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Maziye Bakma Mevzu Derin gegmisten ginimuze birey ve
toplum arasindaki iliskide bireye ve kimlige bicilen rollere, toplumsal
normlara dayanan aliskanliklara ve “Oteki’yi tanimlama bicimlerimize
odaklaniyor.

Kolektif hafizanin bir parcasi olarak varligini strdiren insanin
gizledigi, ama zaman zaman acik ettigi yaklasimlar ve ifade bicimleri
Uzerinden sekillenen secki, tabu ve ozgurluk alanlar gibi kavramlari
sosyal dlzen ve bu dlzenin ritGelleri Gzerinden sorguluyor.

Aidiyet, adaptasyon, kabul gormeme, meydan okuma gibi kaci-
nilmaz insan olma hallerini arastiran eserler, parca ile butln, birey ile
toplum arasindaki sistematik iliskiyi anlatiyor. Kutuplasan ve celis-
kili perspektiflerin yarattigi, kbkleri gecmise uzanan birey-toplum
catismasini irdeleyen sergide eserler geleneksel teknik ve imgeler
Uzerinden insa edilme ortak paydasinda da bulusuyorlar.

Zamanin derinliklerinde gezinirken kisisel ve kolektif biling ara-
sinda yeni baglar kesfetme imkani sunan secki, izleyiciye kendisine
verilen roller, belirlenen sinirlar ve alternatif hayatlar hakkinda yeni
fikirler veriyor, bu baglamda icinde bulundugu konum ve durumlar
yeni bir 1sik altinda tekrar distiinmeye davet ediyor.



FOREWORD

Don’t Look Back, Deep is the Past focuses on
the roles and identities assigned to individuals in
context of their relationship with society, habits
based on social norms and the ways in which
we define the Other.,

Informed by perspectives and forms of expres-
sion that the individual often conceals (and oc-
casionally articulates) in their journey as part
of collective memory; the exhibition looks into
concepts like “taboo” and “freedom” from the
standpoint of social order and its rituals.

Works that explore feelings of belonging, con-
formity, rejection and defiance, the unavoidable
vulnerabilities reserved to being human reveal
the systematic relationship between the part
and the whole as well as individual and society.
While the exhibition examines the eternal and
deeply rooted conflict between the individual
and society arising from polarized, contradictory
points of view, the artworks find a commonality
in the traditional techniques and images they
are imbued with.

Providing opportunities to discover new connect-
ions between individual and collective, the ex-
hibition gives viewers new ideas about pre-as-
signed roles, prescribed constraints and the
possibility of alternative lives while also inviting
them to reconsider their idiosyncratic place-
ments and positions in a new light.
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NANCY ATAKAN
= Bural, 2000/2012/2021 <=

Mekana 6zgii yerlegtirme

Nancy Atakan, eserlerinde sik sik sehirlerde gozlemledigi

degisime ve bu degisimin bireysel ve toplumsal etkilerine yer verir.
Bural:, go¢ araciligiyla heterojenlesmis bir toplumun ic diinyasina
ISIK tutar. Eser kapsaminda muze merdivenlerine uygulanan cimieler,
hareket halindeki izleyiciyle bir diyalog baslatir. Her cimle, “burall

O
U

o

O

mak” ve “burada yasamak” hakkinda farkh tespitler icerirken,
usal ve bolgesel kdken anlayisina ve bunun imkansizligina dair
r farkindalik cagrisi yapar. Turkiye'de bir modernlesme projesi

arak baslayan goc, toplumda kimligin ve kolektif bellegin insasinda

yasanilan zorluklari da beraberinde getirir. Her go¢, suregelen
kimlikler adina yeni bir kayip, “ben” ve “biz” kavramlarinda yeni
bir bolunme anlamina gelir. Atakan, bu eseriyle aidiyet ihtiyacina,
toplumsal ayrisma ve tabakalasmaya, gécun fiziksel oldugu kadar
sosyal ve psikolojik boyutlarina da dikkat ceker.

/S
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bural degll
NANCY ATAKAN

From Here, 2000/2012/2021

Site-specific installation

KA
)

The changes that Nancy Atakan observes
in cities and the impact of such changes on the
individual and society are a frequent subject of her
work. From Here sheds light on the inner world of a
society that has been heterogenized by immigration.
Digitally-printed sentences affixed to staircase
steps initiate a dialogue with anyone who climbs the
stairs. Although each of these sentences asserts
something different about “being from here” and
“living here,” each also calls upon us to be aware
and understanding of national and regional origins.
Driven by Turkey’s modernization project, the influx
of newcomers into the country’s cities has brought
with it the difficulties inherent in constructing new
social identities and collective memory. Every wave
of this ongoing process has meant another loss of
existing identities and new diversions in the concepts
of “I” and “We.” Through From Here, Atakan also
draws attention to the human need for a sense of
belonging and to social segregation and stratification,
while reminding us that migration has social and
psychological dimensions as well as physical ones.

Ve



MEMED ERDENER
= Unutulmasi Gerekenleri Belirleme Subesi, 2021 =

3 mm demir levhadan lazer kesim

31,5x131x2,5cm

Eserlerinde sik sik tasarim dilini ve metinsel elestiriyi bir
araya getiren Memed Erdener, Unutulmas: Gerekenleri Belirleme
Subesinde hayali bir burokratik kurumun ydénlendirme levhasini
sunar. Utopik bir evrende kurulacak devlet kurumlarini ve bakan-
liklari tahayyul eden sanatgi, iktidar ile toplum arasinda suregelen
gerilimli iliskiye dikkat ceker. Modern devletlerin ayrilmaz bir
parcasl olan burokrasinin isleyisi, demokrasi ve ézgurltklerle
paradoksal iliskisi akla gelir. Yeni bir toplumsal kurgu, gecmisin
kdklesmis orgultlerinden hangi dlcude ayrisabilir? Bu kurgusal
sube buyUk bir yetki sahibidir, bireyin iradesi GUzerindeki yaptirim
gucu ve etkisi tartisiimaz. Levha, ideolojilerin yikici sonuclarinin

yinelenme ihtimalini hatirlatir.



MEMED ERDENER

Unit of Determining
What Needs to be Forgotten, 2021

Laser-cut 3-mm steel plate
31,5x131x25¢cm

R/
)

Visual design and literary criticism often appear together
in Memed Erdener’s work. In Unit of Determining What
Needs to be Forgotten, the artist presents us with a sign
that might have marked the door of an office in some
fictional bureaucratic agency. Through his imaginings
of the government institutions and ministries that would
be needed in a utopian universe, the artist draws our
attention to the persistent tension that exists between
political authority and society. The work references
the functioning of bureaucracy, which is an integral
part of modern states, and its paradoxical relationship
with democracy and freedoms. To what degree can
any newly-conceived social construct depart from the
deeply-rooted organizational habits of the past? This
fictitious office is invested with tremendous author-
ity — its prescriptive and proscriptive power over the
individual is unmistakable. The sign reminds us that
the dreadful consequences of certain ideologies have
a tendency to be repeated.

e



MEMED ERDENER
= Gelecekteki Olasi Felaketlerin =
Simdideki Izlerini Silme Birimi, 2021

3 mm demir levhadan lazer kesim

495x120x2,5cm

Eserlerinde tasarim dilini ve metinsel elestiriyi bir araya
getiren Memed Erdener, Gelecekteki Olasi Felaketlerin Simdideki
Izlerini Silme Birimi'nde hayali bir biirokratik kurumun ydénlendirme
levhasini sunar. Totaliter bir Gtopyada kurulacak devlet kurumlarini
ve bakanliklari tahayyul eden sanatci, iktidar ile toplum arasinda
suregelen gerilimli iliskiye dikkat ceker. Levhalar, modern devletlerin
ayrilmaz bir parcasi olan burokrasinin isleyisini, demokrasi ve
ozgurltklerle paradoksal iliskisini disundurur. Yeni bir toplumsal
kurgu, gecmisin koklesmis orgutlerinden hangi 6lctde ayrisabilir?
Bu kurgusal sube buyuk bir yetki sahibidir, bireyin iradesi Gzerin-
deki yaptirim gucu ve etkisi tartisiimaz. Levha, kapisinda asil
oldugu odada belirli ideolojiler icin atilan adimlarin ve bunlarin
yikicl sonuclarinin yinelenme ihtimalini akla getirir.




MEMED ERDENER

Unit of Deleting Todays Traces
of Possible Disasters in the Future, 2021

Laser-cut 3-mm steel plate
495x120x2.5 cm

R/
)

Visual design and literary criticism often appear together
in Memed Erdener’s work. In Uit of Deleting Todays Traces
of Possible Disasters in the Future, he presents us with
a sign that might mark the door of an office in some
fictional bureaucratic agency. Through his imaginings
of the government institutions and ministries that would
be needed in a totalitarian universe, the artist draws our
attention to the persistent tension that exists between
political authority and society. The work references
the functioning of bureaucracy, which is an integral
part of modern states, and its paradoxical relationship
with democracy and freedoms. To what degree can
any newly-conceived social construct depart from
the deeply-rooted organizational habits of the past?
This fictitious government office is invested with tre-
mendous authority - its prescriptive and proscriptive
power over the individual is unmistakable. The sign
reminds us that the dreadful consequences of certain
ideologies have a tendency to be repeated.
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REHAN MISKCI
= Olmadigin Yerler - Foto Yeraz serisi, 2017 S

Arsivsel pigment baski
147 cm x 128 cm

Calismalarinda azinlik kimligi, aidiyet kaybi ve hafiza
kavramlarini ele alan Rehan Miskci'nin Olmadigin Yerler adli foto
kolaj isi, sanatcinin babasina ait bir stlidyo fotografini kesfetmesi
sonucu ortaya cikar. Turkiye'nin ilk kadin stidyo fotografcisi
Maryam Sahinyan’in 1959da cektigi fotograf, eser kapsaminda
ikiye bolunmus, parcalarin arasina bir orta pano yerlestirilmistir.
Yerini dijital uygulamalara birakan ve nostaljik bir his yaratan
klasik studyolar ve onlara has isik, arka plan ve ekipman gibi
karakteristik unsurlar, toplumdaki daha genis boyutta yasanan
sosyal ve kilttrel degisimlere paralel olarak evrilir. Fotografi
tanimsiz bir alana tasiyan bu temsil, sttdyonun kendisi hakkinda
zamana ve mekana bagli degisen algilara ve u¢ boyutlu kurgulara
gonderme yapar. Calisma, ayni zamanda sergide yer alan diger
eseri Dag - Foto Yeraz'a bir girig niteligindedir.



REHAN MISKCI
Places You Haven't Been
- Photo Yeraz series, 2017

Archival pigment prints
147 cm x 128 cm

R/
)

Rehan Miskci’s work often grapples with sub-
jects like the minority experience, lacking a sense of
belonging and the loss of memory. Places You Haven't
Been is a photo collage that began with the artist’s
discovery of a studio photograph of her father taken
in Istanbul in 1959 by Maryam Sahinyan, Turkey'’s first
female studio photographer. In Places You Haven't
Been, this photograph is divided into two parts be-
tween which are set a panel, forming a triptych. All
the nostalgic sentiments and distinctive elements of
traditional photo studios such as lighting, equipment
and backdrops - which have now given way to digital
photography - point to the far-reaching social and
cultural changes that societies have undergone. By
pushing the photograph into an undefined space, the
work references changing perceptions and spatial
fantasies about the studio itself. The triptych also
serves as an introduction to her other work in the
exhibition, Mountain of Foto Yeraz.




BENGISU BAYRAK
= Yilmaz Giiney Dortlemesi, 2013 =

Tuval tizerine yagliboya

63 x49 cm
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Bengisu Bayrak, Yilmaz Giiney Dértlemesi adll eserinde
Yilmaz GuUney’in Yavuz Pagda'ya 19/3’te cezaevindeyken yazdigi
bir mektubu yeniden aktarir. Komunizm propagandasi yaptig!
gerekcesiyle hukum giyen Kurt yonetmen, sinema oyuncusu,
senarist ve dyku yazari GlUney’in hayat hikdyesinden ve bakisindan
bir kesit sunan bu mektup, Turkiye'nin yakin tarihindeki politik
catismalara ve bunlarin kultur sanattaki yansimalarina isik tutar.
Bayrak, gercekligin temsilini ve yeniden sunumunu sorguladigi
eserlerinde mektup, zarf ve fotograf gibi eski belge ve objeleri sik
sik kullanir. Sanatcinin, tzerinde bin yillardir distinulen “gercek”
kavramini merkezine alan bu mektubu Guney’in el yazisini taklit
ederek yeniden sunusu, bu dusunsel cabalarin gunumuzde
Ozellikle sanat ve sinema alanlarindaki gecerliligine bir gonderme

niteligindedir.



BENGISU BAYRAK
Yilmaz Giiney Quadriptych, 2013

Oil on canvas

63 x 49 cm

In Yilmaz Giiney Quadriptych, artist Bengisu
Bayrak reinterprets a letter which Kurdish film director,
screenwriter, novelist, and actor Yilmaz Guney wrote
to director and actor Yavuz Pagda in 1973 while under
pre-trial arrest for engaging in Communist propa-
ganda. Offering insights into the story of GlUney’s life
and his attitudes towards life in general, the letter
also sheds light on the political conflicts in Turkey's
recent history, and their reflections in culture and art.
Bayrak frequently makes use of old documents and
other objects such as letters, envelopes, and photo-
graphs in works that represent and reinterpret reality.
Her recreation (imitating Glney’s handwriting) of this
letter in which its author addresses the millennia-old
problematic of “reality” references the extensions and
validity of such intellectual efforts, especially in the
fields of art and cinema today.

29
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HALIL ALTINDERE
= Teneke Polis Arabas:, 2011-2021 =

Teneke, fiberglas, sprey boya
395x 150 x 125 cm

Halil Altindere’nin Teneke Polis Arabas: adl isi, sanatcinin 70’li
yillarda cocukken oynadigi donemin meshur Gurel marka teneke
polis arabasinin bUyGtulmuis formudur. Bir caydiricilik ve asayis
semboll olan polis arabasi gercek bir araba boyutuna tasinmis
olsa da formu itibariyle korkutucu olmaktan uzaklasmistir. Glndelik
hayatta devlet-birey arasindaki kopride duran ve guvenligin
emanet edildigi bu kurum, ilk bakista cocuksu ve neredeyse
sevimli hale gelirken, eser bir o kadar da tekinsiz ve tuhaftir.
Altindere, toplumsal basklyi, otoriteyi ve iktidar mekanizmalarini
sorguladigi eserlerini, malzemeler arasinda hiyerarsi gozetmeden
Uretir. Siddet, tehdit ve tahakkimun hukum surdugt konular
dahi, sanatcinin kucuk mudahaleleriyle dokunulabilir, tartisilabilir
hale gelir. Sanatci bir korku nesnesi olarak polis arabasini oyun
alaninin icine birakir.




HALIL ALTINDERE
Tin Police Car, 2011-2021

Tin, fiberglass, spray paint
395x150x 125 cm

A
)

Halil Altindere’s Tin Police Car is an enlarged
form of the famous Gurel-brand tin police car from the
/0s, which the artist played with as a child. Although
the police car, which is a symbol of deterrence and
security, has been enlarged to the size of a real car, the
form is less intimidating. While the police institution,
which stands on the bridge between the state and the
individual in daily life and is entrusted with matters of
security, is rendered childish and “cute” at first glance,
the work also creates a sense of uncanniness. In his
works, Altindere questions social oppression, authority
and power mechanisms without any hierarchy among
materials. Even the subjects dominated by violence,
coercion and domination become touchable and
debatable through the artist’s minor interventions.
Here, the artist takes the police car from being an
object of horror, and leaves it inside the playground
instead.



SENER OZMEN
Bayrak, 2010

Hahnemihle kagic tizerine renkli basks
100x 150 cm

Sener Ozmen kabullenme, kapanma ve bunlarin ardin-
dan gelen yoksunluk temalari Gstune calisir. Basligin vadettigi
bayrak, cercevenin icinde degildir. Yine de beklenen davranis
ve itaat sergilenmektedir. Saygi duyulmasi gereken nesnenin
kendisi gorunmez ve bizi hiyerarsinin yapisal anlamlariyla bas
basa birakir. Sanatsal pratigi kapsaminda Ozmen, genel olarak
cografyanin etkisiyle etnik kimligin insasini ve bunun kulturel ve
politik tezahurlerini elestirel bir dille ele alir. Sanatci, Dogu-Bati,
merkez-cevre gibi ikilikleri ve dogurduklari kutuplasmay yerel
ve kuresel duzlemde ele alir.




SENER OZMEN
The Flag, 2010

C-Print on Hahnemitihle paper
100x 150 cm

A
)

Sener Ozmen works with themes of acceptance,
inclusion and lack thereof. Though proper etiquette and
obedience are present, the titular flag remains outside
the frame. The object of reverence itself is invisible,
leaving us with only the structural implications of the
hierarchy. Within the scope of his artistic practice
and through a critical perspective, Ozmen deals with
the construction of ethnical identities through the
influence of geography, and their cultural and political
manifestations. The artist deals with dualities such as
East-West, center-periphery, and the polarization that
is born as a result, both in a local and global context.
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IHSAN OTURMAK

= Isimsiz, 2020 =

Tuval tizerine yagliboya

50 x70 cm

Ihsan Oturmak, eserlerinde glindelik olanin politik boyutlarini
goz onlne serer. Oturmak, insan odakl bir anlati kuran eserlerinde
Turkiye'deki baskin mekanizmalari ve ideolojik aygitlari géorunur
kilar. Isimsiz adll eserinde stop etmis bir otobiisiin arkasindaki
figUrleri resmeden sanatcl, ihtiyac duyma ve yardimlasma halini
simgelestirir. Toplum icinde sikca karsilasilan el birligiyle araba
itme eylemi, birlik ve beraberlik duygularini harekete geci
GUnumuUz Tarkiye'sine 6zgu toplumsal sahne ve olgular, beden

Uzerinden somu
arac, cevre halk
harekete geciril

t ve tanidik bir boyut kazanir. Aniden duran si

Y.
er

Vil

nin, her seye ragmen orgutlenmesi sonucunda

kamusal mucadele uzerinden okunur.

ir. Kentte yasanan guvensizlik algisi, bireysel ve
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IJHSAN OTURMAK
Untitled, 2020

Qil on canvas

50x 70 cm

A
)

In his works, Ihsan Oturmak reveals the political
dimensions of the everyday while also rendering visible
the mechanisms and apparatus of dominance and
ideology in Turkey. In this work, the artist symbolizes
states of needing help, of giving a hand and - occasion-
ally — of “every man for himself” in the social context.
Strangers joining forces to push a bus triggers feelings
of unity and togetherness. The artist’s idiosyncratically
local communal context and behavior have acquired
a concrete and familiar dimension through the bodies
of his figures. The suddenly-stalled civilian vehicle
is restarted thanks to the joint effort of the people
around; yet in their individual and communal efforts,
one may also read their sense of insecurity in the
urban environment.
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IHSAN OTURMAK
= Isimsiz, 2020 —

Tuval tizerine yagliboya

27 x48 cm

lhsan Oturmak, eserlerinde giindelik olanin politik boyut-
larini g6z 6nune serer. Oturmak, insan odakli bir anlati kuran
eserlerinde Turkiyedeki baskin mekanizmalari ve ideolojik aygitlar
gorunur kilar. Bu eserde stop etmis bir arabayi arkasindan iten
figlrleri resmeden sanatci, toplumun kendi icindeki ihtiyac duyma,
yardimlasma ve kimi zaman “basinin caresine bakmak zorunda
olma” halini simgelestirir. Toplum icinde sikca karsilasilan el birligi-
yle araba itme eylemi, birlik ve beraberlik duygularini harekete
gecirir. GUnumuz Tarkiye'sine 6zgu toplumsal sahne ve olgular,
bedenler uzerinden somut ve tanidik bir boyut kazanir. Aniden
duran sivil arac cevre halkinin her seye ragmen orgutlenmesi
sonucunda harekete gecirilir. Kentte yasanan guvensizlik algisi,
bireysel ve kamusal mucadele Uzerinden okunur.



IJHSAN OTURMAK
Untitled, 2020

Qil on canvas

27 x48 cm

Ak
)

In his works, Ihsan Oturmak reveals the political
dimensions of the everyday while also rendering visible
the mechanisms and apparatus of dominance and

ideology in

urkey. In this work, the artist symbolizes states

of needing help, of giving a hand and - occasionally — of
‘every man for himself” in the social context. Strangers
joining forces to push a car triggers feelings of unity
and togetherness. The artist’s idiosyncratically local
communal context and behavior have acquired a
concrete and familiar dimension through the bodies
of his figures. The suddenly-stalled civilian vehicle
is restarted thanks to the joint effort of the people
around; yet in their individual and communal efforts,
one may also read their sense of insecurity in the
urban environment.
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[HSAN OTURMAK
Yeni Kent Sakinleri, 2019

= =

Tuval tizerine yagliboya

150 x200 cm

Ihsan Oturmak, Yeni Kent Sakinleri adli eserinde gdzetleme
ve ehlilestirme mekanizmalarinin toplumsal yasamdaki karsiliklarini
konu edinir. Eserde bircok ailenin ortak kullanilan bir alanda bir
arada uyudugunu kus bakisi gorurtz. Resim, Oturmak’in pratiginde
siklikla karsilastigimiz benzer insan figUrlerinin coklugu motifini
bir kez daha tekrarlar. Kurgulanan bu sahne, sanatcinin cocuk-
lugundan hatirladigi, kirsal kulture ait damda yatma gelenegine
gonderme yapar. Oturmak’in bu eseri Turkiye'nin dogusunda
yasanan sokak catismalarina karsilik, CatalhOyUk'in sokaksiz
yasamina benzeyen bir yasam bicimi &nerisi icerir. Bu alternatif
duzende evlerle doldurulmus sokaklar kamusal damlara, kamusal
alanlar ise 6zel mulkiyete donusur. Sanatci, boylelikle ideolojik
baskilara karsi bir refleksle sokaga cikmanin bir alternatifini, eve

donmenin ise bir yolunu arar.




[HSAN OTURMAK
New City Residents, 2019

Qil on canvas

150 x 200 cm
,a'g&

In his work New City Residents, Insan Oturmak deals
with the social implications of overt control and
surveillance mechanisms. The painting offers a bird's
eye view of many families sleeping in a shared space.
It employs Oturmak’s recurring motif of depicting a
multiplicity of similar human figures within his practice.
This scene is a reference to the tradition of sleeping
on rooftops that is common within rural culture,
which the artist remembers from his childhood. In
response to the street conflicts in eastern Turkey,
the work offers an alternative that is similar to the
stree- tless life of Catalhdyuk. In this alternate order,
streets filled with houses become public rooftops,
and public spaces become private property. Thus,
as a reflex against ideological pressures, the artist
looks for alternative definitions of being on the
street, and being home.their societal function and
expressing the relation between a population and
its governing state. The removed view from above
implies the amount of bureaucratic distance between
those who make the decisions and those who are
not allowed to.
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ZEYNO PEKUNLU
= Erkek Erkege, 2012 =

Siyah-Beyaz Video
S ,22, b/

Zeyno Pekinli’'nin Erkek Erkege adl videosu, 1950-1980
ddénemine damgasini vuran Yesilcam filmlerinde, kadinlarin ekran
disinda kaldigi bazi sahnelerin montajindan olusur. Erkek Erkege,
dénemin cinsiyet ve cinsellik kaliplari Gzerine kurulu filmlerine
alternatif bir okuma sunar. Turkiye'de modern hayatin dogusuyla
yakin bir iliskisi olan melodramlar, o donemde toplumdaki baskin
iliski dinamiklerine ve cinsiyet rollerine 1sik tutar. Filmlerde kadin-
larin yoklugu ve baglam disi birakilmasi etrafinda duygusallik, arzu
ve hikaye aksi kurgulanir, bu da karakterler arasindaki dengeyi
degistirir; erilin insasini tehdit eden farkli bir anlatiyr mimkuin
kilar. Erkeklerin bas basa kaldigi yogun ve mahrem anlari iceren
bu kurgu medya ve toplumdaki baskin heteronormatif kadinhk ve
erkeklik temsillerine homoerotik yakinlasmalarla dolu alternatif

bir hikaye anlatir.



ZEYNO PEKUNLU
Man to Man, 2012

Black & white video
522"

Zeyno PeklUnlU’'s Man to Man video consists of
a montage of scenes taken from Turkey’s Yesilcam-era
film productions, which was from the 1950s to 1980s.
The thread that runs through the montage is the total
absence of any female actors on the screen. Man to Man
offers an alternative reading of films informed by the
clichéd tropes of gender and sexuality that pervaded
Turkish films during these decades. The melodramatic
productions, which are closely associated with the
emergence of “modern” life in Turkey, shed light on
the power dynamics of the relationships and gender
roles of the day. Emotion, passion and story arc in
Man to Man are all constructed on the absence and
exclusion of women, altering the intended dynamics
between the characters and making it possible to
see another narrative that threatens the structure
of masculinity. Man to Man brings together powerful
yet intimate moments of men interacting alone with
one another, thus providing an alternative account
of intensely homoerotic confrontations at odds with
the media’s and society’s dominant representations
of heteronormative gender.
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OLGAC BOZALP

Dayilar serisi

2021

Hahnemiihle Luster baski | Hahnemiilhe Luster print
60 x 45 cm

Olgag Bozalp, Dayilar serisinde maskilen glicin dinamik-
lerini ve bedenlerin fiziksel sinirlarini inceler. Uyelerin bir tartisma
aninda podyumdan veya masalarin Gzerinden atladiklari Meclis
toplantilarindan ilham alan sanatci, erkeklerin egemen oldugu
ortamlarin teatralligini konu edinir. Seri, ani fiziksel disavurum-
larin altinda yatan kibir ve ustunluk arzusu gibi duygulari yansitir.
Eserde fotograflanan kisiler, tarinsel veya mitolojik figtrlerin fiziksel
kabiliyetlerinin temsil edildigi antik donem heykelleri ile paralellik
gOsterir. Sebebini bilmedigimiz bir glc savasi icerisinde gosterdik-
leri kaba kuvvet, bu Kisileri ayristirmak yerine butunlesmelerine
neden olur. DUrtuselligin Urettigi siddet iceren dil, birden fazla
katilimcisi olan gérsel ve siirsel bir koreografiye dénusdr.

o748
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Olgac Bozalp examines the dynamics of mas-
culine power and the physical limits of bodies in the
Dayilar series. Inspired by Assembly meetings, where
parliament members jump from podiums or tables
during a debate, the artist focuses on the theatricality
of male-dominated environments. The series reflects
the emotions such as arrogance and the desire for
superiority that underlie sudden physical manifestations.
The people photographed in the work show parallels
with the ancient sculptures that represent the physical
prowess of historical or mythological figures. The use
of brute force within a power struggle, the reason of
which we do not know, integrates the men, instead
of separating them. The violent language produced
by this impulsiveness turns into a visual and poetic
choreography with multiple participants.

Dayilar
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SINAN TUNCAY

El Bagajim Var, 2019
3+2 AP

Arsivsel pigment baski
170 x 50 cm

'-\' "ia‘&\%k& |
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Sinan Tuncay, E/ Bagajim Var adli eserinde Turkiye'deki
baskin heteronormatif kiltlr icindeki unsurlari ironik bir bicimde
gorunur kilar. Kagit figurlere giydirilmek Gzere kesilmeyi bekleyen
renkli aksesuar, kiyafet, sac, kostim gibi 6geler, toplumsal cinsiyet
ifadesine ve buna bagh kimliklere ait cagrisimlar barindirir. Eser,
dogdugumuz topraklarin, bir parcasi oldugumuz toplumun bir
uzantisi olarak belli rolleri giyindigimize isaret eder. Sanatci, izleyiciyi
toplum tarafindan dayatilan cinsiyete ve bunun disavurumuna
dair kategorilerle ylz ylze getirirken, el bagajinin icindekilerle
yeni bir ifade alanini da kesfe davet eder.



SINAN TUNCAY

[ Have a Carry-on, 2019
3+2 AP

Archival pigment print
170 x50 cm

In [ Have a Carry-on, Sinan Tuncay ironically
makes visible the elements in the heteronormative
machismo culture of Turkey. Iltems such as colorful
accessories, clothes, hair and costumes ready to be cut
and pasted on paper figures are tied to pre-established
notions of gender expression and associated identi-
ties. The work points out that each individual has to
adopt certain roles as an extension of one’s country
and the society one belongs to. While bringing the
audience face-to-face with gender-related categories
imposed by society, the artist also invites us to explore
a new area of expression through the contents of the

carry-on.




SINAN TUNCAY
= =
Olamadsgim Adamlara Mahsustur serisi

a;\\
Reserved for the Man I've Never Become series

2019

Arsivsel pigment baski | Archival pigment print
92 x50 cm

Sinan Tuncay Olamadigim Adamlara Mabsustur da Turkiyedeki
baskin maco ve heteronormatif kiltlr icinde buylrken hicbir
zaman parcasi olmadigini hissettigi kalttrel alt gruplari ve mekanlari
kesfeder. Bu seri, sanatcinin parlak mizahi Gslubuyla erilligin cesitli
tanimlarini resmettigi gibi, bu tanimlarin surekliligini saglayan
sosyal mekanizmalari da sorgular: Serideki eserler hem olasiliklara
duzulmus buruk bir ovgu, hem de kimligin masaya yatirildigi birer
sorgu odasi olarak karsimiza cikar.

A
0]

Sinan Tuncay explores the cultural cliques
and spaces he never felt a part of growing up in the
heteronormative machismo culture of Turkey. Through
his bright and humorous style, the series serves as a
portrait of various definitions of masculinity and inter-
rogates the social mechanisms that maintain it. It is a
bittersweet ode to what-ifs as well as an investigation
of identity.
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The Ball Among Us 312 AP



Kime Sorsan Gosterir
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Anyone Can Show

You the Way in 342 AP
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HASAN OZGUR TOP
= Halay, 2009 =

Video
01’49

Video ve enstalasyon gibi farkl disiplinlerde Uretim yapan
Hasan Ozgur Top'un Halay adli eserinde, gunlik kiyafetlerle
omuz omuza c¢ekilen halay, fotograftaki valsli Cumhuriyet dénemi
kutlamasiyla kontrast olusturur. Politik sebeplerle Turkiye'de
kutuplastirici bir 6ge haline gelen dans, farkli ideolojilerin Gstunlik
mUucadelesinde bir arac olarak kullaniimaktadir. Oysa duvarin
onunde dans eden Ucly, bir baglami olmadan, yalnizca egleniyor
gibidir. Halay! politik kilan ise dis bakis ve toplumsal anlatilardir.
Bu durum Tarkiye'de sUregelen Dogu-Bati catismasina, ulkenin
gerilimli yakin tarihine ayna tutar.

HASAN OZGUR TOP
Halay, 2009

Video
01°49”

Al
)

Halay presents a sharp contrast between the
ordinary street-clothes of the dancers and the formal
attire of the figures waltzing in the photograph. Here,
the act of dance is a reference to the struggle of
opposing ideologies. But in the absence of any other
context, the three dancing figures may just be enjoying
themselves. Externalities and social narratives are
what politicize these dancers and the activity itself.
The same is true of Turkey’s history, fraught as it is by
the timeless conflict between East and West.

+9
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REHAN MISKCI
= Dag - Foto Yeraz, 2016 S

Kanvas tizerine dijital baski, stiidyo 15181

288 x 120 cm (her par¢a)

Dag - Foto Yeraz, Rehan Miskcinin kurguladigi hayali ve bos
fotograf stidyosu “Foto Yeraz”in fonu olarak karsimiza cikar. Bu
gorsel, 1915 olaylarinin ardindan Anadolu’yu terk etmek zorunda
kalan Ermeni nUfusunun yerlestigi, Beyrut'taki kicUk bir kasaba
olan Bourj Hammoud’a ait sokak gorintulerinin olusturdugu
anonim bir dagi icerir. Kutsal ve guclu bir simge olan Agri Daginin
bir yansimasi olan bu dag, vitrinler, tabelalar ve kasabaya ait
cesitli dokulardan olusmustur. Herhangi bir figlrin olmadig,
fakat dekorlar ve blyUk 6lcekli ekipmanlar gibi mekansal unsurlar
barindiran fotograf stidyosu, toplumsal aidiyet ihtiyaci, gécln
yarattigl izolasyon, hizli teknolojik degisimlerin bir sonucu olarak
kopukluk gibi temalara deginir. Zamanda asili kalmis gortinen bu
studyo, icerisinde gecmise Ozlemi ve gerceklesmeyen bir eve
donus hayalini barindirir.




REHAN MISKCI
Mountain of Foto Yeraz, 2016

Inkjet print on canvas, studio light
288 x 120 cm (each)

A
)

Mountain of Foto Yeraz appears as the backdrop
for “Photo Yeraz’, the imaginary and vacant photography
studio conceptualized by Rehan Miskci. This image
contains an anonymous mountain created by street
images of Bourj Hammoud, a small town in Beirut, where
the Armenian population settled as they escaped
Anatolia after the 1915 events. A reflection of Mount
Ararat, a sacred and powerful geographical symbol,
this mountain consists of showcases, signboards
and various textures of the town. The photography
studio, which is devoid of any figures but contains
spatial elements such as decors and large-scale
equipment, touches on themes such as the need for
social belonging, isolation in the context of migration,
and disconnection as a result of rapid technological
changes. This studio, which seems to be suspended
in time, carries within it a longing for the past and an
unfulfilled dream of returning home.

D9



SINAN TUNCAY
= =
Mabrem-i Umumi serisi

a;\\
Public Intimacy series

2015
Arsiv pigment baski | Archival pigment print
80x 56 cm

Osmanl minyattr geleneginin modern bir yansimasi olan
bu fotokolaj serisi, Turk toplumunun ritellesmis evlilik stirecinden
destek alarak kadin bedeni Ustinde kurdugu mulkiyet duygusunu
goOzler 6nlne serer. Seri, kalabaliklarin, aslinda mahrem olan bir
iliskinin her anina nasil tanik oldugu ustune dusunur: Damadin
ailesinin gelinin bedenini teftis ettigi Gelin Hamamindan, gelinin
bekareti ve damadin cinsel glcune dair haberlerin kisa surede
vayildigi Gerdek Gecesi'ne kadar, evliligin her aninin halka acik
bilgi oldugunu hatirlatir. Seri, kokl geleneklere uzanan ancak
artik son kullanma tarihi gecmis heteronormatif ahlakin struip
gitmesini saglayan toplum polisliginin altini cizer.

A
)

With inspiration from the Ottoman miniature
painting tradition, this series of photographic col-
lages brings to light the sense of ownership Turkish
society feels over a woman'’s body through the highly
ritualized process of marriage. The series reflects on
how crowds overtake every instance of an allegedly
intimate relationship — from the Bridal Bath, wherein
the bride’s body is inspected by her in-laws while at
the hammam, to the Wedding Night upon which the
bride and groom’s virginity and virility (respectively) will
soon become public knowledge. The series lays bare
the social policing that upholds traditional, antiquated
heteronormative morals.

DS
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SUKRAN MORAL
= ) S
Evli, Ug Erkekli, 2010
2/5+2AP

Pigment baski
80x 120 cm

Turkiye'de performans sanatina yén vemis ve eserleri
dlnya capinda sergilenen sanatci Stkran Moral, eserleriyle
kadina bicilen rolleri alt Gst eder. Bu performansinda, birkac ufak
kaydirma yaparak Anadolu’ya 0zgu dugun torenlerinin bir can-
landirmasini yapar. Bu gelenegi, Mardindeki yerel bir dUgunde bir
degil u¢c damatla yerine getirir; boylece bir Kurt kdyunde, yerel
halkin katiimiyla gerceklesen ilk performans isini gerceklestirir.
Performans slresince cekilen ayni adl videoda, erkekleri bir
yatak odasina goturur, pantolonlarini indirir ve bir yatagin ustune
yan yana oturtur. Goruntu kararirken silah sesleri duyariz. Yay-
gin ¢cocuk gelin gerceginin alayci bir edayla ters yuz ediligi ve
canlandirmasi, kisiyi, bu eylemin dogasi ve trajik sonuclariyla

yluzlesmeye zorlamaktadir.



SUKRAN MORAL

Married, with Three Men, 2010
2/S+2A.P

Pigment print
80x 120 cm

A
)

An artist whose work has gained international
acclaim and shaped performance art in Turkey, SUkran
Moral subverts society’s expectations of women at
every turn. In this performance, she mimics an Anatolian
wedding ceremony with a few twists: She performs
the ritual with not one, but three grooms in a regional
celebration of marriage in Mardin, marking the first
time that a performance piece is executed with the
participation of local people within a Kurdish village.
In the eponymously titled video shot during the same
performance, she then takes the men to a bedroom
and lowers their pants before seating them in a row
on her bed. We hear gunshots as the image goes
dark. The satirical inversion and dramatization of the
harsh reality of “child brides” forces one to truly face
its nature and tragic consequences.




KEZBAN ARCA BATIBEKI
= Kafes Projeleri 2: =
Kitsch Oda Projesi - Nereye Kadar?, 2005

Yerlestirme
220x220x220 cm
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“Cirkin” ve “zevksiz” anlamlarini tasiyan Almanca kokenli
“kitsch” kelimesi, sanatsal degeri dusuk, tUketim amacli, bir dlcude
estetik kaygl tasiyan obje ve imgeleri tanimlar. Kezban Arca
Batibeki, Kitsch Oda Projesi - Nereye Kadar? adll yerlestirmesinde
altin rengi demirlerin ardindan nostaljik ve “kitsch” unsurlarla bezeli
bir odayi1 gbzler onune serer. Oda, 1980’lerde kirsaldan buyuk
sehirlere goc¢ eden ailelerin mekanlarinda da gorulen kasetcalar,
aclik televizyon, yapay cicekler, dugun ve sanatci fotograflari,
ISIKll Niagara selalesi panosu gibi 6gelerle doludur. Sergilenen
oda ile gorunmez sakinleri, egzotik bir kusa aitmis gibi gorunen
bir kafesin ardinda fiziksel oldugu kadar sosyal hudutlarla da
kusatiimistir. 1980 askeri darbesini takip eden yillar, Istanbulda
degisen eglence hayatina, magazin ve yarisma programilarinin
yUkselen popularitesine de taniklik eder. Tipki odanin icerisinde
rastladigimiz metalasan kultlrel 6geler gibi, bu 6gelerin tiketi-
cileri de gozetleme ve gozetlenme pratikleri icerisinde edilgen

bir konumdadir.



KEZBAN ARCA BATIBEKI
Kitsch Room Project: Where to..., 2005

Installation

220 x220x 220 cm

A
)

“Kitsch,” originally a German word meaning “ugly”
and “tasteless,” has come into English to describe
objects and images with low artistic value, whose
simplified aesthetic qualities generate demand for
consumption. In her installation Kitsch Room Project:
Where to..., artist Kezban Arca Batibeki has decorated a
room with nostalgic kitsch objects behind a gold-wire
screen. The room is full of items - a cassette player, a
TV left turned on, artificial flowers, wedding and artist
photos, a lit-up picture of the niagara waterfall - that
were commonly found in the city homes of families
who had left the countryside for big cities in 1980s in
search of better opportunities. The unseen occupants
of this room are nonetheless confined to it, like an
exotic bird in a cage whose bars are as much social
as they are material. The years following the 1980 mil-
itary coup were witness to great changes in Istanbul’s
entertainment industry and fueled soaring popularity
of TV variety and game shows. Like the commodified
cultural objects we see inside the room, the consumers
of the objects find themselves simultaneously on both
ends of surveillance.

6.2



Kafes Projeleri 2:
Kitsch Oda Projesi - Nereye Kadar?
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Kitsch Room Project: Where to...



NUR KOCAK
= Ruj Mihrab: =
1978, 1987, 1988

Tuval tizerine akrilik

89x116cm, 130x195cm, 89x116cm

UL

Turkiye'de foto-gercekcilik akiminin ilk temsilcilerinden olan
Nur Kocak, 19/0’lerden itibaren yayginlasan tuketim kaltGrini
feminizm cercevesinde ele alir. Oje, ruj, parfim ve ic camasiri
gibi kadinlara yonelik urunleri anitsal boyutlara tasiyan Kocak;
tuketim toplumlarinda kadinlarin birer “arzu nesnesi” olarak kimlik-
sizlestirildigine dikkat ceker. Medya araclari araciligiyla tuketime
yonlendirilen kadinin modayi takip etmesi, her daim bakimli ve
guzel olmasi gerekmektedir. Eskiden mahrem kabul edilmesine
ragmen vitrinlerde sergilenmeye baslayan tuketime hazir Urunler,
hazzi ve kadinligi yeniden insa etmektedir. Fetis Nesneler ve Nesne
Kadinlar serilerine Paris’te baslayan sanatci, kadin kimliginin
metalastirimasinda moda fotograflarinin ve reklamlarin oynadig:
aktif roll inceler. Kocak'in Urlnleri devlestirerek gunlik baglam-
larindan kopardigi resimleri, her seyin parasal bir karsiligi oldugu
kapitalist dUzenin ustl kapali dayatmalarini géruntr kilar.
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NUR KOCAK
The Lipstick Altar
1978, 1987, 1988

Acrylic on canvas

89x116cm, 130x195cm, 89x116cm

One of the earliest representatives of Photo-
realism in Turkey, Nur Kocak explores the culture of
consumption that has become widespread in Turkey
since the 1970s in the context of feminism. In works
that monumentalize women-targeted goods such as
nail polish, lipstick, perfume and lingerie, Kocak’s work
highlights how women are stripped of their identities in
consumer societies. Directed by the media to consume,
women are tirelessly encouraged to follow fashion and
always appear well-groomed and beautiful. Notions
of pleasure and femininity have been reconstructed
by sexualized items whose public exposure was once
considered immoral, but which are now displayed as
ready-to-wear on shop windows. In her Fetish Objects
and Object Women series, which she first began in Paris,
the artist examines the active role that fashion pho-
tography and advertising play in the commodification
of the female identity. Through enlarging objects and
stripping them of their everyday associations, Kocak
shows us the implicit impositions of the capitalist
order, in which everything has a monetary value.
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ZEREN GOKTAN
= Bir Ihtimal Daba Var =

/ anitsayac.com, 2013

Boncuk isi

150 x7/5 cm

Bir Ibtimal Daha Var / anitsayac.com, Zeren Goktan'in Turkiye'de
erkek siddeti nedeniyle 6len kadinlara ithafen kurguladigi dijital
projesi Anitsayac’in bir parcasini olusturur. Sanatcinin Antik Cag
ddéneminde Misir kiltGrinin bir parcasi olan boncuk kefenlerden
ilham alarak bilgisayar ortaminda tasarladigi bu isi, Umraniye T
ipi Kapali Ceza Infaz Kurumu'ndaki erkeklerin boncuklar tek tek
dizmesi sonucunda Uretilmistir. Cezaevi kultrunun bir parcasi
olan boncuk isi 6rtU toplum hafizasinda yer etmis duygusal yazi
ve imgelere, populer bir ask sarkisinin nakaratina gonderme yapar.
Eserin icine gomulu olan karekod, izleyiciyi kadin cinayetlerinin
kapsamli bir arsivi olan Anitsayac web sitesine yonlendirir. GOk-
tan, huktmlUlerle yaptigi isbirligini etkilesimli medya teorisyeni
Geert Lovink’in “beklenmedik ittifaklar Gzerinden uzlasma alanlar

yaratmak” sOzuyle aciklar.
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ZEREN GOKTAN

There Is Another Possibility
/ anitsayac.com, 2013

Beadwork
75x 175 cm

There Is Another Possibility / anitsayac.com is one
component of a digital monument project that Zeren
Goktan created in memory of women in Turkey who
have died because of male violence. Inspired by the
bead-net mummy shrouds of ancient Egypt, this work
was originally designed digitally and then fashioned
from beads individually strung together by male inmates
of the Umraniye penitentiary in Istanbul. Crafting
beadwork is a long-standing tradition of prison culture
in Turkey, and this beaded shroud evokes sentimental
writings and images that are entrenched in social
memory, while also referencing the refrain of “There
is Another Possibility,” a popular love song of the
same name. Embedded in the work is a QR code that
directs the viewer to the Monument Counter website,
which houses a comprehensive archive of femicides in
Turkey. GOktan cites interactive media theorist Geert
Lovink’s notion of creating areas of reconciliation
through unexpected alliances when speaking about
her collaboration with the Umraniye convicts.
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GOZDE ILKIN
= Dalgin, Dargin ve Unutkan — I, 2014 =

Kumas tizerine karigik teknik
100 x 180 cm

Gozde llkin calismalarinda kullandigi giindelik yasamin
bir parcasi olan kumaslari, farkli cografyalari, kisisel manzaralari
birbirine baglayan birer hafiza sahnesine dénusturir. Cogun-
lukla dikis, cizim, boya, video ve ses enstalasyonlarini kullanarak,
ozellikle ev-aile ici iligskiler, gu¢c dengeleri, cinsiyet tutumlari ve
ortak yasama referans veren formlar ile kumas motiflerinde
etkilesimler olusturur. Insan, hayvan, bitki olus arasinda gezinen,
figUrleri birbirine baglayan soyut formlar farkl kalttr ve dillerin
iliskilenme bicimlerini temsil eden ortak bir kdk fikrine acilir. 2014
yilinda Urettigi Prova adli serinin bir parcasi olan Dalgin, Dargin ve
Unutkan - I adli eserde, toplumsal catismalari, alisik olmadigimiz
bir dil ve hareketle donUstlren uzlasma bicimlerini isler. GUvende
hissedilen alanlarin ortak yasam ve birliktelikler ile kurulabilecegi
bir kutlama temsilidir. Dalgzn, Dargin ve Unutkan - I, formunu
yitirmis, belirsiz bir guc temsili cevresinde, boslukta toplanan,

seyre dalan figurlerden olusur.



GOZDE ILKIN
Preoccupied, Offended and Absent-minded - I, 2014

Mixed media on fabric

100 x 180 cm

Ak
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Gdzde llkin transforms fabrics used within daily
ife into memory scenes that connect different geog-
raphies and personal landscapes. llkin uses techniques
such as sewing, drawing, painting, video and sound
installations as she creates interactions between
forms that allude to home and family relations, power
dynamics, gender roles and communal life as fabric
motifs. Abstract forms that shift between being human,
animal and plant connect the figures, representing the
idea of a common root that brings together various
cultures and languages. In Preoccupied, Offended and
Absent-minded - I, which is a part of her Rehearsal series
from 2014, the artist deals with forms of reconciliation
that transform social conflicts through unusual language
and movement. The work demonstrates a moment of
celebration where safe spaces can be established
in communal life through a sense of togetherness.
Preoccupied, Offended and Absent-minded - I consists of
figures who have gathered in a void, and contemplate
around an indefinite, formless representation of power.
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ALI ELMACI
= Onu Oldiiy, Beni Giildiir V, 2014 =

Tuval Gizerine yagliboya
175x220 cm

Ali Eimaci, Onu Oldiiy, Beni Giildiir V adl eserinde toplumsal
ve kisisel imgelerden olusan sembolik bir kompozisyon uretir.
Eser, iktidar ve otoritenin bir uzantisi olarak islev goren medyadan,
medyada dolasima giren haber gorsellerinden ve iceriklerden
beslenen surreal bir kesit sunar. Topluma yansitilan hikayelerden
alinmis parcalarin alisiimisin disinda ve karanlik bir gorsel dizen
icerisinde yeniden sunumu, medyanin birey Uzerindeki sekillendirici
ve manipulatif glclinu ortaya koyar. Bireylerin dislUnce, egitim,
aile ve toplum algisi, iktidarin guc etrafinda sekillenen temsilleri
ve aygitlari sonucunda donusume ugrar. Hem bilincli, hem de
bilin¢siz olarak algilanan ve icsellestirilen bu kurmaca ve tekinsiz

gerceklik, eserde gun yuzune cikartilr.




ALI ELMACI
Kill Him, Make Me Laugh V; 2014

Qil on canvas

175x220 cm

A
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In Kill Him, Make Me Laugh V, Ali EImaci pro-
duces a symbolic composition that brings together
fragments of social and personal imagery. The work
presents a surreal cross-section fed by news images
and content circulating in the media, which functions
as an extension of power and authority. Images taken
from stories that are delivered to society are presented
in an unusual and dark visual order, revealing the influ-
ence that media has on individuals. On an individual
level, our perceptions of thought, education, family and
society are transformed as a result of the dominant
representations and devices designed around power.
The work brings to light this fictional and uncanny
reality, which is perceived and internalized on both a
conscious and unconscious level.




CANAN
= Nazar Degdi Diinyama, 2011 =

Poster serisi

29 x 47 cm (her biri)

! / % :- oy
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Kendini feminist-aktivist bir sanatci olarak tanimlayan
CANAN, Nazar Degdi Diinyama adli eserinde kamusal mekéan
icin tasarlanmis bir poster serisiyle ev ici siddet ve istismar
konularina dikkat ceker. CANAN, bu eserinde kocasinin ytzine
nitrik asit attigi arabesk sarkici Bergen'in imgesinden yola cikar.
Ismini MUslim Garses’e ait popluler bir arabesk sarkidan alan
eser, populer kultar uzerinden toplumsal yapiya islemis cinsiyet
kaliplarina dair bir elestiri sunar. Turkiye'de farkh sinif ve egitim
duzeylerinden kadinlarin s6zlu, psikolojik ve fiziksel dlizeyde
erkek siddetine maruz kaldigina dikkat ceker. Eserlerinde sik sik
kendi bedenine yer veren sanatci, “sahsi olan politiktir” anlayis
ile mevcut beden ve cinsiyet politikalarina ve kadinligin temsiline

ayna tutar.



CANAN

It was Worth The Evil Eye Into My World, 2011

Poster series

29 x 47 cm (each)

It was Worth The Evil Eye Into My World is one of
a series of posters by CANAN, who defines herself as
a feminist-activist artist. The posters draw attention
to the issues of domestic violence and abuse and are
intended for public display. In this work, the artist takes
as her point of departure the image of the Arabesk
singer Bergen, who survived an acid attack committed
by her husband that left her half blind. The work, whose
title is taken from a popular song of the same name
by another Arabesk singer, Muslim Gurses, employs
pop culture to present a critique of the gender ste-
reotypes that are embodied in the social structure. It
draws attention to the fact that women of every class
and educational background in Turkey are exposed
to male violence at the verbal, psychological and
physical levels. Frequently including her own body in
her works, CANAN reflects current gender and body
policies and representations of femininity in keeping
with the second-wave feminism argument that “the
personal is political.”




Nazar Degdi Diinyama

a

It was Worth The Evil Eye
Into My World




MUSTAFA BOGA
Siislii Diyaloglar serisi, 2019
Hild Konusuyor Musun?

Celenk

Siislii Diyaloglar serisinden Hili Konusuyor Musun?, TUr-
kiyede gelenek oldugu Uzere, dugun ve cenazelere gonderilen
ve kisiye Ozel imal edilen celenklerin yeniden yorumlanmasidir.
Boga'nin bu temalarin duygusal dogasina sadik kalan esprili
mesajlari, “Dilim beni kUcuk dusurtyor: — Bu kadar mi yani?” ve
“Hala konusuyor musun? Cunkd ben bitirdim,” gibi onermelerle
dilsel, ulusal ve dinsel kimligin ve kolektifligin yok olusunun yasini
tutuyor. Toplulugun yasi, cicek dizenlemelerinin fotograflandig
terk edilmis ciftlikler, aslinda kimse icin yapilmayan ve kimsenin
gitmedigi torenler gibi 1ssiz cevreler araciligiyla vurgulaniyor.




MUSTAFA BOGA
Adorned Dialogues series, 2019
Are You Still Talking? Because I'm Done.

Floral arrangement

Al

Are You Still 1alking Because I'm Done from the
Adorned Dialogues series reinterprets traditional Turk-
ish wreaths that are customarily sent to weddings
and funerals. Staying true to the emotional nature of
these themes and armed with sentiments like, “My
language is insulting me: — Is that it?” and “Are you still
talking”? Because | am done,” Boga’s tongue-in-cheek
messages mourn a loss of linguistic, national, and
religious identity and collectivity. The communal grief
is accentuated through the desolate environments
the arrangements are photographed in: abandoned
farmlands and vacant ceremonies for no one.
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PINAR YOLACAN
= Yilan Kadin, 2013 =

Video
2' 19”

Pinar Yolacan'in Yzlan Kadin adl videosu, kadin bedenini
Batili olmayan ve Antik Cag'da bir tapinma ritleli olan dans form-
larindan gobek dansi Uzerinden ele alir. Anadoluda kadin bedeni
ve dogurganlk, Catalhdyuk ve Hacilar gibi medeniyetlerde Ana
Tanrica motifi Gzerinden temsil edilmistir. Ortadoguda ve Misirda
aslinda koklU bir tarihe sahip olan gobek dansi, teorisyen Edward
Said’in “Oryantalizm” kitabinda bahsettigi gibi somurgeciligin
etkisiyle “Bati"nin, “Dogu” kurgusu icerisinde egzotiklestirdigi bir
eglenceye indirgenmistir. Eser ismini, yari kadin yari yilan olan ve
dogurganhgi simgeleyen Hindu tanricasi “Nagini” den alir. “Oryantal
Didem” olarak bilinen Didem Kinali'nin, gdobek dansinin Antik Cag
Misirindaki dogum rituellerine gonderme yapan karin hareketleri
ve titremelerden olusan koreografisi solo ritim esliginde aktarilir.
Bu senkronize figurler, 1sigin kostime yansimasiyla duyusal ve
meditatif bir etki kazanrr.
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PINAR YOLACAN
Snake Woman, 2013

Video
2' 19”

A
0

Pinar Yolacan's work Snake Woman deals with
the female body through the non-Western dance form
of such as belly dancing, which functioned as a ritual
of worship in ancient times. Anatolian civilizations such
as Catalhéyuk and Hacilar represented the female
body and fertility through the Mother Goddess motif.
Belly dancing, which has a deep-rooted history in
the Middle East and Egypt, has been reduced to an
entertainment under the influence of colonialism,
as the “West” has exoticized this activity within the
context of a fictional “East,” as mentioned in theorist
Edward Said’s book “Orientalism”. The work takes its
name from the Hindu goddess “Nagini”, who is half
woman half snake, and symbolizes fertility. Known
as “Oriental Didem?”, Didem Kinali's choreography
consists of abdominal movements and tremors
referencing Ancient Egypt, the birthplace of belly
dance, and is accompanied by a solo rhythm. These
synchronized figures gain a sensory and meditative
effect as the light reflects on the dancer’s costume.
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MUSTAFA BOGA

Savas Yadigdrlar: serisi, 2017
Kalasnikof

= =

Kapitone yorgan
107 x 400 cm




Mustafa Boga'nin Savas Yadigarlir: serisi, genellikle kadinlarin
ceyizinde yer alan, elde dikilmis yorganlarin Gzerine ilistiriimis alisil-
madik desenlerden olusur. Cogunlukla annelik, ev ve mahremiyet
sembolleriyle anilan yorganlara F-16’lar ve Kalasnikoflar isleyen
Boga igne isinin akla getirdigi geleneksel olgulari yikar. Yorgan,
izleyiciyi “konfor” ve “glvenlik’le ilgili dustincelerini yeniden gbdzden
gecirmeye cagirir; kisisel korkularin ve huzursuzluklarin topluca
askeri catismalara neden oldugu anlari vurgular. Muhtemelen bir
kusaktan digerine aktariimis olan bu masum gorunuslu el sanati
SuU soruyu gun yuzune cikarir: Yorgan bir guven nesnesi midir,
yoksa bir baski nesnesi mi?

MUSTAFA BOGA
The War Heirlooms series, 2017
Kalashnikov

Embroidered quilc
107 x 400 cm

R}/
)

Mustafa Boga’'s The War Heirlooms series places
unlikely mise en scenes on yorgan, a hand-quilted
duvet often found in a woman’s dowry. By associating
this handiwork — which typically evokes motherhood,
home and familiarity — with images of war machinery,
Boga subverts the traditional notions called to mind by
the craft itself. Embroidering duvets with tanks, F-16s
and, in this case, Kalashnikovs, the artist encourages
the viewer to re-visit their ideas of “comfort” and
“security,” and highlights the moments when personal
fears and discomforts lead to military conflicts. Likely
to be passed down from one generation to the next,
the seemingly innocent craftwork poses the question:
Is the duvet an object of safety or oppression?
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AYDAN MURTEZAOGLU
= Aile Salonu Ust Kattad, 1998-2018 <

Tavana projeksiyonla olusturulmug yerlestirme
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Eserlerinde Turkiyedeki sosyopolitik dontsumlere ve bu
donusumlerin toplumsal etkilerine yer veren Aydan Murtezaoglu,
Aile Salonu Ust Kattadirda esnaf lokantalarinda, ézellikle yalniz
ya da cocuklu kadinlara ve ailelere tahsis edilen korunakli alanlar
olarak isaretlenen aile salonuna “asagidan” bir bakis sunar. Yalniz
erkeklerin sorun teskil edebilecegi onyargisiyla bu masalara
oturtulan kadinlarin, cocuklarin ve ailelerin kim oldugu gozukmez.
Aile olmayan “alt kattakiler”le aralarindaki bu mesafe, Turkiye'nin
sosyokultlrel yapisi icerisinde kutsallastirilan ve icinde sadece
toplumun kabullendigi tanimi barindirabilen aile kavramina bir
gonderme niteligindedir. Namus kaygisi sonucunda ortaya
citkan bu “6zel ilgi”, glclenen kurbanlastirma sonucunda sidde-
tin dretilmesine ve devamliligina da yol acar. Sandalyesinden
asagl, izleyiciye dogru bakan klucuk erkek cocuk, yasaminin ilk
evresini bir kurban rolinde gecirirken, yetiskinliginde benzer bir
tehdit olusturma potansiyelini tasir. Izleyiciyle gdz temasi kuran
figur, aile-toplum yapisinda stregelen bir donguyU temsil eder.
Yukarisi ve asagisi arasinda kurulan bu gecici kopru, kolektif
olarak yucelttigimiz kavramlari ve icsellestirdigimiz ayrimlari fark
edebilmemize olanak tanir.




AYDAN MURTEZAOGLU
Family Room Upstairs, 1998-2018

Projection on ceiling

Ak
)

Aydan Murtezaoglu's works explore socio-political
movements in Turkey and their impact on society. In
Family Room Upstairs she gives us a below-stairs view
of so-called “family rooms,” a common upper-floor
feature of tradesman's restaurants in Turkey marked
as sheltered spaces allocated to families and women
- alone or with children. As a result of the prejudice
that unaccompanied men are more likely to cause
problems, the tables are given to women, children
and families whose faces we cannot see. The detach-
ment from the non-families downstairs is a critique of
spaces dedicated to a very particular and standard
“family,” as it is defined by society and sanctified in
Turkey’s sociocultural makeup. This "special interest”
that emerges as a result of concerns around chastity
leads to the perpetuation of violence, by creating
a strong sense of victimization. A small boy gazing
down at us from the chair is positioned in the role
of the victim, but also carries the potential to pose a
similar threat in adulthood. Making eye contact with
the viewer, the figure of the boy represents a vicious
cycle in the family-society structure. This bridge
temporarily connecting the above and below enables
us to perceive concepts that we have collectively
exalted, and distinctions that we have individually
internalized.
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NILBAR GURES
= TrabZ ONE serisi, 2010
Yol Ayrimi (Ana-Kiz)

Renkli baski, 3/5 + 1 A.P.
100 x 150 cm

Yol Ayrimiy'nda farkli yonleri gdsteren bir yol tabelasinin
altinda duran kadinlar ayni esarbi paylastiklari icin birbirlerine
baglidirlar. Esarp, her ikisini de taninmaz ve birlesik kilan bir
araca doénusur, yazgilarini ic ice gecirir. Bu gorunta, farkl bireyse
kimliklerin pesinde, kendilerini (anne ve kiz cocuk gibi) gelenekse
toplumsal rollerden kurtarmaya cabalayan kadinlarin yasadig
zorluklara isaret eder. Bir tercih yaptiklarinda kendilerine yol
gosterecek bir rehberden yoksun oluslari da, karayolu tabelasin-
daki solmus harflerle gésterilir. Molla Halil Ogullar ve Halilogullari
mahallelerinin ortasinda duran yol ayrimi, erkek isimleri tasiyan

benzer iki yone cikar.




¥%  NILBAR GURES
TrabZ ONE series, 2010
Junction (Mother-Daughter)

C-print edition of 3/5 +1 A.P.
100x 150 cm

The women in Nilbar Gures’s Junction stand di-
rectly under signs pointing in opposite directions, yet
they are bound together by a shared headscarf — an
instrument which renders them both unidentifiable
and conjoined, their fates intertwined. This imagery
points to the difficulties of women extricating them-
selves from traditional societal roles (such as mother
or daughter) to pursue separate, individual identities.
The lack of guidance available to them once they do
make such a choice is suggested by the faded letters
on the signposts. Standing in the middle of Molla Halil
Ogullari and Halilogullari neighborhoods, the fork in
the road leads to two similar directions bearing male

names.




NILBAR GURES
= TrabZ ONE serisi, 2010

Basusti

Renkli baski, 3/5 + 1 A.P.
150x 100 cm

Bu fotograf 77abZONE serisinin 6rlintlsinl devam ettirir;

kadinlarin yuzleri (ve bunun sonucunda kimlikleri), toplumdaki
rollerinin simgeleriyle perdelenmistir. Bu sahnede dosekler, ev
isleri ve ailenin bakimina dair gorsel birer dublérdir. Fotografta
kadindan abartili sayida, tasiyabileceginden cok daha fazla
carsaf ve yastik tasimasi beklenmektedir. Imgenin ustalikla degis-

ti
O

o

rilmesiyle bu gdrev kolaymis gibi gérundr. Yastik ve carsaflardan
usan yuk, kadinin kisiliginin ortaya cikmasini saglayabilecek

r alani isgal eder. Tarlarlarda ve evlerinde yogun is yuku olan

Trabzonlu kadinlara bir referans iceren eser, boélgedeki erkek
populasyonunun zamanini kahvelerde geciriyor olduguna da
hatirlatir.
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NILBAR GURES
TrabZ ONE series, 2010
Overhead

C-pring, 3/5+ 1 A.P.
150 x 100 cm

Ak
)

Overbead continues Nilbar GUres’'s TrabZone
series’ pattern of women with their faces (and cir-
cumstantially, their identities) obscured by symbols
of their traditional societal duty. In this case, bedding
is a visual stand-in for domesticity and caretaking.
The exaggerated amount of linens and pillows is both
impossible for and expected of the woman to carry
— a task which, due to the manipulation of the image,
is made to look easy and comes at the expense of
space that would allow her character to emerge. The
image, which contains a reference to women from
Trabzon who have a heavy workload in the fields and
at home, also reminds us that the male population of
the region spends their time in coffee houses.
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HASAN OZGUR TOP
= S
Biz Birbirimizi Biliriz serisi
a;\\

We Know Each Other series
2012

Dijital kolaj, aliminyum kompozit panel, C-print baski
Digital collages, C-print on aluminum panels
Degisken boyutlar | Size variable

Hasan Ozgiir Top'un Biz Birbirimizi Biliriz serisi, Turkiye'de
kirsal kesimden kente gocun ardindan ortaya cikan arabesk
muUzik turine ve gundelik sokak kultarine dayanir. Sanatci, bu
isini donemin populer fotograflarina ve film afislerine dijital
mudahalede bulunarak Uretir.

Fotograflarda Orhan Gencebay, Mislim Girses ve Ibrahim
atlises gibi isimlere eslik eden kadinlar cikartilarak, olusan bosluga
arabesk figurlerin kendi yansimalari yerlestirilir. Calismaya ismini
veren “Biz birbirimizi biliriz” s6zU, 6zellikle aidiyet ihtiyaci duyan
kesimlerde biraradaligin simgesi haline gelen arabesk kulturde
bir ice kapaliligi temsil eder. Eser, bir fantezi evreni olan arabesk
kulturun Ozellikle tasrali kesimler arasinda arzunun yapilanmasinda
oynadigi onemli rolin altini cizer. Topluma dayatilan “maco” ve
heteroseksuel erkek algisi da bu yeni imgeler uzerinden sorguya
cekilir.
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Hasan Ozgiir Top’s We Know Each Other series
has its roots in arabesk — a style of popular Turkish
music that emerged in conjunction with the huge
influx of rural populations into cities from the 1960s
onwards — as well as in the street culture associated
with it. The artist created the work from digitally altered
photographs and movie posters from this period.

Top removed the female figures who originally appeared
next to arabesk icons like Orhan Gencebay, MUslim
Gurses and Ibrahim Tatlises, replacing them with each
icon’s own passionate reflection. “We know each other”
is reflective of the dire need for a sense of belonging
within the arabesk culture and acts as a badge of
this introverted togetherness. Top's work underscores
the important role played, especially among rural
communities, by arabesk culture and by its fantasy
universe in structuring notions of desire. The artist’s
manipulated images also interrogate perceptions of
machismo and heterosexual masculinity imposed by
society.
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MUSTAFA BOGA
Yabanct Nesneler I-11, 2017

= =

Fine Art baski, 2/5 ed.
40 x 30 cm

Yabanc: Nesneler I - I1’de Mustafa Boga, yetistiginden
farkll bir cevrede yasayan bir sanatci olarak memleketi Adana'da
deneyimledigi kultUrel ayrismalari kesfe cikiyor. Yapitlarinin ne
anlama geldigini akrabalarina anlatmaya cabalayan Boga, onlari
bir atolye ortamina davet ediyor, aliskin olduklari kimliklerini bir
kenara birakip bir kaide ustindeki nesnelerle gorsel etkilesime
gecmelerini istiyor. Sonucta ortaya cikan fotograflar gtindelik
objelerin gucunl bakisin nesnesi olarak yeniden kurguluyor.
Bdylece, sanatsal anlamin birbirinden farkli tanimlarini yan yana

koyarak sanatcinin bugunu ile gecmisi arasindaki yabancilasmayi
dile getiriyor.
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MUSTAFA BOGA
Extraneous Objects, 2017

Fine Art print, 2/5 ed.
40 x 30 cm

R/
"

In Extraneous Objects, Mustafa Boga explores
the cultural disjunction he experiences as a result of
the deep contrast between his hometown roots in
the southern Turkish town of Adana versus London,
the drastically different setting he now occupies.
Struggling to explain the nature of his work to his
relatives, Boga invites them to a studio environment
where they can leave their “habitual identities” behind
and visually interact with objects on a plinth. Resetting
the power of everyday objects in the context of the
viewer’'s gaze, the resulting photographs juxtapose
incongruous definitions of artistic meaning and express
the estranged relation between the artist’s present
and his past.
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MANOLYA CELIKLER
= Isimsiz, 2017 =

Porselen tabak tistiine karigik teknik
26 cm cap (her biri)

Manolya Celikler’in eserleri, kadinlardan es zamanli olarak
beklenen esit haklara sahip olmadan yasama ve tim kosullarda
sinirsiz sefkat gdésterme halini sorgular. Narin tabaklar, ev kadini
olarak ic mekana hapsedilmis geleneksel ideal kadin imajini anim-
satir. Ne var ki tabaklardaki catlak ve kiriklar, bu beklentilerde de
kirllmalara alan acmaktadir. Eser, ataerkil idealin kirilldigi noktalari
kucaklayarak, toplum standartlarina gore “kusursuz” olmamayi
secen kadinlara gonderilmis bir ask mektubudur.




MANOLYA CELIKLER
Untitled, 2017

Mixed media on porcelain plate
Diameter 26 cm (each)

R/
)

Manolya Celikler's work questions the ways in
which women are simultaneously expected to continue
their lives deprived of equal rights and still maintain a
sense of “gentleness.” The dainty plates are reminders
of traditional ideals of women as housewives relegated
to the domestic sphere. The cracks and fractures in
the plates, however, make room for the ruptures in
these expectations, welcome the points where the
patriarchal ideal breaks down. They are a love letter
to women who choose to be imperfect by society’s
standards.
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MANOLYA CELIKLER
= Ab, 2017 =

Porselen

7x 16 cm

Manolya Celikler'in eserleri, kadinlardan es zamanli olarak
beklenen esit haklara sahip olmadan yasama ve tim kosullarda
sinirsiz sefkat gésterme halini sorgular. Renkli cicek motifle-
riyle stslenmis bir kapi levhasi, ic mekana bir ev kadini olarak
hapsedilmis geleneksel ideal kadin imajini animsatir. Sanatcinin
icerisinde pismanlik, ozlem, hayal kirikligi gibi bircok anlam
barindiran “Ah” kelimesine yer verdiqi isi, kadin imgesini itaatkar,
hamarat ve sessiz gibi kaliplarla ele almakta 1srarci mevcut duzene

karsi bir isyan niteligi tasir.



MANOLYA CELIKLER
Ah, 2017

Porcelain

7x16 cm
a;&

Manolya Celikler's work questions the ways in
which women are simultaneously expected to continue
their lives deprived of equal rights and still maintain
a sense of “gentleness.” A door plate adorned with
colorful floral motifs is a reminder of traditional ideals
of women as housewives, as relegated to the domestic
sphere. The artist’s use of the word “Ah” is in refer-
ence to the sound of a heavy sight and holds many
emotional connotations including regret, longing and
disappointment. It is a rebellion against the existing
order, which insists on defining the female image
through adjectives such as obedient, diligent and
silent.

99



RAMAZAN CAN
= Yiikliik serisi, 2017 =
Yerlilestirme I1

Beton ve hals

100x 105 x 30 cm

YorUk bir aileden gelen Ramazan Can, eserlerinde kendi
kimliginden yola cikarak yer degistirme ve goc konularina deginir.
Can’in calismalarinda kilim, dokuma, cadir gibi materyaller Anadolu
topraklarindaki kadim saman gelenegini, beton ise modernlesme
ve bu kavramla gelen yikimi temsil eder. Beton ile dokumanin karsi
karsiya geldigi alanlar goc¢ ve yerlestirme politikalarini dasundurdar.
Yerlilestirme II de hall var olmaya devam etmeyi basarmis, ancak
surecte birincil ozelliklerinden tasinabilirligi kaybetmistir. Yapitin
basligi, sosyal, cografi ve tarihi anlamda yerinden edilmenin
farkli yonlerini, ayni zamanda hatirlama ve unutma, kimlik ve
uyumlanma, yeni cevreler ve icsellestirilmis hafiza arasinda cikan

krizleri cagristirr.
00



RAMAZAN CAN

Cupboard /Attic series, 2017
Indigenization Il

Concrete and rug

100x 105 x 30 cm

A
)

Originally from a family with YorUk roots, Ramazan
Can expands on themes of displacement and immig-
ration in his practice, establishing his own identity
as the starting point. In his work, materials like rugs,
woven goods and tents symbolize the ancient Shaman
traditions in Anatolia, while the concrete stands for
modernity and the destruction that accompanies it. The
encounters between woven and concrete encourage
the viewer to think about migration and politics of
settlement. In Indigenization 11, the carpet perseveres,
yet loses one of its defining qualities: movability. Along
with the title, different facets of social, geographical
and historical displacement are evoked, as well as the
resulting crises between remembrance and forget-
ting, identity and adaptation, new environments and
ingrained memory.
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CANSU YILDIRAN

Miilksiizler serisi

a;\\
The Dispossessed series

2016

Arsivsel Pigment Baski | Archival Pigment Print
Degisken boyutlar | Size variable

Miilksiizler fotograf serisi, Cansu Yildiran'in anne tarafindan
memleketi olan Trabzon'un Caykara ilcesinde gecmisine, kdklerine
ve kendi kimligine dair sorgulamalarinin bir yansimasidir. Sanatci,
bu seriyi her yaz misafir olarak gittigi yayla kdylnde yalnizca
erkeklerin mulk sahibi oldugunu, kadinlarin ise boyle bir hakki
olmadigini kesfetmesi Uzerine Uretir. Genis bir zamana yayilan bu
mulkstzluk ve aidiyetsizlik hali, sanatciyl temel haklardan yoksun
kadinlar Gzerinden bir kimlik arayisina iter. Fotograflarda i1sigin
teknik ve imge olarak yogun kullanimi, adeta bir kazi calismasin-
daki gibi sistemin goz ardi ettiklerini, karanlikta gizlenenleri,
gorunmeyenleri aciga ¢ikarma gorevi gorur. Boylelikle sanatci,
kendi bilincaltinda yer etmis olan varolussal sorgulamalari da
fotograflar araciigiyla ylzeye tasir.
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1he Dispossessed is a series of photographs by
Cansu Yildiran that probe the past and her roots in
Trabzon’s Caykara township, where her mother is from. It
is also a questioning of the artist’s own identity. Yildiran
began producing the series when she discovered that
only men are permitted to own property in the highland
village, which she visited every summer as a guest.
In Caykara, to this day, women are denied rights of
ownership. This longstanding denial of property and
equal rights prompted the artist to seek out an iden-
tity through women who are deprived of basic rights.
The photographer’s intensive use of light as both an
artistic techniqgue and symbol serves to reveal both
what is systematically ignored and visibly concealed
in the darkness, in an almost excavation-like process.
Thus, the photographs dredge up and expose the
existential questions riddling the artist.
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ZEHRA COBANLI
= Nereden Geldin, 2013 =

Seramik ve yiin hali

38x29x7,5cm

Zehra Cobanl, Nereden Geldin eserinde kirsaldan kente
gelmek zorunda kalan bir kadinin goc¢ éykusunu anlatir. Kis aylari
icin kOylerde oOrulen patik veya ev ayakkabisi, geleneksel bir
hali Gzerine yerlestirilmistir. Eserlerinde kadin ve toprak arasin-
daki iliskiyi vurgulayan Cobanli, toplumsal cinsiyet esitsizligine,
Anadolulu kadinlarin binlerce yildir yogun emek verdigi seramik
kGltUr( Gzerinden dikkat ceker. Nerveden Geldin, kadina atfedilen
temizlik, yemek, bulasik, camasir gibi eve ait sorumluluklarin, onu
evle ve Ozel alanla sinirlandirdiginin altini cizer. Ev eksenli calisma
bicimi, ayni zamanda go¢ eden kadinlarin gecimlerini saglamak
icin yoneldigi bir alandir. Cobanli, bu eserinde ataerkil toplumsal
baski ve sindirme araclarina, kadin istismarina, aidiyet sorununa
ve gérinmez emege atifta bulunur.




ZEHRA COBANLI
Where Did You Come From, 2013

Ceramics and woolen carpet

38x29x7.5cm
&(g&

In Where Did You Come From, Zehra Cobanli tells
the story of a woman forced to leave her countryside
home to move to the city. The work consists of the
sort of knitted socks and house slippers that are
worn at home by villagers to stay warm during winter.
The objects are set on a traditional carpet. Cobanli’s
work frequently emphasizes the relationship between
women and the soil, and uses the Anatolian cultural
heritage of ceramic-making - to which women have
been making a huge contribution for millennia - to
draw attention to gender inequality. Nereden Geldin
also highlights housekeeping responsibilities such as
cleaning, cooking, dishwashing and laundering. These
are traditionally attributed to women and confine them
to the home and its associated domains. Such house-
work is also the kind of employment most available
to women who must make a living after migrating into
the city. In this work, Cobanli makes reference to the
means of oppression, intimidation and abuse of women
within patriarchal societies, as well as the problem of
belonging and invisible labor.

Yor



MEMED ERDENER
= Kafanin Icindeki Harig <
Hicbir Sey Sana Ait Degil, 2014

Gumiis kaplama ciizdanlar ve lehimlenmis bozuk paralar

45x30x 13 cm

ExtramUcadele ismiyle de tanidigimiz Memed Erdener'in,
Kafanin Icindeki Haric Hichir Sey Sana Ait Degil adli eseri, ismini
George Orwell'in “1984” adli distopik romaninda gecen bir
cimleden alir. Maddi ve manevi varlik, insan vicuduna refer-
ans veren bir kompozisyon Uzerinden aktarilir. Kapitalizmin bir
dayatmasi olan materyalist varolus anlayisini ve maddiyatin
geciciligini vurgulayan eserde, madeni paralar farkli boyutlarda
zarif clzdanlardan yere dékulmus goérinar. Her tarlG mal, mulk ve
maddi kazan¢ gasp edilebilir, elden ele gecen ve elde tutulmasi
guc birer olgu olarak one cikar. Sanatciya gore insanin gercek
hazinesi, kafasinin icindeki distnceler, biriktirdigi anilar ve hayal
gucu gibi calinmasi mumkun olmayan unsurlardan olusur.
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MEMED ERDENER
Nothing Was Your Own Except
The Few Cubic Centimetres
Inside Your Skull, 2014

Silver-plated purses and soldered coins

45x30x 13 cm

R/
)

A work by Memed Erdener, aka “ExtramUcadele’,
Nothing Was Your Own Except The Few Cubic Centimetres
Inside Your Skull, takes its name from a sentence in
George Orwell’s dystopian novel “1984". Material and
intangible wealth is conveyed through a composition
that references the human body. Coins appear to
have spilled from elegant purses of different sizes,
emphasizing the materialistic understanding of exis-
tence (an essential prerequisite of capitalism) as well
as the impermanence of materiality. Goods, property
and material gains are all things that can be snatched
away: They pass from hand to hand and are difficult
to retain too long. In the artist’s view, real treasure
consists only of the thoughts inside one’s head, the
memories one has accumulated, and one’s imagination
- because these are things that cannot be bought or
stolen.



FATMA BUCAK
— Suggested Place For You To See It =
/ And then God Blessed Them, 2013

[ki kanalli HD video, renkli, sesli
13132vv, 9!281

Fatma Bucak’in iki-kanalli video yerlestirmesi, Orta Anado-
ludaki Tuz GOlU'nun cevresinde din, toplumsal cinsiyet esitsizligi
ve politikalarinin guncel tanimlarini ve bunlarin toplum tzerindeki
etkilerini teatrallik ve izleyici araciligiyla sorgular. And Then God
Blessed Them, sanatcinin erkek bir katilimet ile birlikte gerceklestird-
igi bir performans ile tek tanrili dinlerin dogus efsanesini ele
alir. Suggested Place For You 1o See It kapsaminda ise, Tuz GOIU
cevresindeki farkl kdylerden sanatcinin davet ettigi on tc¢ kadin,
sanatcinin ayni mekanda gerceklestirdigi performansina tanik olur.
Iki-kanalli yerlestirme ile Bucak, izleyiciyi eserin konusu yapar.

W2



FATMA BUCAK

Suggested place for you to see it
/ And then God Blessed Them, 2013

Two-channel HD video with color and sound

13’327, 928"

In Fatma Bucak’s double-channel installation,
the artist interrogates religion, social gender inequality
and current policies pertaining to both issues. In And
Then God Blessed Them, which references to Adam and
Eve creation story common to the Abrahamic religions
Bucak is accompanied by a male performer. In Suggested
Place for You to See It, 13 local women whom the artist
invited from a variety of regions around Lake Tuz in
Central Anatolia observe Bucak’s performance with
her brother. With the double-channel installation, the
artist turns the viewer into the subject of the artwork.




EDA CEKIL
= Dokuz Oda, 20192020 <

Dokuz adet fotograftan olusan seri

35 x 50 cm cerceveli (her biri)

i
i /

Eda Cekil, eserlerinde aile catisi altinda toplumda sure-
gelen aidiyet, ideoloji, guc, mesruiyet gibi dinamikleri gorunur
kilar. Dokuz Oda, aile belledinin kurgulanmasinda énemli bir
rol oynayan fotograflarin ve geleneksel diizenin hane icinde
sunuldugu alanlara odaklanir. Paspartularin farkli yerlerine yer-
lestirilen dokuz fotografin her biri bir odayi temsil ederken, bir
yapbozun parcalari gibi evin butununu olusturur. Eser, toplumda
idealize edilen aile yasantisini pekistiren ve cinsiyet rollerini
ayakta tutan anlatilara ve imgelere isaret eder. Bufe, cam vitrin
ve duvar gibi gorunur alanlarda dugun, dogum gunu, sunnet
gibi toplumsal kutlamalarda cekilmis karelerin yer aldigini hayal
etmek mumkindur. Sergilenmek ve nesiller boyu korunmak tzere
birer nesneye ddnuisen aile fotograflari, 6zel ve toplumsal alan
arasindaki ayrimi siliklestirir, gozun gordugunun otesinde mevcut
dizeni muhafaza etme arzusuna da isik tutar.



EDA CEKIL
Nine Rooms, 2019-2020

Series of nine photographs
35 x50 cm framed (each)

Ak
"

In her works, Eda Cekil renders visible dynam-
ics like membership, ideology, power and legitimacy
that covertly live on in society under the overarching
roof of “family.” Nine Roomfocuses on the areas of
a family home that display the conventional order,
and the photographs that play a crucial role in the
construction of a family’s memory. Each of the nine
photographs are set in different parts of their mats,
representing a different room. Like the pieces of a
puzzle, they make up the entirety of the house. The
work is indicative of narratives and images that rein-
force socially-sanctioned, idealized family life and
persistent gender roles. It is possible to imagine that
the photos displayed conspicuously atop counter-
tops, glass cabinets and on walls were taken at social
gatherings like weddings, birthdays and circumcision
ceremonies. Captured to be displayed and cherished
by successive generations, every family photograph
diminishes the distinction between the private and
social domains. Transcending that which the eye can
see, every photograph also illuminates a desire to
preserve an existing order.




ANTONIO COSENTINO
= Banliyo Treni, 2014 <

Tenecke
300 x65x 60 cm

Antonio Cosentino Banliyé Treni adli eserinde 1955 Fransa
yapimi TCDD banliyd treninin teneke bir modelini sunar. Modelin
icerisinde, trenin orijinal kunyesinin yer aldigi levha ve direksiyon
yer alir. Kullanimina son verilen banliyo treniyle sergi mekanindaki
karsilasma ani Tlrkiye'nin yakin gecmisine dair nostalji ve hlzin
gibi karisik duygulari barindirir. Tren, aktif oldugu slre boyunca
yolculuklara, anilara, kavusmalara, vedalasmalara sahne olan bir
mekan gorevi de gorur. Eser, 18. ylzyildan bu yana degisimin en
gucli sembollerinden biri olan treni ele alirken “modernite’ye
dair mitleri de sorgular. Ginuimuzde bir kalinti obje haline gelen
tren, sehrin degisen cehresine ve zamana direnmeye cabalayan

bireysel ve kolektif hafizaya génderme yapar.



ANTONIO COSENTINO
Suburb Train, 2014

Tin
300 x 65 x60 cm

Al
)

In Suburb Train, Antonio Cosentino confronts
us with a model of the railway carriage the Turkish
State Railways used to run on Istanbul’s suburban
lines. Fashioned from recycled tins, the work contains
the original carriage’s nameplate and steering wheel.
Encountering a model of a now retired-from-service
commuter-train carriage in an exhibition space provokes
mixed feelings of nostalgia and melancholy concern-
ing Turkey’s recent history: Carriages this tin replica
was modeled after not only provided transportation
but also were home to journeys, memories, reunions
and farewells. Cosentino’s work invites us to consider
railway transport, one of the most powerful symbols of
modernization at least since the 18th century, as well
as the mythos of “modernization” itself. Resembling
an ancient ruin or relic, Suburb Train references the
struggle of individual and collective memory against
the changing face of our cities and the passage of
time itself.



ANTONIO COSENTINO
= Eczane, 2006 =

Tuval Gizerine yagliboya

95x120 cm

Hafriyat Grubu'nun kurucularindan Antonio Cosentino’nun
eserlerinde yasadigi sehir, Istanbul’'un dokulari, yapilari ve “araclar”
izleyiciyle tekrar tekrar bulusur. Sanatcinin hafizasindan disari-
daki dinyaya yeni bir yasama gucuyle cikan nesneler arasinda,
bir ddnem Istanbul'daki sehirici ulasimin hatiri sayilir kismini
saglayan banliyo trenleri de vardir. 50’lerde yapilmis bir treni,
arkasindaki belirli belirsiz Sehir Hatlari vapuruyla gordidgumuz
Eczane, sanatcinin Istanbul’un dénisimini hummali bir sekilde
belgeledigi, neredeyse otuz yildir devam eden Istanbul Atlas:
projesine de gbdz kirpar: Cosentino, Atlas projesinde sehri hizli
ve travmatik bir sekilde degisirken fotograflar. Kaybolan imgeler
ve mekanlar, daha sonra belirli bir sira izlemeden, tuvalinde ve
verlestirmelerinde izleyicinin karsisina cikar. Sanatci, treni 2012'de
teneke bir replika ile yerlestirme formunda yeniden var etme
duartGsunt bir “sareklilik olgusu” arayisi olarak aciklar. Bir malzeme
ve hurda olarak tenekenin sehirlerdeki yolculugu bitmez, yalnizca
merkezden cepere dogru devam eder. Eczane ise, teneke banliyd
treninin sehrin merkezindeki son anini gosterir gibidir.
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ANTONIO COSENTINO
Pharmacy, 2014

Oil on canvas

95x120 cm

R/
)

One of the founders of Hafriyat Group, Antonio
Cosentino’s works reunite the audience time and time
again with Istanbul - his city of residence - along with
its textures, structures and “tools.” Among the objects
that flow out from the artist's memory towards the
external world are the suburban trains, which once
made up a significant portion of urban transportation
in Istanbul. The work Pharmacy, in which we see a train
made in the 1950s with the City Lines ferry vaguely
visible behind it, is also a nod to the artist’s Istanbul
Atlas project: ongoing for almost three decades, the
artist had feverishly documented the rapid and trau-
matic transformation of Istanbul through photographes.
Lost images and places reappear before the viewer
in his paintings and installations, without a specific
sequence. The artist explains his urge to recreate the
train in the form of a tin replica in 2012 as part of an
installation, as a quest for a "phenomenon of conti-
nuity.” As both material and scrap metal, the urban
journey of tin never ends, only moves from the center
towards the periphery. Pharmacy seems to show the
final moments of the tin commuter train at the very
heart of the city.




CAN INCEKARA
= Urlii, 2018 <

Kagit tizerine suluboya

76x 112 cm

Hafizamiz, hatirlama ve unutma arasinda salinan sorunlu
bir yapiya sahiptir. Hatirlanan yerler ve seyler cogu zaman ihtilafli
animsamalarin izdUstmleridir. Memorabilia hatirlanmaya deger,
tarihsel bir 6nemi olan ya da belirli bir etkinlige, kuruma ait hatira
nesneleri icin kullanilan bir kelimeyken, Can Incekara ayni isimli
serisinde izleyiciyi hafizanin bu ihtilafli alanina ceker. Kisisel
hafizasindan yola cikarak aslinda bircok insanin ortak hikayesi
olabilecek bir anlati sunar, kendi buyukannesine ait anilari, ortak
hafizamizdan parcalara dénusturur. Bdylece aslinda nostaljik olani
—tarihsel bir ®nemi olmayan herhangi birinin kisisel hafizasina
ait bir gorseli ylcelterek— yitirilmis olani, ortak hikayemiz olarak

yeniden insa eder.



CAN INCEKARA
Triple, 2018

Watercolor on paper

76x 112 cm

A
)

Memory is a problematic construct that wavers
between remembering and forgetting. Most of the time,
places and things that we recall are but projections

of conf
used fo

pertaini

icting recollections. “Memorabilia” is a word
- significant, remembrance-worthy mementos

ng to a particular event or institution. In his

series of works of the same name, Can Incekara draws
the viewer into this conflicted domain of memory.
Taking personal memory as his point of departure, he
presents a personal narrative which, in truth, could be
the shared story of many people, as he transforms his
recollections of his own grandmother. By exalting an
image in memory of an ordinary person of no partic-
ular historical importance, he reconstructs something
nostalgic — and lost - into a story we can all relate to.

AZ4



DAMLA YALCIN
= Hiilyakent 2/98, 2018 =

Fine Art baski tizerine dikis
45 x 30 cm (her biri)

Damla Yal¢in'in calismalarinda, Hiilyakent serisinde de
oldugu gibi, aidiyet temasina sik rastlanir. Yalcin'in siyah beyaz
fotograflar Ustlne yaptigi rengarenk islemeler, bellegin estetize
edilmesini saglarken, izleyici icin nostalji ve asinaligin anonim
imgeleri olabilecek goruntuleri renklendirir. Sanatci geriye donup
bakarken, Ankarada insa edilmis birbirinin ayni konutlardan olusan
Hulyakent'te dogdugu evin goruntulerini geleneksel nakislarla
bezeyerek bu yere ait oldugunu ve bu yerin de ona ait oldugunu
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DAMLA YALCIN
Hiilyakent 2/98, 2018

Stitch on Fine Art print
45 x 30 cm (each)

A
)

The theme of belonging is prevalent in Damla
Yalgin's practice and echoed in her Hiilyakent series.
Yalcin’s colorful embroideries on black and white
photographs serve as an aestheticization of memory,
tinting what could, for the viewer, be anonymous images
of nostalgia and acquaintance. By imbuing images
of the house where she was born in Hilyakent — a
cookie-cutter housing development in Ankara — with
matricentric stitches, she retroactively ensures that
not only does she belong to this place but that this
place belongs to her.
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“Ben ve Biz Olmanin Cok Kisa Bir Tarihi”

Insan, dogdugu andan itibaren hayatinin tim akisini belirleyen bir
toplumun parcasidir. Dogum belgesi, ntfus clizdani, pasaport...
Varligi belgelerken fiziksel sinirlarimizi da belirleyen belgeler,
bireyin iktidar ve otoriteyle tanistigi ilk alandir. Cekirdek aileden
devlete, kUcUkten blyuge tim mekanizmalar sosyal duzenin
eksiksiz ve hatasiz devamlligi icin calisir.

Um insanlik tarihi icinde yeni bir olgu olan bireyselligin dogusu,
19. ylzyilda ulus-devletlerin ortaya cikisiyla eszamanhdir. 1960
ve /O’lerde Bati toplumlarinda karsiktltGrin yikselmesiyle tepe
noktasina ulasan bireycilik, 80’ler ve sonrasinda “tUketim toplumuna”
ve sadece bunun Uzerinden sekillenen bir kimlik anlayisina evrilir.
Bu devamlilik icinde Turkiye'de bireyin 6zgun olmaya yonelik her
cabasl, gelenegin en az bu caba kadar guclu direnci, var olan
duzenin icindeki “uyum”u bozmama arzusuyla karsilanir. Karmasik
bir aidiyetler aginin ortasinda, gercek kimligin kesfi ve ifadesi
pek coklariicin bir micadeleye donusir. “Maziye Bakma Mevzu
Derin”, surekli degisen, akiskan toplumsal kodlarin icinde, birey
ve toplum arasindaki yakin ve dertli iliskiye odaklaniyor.

Toplumlarin tarihi, insanhgin tarihi kadar eskidir. “Modern birey”
anlayisinin temellerini atan sosyoloji ise 19. ve 20. yuzyillarin
arasinda dogar. Alman sosyolog Ferdinand Tonnies, 188/de
yayinlanan ve sosyoloji biliminin Almanyadaki kurulus metni kabul
edilen "Gemeinschaft und Gesellschaft" (Cemaat ve Cemiyet)
kitabinda iki farkli sosyal 6érgUtlenme tipini tanimlar: Ténnies’e
gore "Gemeinschaft" (cemaat), geleneksel sosyal kurallarin ve
klan-asiret tipi iliskilerin gecerliligini korudugu kirsal toplumlara
isaret eder. Bunun tam karsisinda duran "Gesellschaft" (cemiyet)
ise artan burokrasi ve sanayilesmenin tanimladigy, kisisel cikarlarin
hUikmettigi modern ve sehirli toplumlari tanimlar. “Cemiyet’te
karsilik bulan cikarci, rasyonel ve kar odakli irade, “Cemaat”in
kalbindeki dogal, baglayici ve icgudusel yapidaki organik iradeyi
zayiflatmak Gzere calisir. Bu karsitlik hali; biz ve ben, kdy ve sehir,
geleneksel ve modern, tore ve politika, maneviyat ve maddiyat
arasindaki alanlar, gelecek ylzyil boyunca karsimiza yeni micadele
alanlari olarak cikar.
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Toplum, dogasi geregi “biz” ve “Otekiler” arasinda net bir ayrim
yapmaya calisir. Iceridekileri tanimlamak icin, disaridakilerin
en belirgin sekilde tasvir edilmesi gerekir. “Biz” olgusu sadece
akrabalik ve kalitimsal ozellikleri degil, paylasilan bakis acilarini
ve yasam tarzlarini da icerir. Geleneksel ataerkil toplumlarda
kadinlar, mutlak kabul edilen cinsiyet rolleriyle sinirlanir, bu
roller uzerinden gozetim ve kontrol altinda tutulur. Tum dini,
kaltarel ve sosyal ritheller, baskin kadinlik ve erkeklik kimliklerini
pekistiren unsurlar barindirir. Bu nedenle dugun, cenaze, sunnet
torenleri gibi sembolik eylemler, erkegin kadini ve evini korumakla
yukumlU oldugunu savunan sosyal duzenin yapi taslardir. Ataerkil
sOzlesmeyi gérunirde kabul etmis bir aile, cinsiyet rollerinin farkl
bilesenlerden olustugu yeni bir kurguya girdiginde, daha énce
tum bireylerinin anladigi sinirlar bulaniklasir. Kadinin evin icinde
ve disinda tabi oldugu kurallar bir yol ayrimini beraberinde getirir.

Kultr de, kimlik de dinamik yapilardir: insalari strekli devam
eder ve sekil degistirir. Birey, hem kendisini gerceklestirmek
hem de toplumsal bltinun bir parcasi olarak hayatta kalabilmek
icin taktikler gelistirirken, ait olma, uyum saglama, reddedilme
ve meydan okuma gibi birbirine zit dusebilen deneyimler yasar.
Seceneklerin uyum saglamak veya dislanmak oldugu bir dizende
“normatif” algisi bireye kaygan da olsa bir glivence ve aidiyet
hissi sunar. Bireysellik ise kendi icinde bir baskaldiri ve cesaret
gostergesi haline gelir.

Nurdan Gurbilek’in, “Iki farkh s6z siyasetinin, iki farkh kaltar
stratejisinin sahnesi” olarak tanimladigi 1980’lerin Turkiye'sinde,
ozellikle 12 EylUl darbesini takip eden donemde dnemli kirilmalar
yasanir. Liberallesme politikalarinin hayata gecirildigi bu yillarda,
“devletin yasaklayici sGylemi ile daha modern, 6zgurlestirici
vaatlerle dolu, daha sivil bir sdylem” ayni anda yUkselir. Bu donemin
oncesinde kdy ve kasabalardan sehirlere ve sehirlerden buyuk
sehirlere gocun artmasi, buyuk sehirlerin sinirlarinda konumlanan
ve dolmus gibi yeni toplu tasima araclarini gerekli kilan gecekondu
mahallelerinin ortaya cikisi yeni altkulturler, ikilikler ve karsilasma
alanlari yaratir. Uluslararasi sermayenin /O’lerden baslayarak yeni
metropoller, yani pazarlar yaratma istahiyla cesaretlendirdigi
ve fonladigl “kalkinma,” Turkiye'de serbest piyasa ekonomisiyle
kesiserek 2000’lerde eszamanli bir sekilde merkezde, yani
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Istanbul'da Avrupa icin yeni bir kiltir baskenti izdiisimiinde,
merkezin disinda ise gelisimin insaat ve modern tuketim alanlariyla
dlculdiagu yeni bir tasra fikrinde vicut bulacaktir. Yeni metropoller
ve tasralar, yeni kimlik kirthmlarini beraberinde getirir.

Iranli diistintr Daryush Shayegan, "Yarali Bilinc" kitabinda, Bati
disi toplumlarin geleneksel degerleri tahliye eden modernlik
paradigmasini sindirememesinden ve bu durumun bilincte
yarattigi catlaklardan bahseder. Dogudaki MUuslUman toplumlarin
kendilerine ait binlerce yillik disunce geleneklerini bir kenara
birakip Batrnin “mekanizmalari hakkinda hicbir sey bilinmeyen
yontemleri, nesneleri ve fikirlerini” benimsemesi bir “kultirel
sizofreni” ortami yaratmistir. Shayegan’'in “tarihin randevusunu
kacirmak” kelimeleriyle niteledigi bu durum Turkiye’nin 1980’lerde
yasadigi hizli modernlesme surecine de ayna tutar. Shayegan'a
gore simgelerden kopariimis benlik “hem modernlik nazarinda,
hem de gelenek nazarinda az gelismis ve yabanci” kalir. Ayni
kaltlr icindeki derin bolinmeler de, bu arada kalmislik halinin bir
tezahuradur.

Turkiye'de nifusun sehirlerde yogunlasmasindan ttketim kGltGrintn
tek hakim kultGre dontsmesine kadar son 40 yildaki her donim
noktasi, artan bir standartlastirma ve tektiplestirmeyi de yaninda
getirerek kulturel farklar belirginlestirir. Ayni sehir ortaminda varlik
mucadelesi veren “modern” ve “geleneksel” bakisa sahip bireyler
arasinda derin bir yabancilasma yasanir. Tuketimin sistematik ve
kitlesel bir boyut kazanmasiyla, toplumda daha once gozlemlenen
yardimlasma ve komsuluk gibi daha geleneksel baglar ve aliskanliklar
yerini rekabetci bir bireycilige birakir. Sosyolog Sencer Ayata, “Yeni
Orta Sinif ve Uydu Kent Yasami” adli incelemesinde, Ankarada
1990’larda kurulan uydu kentlere (ana kentin ceperinde yer alan
konut boélgelerine) tasinan yeni orta sinif bireylerin, kdyden gelen
yeni kent sakinlerinin arasindaki duygusal karsilasmalari “gérgusuz”
bularak kacindiklarini, yerine Avrupa ve Kuzey Amerika kentlerinde
oldugu gibi daha “anonim iliskiler” kurmayi tercih ettiklerini belirtir.
Ayata’ya gore, bu iliskilerin “ylzeysel ve faydaci” nitelikte olmasi
uydu kent sakinleri icin bir sorun teskil etmemektedir. Bu donemde
daha buyuk ve korunakli evlere, 6zel otomobillere artan talebin
de yansittigl “o0zgur” bireysellik bir tercih olmaktan cok hakim
kalttrel iklimin bir sonucudur. Yine Nurdan Gurbilek’e gore, ayni
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ddnemde sehirlerdeki kutuplasma artarken, farkli sinif, meslek ve
kusaklardan insanlarin bir arada bulunabilecegi gecirgen zeminler
tamamen ortadan kalkmistir. Ozellikle biiylk sehirlerde hissedilen
yabancilasma, farkli sosyo-ekonomik siniflarin birbirleriyle temas
etmeyecekleri farkli mahallelere, konutlara, eglence ve alisveris
merkezlerine yonelmelerine sebep olmustur. Bir mekan olarak
sehrin bir temassizlik ve catisma alanina déntsmesi, orta sinif
icinde yasanan farklilasma ve bélinmenin, ayni zamanda giderek
derinlesen siniflar arasi esitsizligin bir gdstergesidir.

Toplumdaki degisimin medya ve muzikteki yansimalari 1980’lerden
baslayarak gorulecektir. 1980’lerden itibaren gdsterime giren
cinsellik ve siddet iceren Amerikan filmleri, 90’larda ve 2000’lerde
kigilere yakindan tanimadiklari hayat tarzlarina bir rontgenci gibi
bakma imkani sunan “Televole”, toplumun buyuk bir kesimi icin
yeterince tanidik bir arayisi teatrallestiren “Gelinim Olur musun?”,
rekabet ve gbzetleme fantezisi Uzerine kurulu “BBG (Biri Bizi
GoOzetliyor)” gibi yarisma programlari da devletin “neoliberal Turkiye”
mesajini destekler. Sinirsiz tiketim ve haz idealini besleyen bir
“pop tarin”in kurulmasi, yeni gorsel anlayislari beraberinde getirir.

lletisimin yalniz icerik Ureticilerinin kontroliinde ve tek yonli oldugu
Web 1.0'In hayatimiza girdigi 199Q0lar, ilk sanal topluluklarin (virtual
communities) olusumuna da taniklik eder. Bu donemde yayginlasan
IRC (internet aktarmali sohbet) ve ozellikle 2000’li yillarda
ivme kazanan sosyal aglar, cevrimici profillerin olusturulmasini,
arkadaslarin eklenmesini ve farkl topluluklara dahil olmayr mimkin
kilar. Sanal kiltar, ortak ilgi alanlari ve bilgi paylasimi etrafinda
sekillenen topluluklarda yeni bir aidiyet ve kimlik arayisina alan acar.
Kisinin cevrimici kimligini kendi arzusuna gore denetlenebilmesi
sonucunda, sosyolog Erving Goffman’in gunlik iliskilerde “benligin
sunumu” olarak tanimladigi olgu “benligin reklami"na donusur.

Yazar ve elestirmen Nurdan Gurbilek’e gbore bu dénemde
basta televizyon ve sinema olmak Uzere medya ve reklamlar
Uzerinden topluma sunulan “seckin imgeler”, kapitalizm hayalini
toplumdaki bireylerin timunun ulasilabilecegi bir ideal olarak asilar.
elevizyonlarin o0zellestiriimesi sonucunda gosterilen reklamlarda
ve filmlerde bedensel hazlarin ve cinselligin tesvik edilmesi, &zel
hayatin vurgulanmasi ve kamusallasmasi bu donemde gerceklesir.
1960-1980 arasinda Turkiye'de uygulanan ithal ikameci, ice donuk
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politikalarin sebep oldugu ekonomik bunalimi tersine cevirmek
ve gec de olsa kuresel ekonomiye eklemlenmek isteyen Turkiye
icin, 1980'de yururlige giren finansal serbestlesme politikasi bir
donudm noktasidir. Yeni uretim ve tuketim araclarinin yayginlasmasi,
o ana dek kontrol altina alinmis ve bastirilmis talepleri gun yuzine
cikartir. Serbest pazarin buyimesiyle olusan yeni imge havuzunda,
kultur her bireyin arzusuna gore tuketilebilen ve satin alinabilen
bir metaya donusur.

Ideolojik degisim strecleri, kiltirel hafizanin hatirlama ve unutma
fonksiyonlarini da tetikler. Hafiza, gecmisi depolamayi, korumay!
ve gunumuze tasimayi icerdiginden surekli devinim halindedir.
Gelenek ve goreneklerin, “ulusal” tarihin ve degerlerin kolektif
hafiza Uzerinden nesilden nesile aktariimasi topluma aidiyet bilinci
verir. Ortak hafiza, toplumlarin bir bitin olarak gelecege dogru
ilerlerken yonlerini bulmak icin kullandiklar bir referans noktasidir.
Bununla birlikte Web 2.0'in c¢ikisi, kullanici tarafindan UGretilen
iceriklerdeki artis ve sosyal medyanin yaygin kullanilisiyla, tarihsel
ve kulturel bilgi aktarimi kbkten degisir. Toplumsal hafiza, tarih
boyunca egemen gruplarin kontrolinde ve hakimiyetinde ozenle
kurgulanirken, dijital mecralar bu durumu tersine cevirebilecek
bireysel hikayelerin one ciktigi alanlar haline gelir. Kamusallasan
bireysel anlati, ani ve deneyimler, kolektif hafizanin insasinda
resmi anlatilara alternatif sunar.

Her ne kadar sosyal duzen sistematik rol tanimlari Gzerinden
tam bireyleri “aynilastirma” yetkinligine ve istegine sahip olsa
da, bireysellik farkl sekillerde kendine alan agcmaya devam eder.
Toplumda surekliligini saglamak icin uyum saglayan birey, ayni
zamanda farkh olabilme &zgUrligu icin micadele etmeyi strdardr.
Kadin ve erkek, modern ve geleneksel, normatif ve kuir gibi keskin
ikiliklere ragmen kultlrel olarak melezlesmis alanlar bireylerin
kisisel cabasi ve sanatcilar gibi kultar aktorlerinin etkisiyle yaratilir.

Bugln durdugumuz noktada internet dijital bir pazar yeri, yeni
bir gerceklik algisi ve 6zgurluk alani sunarak ulus-asiri kurese
kimlik tahayydullerini mamkun kilar. Bireyler, sanal diinyada fizikse
dunyada belirlenmis tim sinirlardan siyrilarak var olabilir. Toplumsa
kontrolun ve otoritenin devletlerden Buyuk Veri'ye devredildigi
bu ortam, kisilere beden, mekan, cinsiyet, yas gibi belirleyici
faktorleri gbz ardi ederek hareket etme ve sosyallesme olanagini
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tanir. Aidiyet; cografya, fiziksel mekan, aile baglari ve toplumdan
bagimsiz olarak karsimiza cikan ve cevrimici topluluklari bir arada
tutan bir kavramdir.

Bununla beraber, internet kulturunun giderek toplumlari
homojenlestirdigi de yadsinamaz bir gercektir. Fransiz filozof
Jean Francois Lyotard, tUketimin doruk noktasina geldigi buglnu
‘cagdas kulturun sifir noktasi” olarak tanimlar. Modernite, 6zgun
benliklerin ortaya cikmasini degil, tam tersine bireylerin nesneleserek
itaat altina alinmalarini kolaylastirir. Mevcut mekanizmalar, Kkilik
degistirerek (“e-devlet’, “e-ticaret’, “e-egitim”) sanal dlzlemde de
bireyin hayatinda gdzetici ve denetleyici bir rol oynar. 21. yuzyilda
internet ve sosyal medyanin kazandirdigl sosyal gorunarluk, yeni
topluluk olusumlarina ve kimlik tanimlarina olanak tanir. Keskin
hatlara sahip geleneksel ve “cevrimdisi” kimlikler; bireyselligin

sanal ortamdaki sunumlariyla catisma icine girer.

“Maziye Bakma Mevzu Derin”, cevrimicinin hayatimizda tanimlayici
guc olmasindan 6nceki kimlik tezahuUrlerine de bir defa daha
donlUp bakma sansi verir. Asirt sagci komplo teorileri hareketi
Qanon’un dogdugu internet caginda kimlik, her zamankinden
daha insa edilebilir bir olguya donusmusken, daha once icerisine
sigdirildigimiz cinsiyet, milliyet ve inanc gibi kimlik kutulari, bu
yeni gerceklik icinde ne kadar gecerli kalabilir?
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On Being "Me" and "Us": A Very Brief History

From the moment we are born, we are part of
a society that determines the entire course of
our life. Birth certificates, ID cards, passports
and the like not only document our existence
but also define our physical boundaries. Such
documentation is where the individual and
authority first encounter one another. Every
mechanism — be it large or small, the nuclear
family or the state - strives to ensure the all-
embracing, unerring continuity of social order.

he emergence of Individualism - an entirely new
and modern mindset in human history - coincides
with the emergence of nation-states in the 19th
century. Having peaked with the counterculture
movements of the 1960s and 1970s, in the 1980s
and thereafter individualism subsequently evolved
into consumerism and consumerist identity. In
this timeline, every effort for self-expression on
the part of an individual in Turkey is met with -
at minimum - the countervailing resistance of
tradition. This is steeped in a desire to keep the
“harmony” of the existing order. In the midst of
such a complex web of “belonging,” the discovery
and expression of one’s true identity becomes a
struggle for many. “Don’'t Look Back, Deep is the
Past” focuses on the intimate yet problematic
relationship between the individual and society
amongst ever-changing, fluid social codes.

The history of communities and societies is at
least as old as humanity itself. Sociology - the
modern study of communities and societies
and what has laid the foundation for what we
now understand to be the “individual™- didn't
appear until the 19th and 20th centuries. In
Gemeinschaft und Gesellschaft (Community
and Society), published in 1887 and regarded
as the fundamental text of German sociology,
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Ferdinand Ténnies identified “‘community” and
“society” as two dichotomous sociological types
that define each other. In his view, a community
is typically indicative of rural populations for
whom upholding traditional social rules and
maintaining the validity of clan/tribe-based
relationships are important. A society, on the
other hand, is indicative of “modern” urbanized
populations whose identities are increasingly
defined by bureaucracy and industrialization and
for whom personal interests take precedence.
The selfish, rational and profit-focused will that
is characteristic of societies strives to weaken
the natural, binding, instinctive and organic will
that lies at the heart of every community. This
dichotomy and the spaces between We and |,
village and city, traditional and modern, customs
and politics, spirituality and materiality will come
to define new areas of struggle for the next
century.

Society, by its very nature, tries to make a sharp
distinction between Us and Them. In order to
define those who are in, it's necessary to make
it unmistakably clear who's out. The concept of
“Us” includes not only kinships and inherited
traits but also commonly-shared outlooks and
ways of life. In traditional societies that are also
patriarchal, women are constrained by absolute
gender roles, the fulfillment of which is subject
to surveillance and control. In such societies,
every religious, cultural and social ritual contains
elements that reinforce prevailing male/female
identities. This is why symbol-fraught events like
weddings, funerals and rites of passage are the
cornerstones of any social order that maintains
it is a man’s job to protect the woman and the
home. Meanwhile, whenever a family who has
ostensibly agreed to the patriarchal contract
encounters a different, “new” understanding
of gender roles, all of the boundaries formerly
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understood by its members become confused.

Both culture and identity are dynamic constructs
that are constantly being rebuilt and reshaped.
As individuals develop strategies and tactics
to ensure both their self-realization and their
survival as a constituent of a social whole, they
inevitably also face conflicting experiences
of belonging, adaptation, rejection and
confrontation. When the only options are fitting
in or being ostracized, a false perception of
what is “normal” gives the individual a sense -
albeit a fragile one - of security and belonging.
In the face of such a challenge, individuality
becomes a badge of rebellion and courage.

In the 1980s, when Turkey was the scene of
what author and literary critic Nurdan Gurbilek
calls “two disparate political discourses and
two disparate cultural strategies,” significant
fractures appeared, especially in the aftermath
of the military coup of 12 September 1980.
This was also the period in which liberalization
policies came into play, and a time when “the
state's prohibitive rhetoric began to coexist
with a more civil discourse full of promises
of deregulation.” In the run-up to this period,
increased migration from villages and towns to
cities, and from cities to metropolises, as well as
the ensuing emergence of informal settlements
around the latter (which in turn made new forms
of informal public transport necessary) created
new subcultures, dualities and zones of conflict.
Beginning in the 19/0s, “development” as
encouraged and funded by international capital
eager to create new metropolises—tantamount
to new markets—intersected with the rise of
free-market economics in Turkey. The result:
By the 2000s, development manifested itself
both centrally (in Istanbul as a new European
cultural capital) and as a new idea of periphery
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in which progress was measured in terms of new
construction and new forms of consumption.
These new metropolises and their hinterlands
spawned new subcategories of identity:.

In Cultural Schizophrenia, the Iranian philosopher
Dariush Shayegan writes about the inability of
non-Western societies to digest the paradigm
of modernity with its dismissal of traditional
values. This inability gives rise to distortions in
identity: In Shayegan’s view, the willingness of
some Muslim societies to set aside millennia
of thinking and tradition and replace them
with Western “methods, objects and ideas
without any notion of how they work” created
an environment of “cultural schizophrenia.”
This situation, which Shayegan refers to as a
“missed rendezvous with history” is akin to the
rapid modernization that Turkey underwent in
the 1980s. As Shayegan puts it, the detached
self is left “underdeveloped and alienated, in
the eyes both of that which is modern and of
that which is traditional.” Deep divisions within
a single culture are also a sign of its adherents’
incertitude.

At every turning-point during the last four
decades in Turkey - from the concentration
of its population in cities to the emergence of
consumerism as the sole dominant culture in
the country - increased standardization and
uniformization have exposed and highlighted
cultural differences. Individuals who struggled
to coexist in the same urban environment
became deeply alienated from one another
along the fault line of their modern vs traditional
perspectives. With consumption becoming
increasingly more systematic and prevalent,
pre-existing social bonds and habits such
as cooperation and neighborliness give way
to aggressively competitive individualism. In
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his essay “The New Middle Class and Joys of
Suburbia,” the sociologist Sencer Ayata notes
that new entrants to Turkey’s middle class who
moved into the newly created satellite cities
around Ankara regarded emotional interactions
among new arrivals from villages as “uncouth”
and thus avoided them, preferring instead
to enter into more “anonymous” interactions
with each other, like in European and North
American cities. In Ayata’s view, the fact that
such relationships are “superficial and utilitarian”
poses no problems for the residents of these
satellite cities. The “liberated” individuality,
manifested as demand for bigger gated-
community housing and for privately owned
vehicles during the 1990s, is not a choice but
the outcome of the prevailing cultural milieu.
According to Gurbilek, heightened polarization
in urban environments led to a complete
disappearance of transitional zones in which
people from different classes, professions and
generations might encounter one another.
Alienation, which is especially strong in big
cities, prompted different socioeconomic classes
to turn to different neighborhoods, housing,
and entertainment and even shopping malls
in which they do not come into contact with
one another. The transformation of the urban
space into a zone of non-contact and conflict
indicated differentiation and division within the
middle class as well as of steadily deepening
interclass inequality.

he fallout from these societal changes began
manifesting itself in Turkey’s media and music
scenes in the 1980s, as a preference for Ameri-
can movies containing sex and violence. In the
TV programming of the 1990s and 2000s, this
process took the form of tabloid television shows
that enabled their viewers to voyeuristically
observe unfamiliar lifestyles; of dating and
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marriage shows that transform a common quest
into a theater-like experience; of fly-on-the-wall
reality game shows underpinned by fantasies of
competition and surveillance. These programs
aligned with the state-supported message of
a “neoliberal Turkey.” The emergence of a pop
history championing the ideals of unlimited
consumption and pleasure brought with it new
visual attitudes.

The 1990s witnessed the advent of Web 1.0,
where mono-directional communication was
pushed by content producers, alongside the
formation of the first virtual communities. IRC
(internet relay chat) was widely popular in this
period as well as social networks that gained
momentum in the 2000s, making it possible
to create online profiles, add friends and enter
various communities. Digital culture opened
up new spaces of belonging and identity, in
communities shaped around common interests
and the dissemination of information. Through
this new ability to control one's online identity
based on one's own desire, the "presentation of
self", what sociologist Erving Goffman defines
as our “front” in daily relationships, turned into
the "advertisement of the self".

Returning to Nurdan Gurbilek once more, the
“exclusive images” disseminated to the public
through media and advertising (especially TV
and cinema) instilled a vision of capitalism as
an ideal to which every member of society
could aspire. The legalization of privately owned
TV channels in Turkey in the early 1990s and
the ensuing wave of liberalization led to a
proliferation of programs, films and advertising
that promoted physical pleasure and sexuality,
and emphasized the publicization of private
life. For a country eager to undo the damage
that the policies of 1960-1980 had caused to
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the national economy, and to join the global
economy however late that might be, the
government resolutions announced in 1980
marked a turning point that set Turkey on the
path of a free-market economy. A sudden
abundance of new means of production and
consumption set free demand that had been
contained and suppressed, while the growth of
the free market caused a tsunami of imagery in
which culture was transformed into commodities
- and that every individual could purchase and
consume as they desired.

he processes of ideological change also set off
the remembering and forgetting mechanisms of
cultural memory. Memory is in constant motion,
as it involves storing, preserving and summoning
the past to the present. The intergenerational
handing-off of traditions and customs, as well
as national history and values cemented in
collective memory, imparts in the individual a
sense of being a member of a society. Every
collective memory is a reference point that
enables society as a whole to find its direction
as it advances into the future. This transfer
of historical and cultural knowledge is being
radically changed by the increase in user-
generated content and the widespread use of
social media resulting from the advent of Web
2.0 sites. Historically, social memory has been
carefully constructed and controlled by those in
power. By serving primarily as channels through
which individual stories are told, digital media
usurp that power. Such publicly-disclosed
individual narratives, memories and experiences
provide alternatives to official narratives in the
construction of collective memory.

However much social ordering may be capable
and desirous of homogenizing all members of
a society through systematic role definitions,
individuality keeps finding different ways to
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make space for itself. Even as individuals
constantly negotiate to ensure their continuity
in society, they also continue to struggle for
the freedom to be different. Confronted by
such sharply-defined dichotomies as male/
female, modern/traditional and normative/
queer, individuals and cultural actors, like
artists, create culturally hybridized spaces.

Today, we have reached a point where the
internet provides us with a digital marketplace
and with new perceptions of reality and
actionable freedoms, all of which are enabling
transnational visions of a global identity: a
point where individuals may elude all the
restrictions imposed by the physical world and
exist in a virtual one if they so wish. A world in
which social control and authority have been
wrested from the state by those in command
of Big Data presents opportunities to move
and socialize, while ignoring such prescriptive
criteria as age, gender, body and place. This
new concept of belonging is one that holds
online communities together independent
of geography, physical space, family ties or
social connections.

It is also an undeniable fact that today’s
online culture is increasingly homogenizing
societies. French philosopher Jean-Francois
Lyotard called the eclecticism resulting from
the present-day exaltation of consumption
“the degree zero of contemporary culture.”
Modernity does not facilitate the emergence
of original selves. On the contrary, it facilitates
the objectification of individuals and their
subservience. Age-old mechanisms continue
to play command-and-control roles in the
life of the individual. They just do it now in
new guises (‘e-government,” “e-commerce,”
“e-education,” etc) on virtual platforms. The
21st-century social visibility made possible
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by the internet and social media also has led
to the formation of new communities and the
definition of new identities. Sharply-defined
traditional and “offline” identities come into
conflict with expressions of individuality in
the virtual environment.

“Don’t Look Back, Deep is the Past” also
provides an opportunity to look back once
more at manifestations of identity before
our access to online resources became the
definitive force in our lives. |ldentity has always
been “constructable” to one degree or another,
but in the Internet Age (which also withessed
the birth of conspiracy theory cults like the
far-right QAnon), it is more constructable than
ever before. In the face of this new reality,
how long can all the identity bins (gender,
nationality, faith, etc.) that we are sorted into
remain valid?
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