kolay oldu, cok mu bariz, cok mu direkt? Ama bazen ben de durup kolay ve
giizel bir is ¢ikartyorum... Ama hafiza 6zelinde, evet bir mesele olarak
islerimde yer bulsa da, bu icindeki romantizmden kaciniyorum. Romantik
dogasini yok etmeye ugrasiyorum.

OK:
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Bir sanat¢1 olarak, kendinizi misyon sahibi olarak goériiyor musunuz, yani
kitleleri harekete gecirmek, mesajiniz iletirken birseyler 6gretmek insanlara,
birseyleri degistirmek, aydinlatmak gibi emelleriniz s6z konusu oluyor mu?

AE:

Mesela diyorlar ki bu sanat¢1 Tiirkiye’yi temsil ediyor. Ben bu temsillere
inanmiyorum. Sacma. Herkes kendini temsil ediyor. Ben neyin mesajini
tasiyorum. Ben burada yasadim ve islerim de bunu anlatiyor zaten, bu
cografyadan geliyor. Bunu bir mesaj olarak iletmem gerektigine
inanmiyorum. Bu bahsettigim ‘mis-li’ ge¢mis zaman isim alabildigine Tiirk
bir is sonugta. Ama ben bunu Tiirk olsun diye yapmadim. Tiirk¢enin bu yonii
cok ilgin¢ oldugu icin yaptim. Bunun i¢inde dogru, yanls, iyi, kotii yok. Bu
benim anlatmak istedigim bir Oykiiydii, anlattim. Bu zamanla ilgili benim
ilgimi ¢eken, Tiirk¢e’de bunun yalan sdylemek, ya da palavra atmak, ya da
sorumluluktan ka¢mak i¢in kullanilmasi. Bir yerde hayal giiciinii
konusturuyor. Bu beni cekti ama belki bagkas: i¢in caligmayacakti. Ben bir
dogru aramadim, beni ilgilendiren seyle ilgilendim. Ciinkii ben bu is
ozelinde, hani Ingilizce’de olmamasi bdyle bir zamanin, bunu anlatmak icin
Ingilizce’de daha uzun ciimleler kurmak gerekiyor. Ama Tiirkce’de cok net
ve yumusak da. Bir de tabi bu zamanda kisinin ne sdylediginden tam emin
olmamasi durumu da var, kendisiyle dalga gecmesi. Bununla bir bagka
ilkede, bir baska dilde saka yapmak miimkiin degil.

OK:

Yok tabi ki ama benim asil sormak istedigim siz isleriniz aracilifiyla bir
beyanatta bulunuyor musunuz yoniindeydi. Mesela, sanat bu baglamda sizin
iletmek istediginiz mesaji ilettiginiz bir ara¢ mi?

AE:

Yok ben bunu islerim iizerinden yapmam, ben bunu sdylerim. Eger fikrimi
sorarlarsa soylerim ya da yazarim. Tabi ki islerimde de gizlidir, ama gizli
olmasi gerek zaten.

OK:

ve cagdasiniz olan diger kadin sanat¢ilar diistindiigiiniizde, Tiirkiye’deki bu
yeni sanatin Onciileri oldugunuzu, bu doniisiimii gerceklestirenlerden
oldugunuzu ve belki bunu tetiklediginizi ve hatta degisime sebep
oldugunuzu diisiiniiyor musunuz? Bahsettigim kirilmay1 sahipleniyor
musunuz? Sizin sanatiniz bunun neresinde yer aliyor?

AE:
Tabi ben bir ¢ok yol ac¢tigimiza inaniyorum ama bu benim sdyleyebilecegim
birsey olmamali. Baskalarinin buna bakmasi ve arastirmasi lazim.

OK:
Zaman verdiginiz i¢in tesekkiir ederim Ayse Hanim.

AE:
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Ne zaman isterseniz, mutlaka baska sorular da c¢ikacaktir, calistikca
konusalim... Giizel birsey ortaya ¢iktig: siirece ben tesekkiir ederim tabiki...
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APPENDIX F

Interview with Canan Beykal — Suadive — 08.01.2006

OK:

CB:

What exactly was your motivation to start practicing art and pursuing a
life as an artist? In other words why did you become an artist: you had a
mission to accomplish, was it innate and inevitably in your nature, is it a
direct result of the social or political responsibility you have as a world
citizen or is it just a very personal ambition to ‘sign’, to leave your trace
behind...

The only thing that has directed, navigated and guided me in my work is
my tendencies and my tendencies only... The rest is all that has been
attributed to you and to your art, everything else is associations that were
configured later on. My art or my mission was not programmed from the
beginning. It is definitely not about creating a unique signature, cause as
I said my purpose was never to attain the new in the form, it was not a
purpose; or it is not about leaving a mark behind, not to the extent of
entering the collection of a museum. On the other hand, having a mission
or a socio-political responsibility is not about being an artist; it is about
being an intellectual.

I am not the one to decide if my art had avant-garde characteristics or not
but I am fully aware of the fact that my artistic expression differed to the
fact that the conventional ways were not sufficient for me, they were not
enough to successfully convey my thoughts, ideas. This was obvious in
my personal development, especially in my theoretical studies, following
my graduation. Towards the end of 1970s, this theoretical aspect started
with the abandoning of the conventional forms and materials in art and
what I started in 1979 as the transfer of the opportunities of semiotic
expressions into art, was documented my first exhibition, which was an
audio-visual show, in 1981 called “Izm-ler”. What was the core of this
transformation can not be explained in a formal development. Because,
despite what we have been thought, I had became aware of the fact that
just like in philosophy, the thing to transform the form, especially in arts
and painting; would have to be the ‘reality’ the ‘truth’ itself. If what you
mean by idealism is its philosophical meaning, of course it is inevitable
to link it with conceptuality; because what makes the art of painting a
mental activity is this problem of the truth itself. As the art of painting
attempts to achieve the ultimate formal expression of the truth itself; it is
forced to realize this transformation through a series of mental
transformation. So, long before conceptual art was defined as it had been
in the west; the discipline of art was a philosophical question for me
which had a conceptual basis underneath.
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OK:

CB:

OK:

CB:

OK:

CB:

Considering the visual expression in your works that may be
acknowledged as avant-garde for its time; how did you end up in
challenging these issues within the limits of artistic representation but
reaching beyond conventionalities?

Definitely the arena where I was trying to get even with the art of
painting was its transformation from the 2-Dimensionality to 3-
Dimensionality which was all about the representation of reality and its
limits of possibility. To tell the truth I did not care about what the others
were doing in that particular period.

The conflicts between the left and the right in terms of politics, the
military coup of the 1970 and 1980, the prosecutions, the banning of the
courts, the years of 1970s to 1980s were a period of depression, tension
and uncertainty, insecurity. How did you as a citizen, lived through that
period, how did it reflect in your life and how did it, if it ever did, surface
in your art?

My position in that particular period was very obvious in my writings,
my reviews and my reactions. In short, throughout that period, taking
shelter in my identity of being an artist and benefiting from the artist’s
immunity; I did not hesitate to react to what was going on. I was
someone with political preferences who had openly laid these choices
down in my works both in practice and theory.

I had referred to that period as the Renaissance of the Youth in one of my
writings. Truly, the youth of that period, especially the ones that I had a
chance to know, were the second most literate generation this country
had ever seen. They had a wide spectrum of interests, and could never
get enough of discussing, questioning and challenging. That is why they
were very equipped to perceive this world from a completely different
perspective and on that account they were even more learned than their
teachers. Their most difficult dilemma was most probably what I meant
by idealism, their romanticism in that sense as I would call it. They really
believed that they would be able to change the world with their bare
hands. What happened afterwards proved just the opposite though. In my
personal view, in that period of political destructions and massacres,
many were wasted for nothing.

Within the specific period mentioned above, what was the difference
between having a background in the academy, or abroad, or having been
raised by the masters in their ateliers? How do you orientate yourself
when you think of your own resume?

In this particular period, being a part of the Academy was truly important
in the sense that it was the only institution for education in arts. Despite
its institutional nature, it was still a place to choose and to be chosen.
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But, especially for the particular period, the young people who were to
become artists also had the potential to become intellectuals and the
education offered by the Academy was not enough. At least it was not
enough for me. The academic doctrines and the authority of the academy
were all about the formalist relation of the master and its apprentice.
What you had to realize was that it was a time in which you had to learn
the discipline but at the same time consciously avoid the danger of being
an ordinary artist. You might laugh it when I say this but I truly believe
that especially for the young artists the existence of boundaries and limits
pre-defined in arts makes them even more creative to out-rule those
conventionalities and come out with their own style. Thinking that there
are no other platforms existing for the young artists to be fed upon other
than that of the academy, the people of academy, the professors and the
young artists are nevertheless different than the rest of the society, they
are crazier in a sense just like they should be, and that is a good thing.

In terms of my personal background, I grew up in Cihangir, which
inevitably meant to be surrounded by the people from the Academy (I
used to play in its backyard, went to the high school next to it) and
intellectuals; I could get to know some important painters of the period.
Compared to my teachers with whom I studied in their ateliers, I was
luckier in the sense that with the help of the elective courses that were
not available in their times, I was more equipped. There was another
environment in which I could develop myself further outside the
academy. What I am trying to say is that my difference compared to the
others was about my background before the academy but I could only
become aware of this when I started the academy. But in every students’
story of coming to academy, there is someone who must have seen the
difference in them and guide them towards the academy.

Personally I think that one of the main factors that complicated the
process of art-making was the understanding that arts for women were
more like a hobby that would add their nature more of a grace and
transform them into more emotional, sensual people whereas it was for
men that arts were considered as an area of profession. This was of
course discrimination. It meant that your intelligence, your culture and
your creativity potential would not be rightfully evaluated. To tell you
the truth, my struggle and my fight with everything that I had been
criticizing in terms of norms of authority; was not a big success. Every
piece of authority that I tried to breakthrough and surpass was bordering
the beginning of another authority. Maybe it would be clever to bear in
mind the inexperience of youth and wrong set of choices and
preferences. The solution to the individual dilemmas does not only
depend on your personal choices and struggles. We truly believed in the
freedom of nations to decide their own faith but we were failing to
achieve to claim the same freedom for ourselves because we were less
powerful over against the masculine, patriarchal
interdependence/cooperation which was very strong in manners of
protection and preservation. These of course are only my opinions,
maybe other women artists do not share the same views, maybe I was not
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OK:

CB:

OK:

CB:

clever enough to overcome the difficulties of being a woman, maybe the
others did not feel the burden of being a woman at all.

How do you relate this transformation to your identity as a woman?

It is impossible for me to say that I was openly dealing with the issue of
being a woman in my works, even though I was living through the
dilemma of being a woman inside out. The woman artists of the period
were women but their works were masculine. Maybe my prior identity
was being a woman but my sub-identity was masculine. In the 90s I
thought of the problematization of being a woman more of an
international issue than a local issue that was to be dealing with
individual identities. I was dealing with the ‘self’ concept very much
through my works in that period and inevitably I could not approach to
the problem of identity by dealing with my identity, because 1 was
already questioning the problem of belonging and not-belonging.
Attributing adjectives to identities or to values that form these identities
is I believe a process of nationalization. These are forbidden zones for
me. That is why I started to deal with personalities that were exempted
from these kinds of identities like that of the children. Actually I do not
care much about the identity; I do not understand why everybody thinks
that I problematize this in my works. Actually I could not care less. I do
not find it interesting for a woman to be busy with her womanhood or her
private life; for example I don’t find anything interesting or extraordinary
in the works of Tracey Emin. I do not care about her private life at the
end of the day.

During the process of your artistic production, what is your relation to
the material? Do you take the material as one of your sources of
influence, as one of the determinant elements within the work itself that
demands the needs of the final work (if it can ever be finalized) and
guides the process or is it only another medium that serves the purpose of
the context and is sculptured according to the demands of the concept?

Whichever material is the best medium that would carry my idea that is
what I use. To accept the material as a source of reference or influence is
no different from the conventional methods. If you give the priority to
the idea as the creator force, theory and practice form an inseparable
whole. Material is not important, not as important as they say so. There is
no good or bad material but there is compatible material. Every material
brings with it its own demands and authority and the worst would be to
let the idea be directed with the needs of the material. My material or my
medium is the simplest, or sometimes it even does not exist. For example
writing/text is something like this; it even does not have a dimension, I
sometimes only use its ghostly appearance. It would be wrong to say that
there is unbreakable bond with me and the material. If you are using a
medium, any kind of medium, after a while you are forced to speak its
language.
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OK:

CB:

OK:

CB:

OK:

CB:

OK:

CB:

Compared to the contemporary art of the world, how do you position the
art in Turkey, where do you think your art stands in this comparison?
Could your art be the avant-garde of the conceptuality in Turkey or was
it a natural unfolding of the Turkish art history or was it the delayed birth
of the alternative in art? If you believe that it was a natural unfolding,
would you be able to acknowledge that this kind of art in Turkey had its
unique texture that was specific to this geography to this culture and
because of this aspect what emerged in this locality was beyond
imitation?

Considering the opportunities available in Turkey, the artists of the
period did successful catch the spirit of the time (zeitgeist) but their
visibility was delayed; but it is unnecessary to evaluate this as local and
different. I personally think that for the first time in this period that our
artists could meet at a common spirit and mentality. If they were not
understood enough, the reason of this problem should be seek for in the
attitudes of the people and institutions that were dealing indirectly with
arts that time. I mean the people who ran galleries, curators who returned
back to business, and the art critics who were taking sides with the
market in their gallery exhibitions. Plus we did not have any analysts or
viewers during that period. I personally find it very natural that the art of
the period then was reacted and criticized against.

How definitive do you think that the choice and naming of the artist is in
terms of defining and deciding a work to be a work of art?

What we know since Duchamp is that the choice of the artist is the first
determinant of what is an art work and this method has long before
substituted the conventional models of creation. Nevertheless, this does
not mean that art can not be criticized or evaluated outside the concept
and context which the artist had attributed to his or her arts.

Thinking the art of Kosuth and Beuys for example, how do you evaluate
the integration of language and text into the visual representation? How
possible would you say it is the co-existence of text and image and the
readymade together in a singular work of art in terms of connotations,
semiotics and their inter-relations as elements side by side?

Language since it was the actual physical appearance of the idea was my
medium in arts since 1979 and 1980.

Who do you think were the influential figures preceding your art in
Turkey; as both names from the west and from Turkey? How much of
the conceptual art practice in Turkey was imported and how much of it
was configured in this locality? For example Altan Giirman and the
Basic Design education or the influence of Bauhaus in that sense?

The art movements that were against the formal art which were Dadaism,
Constructivism (the Russian wing), or in general anti-art movements,
were never fully practiced in Turkey. The Turkish artists actually
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OK:

CB:

OK:

CB:

avoided these art movements. But cubism was fully practiced and
applied. Abstract, figurative expressionism was widely accepted, even in
the academy. The reason for this was that they were easily transferable
formal movements; they did not have disrespect against what was
already known as art. All the others were fighting against arts, trying to
overthrow it; what would be left if they would succeed and arts would be
destructed, wasn’t this dangerous?

When it comes to Bauhaus, that is what I do not agree with you. Before
the foundation of the Basic Design department in the Academy, the
German teachers who had been raised in Bauhaus ecolé had already
founded the Marmara Fine Arts Academy towards the end of 1950s. The
reason for its foundation was of course all about to create an organic
relation between the industry and that of the arts of design; in order to
serve the needs of the industry. For both of these institutions it was not
the foundation of the Basic Design department that helped or changed
anything or modernized the arts in Turkey. Even if the basic principles of
design and their integration into the curriculum in both in Academy and
in Marmara had any effect in the modernization of arts in Turkey, it was
not major. But, especially in the academy, Basic Design education and
the conventional atelier education were in complete disharmony. Even
today, this education, in both schools needs to be renovated immediately
in accordance with the new technologies.

Whose legacy do you think you had inherited and onto whom do you
think you are passing it on?

There was nothing in the Turkish arts that I could inherit into my own
art; but inevitably all that was before me in the history of art was a part
of my interpretation. I do not care who will pursue the legacy of mine or
I do not also agree or care about the fact that my art is a legacy or not.

Do you believe that in Turkey, in that particular time, there existed a
determining authority when it was a matter of the definition of art and
how political was this existence or this absence? In terms of financial
investments, the appearance of a social class that gained the power to
buy art to start family collections but at the same time in terms of
political freedom, the fact that the space where ideas were to blossom
was contracting; what kind of opportune or available moments you saw
to continue to produce your art or what were your indispensables that
you could not sacrifice?

While the freedoms were not very freely being practiced, the period in
question was also famous for the newly emerging, enriching middle class
who had started to invest in the Turkish art and the art galleries were
growing in number; do you think this is contradictory?

In that particular period something definitely was impacted because of all
those tensions and everything but it is hard to say that the arts were ever
affected. The period was very productive in the sense that despite the
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OK:

CB:

OK:

CB:

non-reactionary attitude of painting and sculpture against the censoring
view of the government; the increasing number of independent art
galleries creating a market for both art buyers and the artists who sold
their art did breakthrough the authority of the academy and the arts were
handed over to a free art market. My works in which I was also
questioning these kinds of relation were right at this period. I truly
believed that arts were not meant to be viewed or sold or bought, should
never be. I also wrote about these things. I was thinking that we were
going through times where the arts were becoming a subject to a
commercial consumption rather than a cultural consumption. Actually
this was always the case but it was newly being experienced in Turkey. It
was not a contradiction, that the economic freedoms were freely
practiced whereas political freedoms were banned. Capital was
demanding consistency and therefore was in favor of the repressive
regimes as it was the case throughout the history. The military coups
were never done against the authorities of the economy nor the right
wing ideologies that favored suppression. The regimes that were
established afterwards proved this right. As an economist you would
know better, that during that devaluation of the period, painting was an
asset, a clever investment; this was a case very special to Turkey.

Where do you position the viewer? Within the process of artistic
production, as a determining factor or only as a role player?

The involvement of the spectator within the art work is not a necessity.
Arts are of course not hermeneutic. It is of course something to be
defined and completed with the viewer. What is art what is not, what is
the use of art, what if it is never there anymore; if an art work is
proposing a question about these, it definitely requires participation. This
does not have to be a physical participation. My viewer needs to know
how to read and write, at least. But at the same time I do not believe that
the creation is mutual.

What kind of a formation do you think that the artwork would be going
through after it would be laid down in the gallery? Is this a continuous
process, or at least rhythmic that is divided but harmonious and in
consistency in terms of its evolution?

I truly believe that the art work has a life span, it has a life on its own, it
has to have. According to me, whichever area that the arts leak into after
they are created they shall be considered to have signed their own death.
I believe that this leaking of the arts into the public sphere will bring
another kind of isolation, alienation, despite what is expected of this
intercourse of the arts and the city. For my works, I think that they are
too delicate to be brought out of the preserved environment of the
gallery. I believe that my works are out of the circle of that selling and
buying and carry with them their own loneliness and they require
equipment to protect and preserve them. I sometimes create works that
even lack a single object, whose existence you can only sense them;
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CB:

weak in terms of its material (photography, text, or just pure imagery),
sometimes even dimension-less.

With which emotion would you associate your work with? I am asking in
order to understand your own perception, your own associations that you
construct between you and your works... I find your works along with
the works of other women artists of the period appearing as lyrical,
poetic...

I can not name an emotion. If you find it lyrical that is your
interpretation. You are free on that account.
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APPENDIX G

Canan Beykal ile Sovlesi — Suadive — 08.01.2006

OK: Sanatla ugrasmaya baslamanizin ve sanatci olmaya karar vermenizin
ardindaki sebep neydi? Bagka bir deyisle, neden sanatc1 oldunuz:
tamamlamaniz gereken bir gorev vardi, dogustan gelen ve doganizda var
olan bir sey miydi, bir diinya vatandas1 olarak sahip oldugunuz toplumsal
veya siyasi sorumlulugun dogrudan bir sonucu muydu, yoksa yalnizca son
derece kisisel bir “imzalama”, ardinda iz birakma hirs1 miydi...

CB: Meslegimde beni yonlendiren, bana yol gosteren ve bana rehberlik
eden tek sey egilimlerim ve egilimlerimdi... Gerisi tamamen size ve
sanatiniza atfedilenlerdir; hersey daha sonra bicimlendirilen ¢agrisimlardir.
Sanatim veya misyonum, bastan programlanmis degildi. Essiz bir imza
yaratmak ile kesinlikle ilgisi yok ciinkii belirttigim gibi, amacim higbir
zaman bicimde yeniyi elde etmek degildi. Bir miizenin koleksiyonuna dahil
olmak icin ardimda bir iz birakmak da degildi amacim. Ote yandan, bir
misyon veya sosyo-politik sorumluluk sahibi olmak sanatcilikla degil,
entelektiiel olmakla ilgilidir.

Sanatimin avant-garde ozellikleri olup olmadigina karar verecek olan ben
degilim fakat sanatsal anlattmimin, konvansiyonel yontemlerin benim ig¢in
yetersiz kalmasi agisindan farklilastiginin farkindayim; zira bu yontemler
diisiincelerimi  ve fikirlerimi ifade etmekte vyeterli degildi. Kisisel
gelisimimde bu c¢ok agikca goriililyordu; 6zellikle de mezuniyetimi takip
eden teorik ¢alismalarimda. 1970’lerin sonuna dogru, sanatin konvansiyonel
bicim ve materyallerini terk etmekle bu teorik tarafi ortaya ¢ikti ve semiotik
ifadelerin firsatlarin1 sanata transfer etmekle 1979’da basladigim sey gorsel-
isitsel bir gosteri olarak 1981°deki “izm-ler” adli ilk sergimde yer aldi. Bu
doniisiimiin 6ziinde ne oldugu bi¢imsel bir gelisimle aciklanamaz ¢iinkii bize
ogretilenlere ragmen, tipki felsefede oldugu gibi, 6zellikle sanat ve resimde
bicimi degistirenin “gercekligin”, “dogrunun” kendisi olmasi gerektigini
farkettim. Eger idealizmden kastettiginiz onun felsefi anlami ise, elbette
bunu kavramsalliga baglamak kag¢inilmazdir; ¢iinkii resmin sanatini zihinsel
bir faaliyet yapan, bu gerceklik problemidir. Resim sanat1 gercekligin en iyi
bicimsel anlatimina ulasmaya calistigindan, bu doniisiime bir dizi zihinsel
doniisimden gecerek varmak zorundadir. Dolayisiyla, kavramsal sanatin
batida tanimlandig1 sekliyle tanimlanmasindan ¢ok o©nce, sanat disiplini
benim i¢in altinda kavramsal bir temel yatan felsefi bir soruydu.

OK: Calismalarimzdaki, dénemi igin avant-garde kabul edilebilecek gorsel
anlatim g6z Oniinde bulunduruldugunda, bu konularla sanatsal betimlemenin
sinirlar1 dahilinde miicadele edip alisilmisin 6tesine ulasmaniz nasil
gerceklesti?
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CB: Resim sanatiyla hesaplastifim alan kesinlikle iki boyutluluktan ii¢
boyutluluga doniisiimiiydii. Bu tamamen gercegin temsili ve olanaklarinin
sinirlan ile ilgiliydi. Dogruyu soylemek gerekirse, o donemde baskalarinin
ne yaptig1 umrumda degildi.

OK: 1970 ve 1980’deki askeri darbeler, idamlar, yasaklamalar, sol ve sag
arasindaki siyasi catigma goz 6niinde bulunduruldugunda, 1970’lerden
1980’lere kadarki yillar bir bunalim, gerilim ve belirsizlik donemiydi. Bir
vatandas olarak bu donemi nasil yasadiniz; bu donem yasaminiza ve
sanatiniza nasil yansidi?

CB: O donemdeki yazilarimda, elestirilerimde ve tepkilerimde konumum
oldukga barizdi. Ozetle; o dénem boyunca sanatci kimligime siginarak ve
sanat¢ct dokunulmazlhigindan faydalanarak, olan bitene tepki gostermekten
cekinmedim. Siyasi tercihleri olan ve bu tercihleri, gerek uygulamada
gerekse teoride, ¢alismalarinda agikga ortaya koyan biriydim.

Yazilarimdan birinde, o donemden Gengligin Ronesans1 diye sozettim.
Gercekten de o donemin gengleri, 6zellikle de tanima firsat1 bulduklarim, bu
tilkenin simdiye kadar gordiigii en bilgili ikinci jenerasyondu. Bircok seyle
ilgilenirlerdi ve tartigmaktan, sorgulamaktan ve miicadele etmekten asla
stkilmazlardi. Bu diinyayr bambaska bir acidan algilayacak kadar donanimli
olmalarinin nedeni buydu ve bu yoniiyle Ogretmenlerinden bile daha
bilgiliydiler. En zor ikilemleri muhtemelen idealizmden kastettigimdir;
romantizmleri diyeyim. Diinyayr kendi elleriyle degistirebileceklerine
gercekten inanirlardi. Ger¢i daha sonra olanlar tam tersini kanitladi. Bana
kalirsa, o siyasi yikim ve katliam doneminde niceleri bir hi¢ ugruna ziyan
oldu.

OK: Bahsi gecen donemde, akademik gecmise sahip olmak, yurtdisinda
olmak veya ustalar tarafindan atdlyelerinde yetistirilmis olmak arasindaki
fark neydi? Ozge¢misinizi diisiindiigiiniizde kendinizi nasil
yonlendiriyorsunuz?

CB: O donemde Akademi’nin bir parcasi olmak gercekten dnemliydi; zira
orasi sanat egitimi veren tek kurumdu. Kurumsal yapisina ragmen secilesi ve
secilinesi bir yerdi. Ancak, 6zellikle o donemde, sanatci olacak gencler ayni
zamanda aydin olacak potansiyele de sahiplerdi ve Akademi’nin verdigi
egitim yeterli degildi. En azindan benim icin yeterli degildi. Akademik
doktrinler ve akademinin otoritesi tamamen usta ¢irak iliskisine dayaliydi.
Farketmeniz gereken, bir yandan disiplini 68renip diger yandan siradan bir
sanat¢1 olmaktan bilin¢li olarak kag¢inmanizin gerektigi bir zaman
olduguydu. Bunu soyledigime giilebilirsiniz ama ozellikle gen¢ sanatcilar
icin, sanatta Onceden tanimlanmis sinir ve kisitlamalarin varligi, onlart
gelenekleri kirmak ve kendi tarzlarimi ortaya c¢ikarmakta daha yaratici
kiliyordu. Geng¢ sanatcilar icin akademininkinden baska beslenecek bir
platform olmadig1 diisiiniildiigiinde, akademinin insanlari, profesorler ve
geng sanatcilar yine de toplumun kalanindan farkliydi; olmalar1 gerektigi
gibi ¢ilginlardi, ve bu iyi bir sey.
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Kendi ge¢cmisime bakildiginda, Cihangir’de biiyiidiim ki bu Akademi’nin
insanlar1 ve aydinlarla ¢evrili olmak anlamina geliyordu (Akademi’nin arka
bah¢esinde oynardim, bitisigindeki lisede okudum); donemin bazi onemli
ressamlariyla tamisma firsatim oldu. Atolyelerinde beraber calisigim
hocalarima kiyasla daha sansliydim ciinkii onlarin zamaninda olmayan
secmeli derslerin sayesinde daha donanimliydim. Akademinin disinda
kendimi daha da gelistirebilecegim baska bir ortam vardi. Demek istedigim;
bagkalarindan farkim akademiden onceki ge¢misimle ilgiliydi ancak ben
bunu akademiye basladigimda farkedebildim. Fakat akademiye gelen her
Ogrencinin hikayesinde, o 6grencideki farki gormiis olup onu akademiye
yonlendiren biri vardir.

Sanat icra etme siirecini karmasiklastiran ana etkenlerden birinin, sanatin
kadinlar i¢in dogalarina zarafet katip onlar1 daha duygusal insanlar haline
getirecek bir hobi, erkekler i¢inse bir meslek olarak anlagilmasi oldugunu
diistintiriim. Bu tabi ki bir ayrimcilikti. Zekanizin, kiiltiiriiniiziin ve yaratici
potansiyelinizin hakkaniyetli bir sekilde degerlendirilemeyecegi anlamina
geliyordu. Dogruyu sdylemek gerekirse, normlar ve otorite agisindan
elestirdigim herseyle olan miicadele ve kavgam, biiyiik bir basar1 degildi.
Kirmaya ¢alistigim otoritenin her pargasi, bagka bir otoritenin baslangiciydi.
Gengligin tecriibesizligi ile hatali secim ve tercihleri akilda bulundurmak
mantikli olabilirdi. Bireysel ikilemlerin ¢oziimii yalnizca kisisel secim ve
cabalara bagl degil. Uluslarin kendi inanglarina karar verme 6zgiirliigiine
gercekten inanirdik ama aym 6zgiirliige kendimiz i¢in sahip ¢ikmakta
basarisizdik ¢iinkii koruma ve korunma yollarinda cok giiclii olan maskiilen,
ataerkil bagliliga kars1 daha az gii¢liiydiik. Bunlar tabi ki benim sahsi
goriislerim; belki diger kadin sanatcilar ayn1 goriisleri paylasmiyordur, belki
ben bir kadin olmanin zorluklariyla miicadele etmekte yeterince akilli
degildim, belki de digerleri kadin olmanin yiikiinii hissetmediler bile.

OK: Bu doniisiimii kadin kimliginizle nasil iliskilendiriyorsunuz?

CB: Her yoniiyle kadin olmak ikilemini yasiyorduysam da, calismalarimda
kadin olmak konusunu agikc¢a isledigimi soyleyebilmem miimkiin degil.
Donemin kadin sanat¢ilari kadindi ama c¢alismalart maskiilendi. Belki
oncelikli kimligim kadin olmakti ama alt kimligim maskiilendi. 90’larda
kadin olma sorunsalini bireysel kimliklerle ilgilenen yerel bir konu olmaktan
ziyade uluslararasi bir konu olarak diisiindiim. O donemde “kisi”” kavramini
calismalarimda sikca isledim ve kacinilmaz olarak kimlik sorununa kendi
kimligime temas ederek yaklagamadim c¢iinkii zaten ait olma ve olmama
problemini sorguluyordum. Kimliklere veya bu kimlikleri olusturan
degerlere sifatlar atfetmenin bir millilestirme siireci olduguna inaniyorum.
Bunlar benim icin yasak bolgeler. Bu yiizden, ¢ocuklarinkiler gibi bu tiir
kimliklerden muaf kisiliklere deginmeye basladim. Aslinda kimligi fazla
umursamiyorum; neden herkesin caligmalarimda bunu problematize ettigimi
diisiindiiglinii anlamiyorum. Agik¢asi daha az umrumda olamazdi. Bir
kadinin  kadimhigiyla veya oOzel hayatiyla mesgul olmasini ilging
bulmuyorum; 6rnegin Tracey Emin’in ¢alismalarinda ilgin¢ veya siradisi
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hicbir sey bulmuyorum. Giiniin sonunda, onun 6zel hayati beni
ilgilendirmiyor.

OK: Sanatsal iiretim siireciniz sirasinda materyalle iliskiniz nedir?
Materyal, —sayet bitirilebilirse— bitmis isin gereksinimlerini belirleyen ve
stireci yonlendiren 6gelerden biri olarak etkilendiginiz bir kaynak mi, yoksa
yalnizca durumun amacina hizmet eden ve kavramin gereksinimlerine gore
sekillenen baska bir ortam mi1?

CB: Fikrimi tastyacak en iyi malzeme o an i¢in neyse onu kullaniyorum.
Materyali bir referans veya ilham kaynagi olarak kabul etmenin
konvansiyonel yontemlerden bir farki yoktur. Yaratici giic olarak onceligi
fikre verirseniz, teori ve pratik ayrilmaz bir biitiin olusturur. Materyal 6nemli
degildir, en azindan soyledikleri kadar 6nemli degildir. Iyi ya da kotii
materyal yoktur; uyumlu materyal vardir. Her materyal kendi
gereksinimlerini ve otoritesini getirir ve en kotiisii, fikrin materyalin
gereksinimleri ile yonlendirilmesine izin vermektir. Benim materyalim veya
ortamim en basitidir, hatta bazen yoktur. Ornegin yaz1 boyledir; boyutu bile
yoktur, bazen sadece hayaletimsi goriiniimiinii kullanirim. Materyal ile
benim aramda kirilmaz bir bag oldugunu sdylemek yanlis olur. Bir ortam
kullaniyorsaniz, herhangi bir ortam, bir yerden sonra onun dilini konugsmak
zorunda kaliyorsunuz.

OK: Diinyadaki cagdas sanatla karsilastirdigimizda Tiirkiye’deki sanati
nasil degerlendiriyorsunuz, sizin sanatiniz bu karsilastirmada nerede
duruyor? Sanatiniz Tiirkiye’deki kavramsalligin avant-garde’1 olabilir mi,
yoksa Tiirk sanat tarihinde dogal bir ortaya ¢ikis mi, ya da sanatta
alternatifin gec¢ kalmis dogusu mu? Dogal bir ortaya ¢ikis olduguna
inaniyorsaniz, Tiirkiye’de bu tiir sanatin bu cografya ve kiiltiire 6zgii kendi
essiz dokusuna sahip oldugunu ve bu sebepten dolay1 burada ortaya ¢ikmis
olanin taklitten uzak oldugunu kabul eder miydiniz?

CB: Tirkiye’deki olanaklar goz Oniinde bulunduruldugunda, doénemin
sanatcilart zamanin ruhunu (zeitgeist) basariyla yakaladi ama goriiniirliikleri
gecikti; fakat bunu yerel ve farkli olarak degerlendirmek gereksizdir.
Sanatcilarimizin bu donemde ilk defa ortak bir ruh ve mentalitede
bulustugunu diisiiniiyorum. Yeterince anlasilmamislarsa, bu sorunun sebebi
o zamanlarda sanatla dolayl1 olarak ilgilenen sahis ve kurumlarin tavirlarinda
aranmalidir. Galerileri isleten kisilerden, ise geri donen Kkiiratorlerden ve
galeri sergilerinde piyasadan yana taraf olan sanat elestirmenlerinen
bahsediyorum. Ayrica o donemde analist veya izleyiciler de yoktu. O
donemin sanatina tepki olmasini ve elestirilmis olmasini gayet dogal
buluyorum.

OK: Sanatcinin se¢imi ve adlandirmasini, bir isin sanat olarak
tanimlanmasi ve sanat olduguna karar verilmesinde ne kadar tanimlayici
buluyorsunuz?
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CB: Duchamp’tan beri bildigimiz odur ki sanat¢inin secimi, neyin sanat
oldugu konusunda ilk belirleyicidir ve bu metod konvansiyonel yaratim
modellerinin yerine gegeli cok olmustur. Yine de, sanat, sanat¢inin sanatina
atfettigi kavram ve baglam disinda elestirilemez veya degerlendirilemez
diyemeyiz.

OK: Ornegin Kosuth ve Beuys’un sanat1 diisiiniildiigiinde, dil ve metnin
gorsel temsile entegrasyonunu nasil degerlendiriyorsunuz? Cagrisimlar,
semiotik ve bunlarin arasindaki bag acisindan, metin ve gorsel ve hazir
olanin tekil bir sanat eserinde beraber yer almasi sizce ne kadar miimkiindiir?

CB: Dil, fikrin asil fiziksel goriiniisii oldugundan, 1979 ve 1980’den beri
sanattaki ortamimdir.

OK: Tiirkiye’de sizin sanatimzdan 6nce batidan ve Tiirkiye’den hangi
isimlerin etkili oldugunu diisiiniiyorsunuz? Tiirkiye’deki kavramsal sanatin
ne kadari ithal edilmistir, ne kadar1 burada yapilandirilmistir? Ornegin bu
baglamda Altan Giirman ve Temel Tasarim egitimi veya Bauhaus’un etkisi?

CB: Bicimsel sanata kars1 olan Dadaism, Konstruktivizm (Rus kanadi) gibi
sanat hareketleri veya genel anti-sanat hareketleri Tiirkiye’de hicbir zaman
tam anlamiyla icra edilmemistir. Tiirk sanatcilar aslinda bu sanat
hareketlerinden sakinmislardir. Ama kiibizm tam olarak icra edilmistir.
Soyut, temsili ekspresiyonizm akademi de dahi genel kabul gormiistiir.
Bunun nedeni, bunlarin kolayca tasinabilir bi¢cimsel hareketler olmasidir;
sanat olarak bilineni saymamazlik etmemislerdir. Digerleri ise sanata karsi
savagtyorlardi, onu yikmaya cabaliyorlardi; basarili olsalardi ve sanat yok
edilseydi geriye ne kalirdi, tehlikeli degil mi?

Bauhaus’a gelince, size katildigimi soyleyemem. Akademi’de Temel
Tasarim departmaninin kurulmasindan 6nce, Bauhaus ekoliinde yetismis
Alman 6gretmenler Marmara Giizel Sanatlar Akademisi’ni 1950’lerin
sonuna dogru kurmuslardi bile. Kurulus amaci elbette endiistrinin
ihtiyaclarim karsilamak {izere endiistri ile tasarim sanati arasinda organik bir
bag yaratmakti. Bu iki kurum icin de, Tiirkiye’de sanati modernlestiren veya
birseyler degistiren, Temel Tasarim departmaninin kurulmasi degildi. Temel
tasarim ilkeleri ve bunlarin Akademi ve Marmara miufredatina eklenmesi,
Tirkiye’deki sanatin modernlesmesini etkilediyse de, bu etki biiyiik degildi.
Fakat ozellikle akademide, Temel Tasarim egitimi ve konvansiyonel atdlye
egitimi tam bir uyumsuzluk i¢indeydi. Bugiin bile, bu egitimin her iki okulda
da bir an 6nce yenilenmeye ve yeni teknolojilerle uyumlu hale getirilmeye
ihtiyaci var.

OK: Sizce kimin mirasini devraldiniz ve kime devredeceksiniz?
CB: Tiirk sanatindan kendi sanatima miras edinebilecegim hicbir sey

olmadi1 ama sanat tarihinde benden 6nce gelen hersey kacinilmaz olarak
yorumumun bir parcasi olmustur. Benim mirasimi kimin devralacagi
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umrumda degil; sanattmin bir miras olacagi veya olmayacagi gercegine
katilmiyor ve umursamiyorum.

OK: S6z konusu dénemde Tiirkiye’de, sanatin tanim1 konusunda belirleyici
bir otorite olduguna inaniyor musunuz, bu otoritenin varligi veya yoklugu ne
kadar politik? Maddi yatinmlar acisindan degerlendirildiginde, aile
koleksiyonlarin1 baglatmak i¢in sanat eseri satin alma giiciinii kazanan bir
toplumsal sinif dogarken; siyasi 6zgiirliikler agisindan bakildiginda,
fikirlerin gelismesi gereken alan daraliyordu. Bu baglamda, sanatinizi icra
etmeye devam etmek icin ne tiir firsatlar gérdiiniiz veya feragat
edemediginiz sartlariniz nelerdi?

Ozgiirliikler tam anlamiyla yasanamiyorduysa da, s6z konusu dénemde yeni
olusan, zenginlesen ve Tiirk sanati ve sanat galerilerine yatirim yapan orta
sinif sayica artiyordu; sizce bu celigkili mi?

CB: So6z konusu dénemde, biitiin o gerilim yliziinden kesinlikle etkilenen
birseyler vardi ama sanatin etkilendigini sdylemek zor olur. O donem, resim
ve heykelin hiikiimetin sansiircii bakigina tepkisiz tavrina ragmen oldukca
tiretkendi; sanat satin alanlar ve islerini satan sanatcilar i¢in bir pazar yaratan
bagimsiz sanat galerilerinin artigi, akademinin otoritesini kird1 ve sanat,
serbest bir sanat pazarina devroldu. Bu tiir baglar1 sorguladigim ¢alismalarim
bu donemdeydi. Sanatin izlenilmesi, satilmasi ve satin alinmasina kargiydim.
Ayrica bu konularda yazdim. Sanatin kiiltiirel degil, ticari bir tiiketime tabi
oldugu bir zamandan gectigimizi diisliniiyordum. Aslinda bu hep boyleydi
ama Tiirkiye’de yeni tanisiliyordu. Siyasi ozgiirliikler yasaklanirken
ekonomik 6zgiirliiklerin tam anlamiyla yasanmasi bir ¢eliski degildi.
Sermaye tutarlilik gerektiriyordu, dolayisiyla tarihte de oldugu gibi baskici
rejimlerden yanaydi. Askeri darbeler ekonomik otoritelere ya da baskidan
yana olan sag egilimli ideolojilere karsi yapilmiyordu. Daha sonra kurulan
rejimler bunu kanitladi. Bir iktisat¢1 olarak daha iyi bilirsin ki, o0 donemin
devaliiasyonunda resim akillica bir yatirrmdi; bu son derece Tiirkiye’ye has
bir durumdu.

OK: Izleyiciyi nasil konumlandiriyorsunuz? Sanatsal iiretim siirecinde,
belirleyici bir etken mi, yoksa sadece bir oyuncu mu?

CB: Sanatta izleyicinin varligr bir gereklilik degildir. Sanat tabi ki
hermendétik degildir. Elbette ki izleyiciyle tanimlanmasi ve tamamlanmasi
gereken birseydir. Ne sanattir, ne degildir, sanat ne ige yarar, sanat olmasa ne
olur; eger bir sanat eseri bu tiir sorular arz ediyorsa kesinlikle katilim
gerektirir. Bu fiziksel bir katilim olmak zorunda degildir. Benim izleyicim
en azindan okuma yazma bilmelidir. Fakat aym zamanda, yaratimin
karsilikli olmadigina inanirim.

OK: Sizce sanat eseri galeride yerini aldiktan sonra nasil bir formasyondan

gecer? Bu siirekli bir siire¢ midir, yoksa en azindan boliinmiis ama uyumlu
ve evrimi acisindan tutarli midir?
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CB: Sanat eserinin bir 6émrii olduguna inanirim, dyle olmak zorunda. Bana
gore, yaratildiktan sonra sanat eseri hangi alana koyulmus olursa olsun,
kendi 6liimiinii ilan etmis sayilmalidir. Sanatin kamusal alana bu s1zis1, sanat
ve sehrin bu miinasebetinden umulandan bagimsiz baska bir izolasyon,
yabancilagsma getirir. Calismalarim, galerinin korunmus ortamindan disari
cikarilmak icin ¢ok narin diye diisiinliyorum. Calismalarimin, alim satim
dongiisiiniin  disinda olduklarini, kendi yalmzliklarim1 tasidiklarini  ve
korunmak icin ekipmana ihtiya¢ duyduklarina inamyorum. Bazen sadece
hissedebileceginiz, bir nesnesi eksik isler yaratiyorum; materyal (fotograf,
metin ya da salt imgeler) agisindan zayif, hatta kimi zaman boyutsuz.

OK: Isinizi hangi duyguyla iliskilendiriyorsunuz? Sizin algilamamzi,
alismalarinizla kendi aranizda kurdugunuz bagi anlamak ic¢in soruyorum...
Doneminizin kadin sanat¢ilarinin ¢aligmalari arasinda sizinkileri lirik ve
siirsel buluyorum.

CB: Su duyguyla iligkilendiriyorum diyemem. Lirik buluyorsaniz bu sizin
yorumunuzdur. Bu konuda 6zgiirsiiniiz.
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