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Ik olarak ARTER, ikinci Sergi, Kitap 2'de yaymlanmistir.

Sanat kurumlarinin temiz ve parlak yiizleri, altinda olduklar1 baskiy1 gormemize engel oluyor.

Soylesimize kullandigimiz ve islerinizin yogun kavramsal boyutlarmmi goz oOniine serdigini
diisiindiigiim malzemeler hakkinda konusarak baslamak istiyorum. Ot, toprak, kum, kahve
cekirdekleri ve kiifiin yam sira islerinizde pas da sikca karsimiza cikiyor. Bir metalin cevreyle
etkilesiminin sonucunda meydana gelen pas, maddeyi bir hilden digerine doniistiiriirken ‘yikim
ve insa’ evrelerine bir arada isaret ediyor. Ben pasi1 neredeyse canli bir varlhikmis gibi
diisiiniiyorum; iizerinde varoldugu malzemelere hayat veriyor sanki. Pas, “Tedbir’de (2010),
giris katindaki boslugu kaplayan eski insaat iskelesinin yiizeyinde karsimiza cikiyor ve basit bir
jestle binanin yasam dongiisiiyle iliski kuruyor. Bina ile bu bicimde baglanti kurmaya karar
verisinizi ve bu yeni isin onceki islerle kavramsal anlamda nasil kesistigini anlatabilir misiniz?

‘Boslugu kaplayan’ insaat iskelesi odadaki fil gibi, dyle degil mi? Boslugun ortasinda goz tirmalayan bir kiitle,
ama bir yandan da goriinmez bir kiitle. Bu, biiylik ihtimalle tiim islerimin ortak fikri. Benim projelerim son
derece dingindir. Amacg, cogu zaman gozden kacanlar1 goriiniir kilmak. Bir siiredir pasi malzeme olarak
kullaniyorum; kullandigim teknik, tepkimeleri ve ¢lirlime siirecini tuval iizerine tasiyor. Ayrica ot ve kiif gibi
gecici ve kendine ait yasamlar1 olan malzemeler kullandigim ii¢ boyutlu biiyiik konstriiksiyonlar yaratiyorum.
Projelerim ekseriyetle ortak mesgaleleri mimari bosluklar ve cevre olan ‘ingsa ve yikim’ evreleri arasindaki
muglaklig1 ortaya koyuyor. Ama burada, yani “Tedbir’de, binay1 bir biitiin ve binadaki hacimsel bosluklar1 da
kendi basina bir malzeme olarak diisiindiim. Bu nedenle malzeme kullanimim o6nceki islerimden biraz daha
farkl.

Bu is, binayla iliski kurarken binanin gecmisi ya da bugiiniinden cok renovasyon (yenileme)
siireci iizerinde duruyor; ki renovasyon iki donem -renovasyonun oncesi ve sonrasi- arasindaki
bir gecis evresi. Renovasyon siireci icinde arastirma, planlama, miihendislik, yeniden insa etme,
gelistirme ve saglamlastirma evrelerini barindirdig: gibi ‘yikim’ da barindirir. Bu siire¢c hem
iyilestirir hem de izleri siler. Sizi ilk basta renovasyon fikrine ceken ve binanin renovasyon
siireciyle bag kurmaya iten neydi?

“Tedbir” projesi -tipki tedbirin kelime anlami gibi- binanin mevcut durumuna ve simdiki zamanina yapilan bir
mekansal miidahale. Sanki muhtemel tehlikeleri 6nlemek i¢cin dolaysizliga yoneliyor. “Tedbir” i¢cin ARTER’in
tertemiz ve bombos alanina kaba saba insaat malzemeleri yigmak zamani geriye, binanin bir sanat galerisine
doniistiirtildiigii giinlere aliyor. Orijinal yapiy1 desteklemek ve saglamlastirmak icin bazi duvarlarin ve dekoratif
ogelerin kirilmasi, binanin deri ve kemiklerini ortaya cikariyor ve ne kadar kirilgan oldugunu gozler oniine
seriyor. Diger pek c¢ok projem gibi “Tedbir” de gordiiklerinize kuskuyla bakmaniza neden oluyor ve bu
miidahalelerin ardindaki niyeti ve bunlarm gecerliligini sorguluyor. Insaat iskelesi, heniiz insaat bitmedigi icin
mi hala orada? Acaba mekan heniiz hazir degil mi? Yoksa bina m1 yikihiyor? Bu gecici olarak mi burada? Bir
seyler yolunda gitmiyor mu yoksa? Burada bir sey (ya da birileri) kusurlu mu acaba? Biitiin bunlar gercek mi?
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Carpik bir sekilde tiim bu siipheler eseri goriinmez kiliyor. Anafikir de tam bu iste.

Insaat iskelesi ve pas gercekten de sanat kurumunun piril piril, cilah alanlarinda bir piiriiz gibi.
Hatta bunlar sanatin alanima simirhhik ve kesinligi ortadan kaldirmak icin getirilmis gibi
duruyor. “Tedbir”in elestirel boyutunu burada mi1 aramamiz gerekiyor?

Binay1 bombos, tiim yiizeyleri yepyeni ve tertemizken gorme sansim oldu. Boylesine biiyiik ve bos yiizeyle karsi
karsiya gelmek sasirtict oldugu kadar heyecan vericiydi de. Sanki tamamiyle maddeden yoksun bir boslukta
duruyordum. Sanki dig zar yirtilip diinyay1 icine ¢ekecek; biitlin insanlari, sanati, elestirileri, diinyanin tiim
giiriiltii ve karmasasini yutacak bir girdabin i¢cindeydim. Ama icinde eserlerin, koleksiyonlarin, sanatcinin ve
izleyicilerin olmadig1 bir ‘sanat mekanr’ ne anlam tasir? Genellikle sanat kurumlarinin sadece temiz, cilah
taraflarim gormeye aligkiniz ve bu durum bizi bu kurumlarin yiizyiize oldugu baskilar1 gormezden gelmeye itiyor.
“Tebdir” biitiin bunlar diisiiniilerek yaratildi; duvarlarin yikilmasi, tavanin ¢okmesi engellenerek mekanin
kirilganhgi ve dis diinyaya kars1 savunmasizhiginin alt1 ¢izildi.

“Hasar” (2010) sanat kariyerinizin farkli donemlerinde iirettiginiz, atolyeniz, galeriler, sanat
kurumlar1 ve depolar arasindaki dolasimlar1 sirasinda hasar gormiis yapitlarimizi bir araya
getiren bir yerlestirme. Yapitin sergilenmesinde secim kriteri olarak hasara pek sik
rastlanmyor.

Bir sanat¢inin yapitlarinin biiyiik bir kismi hicbir zaman giin yiizi goremez. Ayrica pek ¢ok yaratim siirecinde
ciddi miktarda atik ortaya cikar. Bu tiir siireclerde sanatci neyi eleyecegine, neyi gozden c¢ikaracagina, neyi atip
neyi elinde tutacagina karar verir. Sonugta sanatsal kariyerini belirleyecek olan, bu karar siirecidir. Eleme
sirecinden sonra geriye kalanlar yapitinin temelini olusturur. Daha sonra bu yapitlar da baska eleme
siireclerinden gecer; listelik bu sefer eleme siirecini sanat¢inin kendisi degil, kariyerini ilerletecek ya da sekteye
ugratacak baska kisiler yonetir. Sanatsal ahigin sanatciya agir gelen bir tiirii daha vardir: Thmal ve dikkatsizligin
yol agtigi kayiplar. Sayisiz sanat yapit1 tasinma esnasinda yetersiz kosullar yiiziinden; cok daha fazlas1 da
sergilenmeyi, satilmay1 ya da tekrar deger kazanmay1 bekleyen yapitlarla agzina kadar dolu, yetersiz depolarda
beklerken zarar goriir. Bu hasar geri doniigsiizdiir; yapitin etiketindeki degerin tazmin edilmesi i¢in olusturulan
finansal diizenlemelere ragmen higbir zaman geri alinamaz. Her ne kadar sagma goriinse de, kaybinin telafi
edilmesindense hasar gormiis yapitini geri almay1 secen sanatcilar icin bu c¢ok sancili bir konudur. Sanatsal
kariyerim boyunca baz iglerimin nasil ¢ope dondiigiine tanik oldum, birkacini elimden ¢ikaramadim. Bu sanssiz
yapitlar, bir seferlik de olsa onlara bir zamanlar layik olduklarini diisiindiigiim sekilde sergilenme sans1 tanima
arzumu percinledi. Tamamen 1skartaya ayirmadan once dertlerine son bir derman sunmak istedim.

Son sorum sanat yapitlarimin degeri iizerine. Her sanat yapitinin etrafinda sanatcilar,
kiiratorler, elestirmenler, miize ve sanat kurumlarmmin yoneticileri, galeri sahipleri,
koleksiyonerler ve izleyicilerin olusturdugu girift bir goriis ve yarg: ag1 bulunuyor. Sizce sanatci
bu agin icinde, nasil bir konumda yer aliyor? Kisisel olarak yapitlarimiza deger bicen bu farkh
faktorleri nasil degerlendiriyorsunuz?

Eger bir sanatcinin yapitlarimi degerlendirme imkam olsaydi kesinlikle sorunuzda bahsettiginiz Kkisilerin
fikirlerinden yola ¢ikmazdi. Ne yazik ki pek cok kisi bir sanat yapitinin degerini fiyat etiketinde yazanla
karistiriyor. Bu karisiklik da ¢ogu zaman sanatgilarin izleyicisini yitirmesine neden oluyor. Daha genis bir kitleye
ulasmanin ve izleyiciyle diyalogu siirdiirmenin ne kadar gii¢ oldugu goz oniine alindiginda, bir sanat¢inin
yapitlarinin mesajin gozardi edip fiyat etiketine dayanarak saygi gormesini saglamasi ¢ok zor oluyor. Pek ¢ok
sanatci itaatkar bir sekilde eserinin baglaminin disina cikarilarak sanat pazarimin inisli c¢ikish yollarina
vurulusuna seyirci kaliyor, eli kolu bagli... “Hasar” benim i¢in iste bunu ifade ediyor: Kontrol kaybi, sahipsizlik,



niyetin kaybi, gercek degerin kaybi, yorumun kaybi, sesin kaybi... “Tedbir’de oldugu gibi “Hasar’da da amacim
durumun ne kadar hassas oldugunu aciga vurmak ve sanatcinin biitiin bu durumun ortasindaki konumunun ne
kadar kirilgan oldugunu gozler oniine sermek. Miizeler gibi sanat kurumlarinda yapitlar1 sergilemek siiphesiz
sanatci icin daha tatmin edici. Cilinkii bu kurumlarda yapat, cesitlilik gosteren bir izleyici kitlesiyle dogrudan iligki
kuruyor. Yine de bir sergi sona erdiginde yapitlarin ortadan kaldirilmadigini unutmamaliy1z. Yapitlar serginin
sonrasinda elden ele geciyor, deger kazaniyor, deger kaybediyor. Ve bazen de hasar goriiyor. Benim bu sergideki
iki projeyle anlatmak istedigim de bu.
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The clean and polished side of art institutions makes us ignore the pressures they are under

I would like to start by talking about the particular materials you use as I feel they reveal the
dense conceptual dimension of your work. Beside grass, dirt, sand, coffee grounds and mould,
rust is a frequently recurring material in your work. The result of one material's reaction to the
environment, rust indicates states of both destruction and construction as an element is
transformed from one state to another. I see it almost like a living material that in turn confers
'life' on the things to which it attaches. Rust returns in Precaution (2010), covering the surfaces
of the old construction scaffolding that fills the space in the entrance area and connects, in the
simplest of gestures, with the life cycle of the building. Can you tell me about your decision to
relate to this building in such manner and how this new work connects conceptually to earlier
pieces?

The scaffolding that ‘fills the space’ is the elephant in the room, isn’t it? It is an eyesore smack in the middle of
the space, and yet it is invisible. This is probably the common thread in all my work. My work is generally very
quiet. The intention is to make visible what we often overlook. I have been working with rust as a material by
using a technique that makes reactions and long processes of decay visible on canvas. I have also created large,
three-dimensional constructions in which I have used temporary and live materials, such as grass, mould, etc.
My work often displays a confused state between construction and destruction, in which architectural space and
the environment remain constant interests and concerns. But in this case, in Precaution, I consider the building
as a whole and its empty space to be a part of the material, therefore my use of material is a bit different here.

The piece seems to relate to the building by evoking a narrative of its renovation rather than the
history of its past or present — that period of transition between the two, then and now.
Renovation is a period of survey, planning, engineering, rebuilding, one of improvement and
reinforcement, but also destruction; it is both recovery and erasure. What was it that triggered
your idea of renovation, and drew you to connect with the building's renovation process?

Precaution, as its title suggests, is a spatial intervention in its present condition and in the present tense. It
addresses immediacy as if to prevent an imminent danger. To bring rough construction materials to a clean and
polished space for Precaution turns the clock back to when the building was being converted to a space for art.
To break some of the finishes and the walls in order to support and brace the original structure exposes the real
skin and bone of the building and reveals its fragility. As in most of my work, this piece makes you doubt what



you see and it questions the intentions behind such interventions and their validities. Is the scaffolding there
because construction is unfinished? Is the space still unready? Is the building falling apart? Is it supposed to be
temporary? Did something go wrong? What (or who) is at fault? Is it real? In a twisted way, all these doubts
render the piece invisible. And that is the main idea.

The scaffolding and rust definitely insert a roughness into the shiny space of the art institution. It
also seems to be employed to suspend finiteness or finality in art space. Could it be that in this
particular aspect of Precaution we should look for the critical dimension of the work?

I had the chance to visit the building when it was empty and its surfaces were brand new and clean. To face such
a blank slate is as disconcerting as it is exciting. It is like standing in a space entirely devoid of matter... It is like
standing in a vacuum whose membrane is ready to break and suck in the world and absorb all these people, and
the art, and the criticism, and all the noise and the clutter in the world... But what is a ‘space for art’ without the
art and a collection, and without the artists and a public? We usually get to see only the clean and polished side of
art institutions, and this often makes us ignore all the pressures they are under. Precaution was built with these
things in mind; by supporting the walls from imploding and the ceiling from caving in, the place’s fragility and
vulnerability to the outside world is revealed.

Loss (2010) is an installation work that includes pieces from various times in your career on the
selection criterion of being damaged during their circulation between your studio, galleries,
institutions and depots. Now, damage as a selection criterion in showing work is quite
uncommon.

A good portion of an artist’s work never gets to see the light of day. In fact there is a considerable amount of
waste in most creative processes. In the course of such processes, the artist selects what to discard, abandon,
leave out, or to keep. Ultimately, this is what shapes his or her career. What stays becomes the artist’s body of
work, which in turn goes through many more rounds of selective processes, this time by others who will make or
break the artist’s career. But there is another kind of waste, one much harder to stomach, and that is the loss of
art resulting from negligence and recklessness. Countless artworks are destroyed due to insufficient protection
during transportation and relocation, while many more are slowly destroyed in inadequate storage facilities,
which are often overcrowded with unseen work waiting to be seen, work waiting to be sold, or with acquired work
waiting to gain value. Such loss is total; it can never be remedied despite all the monetary settlements offered to
compensate for the value on its price tag. This remains a painful subject for artists who choose to keep their
damaged work rather than receive compensation, however foolish this may seem. I have seen some of my work
turned into trash during the course of my career, and a few of these I have been unable to part with. These
unfortunate pieces fuelled my desire to grant them a one-time opportunity for proper attention, the kind I once
thought they deserved; a short-lived remedy before they are discarded for good.

My last question is about the value of a work of art. A complex network of judgments and
opinions by artists, curators, critics, museum and institution directors, gallery dealers,
collectors and audiences surround a work of art. Where do you think the artist stands in this
network? How do you personally relate to all these different factors that give value to your work?

If it were possible for an artist to judge his or her own work, it certainly would not be through the opinions drawn
by those you mention in your question. Sadly, many tend to confuse the ‘value’ of an artwork with its ‘price tag’ or
its ‘cost’. Such confusions often cause artists to lose their audience. Considering how hard it is to reach a wider
audience and to maintain a dialogue, it becomes all the more difficult to see one’s work appreciated according to
its price tag, and in disregard of its message. Many artists compliantly watch their work taken out of context and



put on a commercial rollercoaster ride, their hands tied. This is what Loss means to me: loss of control, loss of
ownership, loss of intention, loss of true value, loss of interpretation, loss of voice, etc. As with Precaution, my
intention in Loss was to reveal the fragility of this situation, and to display the artists’ vulnerable position in the
middle of all this. Exhibiting in art institutions, such as museums, is undoubtedly more rewarding because such
places cater to a much more varied and immediate audience. However, we must not forget that when an
exhibition comes to an end, the work does not simply go out of sight; it continues to exchange hands, gain or lose
value... and, sometimes, it is destroyed. And that was what I wanted to communicate with these two pieces in this
show.

Posted 7th April 2011 by Nazli Gurlek


http://www.blogger.com/profile/17668245229763345303

