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“ kinci Sergi”, kendini “sanat için alan” olarak tan mlayan 

ve bu tan m n geni  çerçevesini sanatç larla birlikte 

içinden geçece i türlü üretim süreçlerinden edinilecek 

deneyimlerle doldurmay  hedefleyen yeni bir sanat kurumunun, 

kendi mekân nda gerçekle tirdi i ikinci proje. ARTER, 

8 May s 2010’da Vehbi Koç Vakf  Ça da  Sanat Koleksiyonu’ndan 

i ler gösteren “Starter” sergisi ile aç ld . Aç l  

sergisinin ad n n i aret etti i “ba lang ç” asl nda birçok 

yöne do ru çatallanan bir yolun ba lang c n  ima ediyor: Son 

y llarda Türkiye’de ça da  sanat n h zla evrilen ba lam na 

dair olumlu geli meleri akla getirirken, henüz genç ama 

iddial  bir uluslararas  ça da  sanat koleksiyonunun 

kararl l kla geni letilece inin müjdesini veriyor; ve 

sonras nda, halen projelendirme a amas nda olup önümüzdeki 

y llarda hayata geçirilmesini umdu umuz bir müze kompleksini 

bir kez daha duyurmu  oluyordu. 

ARTER’in izleyici ve sanatç larla ileti imini ba latan 

“Starter”, bu yeni kurumun aç l  sonras nda izleyece i 

program  örneklemek üzere kurgulanmam t . ARTER, Vehbi 

Koç Vakf ’n n kurumsal çat s  alt nda tasarlan p hayata 

geçirilmi  bir proje alan  olmakla birlikte, gelecekteki 

müze projesi için olu turulan koleksiyonun süreli sergilerle 

de olsa gösterilece i bir müze mekân  de il. Program n 

ilk birkaç y l  boyunca ikinci bir koleksiyon sergisi 

Mücadele çin Alan
EMRE BAYKAL
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ARTER is a new art institution defining itself as a “space 

for art”, that intends to accomplish this definition in the 

broadest possible sense, by way of experiences accumulated 

in the course of diverse production processes focusing on 

the artist. “Second Exhibition” is the second project this 

institution has realised within its own space. ARTER opened on 

8 May 2010 with the exhibition titled “Starter” that showed 

works from the Vehbi Koç Foundation Contemporary Art Collection. 

That “start” the title of the opening exhibition referred 

to actually implies the starting point of a route that will 

bifurcate in various directions: while evoking the promising 

developments in recent years regarding the rapidly evolving 

context of contemporary art in Turkey, it heralded determination 

for the expansion of a fledgling but ambitious international 

contemporary art collection; and furthermore it announced 

once again a museum complex project, that is presently in the 

preparatory stages and will be realised in coming years.

The “Starter” exhibition that inaugurated ARTER’s communication 

with viewers and artists was not planned with the intention 

of exemplifying the programme this new institution would follow 

after its opening. Despite being a project space designed and 

realised within the institutional framework of the Vehbi Koç 

Foundation, ARTER is not a museum space where the collection 

formed for the future museum will be displayed

Space for Struggle
EMRE BAYKAL
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planlanm yor. “ kinci Sergi”den önce ARTER’de yer alan aç l  

sergisi “Starter”, bu anlamda istisnai bir ba lang ç olarak 

de erlendirilmeli.

ARTER’de düzenlenen sergiler s ralamas ndaki yerini ismine 

ta yan “ kinci Sergi”, koleksiyondan ba ms z olu u ve 

yeni üretimlerle gerçekle tirilmi  olmas  nedeniyle, bu 

kurumsal mekânda bundan sonra izlenecek program  temsil eden 

ilk sergi ve dolay s yla ARTER’in de “birinci” sergisi. 

Serginin ad ndaki say sal referans, bir sanat kurumunun 

sanatsal etkinlik program  içindeki ard kl , ve 

sayma eylemindeki devaml l kta oldu u gibi, kurumsal bir 

süreklili i hat rlatmak istiyor. Ayr ca sanat kurumlar n n 

ba ar  ölçütünün genellikle üretilen içerikten ziyade say sal 

de erlerle e leni ine (izleyici say s , medyada ç kan 

haberlerin sat r-sütun say s , o güne kadar gerçekle tirilen 

sergilerin say s , vb.) ve rakamsal de erlerin kurumlar 

aç s ndan ta d  birincil öneme de ironik bir gönderme 

yap yor.

“ kinci Sergi”, Türkiye’de ça da  sanat alan n n h zl  

bir ivmeyle hareketlenmesine kar n, sanat üretiminin 

desteklenmesine yönelik acil gereksinime henüz kurumsal 

anlamda sürdürülebilir bir yan t verilememi  olmas ndan 

hareketle, te vik etti i yeni üretimler yoluyla “kurum”a 

yeniden bakmay  öneriyor. Bu yeni üretimlerin ortak ba lam , 

son y llarda Türkiye’nin topyekün içinden geçmekte oldu u ve 

sanat kurumlar nda da gözlemlenen dönü üm süreçleri dikkate 

al narak, merkezinde sanat n bulundu u geni  bir çerçevede 

kurum ve kurumsalla ma kavramlar  etraf nda kurgulan yor.
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albeit in temporary exhibitions. Another exhibition based 

on the institutional collection is not being planned for the 

first few years of the programme. In this regard, the opening 

exhibition “Starter” that took place at ARTER before the 

“Second Exhibition” must be considered an exception.

ARTER’s “Second Exhibition”, which assumes as a title its 

chronological order among exhibitions organised here, is in 

fact the “first” exhibition at ARTER in that it is realised 

independently from the collection and with new productions, 

and denotes the programme that will be adhered to from now 

on. The numerical reference in the title seeks to evoke the 

sequentiality within the programme of artistic events at an 

art institution as well as an institutional continuity, 

similar to the perpetuity inherent in the act of counting. 

It also ironically references the criterion of an art 

institution’s success usually associated with numerical values 

rather than the content produced (viewer figures, the number 

of lines-columns published in reports in the media, the number 

of exhibitions realised so far, etc.) and the primary 

importance of numerical values for institutions.

“Second Exhibition” departs from the lack so far of any 

institutional and sustainable response to the urgent 

requirement for support towards artistic production despite 

the rapid growth of contemporary art in Turkey, and proposes 

a fresh look at the “institution” via new productions it has 

facilitated. In consideration of the processes of 

transformation that Turkey as a whole is passing through and 

that are also observable in art institutions, the shared 
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“ kinci Sergi”, ilk örneklerini 1970’lerde Avrupa ve 

Amerika’da veren, 1980’lerden sonra içeriden bir ele tiriyle 

kendisini revize edip sorunsalla t rd  alan  geni leten 

ve 2000’li y llarda tekrar tart maya aç larak yeni sanat 

kurumsal olu umlara rehberlik etme kapasitesi ara t r lan 

“kurumsal ele tiri” pratikleriyle akrabal klar ta sa da, 

bu pratiklere sanat tarihsel anlamda do rudan referans 

vermeyi hedeflemiyor. Daha ziyade, son on y lda Türkiye’de 

sanat alan ndaki kurumsalla ma çabalar n  ve bunun etraf nda 

geli en tart ma ortam n  kendine ba lang ç noktas  olarak 

al p, yeni aç lan bir sanat kurumunun sanatç larla birlikte 

deneyimleme, ö renme ve olu turma iste ini uygulamaya 

sokuyor.

Yeni i lerin üretilmesinde sanatç larla birlikte olma 

fikriyle ba lat lan ve küratörlü ünü üstlendi im bu projenin 

kavramsal çerçevesini belirlerken, bugüne kadar stanbul’un 

önde gelen kimi sanat kurumlar yla çal m  olmam n ve bu 

kurumlarda ya ad m deneyimlerin de rol oynad n  belirtmem 

laz m. stanbul Kültür Sanat Vakf ’n n düzenledi i stanbul 

Bienali, stanbul Bilgi Üniversitesi taraf ndan aç lan 

Santralistanbul, k sa bir süre için de olsa Depo, imdi 

ise Vehbi Koç Vakf  taraf ndan hayata geçirilen ARTER’deki 

çal malar m s ras nda, sanat kurumlar n n kendilerini 

olu turma süreçlerinin ve bu do as  gere i sanc l  sürecin 

ta d  sorun ve açmazlar n parças  ve tan  oldum. 

Sanat kurumu, sanatç  ve izleyici aras nda kurulmas  

gereken üretken ili ki ve ileti im; içeride/d ar da olma 

kar tl nda de il, ancak effaf, ak kan ve üretken bir 

“birlikte olma” ve olu turma istemiyle, beraber yeni riskler 

alma cesaretiyle mümkün olabiliyor.
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context of these new works is constructed around the concepts 

of the institution and institutionalisation in a wider 

framework with art at its centre.

The first examples of “institutional critique” practices 

emerged in the 1970s in Europe and America, and extended 

the field they problematised via an internal revision in 

the 1980s and were re-opened to debate in the 2000s to 

investigate their capacities to provide guidance to new art 

institutional formations. Although the “Second Exhibition” 

does have certain affinities with these practices, it does 

not intend to make direct art historical references to them. 

Rather, it departs from the efforts of institutionalisation 

that have taken place in Turkey in the field of art, 

especially during the last decade and from the discussions 

developed around these. It also puts into practice the desire 

of a newly opened art institution to experience, learn and 

take shape in collaboration with artists.

I must state that my previous work at a number of leading 

art institutions in Istanbul and the experiences I thus 

gained also played a role in determining the conceptual 

framework for this project that was inaugurated with the 

idea of collaborating with artists to produce new works. 

During my work at the Istanbul Biennial organised by the 

Istanbul Foundation for Culture and Arts, at Santralistanbul 

affiliated with Istanbul Bilgi University, for a short 

period of time at Depo and now at ARTER, a project realised 

by the Vehbi Koç Foundation, I became both part of, and 

witness to the formation process of art institutions and the 

problems and dilemmas this naturally complicated process 
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Türkiye’de ça da  sanat n yak n zamana kadar bir tamamlay c s  

hep eksik kalan bu sacaya na (sanat kurumu-sanatç -izleyici), 

bugün art k müze, galeri, pazar, koleksiyon gibi farkl  

farkl  kulvarlar yla birlikte, güçlü bir bile en olarak 

“kurum” da eklemleniyor. Son on y ld r Türkiyeli sanatç lar n 

uluslararas  sanat kurumlar yla art k olgunluk dönemine 

giren kesintisiz i birlikleri; uluslararas  ve yerel pazarda 

ya anan canl l k; yeni ve iddial  sanat kurumlar n n art 

arda belirmeye ba lamas  gibi geli meler, içinden geçmekte 

oldu umuz kurumsalla ma dönemine dair alg , beklenti ve 

kayg larda ortakl klar kadar farkl l klar da yaratt  

için, sanat n kendi içinden do acak ele tirel bir sürecin 

rehberli ine Türkiye’de bugün her zamankinden daha fazla 

ihtiyaç duyuluyor. Oysa 2000’li y llara kadar Türkiye’de 

ça da  sanat alan n n stanbul Bienali d nda kurumsal 

tamamlay c lar  henüz sahnede yoktu. Bu nedenle de, köklü bir 

kurum gelene inin sanata zaten hakim oldu u Bat ’da en canl  

ve erken dönemini 1970’li ve 1980’li y llarda ya ad ktan sonra 

bugün halen sürdürülmekte ve tart lmakta olan kurumsal 

ele tiri pratikleri, Türkiye’de e zamanl  olarak ve ayn  

iddette deneyimlenememi ti.

1970’li y llarda baz  sanatç lar, sanat n üretim, sunum, 

dola m, ileti im ve da t m yöntemlerini, yani sanat 

kurumunun ta kendisini sorgulayarak kendi sanatsal 

pratiklerinin konusuna dönü türdüler; kurumun (o dönem 

özelinde daha ziyade müzenin) büyüsünü bozmaya ve kurumsal 

çerçevenin s n rlar n  k rmaya çal p, sanatç -sanat yap t -

izleyici-müze eksenlerindeki ili kileri ve sanat kurumunun 

ideolojik ve toplumsal fonksiyonlar n  yap bozuma u ratan 

stratejiler geli tirip, bu do rultuda i ler ürettiler.
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bears. The productive relationship and communication that must 

be established between the art institution, the artist and the 

viewer is rendered possible not within an oppositional status 

of being inside/outside, but with a transparent, fluid and 

productive desire to collaborate and to create, and with the 

courage to take new risks together.

The contemporary art scene in Turkey that until recently 

always lacked one of the essential components of the tripod 

constituted by the art institution, the artist and the 

viewer, now witnesses the articulation of the “institution” 

as a powerful constituent, complete with the whole gamut of 

channels it offers, including the museum, the gallery, the 

market and the collection. Developments like the ongoing 

collaborations between artists from Turkey and international 

art institutions have entered its mature period in the last ten 

years; the recent activity witnessed in the international and 

local market; and the proliferation of new and ambitious art 

institutions, create not only similarities but also differences 

in perceptions, expectations and concerns regarding this period 

of institutionalisation. Therefore the need for the guidance of 

a critical process borne from within art is today more urgent 

than ever. Until the 2000s, apart from the Istanbul Biennial, 

the institutional constituents of the field of contemporary art 

in Turkey had not taken to the stage. This is why practices 

related to institutional critique were not experienced in Turkey 

simultaneously or with the same intensity as in the West, where 

an established institutional tradition already dominant in the 

field of art had triggered such artistic strategies that lived 

their early and strongest period in the 1970s and 1980s, and 

have continued and remained a topic of debate to date.
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Belçikal  sanatç  Marcel Broodthaers, 68’in co kulu 

atmosferinde, bir grup arkada yla sanat ve toplum 

ili kilerinin tart ld  toplant lar düzenliyordu. Kendi 

stüdyosunda yap lacak bir toplant  öncesinde yeterli 

sandalyesi olmad n  fark eden sanatç , bir nakliyat 

irketinden eser ta mada kullan lan sand klar ödünç 

ald . Üzerlerinde sanatla ilgili i aretler de bulunan bu 

sand klar , evindeki stüdyo mekân nda bir yerle tirme gibi 

düzenleyen Broodthaers, böylelikle kurmaca müzesi “Musée 

d’Art Moderne, Département des Aigles”i (Modern Sanat 

Müzesi, Kartallar Bölümü; 1968) kendi evinde ba latm  oldu 

[1]. Broodthaers’in çe itli sergiler, film gösterimleri 

düzenledi i ve yeni bölümler ekleyerek geni letti i bu 

kurmaca müze, bir y l sonra sand klar nakliyat irketine 

geri gönderilene kadar sanatç n n evinde kalacak, daha 

sonra da farkl  formatlar alt nda müze ve kunsthalle’lerde, 

ard ndan da Harald Szeemann küratörlü ündeki documenta 5’te 

(1972) gösterilecekti. Kurumsal ele tiri pratiklerinin öncü 

projelerinden biri olan “Musée d’Art Moderne, Département 

des Aigles”, klasik resimlerin röprodüksiyonlar n  

sergileyerek orijinal ve kopya kavramlar n ; i in ad nda da 

kulland , güç ve zaferin simgesi kartal imgesini ço altarak 

hükümranl na i aret etti i kurumun fonksiyonunu ve sanat n 

kitlelere sunum yollar n  tart maya aç yordu.

Yine 1960’l  y llar n sonlar nda Hans Haacke, sanat dünyas , 

müzeler ve irketler aras ndaki ili kileri aç a ç karan, 

hamilik ve sponsorluk sistemi içinde sanat ve sermaye 

aras ndaki kârl l k al veri ini gündeme getiren i ler 

gerçekle tirdi. 1970’te Museum of Modern Art’da düzenlenecek 

bir sergi için “MoMA Poll / MoMA Oylamas ” ad nda, 

1 Marcel Broodthaers, “A conversation with Freddy de Vree, 1969” (1969), Institutional Critique: an Anthology of Artists’ Writings 
içinde, editörler Alexander Alberro ve Blake Stimson. MIT Press (Cambridge, 2009), s. 82-84.
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In the 1970s, several artists transformed methods of artistic 

production, presentation, circulation and distribution, in 

other words, they transformed the art institution itself 

into the subject matter of their artistic practices; and by 

attempting to demystify the institution (in the specific 

context of the period, this was mostly the museum) and to 

breach the borders of the institutional framework, they 

developed strategies that deconstructed relationships along 

the artist-art work-viewer-museum axis and the ideological 

and social functions of the art institution by producing 

works along this trajectory.

In the euphoric atmosphere of ‘68, the Belgian artist Marcel 

Broodthaers organised meetings with his friends where the 

relationship between art and society was discussed. Before a 

meeting in his own studio he realised that he did not have 

enough chairs to go around, and decided to borrow crates 

used to transport art works from a transportation company. 

Organising these crates that featured signs related to art 

in the form of an installation in the studio space at his 

home, Broodthaers thus inaugurated his fictitious museum 

“Musée d’Art Moderne, Département des Aigles” (Modern Art 

Museum, Department of Eagles; 1968). [1] This fictitious 

museum where Broodthaers organised various exhibitions and 

screenings and expanded by adding new departments would 

remain in the artist’s home until the crates were sent back 

to the transportation company a year later, and the museum 

itself would be exhibited at museums and kunsthalles in 

various formats, and finally at documenta 5 (1972) that was 

curated by Harald Szeemann. “Musée d’Art Moderne, Département 

des Aigles”, a pioneering project of institutional critique 

1 Marcel Broodthaers, “A conversation with Freddy de Vree, 1969” (1969), in Institutional Critique: an Anthology of Artists’ Writings, 
eds. Alexander Alberro and Blake Stimson. MIT Press (Cambridge, 2009), pp. 82-84.
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izleyicilerin kat l m n  gerektiren bir oylama projesi 

geli tiren Haacke, anket sorusunu serginin aç laca  gün 

aç klad : “Would the fact that Governor Rockefeller has not 

denounced President Nixon’s Indochina Policy be a reason for 

you not voting for him in November?” [2] (Vali Rockefeller’ n 

Ba kan Nixon’ n Hindiçini politikas n  k namam  olmas  Kas m 

ay nda ona oy vermemeniz için bir sebep olabilir mi?) Yap t n 

objesini, içine oy pusulalar n n at ld  iki effaf kutu 

olu turuyordu.

Ayn  dönemde kurumsal ele tiri üzerine i ler gerçekle tiren 

Daniel Buren, ilk ki isel sergisinde galerinin giri ini ünlü 

renk eritleriyle kapatt . Kamusal alanda gerçekle tirdi i 

projelerin yan s ra, bugün kurumsal ele tiri literatürü 

içinde önemli yeri olan ele tirel metinler yazd . Kurumsal 

ele tirinin bu ilk temsilcilerinin ço u, kariyerlerinin 

ilerleyen y llar nda, ele tirdikleri kurumlar n bolca ilgi 

gösterdikleri sanatç lar aras nda yerlerini alsalar da, 

sanat n içinde varoldu u ba lam  sorgulayan bir dü ünce 

kanal n  açan da yine onlar olmu tur.

1980’li ve 1990’l  y llarda kurumsal ele tiri müze ve galeri 

sisteminin d na ta maya ba lad . Öncülerinin açt  kanalda 

ilerleyen birçok sanatç , ele tirdikleri kurumun tan m n  

biraz daha geni leterek, sanat alan n n —sanatç n n kendisi 

de dahil olmak üzere— bütün aktörlerini kurumsal yap n n bir 

parças  olarak ele ald lar. Kurumsal ele tirinin en ayk r  

sanatç lar ndan Andrea Fraser, 1989’da Philadelphia Museum 

of Art’ta müze rehberi kimli ine bürünerek gerçekle tirdi i 

“Museum Highlights” adl  performansta, sanat tarihinin 

ba yap tlar n  abart l  jestlerle anlat rken kulland  

2 Rosalyn Deutsche, “O Kadar da Yönetilmiyor Olma Sanat ”, Olas l klar, Duru lar, Müzakere: Güncel Sanatta Kamusal Alan 
Tart malar  içinde, derleyenler Pelin Tan ve Sezgin Boynik, stanbul Bilgi Üniversitesi Yay nlar  ( stanbul, 2007), s. 88.
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practices, opened to debate the concepts of the original 

and the copy by exhibiting reproductions of classical 

paintings; the function of the institution, by pointing to 

its dominance and reproducing the image of the eagle, the 

symbol of power and victory; and the methods of presenting 

art to society.

Again in the late 1960s, Hans Haacke realised works that 

revealed the connections between the art world, museums 

and companies, and focused on the exchange based on 

profitability between art and capital within the system of 

patronage and sponsorship. Haacke developed a poll project 

that required viewer participation titled “MoMA Poll” for an 

exhibition organised in 1970 at the Museum of Modern Art, 

and on the day of the exhibition’s opening he revealed the 

survey question as follows: “Would the fact that Governor 

Rockefeller has not denounced President Nixon’s Indochina 

Policy be a reason for you not voting for him in November?” 

[2] The object of the work was two transparent boxes in 

which ballot papers would be dropped.

Daniel Buren also produced works on institutional critique 

during the same period, and in his first solo exhibition 

closed off the entrance of the gallery with his famous 

coloured stripes. In addition to the projects he realised in 

public space, he also wrote critical texts that today occupy 

a significant place within the literature on institutional 

critique. Although the majority of the first representatives 

of institutional critique, in their later careers, took 

their place among artists that the institutions they 

criticised showed ample interest in, they nevertheless 

2 Rosalyn Deutsche, “O Kadar da Yönetilmiyor Olma Sanat ”, in Olas l klar, Duru lar, Müzakere: Güncel Sanatta Kamusal Alan 
Tart malar , eds. Pelin Tan and Sezgin Boynik, stanbul Bilgi University Press ( stanbul, 2007), p. 88.
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jargonun ayn s yla müzenin tuvalet, kafeterya gibi 

birimlerini de anlat yordu. Yaz lar  kurumsal ele tirinin 

temel metinleri aras nda bulunan Andrea Fraser’ n en 

çok tart ma yaratan i lerinden biri, hiç ku kusuz, bir 

koleksiyonerle imzalad  sözle me gere i belli bir 

ücret kar l nda onunla otel odas nda geçirdi i bir 

saatin video kay tlar yla olu turdu u “Untitled” (2002) 

adl  video performanst r. Fraser, kendi bedenini sanat 

yap t n n malzemesine dönü türdü ü bu performansla, 

sanat n üretim süreci içine koleksiyonerin kendisini de 

katarak, sanat yap t n n de erinin nas l belirlendi ini 

de tart maya açm  oluyordu. [3]

Sanat n kurumlar n  ele tirmeye yönelik tüm bu strateji 

ve pratiklerin, bir süre sonra kurumlar taraf ndan 

benimsenip, aran r ve gösterilir hale gelmesi, kurumsal 

ele tirinin 2000’li y llarda yine s kça tart l p 

revize edilmesi ihtiyac na yol açt . “Kurumsal 

Ele tiriye imdi Ne Olacak” [4] adl  yaz s nda Trude 

Iversen, “kurumsal ele tiri yapan sanat, ele tirisinin 

objesi taraf ndan ba lat ld nda ne kadar ele tirel 

olabilir?” diye soruyor, Andrea Fraser’dan al nt layarak 

“kurumlar n ele tirisinden, ele tirinin kurumuna” [5] 

geçildi ini ifade ediyordu. 2000’li y llarda kurumsal 

ele tiri bir yöntem ve sanat prati i olman n yan s ra, 

hatta belki de daha s kl kla, akademik tart malar 

için yeni bir platform; yeni aç lan sanat kurumlar n n 

küratör ve yöneticilerinin içinde çal t klar  yap lar  

ekillendirirken hiza alacaklar  teori ve tart malar 

için bir zemin olu turdu; sert ele tirilere tabi tutuldu.

3 Bordowitz, Gregg, “What Do We Want from Art, Anyway? A Conversation”, Artwurl, no. 6, August 2004,
www.artwurl.org/pdf/INT026.pdf

4 Trude Iversen, “What Now for Institutional Critique”, The New Administration of Aesthetics içinde; editörler Tone Hansen ve Trude 
Iversen. Torpedo Press, 2007.

5 Andrea Fraser, “From the Critique of Institutions to an Institution of Critique,” Artforum 44 (Eylül 2005), s. 278–283.



19 SECOND EXHIBITION BOOK 1/2

opened a channel of thought that questioned the context 

within which art exists.

In the 1980s and the 1990s, institutional critique began 

reaching beyond the museum and gallery system. Many 

artists following the channel opened by the pioneers 

slightly extended the definition of the institution they 

criticised and treated all the actors within the sphere 

of art —including the artists themselves— as part of the 

institutional structure. In a 1989 performance titled “Museum 

Highlights” carried out by posing as a museum guide at the 

Philadelphia Museum of Art, Andrea Fraser, one of the most 

radical artists involved in institutional critique, talked 

about parts of the museum like the toilets and cafeteria 

with the same jargon full of exaggerated gestures guides 

use in talking about the masterpieces of art history. 

Andrea Fraser’s articles are among the primary texts of 

institutional critique, and one of her most discussed works 

is no doubt the video performance “Untitled” (2002) which 

consists of the video recording of an hour she spent in a 

hotel room with a collector, in exchange for a fee determined 

by a contract they both signed. With this performance in 

which she transforms her own body into the material of the 

work of art, Fraser included the collector himself in the art 

production process and opened a debate on how the value of 

the art work is determined. [3]

The subsequent adoption, pursuit and presentation of all 

these strategies and practices aimed at criticising art 

institutions by institutions themselves, led to the necessity 

3 Bordowitz, Gregg, “What Do We Want from Art, Anyway? A Conversation”, Artwurl, no. 6, August 2004,
www.artwurl.org/pdf/INT026.pdf
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Simon Sheikh “Kurumsal Ele tiri Üzerine Notlar” [6] ba l kl  

yaz s nda, kurumsal ele tiriyi iki dalgaya ay rarak tahlil 

ediyor, sonuçta her iki dalgan n da kurumsalla t n  ileri 

sürüyordu: “1960’lar sonunun ve 1970’ler ba n n —sanat 

tarihi taraf ndan uzun zaman önce hem ba tac  edilen, hem 

de devred  b rak lan— ilk dalga kurumsal ele tirisinde bu 

terimler [kurum ve ele tiri], görünen o ki bundan bile somut 

ve dar bir çerçevede tan mlanabiliyordu; ele tirel yöntem 

sanatsal bir pratikti, bahsi geçen kurum da öncelikle sanat 

müzesi, ama ayn  zamanda galeriler ve koleksiyonlar n da 

aras nda bulundu u sanat kurumuydu. Bunun sonucunda kurumsal 

ele tiri, sanatsal yap tlar ve müdahaleler, ele tirel yaz lar 

veya (sanat-) politik eylemcilik gibi birçok biçime büründü. 

Ancak 1980’lerde ba layan ve ikinci dalga olarak bilinen 

dönemde ele tirel çerçeve kurumsalla m  olmas  aç s ndan 

sanatç n n da rolünü (ele tiriyi gerçekle tiren özne) ve 

sanat mekân  d ndaki kurumsal mekânlar  (ve uygulamalar ) 

da içerecek ekilde geni ledi.”

Kurumsal ele tirinin icra ve yönetiminin art k sanatç lardan 

kurum yöneticilerine ve küratörlere kaym  oldu u öne sürülen 

1990’lar sonras  yeni dönemin pratikleri, kurumlara kar  

olmaktan ya da kurumsal sistemi ala a  etmekten ziyade; 

kurumun sanat yap t , sanatç  ve izleyici ile ileti imindeki 

t kan kl klar  te his ve tadil edip güçlendirmeye yönelikti. 

Kurumsal ele tirinin evrildi i bu sentez, ele tirisinin 

hedefine yaln zca müze, galeri, pazar gibi yerle ikle mi  

sanat kurumlar n  almaz; son tahlilde sanatç n n kendisini de 

kapsayacak ekilde, tüm bile enleriyle kurumlar n analiz ve 

ele tirisini yaparken, özele tiri yolunu açarak onlar n birer 

6 Simon Sheikh, “Notes on Institutional Critique”, Transform Projesi, Ocak 2006. 
http://transform.eipcp.net/transversal/0106/sheikh/en#redir



21 SECOND EXHIBITION BOOK 1/2

of an intense discussion and revision of institutional 

critique in the 2000s. In her article titled “What Now for 

Institutional Critique” [4], Trude Iversen questioned how 

critical art that carried out institutional critique could 

be when it was instigated by the object of such critique and 

stated, via a quote from Andrea Fraser, that a transition 

had taken place “from the critique of institutions to an 

institution of critique” [5]. In the 2000s, institutional 

critique became, in addition to being a method and artistic 

practice, and perhaps more often, a new platform for academic 

discussion and a backdrop for theory and debates, curators 

and directors of newly opened art institutions could align 

themselves accordingly, in shaping the structures they worked 

within; meanwhile institutional critique itself was subjected 

to rigorous criticism.

In his article titled “Notes on Institutional Critique” [6] 

Simon Sheikh analysed institutional critique by dividing it 

into two waves, and claimed that ultimately both waves had 

been institutionalised: “In the first wave of institutional 

critique from the late 1960s and early 1970s —long since 

celebrated and relegated by art history— these terms could 

apparently be defined even more concretely and narrowly; 

the critical method was an artistic practice, and the 

institution in question was the art institution, mainly the 

art museum, but also galleries and collections. Institutional 

critique thus took on many forms, such as artistic works and 

interventions, critical writings or (art-)political activism. 

However, in the so-called second wave, from the 1980s, the 

institutional framework expanded somewhat to include the 

4 Trude Iversen, “What Now for Institutional Critique”, in The New Administration of Aesthetics, 
eds. Tone Hansen and Trude Iversen. Torpedo Press, 2007.

5 Andrea Fraser, “From the Critique of Institutions to an Institution of Critique,” Artforum 44 (September 2005), pp. 278–283.
6 Simon Sheikh, “Notes on Institutional Critique”, Transform Project, January 2006. 

http://transform.eipcp.net/transversal/0106/sheikh/en#redir
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ele tirel alana dönü melerini de hedefler. Bu anlamda, kurumsal 

ele tiriyi sanat kurumunun e lence ve kültürel tüketime yönelik 

mekân anlay ndan, dü ünce ve ele tirinin üretildi i alana 

geçi ini öngören “yeni kurumsalla may ” (new institutionalism) 

mümkün k lacak bir araç olarak da görmek gerekir. Ancak sanat 

kurumunun ele tirinin kurumuna dönü türülmesi kayda de er bir 

çaba olmakla birlikte, bunun mümkün olup olmad  da halen test 

edilen, tart maya aç k bir konudur.

Misafir sanatç  ve e itim programlar , atölye çal malar  

düzenleyen; kendi dergilerini, sanat yay nlar n  ç karan; sergi 

yapman n tan m n  de i tiren; sanat yap t n n sunumu kadar 

üretiminde de rol almaya çal an yeni kurumlar  ayn  zamanda 

ele tirel kurumlar olarak da tan mlayan Alex Farquharson’un 

“Bureaux de change” [7] ba l kl  yaz s nda da alt n  çizdi i 

gibi, günümüzde sanat kurumunun kendine yönelik revizyonu 

s ras nda, kurumsal programlar n art k uzun soluklu (sanat) 

projelerine dönü türüldü üne ve kurumun mimari ve mekânsal 

organizasyonunun sanatç lar n i birli ine aç k tutularak 

projelendirildi ine de tan k oluyoruz. Farquharson, önce 

kurumlar n d nda ba ms z olarak çal p daha sonra kurumsal 

pozisyonlar edinen küratörlerin, çal t klar  kurumlar  

olu turma ya da dönü türme stratejileriyle e zamanl  ekilde 

beliren “yeni kurumsalla ma”n n de erlerini ise ak kanl k, 

söylemsellik, kat l m ve üretim olarak s ral yordu. Türkiye’de 

kurumsal ele tirinin uluslararas  ortamla ya ad  e zamanl l k 

da i te bu dönemde belirginlik kazan yor.

2000’li y llarda Türkiye’de yaln z ça da  sanat n seyrine 

de il, içinden geçti imiz tüm sosyopolitik dönü üm sürecine de 

damgas n  vuran kurumsalla ma çabalar ndan hareketle, “kurum” 

7 Alex Farquharson, “Bureaux de Change,” Frieze Dergisi, Say : 101 (Eylül 2006).
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artist’s role (the subject performing the critique) as 

institutionalised, as well as an investigation into other 

institutional spaces (and practices) besides the art space.”

Rather than opposing institutions or bringing down the 

institutional system, the practices of the new post-

1990s period, in which the execution and administration 

of institutional critique is claimed to have shifted from 

artists to directors of institutions and curators, were aimed 

at diagnosing, repairing and consolidating the blockages in 

the communication between the art institution, the work of 

art, the artist and the viewer. This synthesis towards which 

institutional critique has evolved does not only target well-

established art institutions such as the museum, gallery and 

the market; and in carrying out an analysis and criticism 

of institutions with all their components, including the 

artists themselves, opens the way to self-criticism and 

aims for each of them to become zones of criticism. In this 

sense, institutional critique should also be regarded as a 

tool enabling a “new institutionalism” which envisages the 

transition from an understanding of the space of the art 

institution, as oriented towards entertainment and cultural 

consumption, to a zone where thought and criticism are 

produced. However, although the transformation of the art 

institution into an institution of critique is a noteworthy 

effort, the achievability thereof is still being tested, and 

forms a topic open to debate.

Alex Farquharson defines new institutions that organise 

artists’ residencies, educational programmes and workshops; 

bring out their own journals and art publications; change 
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kavram na daha geni  bir perspektifle, sanat n içinden 

yeniden bakmay  öneren “ kinci Sergi”, 20 sanatç n n sergi 

için üretti i projeler yoluyla, “sanat” ve “kurum” aras ndaki 

gerilim ve dinamikleri farkl  bak  aç lar ndan görünür 

k lmaya çal yor.

 

.-_-. copyleft mant  ile çal an ve prati ini 

hiçbir dile, kültüre, ulusa, cinsiyete referans  olmayan 

bir kimlik alt nda gerçekle tirme stratejisiyle yarat lm  

sanatsal bir proje. Sorunsalla t rd  konular aras nda 

bili im teknolojilerine politik yakla m, temellük etme, 

özgür/aç k formatlar (free/open formats), arma an, özgür 

kültür gibi kavramlar yer al yor ve .-_-. projelerinin 

tümü bu kavramlar  sanatsal uygulamalarla ço altmay  ve 

yayg nla t rmay  hedefliyor.

Sanat yap t n n ço alt larak geni  kitlelere ula t r lmas  

ideali, yap t n ço u kez nesneye ba ml  kalmas  nedeniyle, 

kapitalist üretim ve tüketim süreçlerinin ötesine ta namad . 

Dijital enformasyon yoluyla bu idealin hayata geçirilmesinin 

olanakl l n  ara t ran .-_-. projeleri, hukukun kat  

bir düzenleme getirdi i, sadece eser sahibinin haklar n  

ve kültür endüstrisinin kârl l n  temel alan, temellük 

prati ini ise güçle tirerek devre d  b rakan Fikir ve 

Sanat Eserleri Kanunu’nun (FSEK) özgür kültürü savunan yeni 

stratejileri destekleyecek ekilde güncellenme zorunlulu unu 

da tart maya aç yor.

.-_-. projelerinin tümünün ortak özelli i, yasal 

gereklilikler ve yapt r mlar yerine etik de erleri öne 
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the definition of exhibition-making and try to take part in 

the production of the art work as much as its presentation 

as critical institutions. As he underlines in his article 

titled “Bureaux de change” [7], during the present self-

revision the art institution is going through, we are now 

witnessing the transformation of institutional programmes 

into long-term (art) projects and how the architectural and 

spatial organisation of an institution can be designed in 

a process open to collaboration with artists. Farquharson 

lists fluidity, discursivity, participation and production 

as the values of the “new institutionalism” that appeared 

simultaneously with the new strategies of forming or 

transforming institutions employed by previously independent 

curators. The synchronicity institutional critique in Turkey 

experiences with other practices in the international context 

comes into focus during this very period.

Departing from the efforts of institutionalisation in Turkey 

in the 2000s that have left their mark not only on the course 

of contemporary art but also on the entire process of socio-

political transformation, “Second Exhibition” proposes 

to examine the concept of the “institution” from a wider 

perspective and from within art itself; and with projects 

by 20 artists, produced specifically for the exhibition, 

attempts to render visible the tensions and dynamics between 

“art” and “institution” from different perspectives.

.-_-. is an art project that operates in accordance 

with the copyleft method and has been created with a strategy 

of realising a practice under an identity that does not refer 

7 Alex Farquharson, “Bureaux de Change,” Frieze, No: 101 (September 2006).
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ç karan, kendine has anar ist bir “copyleft” [8] yakla m  

benimsenerek gerçekle tirilmi  olmalar . .-_-. taraf ndan 

kullan lan “.copyleft!_” ibaresi, eser sahibinin, FSEK’le 

düzenlenen telif haklar n  (copyright), herhangi bir yerel ya 

da uluslararas  hukuk sisteminin arac l  olmaks z n kendi 

r zas yla ba kalar na açmas n  sa layan, yap t n temellük 

edilmesini te vik eden özgür bir yakla m. .copyleft!_ 

ibaresinin önerdi i temel etik k s tlama ise, yap t n bir 

ba kas  taraf ndan kullan larak yeni bir yap t olu turulmas  

durumunda, bu yeni yap t n da “copyleft” olarak sunulmas .

.-_-. , .copyleft!_ tavr yla gerçekle tirdi i, ba kalar n n 

kat l m yla ekillenen, di erlerinin kullan m na ve 

temellü üne izin veren do as  nedeniyle sona ermeyen bir 

süreci de içeren üretimlerinin bir k sm n  “.f.reeP_” 

üstba l  alt nda kategorilendiriyor. .f.reeP_ projelerinin 

bir sanat yap t yla sonlanmas  zorunlulu u da yok. Çe itli 

grup ve topluluklarla birlikte çal larak gerçekle tirilen 

yap tlar kadar, üretim sürecinde ortaya ç kan içerikler 

ve kaynaklar da internet üzerinden da t l p .copyleft!_ 

olarak payla labiliyor. Yap t n ve yap t etraf nda üretilen 

tüm içeri in de erini belirleyen en önemli ey ise, 

internete sal nd nda yol açt  payla m ve temellükler, 

dahil edildikleri websiteleri, bloglar ve di er sosyal a  

mecralar /maceralar  oluyor. Bir örnekle aç klamak gerekirse: 

.-_-., Sergei Eisenstein’ n 1925 tarihli (bu nedenle de telif 

süresi dolmu  olan) Potemkin Z rhl s  filmini, Y ld z Teknik 

Üniversitesi Sanat ve Tasar m Bölümü’nden 105 ö renciyle 

birlikte, kitlesel-kaynak-kullan m  (crowdsourcing) yoluyla 

yeniden üretti inde, sadece “.re_potemkin_” ad  alt nda 

5 “Copyright”, kelime anlam yla ngilizce “copy” ve “right”kelimelerinin birle imi ile “kopyalama hakk ” anlam nda gelir. 
Copyleft ise copyright kelimesi üzerinden türetilmi  bir kelimedir.“Left”, “izin, müsaade” anlam na gelen “leave” kelimesinin 
geçmi  zaman  ve ayn  zamanda edilgeni için kullan l r. Bu durumda copyleft,“kopyalama izni” veya “kopyalama izni verilmi ” gibi 
bir anlama gelir.“Right” ve “left” kelimelerinin politik olarak “sa ” ve “sol” anlam na da geldikleri dü ünüldüklerinde, copyleft’in 
sosyalist dü ünceye de bir gönderme yapt  dü ünülebilir.
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to any language, culture, nation or gender. A political 

approach to information technology, appropriation, free/open 

formats, the gift and free culture are among the subjects 

it problematises. All .-_-. projects aim to multiply and 

disseminate these concepts through artistic practices.

The ideal of reproducing the work of art, in order to 

allow access to wider masses, has not managed to go beyond 

capitalist production and consumption processes, because the 

work often remains dependent on the object. .-_-. projects 

investigate the possibility of realising this ideal via 

digital information and they also open to debate the urgency 

of updating the Turkish Law on Intellectual and Artistic 

Works (FSEK) —a rigid regulation based only on the rights 

of the author of the work and the profitability of the 

culture industry, complicating and excluding the practice 

of appropriation— so that it may support new strategies 

that advocate free culture. 

The common characteristic of all .-_-. projects is a 

uniquely anarchist “copyleft” approach that emphasises 

ethical values rather than legal requirements and 

sanctions. The .copyleft!_ sign used by .-_-. is a free 

approach that enables the author to provide others with 

access to copyrights regulated by FSEK without the mediation 

of any local or international legal system and encourages 

the appropriation of the work. The main ethical restriction 

imposed by the .copyleft!_ sign is that any new work 

produced using the appropriated work must be presented 

as “copyleft”.
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.f.reeP_ projects by .-_-.
http://f.reep.httpdot.net
.copyleft!_ .-_-., 
2006
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.-_-. categorises a part of .-_-. productions realised with 

the .copyleft!_ approach and shaped with the participation 

of others, and as a result of their nature that enables the 

use and appropriation of others contain an infinite process, 

under the general title of “.f.reeP_” projects. “.f.reeP_” 

projects do not necessarily have to result in an art work. 

As with works realised in collaboration with various groups 

and communities, content and resources that emerge during 

the production process can also be distributed via the 

internet and shared as .copyleft!_. The most significant 

characteristic that determines the work and the entire 

content that is produced around the work is then the sharing 

and appropriation it engenders once it is released on the 

internet, and the web sites, blogs and other social network 

media/adventures it is included in. For instance, when 

.-_-. reproduced via crowd-sourcing Sergei Eisenstein’s 

film The Battleship Potemkin dated 1925 (thus exempt of 

copyright) with 105 students from the Y ld z Technical 

University, Department of Art and Design, not only the final 

project formed under the title .re_potemkin_, but also all 

content and resources like the videos, music, texts, images 

used during the work process were released for free use, 

distribution and appropriation under the .copyleft!_ sign.

.-_-. takes part in “Second Exhibition” with three different 

projects that are either produced with similar strategies, 

or open these strategies for debate. “Untitled (free/

proprietary) after Andrea Fraser” is “an homage to those who 

enabled the free reproduction, distribution and appropriation 

of video productions in a way that they could engender new 

discourses and productions and to ‘free culture’.” 
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olu turulan nihai projenin kendisi de il, çal ma sürecinde 

kullan lm  olan videolar, müzikler, metinler, imajlar gibi 

bütün içerik ve kaynaklar da .copyleft!_ ibaresiyle özgür 

kullan ma, da t ma ve temellüke aç k olarak sunulmu tu.

.-_-., “ kinci Sergi”ye benzer stratejilerle üretilen ya da 

bu stratejileri tart maya açan üç ayr  proje ile kat l yor. 

“ simsiz (özgür/müseccel) Andrea Fraser’ n ard ndan”, “video 

üretimlerini özgür olarak ço alt labilir, da t labilir ve 

yeni söylem ve üretimlere kaynakl k edecek ekilde temellük 

edilebilir k lanlara ve ‘özgür kültür’e bir sayg  duru u.” 

.-_-., ba ka sanatç lara ait özgür videolar  internetten 

indirip, üst üste bindirip, birbiri içinde eriterek 

hiçbir karesi bir di erini tekrarlamayan hareketli soyut 

görüntülerden olu an yeni bir yap t üretiyor. Sergi süresince 

ayn  ekran yüzeyine çok say da projektörden, döngüleri farkl  

zamanlarda ba layacak ekilde birbiri üstüne yans t lacak 

videolar, ayn  zamanda .copyleft!_ olarak internet ortam nda 

da eri ilebilir ve kullan labilir olacak.

.-_-., “ kinci Sergi” kapsam nda gerçekle tirdi i “ ans 

Eseri: Potansiyel Olarak, Sergilendikten Sonra En Fazla 

De er Kazanacak Sanat Eseri” ile, di er .-_-. projelerinde 

oldu u gibi, sanat yap t na müzelerin, galerilerin, 

koleksiyonerlerin ve hatta izleyicilerin dolay m n  

gerektiren konvansiyonel de er biçme yöntemlerine, 

düzenbozucu bir tav rla a rt c  bir yan t veriyor. Bunu 

yaparken kurumsal yap  içinde yer verilmesi mümkün olmayan 

ans faktörünü devreye sokuyor. Serginin yeni üretimlere 

odaklanan kurgusu içinde, eser üretmek için kullanabilece i 

prodüksiyon bütçesini ans oyunlar na yat r yor. Vitrin 
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.-_-. produces a new work of abstract images in which no 

frame is repeated, by superimposing and dissolving free 

videos of other artists within each other. Videos that will 

be projected on the same screen upon each other from multiple 

projectors triggered to loop at different times, will also be 

accessible and usable as .copyleft!_ on the internet.

As in other .-_-. projects, the subversive attitude of “Piece 

of Luck: Possibly About to Become World’s Most Valuable Work 

of Art”, another work realised within the scope of “Second 

Exhibition”, produces an intriguing response to conventional 

methods of the valuation of the art work that require the 

mediation of museums, galleries, collectors and even viewers. 

It introduces an element of chance that cannot be included 

within the institutional structure. Within the structure of 

this exhibition that focuses on new productions, .-_-. 

invests the entire budget reserved for the production of 

works in games of chance. Having been placed in a vitrine, 

thousands of lottery tickets are transformed into an art 

object, and with the lottery draws that begin immediately 

after the exhibition opening, an inestimable “value” will be 

added to the work. The work of art will function independent 

from the attention of the viewer, the comments of the art 

critics, the institution the work is exhibited in and the 

possible sales value other art institutions might attribute 

to it; thus the work will assume a new “value” completely by 

dint of chance.

The third .-_-. project shown at the exhibition is a series 

realised under the general title of “Closed Work.” For 

this work, the artist exemplifies Walter Benjamin’s theory 
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Bir .-_-. projesi olan 
“ simsiz (özgür/müseccel) 
Andrea Fraser’ n ard ndan” n 
üretim sürecinden, 2010

From the production process of 
“Untitled (free/proprietary) 
after Andrea Fraser”, 
by .-_-., 2010
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Bir .-_-. projesi olan 
“ ans Eseri: Potansiyel Olarak, 
Sergilendikten Sonra En Fazla De er 
Kazanacak Sanat Eseri”ni temsilen

Image representing
“Piece of Luck: Possibly About to Become 
World’s Most Valuable Work of Art”, 
a project by .-_-.
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Bir .-_-. projesi olan 
“Kapal  Yap t” n 
üretim sürecinden, 2010

From the production 
process of 
“Closed Work”, 
by .-_-., 2010

.copyleft!_

.tekrar da tmak için bir copyleft 
lisans  kulland n z sürece ilgili 
içeri i diledi iniz ekilde 
temellük etmekte özgürsünüz_ 
.ama yine de referans vermek ve özgür/
aç k formatlar  tercih etmek iyidir_
http://httpdot.net/copyleft_/

.copyleft!_

.you are free to appropriate the 
related content as you wish, as long as 
you use a copyleft license 
to redistribute_
.however giving credits and choosing 
free/open formats are nice_
http://httpdot.net/copyleft_/
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içine alarak yap t n nesnesine dönü türdü ü binlerce oyun 

kuponu, serginin aç l ndan hemen sonra ba layan ikramiye 

çekili leriyle birlikte, yap ta toplam n  kimsenin tahmin 

edemeyece i bir “de er” eklemi  olacak. Sanat nesnesi, 

izleyicinin gösterece i ilgiden, sanat ele tirmenlerinin 

yapacaklar  yorumlardan, hangi kurumun içinde sergilenmekte 

oldu undan, pazar n ve sanat n di er kurumlar n n 

atfedebilece i muhtemel sat  bedellerinden ba ms z hareket 

edecek ve tamamen ans eseri yeni bir “de ere” kavu acak.

Sergide gösterilen üçüncü .-_-. projesi, “Kapal  Yap t” genel 

ba l  alt nda gerçekle tirilen bir seri. Walter Benjamin’in 

bili im teknolojileri ça nda geçerlili i tart lan 

mekanik ço alt m yoluyla geni  kitlelere ula ma teorisini, 

fotokopi ile ço altt  3 kitapla örnekleyen .-_-., fotokopi 

kitaplar n her iki taraflar n  da spiralleterek, ço alt lan 

enformasyonu mühürleyip kapat yor. “Türkiye Cumhuriyeti 

Anayasas ”, “Fikir ve Sanat Eserleri Kanunu”, ve “Benjamin’i 

Konumland rmak: Dijital Ça da Sanat Yap t ” spiral k skac na 

al n p birer kapal  yap ta dönü türülürken, bu müdahale her 

biri için ayr  okumalara kendini aç yor.

 

Halil Alt ndere’nin “Portrait of a Dealer” adl  video 

yerle tirmesi, “ kinci Sergi” için tasarlanm  bir proje 

de il. Serginin ilgilendi i sorulara verdi i ani ve ironik 

yan t nedeniyle ve format  izin verdi i için, ikinci bir 

edisyonu üretilerek bu sergideki yerini al yor. “Portrait of 

a Dealer”, galerici Yah i Baraz’  kafas na Burhan Do ançay’ n 

bir resmi geçirilmi  halde kameraya (ya da videonun 

gösterildi i LCD ekran alt n varakl  bir resim çerçevesi 
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of reaching wider masses via mechanical reproduction —the 

validity of which is much-debated in the age of information 

technologies— with three books reproduced by means of 

photocopying, and by spiralling the resulting volumes along 

both sides, thereby sealing and concealing the reproduced 

information. Within the pincers of the spiral, “The 

Constitution of the Republic of Turkey”, “Law on Intellectual 

and Artistic Works” and “Mapping Benjamin: The Work of Art 

in the Digital Age” are transformed into closed works, 

and this intervention engenders separate readings for each 

of the works.

Halil Alt ndere’s installation titled “Portrait 

of a Dealer” is not a project designed specifically for 

the “Second Exhibition”. It is featured in this exhibition 

because of the sudden and ironic response it produces to the 

questions the exhibition is interested in and because its 

format allows the production of a second edition. “Portrait 

of a Dealer” shows the gallerist Yah i Baraz with a painting 

of Burhan Do ançay broken over his head, posing to the camera 

(or, to a painter imagined to be standing opposite him as the 

LCD screen on which the video is shown is presented within a 

gold plated frame).

Alt ndere’s artistic oeuvre to date has placed identity 

politics at its centre and circumvented the criticism of 

institutional structures, primarily focusing on the state. As 

one of the main themes that form this consistent production, 

“Portrait of a Dealer” ironically carries the artist’s 

previous gestures on the art institution and its functioning 
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içinde sunuldu una göre, kar s nda durdu u varsay lan bir 

ressama) poz verirken görüntülüyor.

Alt ndere’nin bugüne kadarki tüm sanat prati i, kimlik 

politikalar n  merkezine alarak, ba ta devlet olmak üzere, 

kurumsal yap lar n ele tirisi etraf nda gezindi. “Portrait 

of a Dealer”, sanatç n n bu tutarl  üretimini olu turan 

ana izleklerden biri olarak sanat kurumuna ve bu kurumun 

i leyi ine ili kin daha önceki jestlerini, Türkiye’de 

sanat n kurumsal anlamda h zl  dönü ümler ya ad  güncel 

ba lam n içine ironik bir ekilde yeniden ta yor.

Ressam Esat Tekand’ n 1998’de Urart Sanat Galerisi’nde 

açt  sergideki resimlerden biri üzerine ye il sprey 

boya ile dolar i areti yapan Halil Alt ndere, Alexander 

Brener’in performatif bir jestini temellük ederek, asl nda 

kendisi de temellük edilmi  bir ba ka yap ta müdahale 

etmi ti. Brener, Alt ndere’nin performans ndan bir y l 

kadar önce, “sanat dünyas ndaki yozla ma ve ticarile meyi” 

[9] protesto etmek amac yla, Malevich’in Stedelijk 

Museum’da sergilenen “Suprematism” adl  resmini ye il 

dolar i aretiyle boyam  ve 10 ay hapse mahkum olmu tu. 

Brener’in performans n n me ruiyeti hakk ndaki tart malar 

hâlâ sürüp giderken, Alt ndere’nin ayn  stratejiyle bir 

ba ka sanatç n n i ine müdahale ederek gerçekle tirdi i 

performans, Brener’in jestinin temellük edilmesi 

yoluyla, asl nda Joseph Beuys’un 1974 tarihli “Coyote” 

performans n n —belge ve özgün yap t olarak çekilen— 

foto raf ndan tuvale aktar l p ticari bir sanat galerisinde 

sat a sunulan resmi protesto ediyordu.

9 Brener’in polise yapt  savunmadan: http://www.artcrimes.net/suprematisme-1920-1927#fn1
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back into a contemporary artistic context, in which 

institutions in Turkey are experiencing rapid transformation.

Halil Alt ndere drew a dollar-sign with green spray paint on 

one of the paintings at the exhibition painter Esat Tekand 

held at the Urart Art Gallery in 1998, and by appropriating 

a performative gesture of Alexander Brener, he carried out 

an intervention on another work that itself was the product 

of an act of appropriation. About a year before Alt ndere’s 

performance, Brener had been sentenced to 10 months for 

drawing a green dollar sign on Malevich’s painting titled 

“Suprematism” exhibited at the Stedelijk Museum, an act he 

carried out to protest the “corruption and commercialism in 

the art world.” [8] As the debate regarding the legitimacy 

of Brener’s performance continued, the performance Alt ndere 

carried out using the same strategy with an intervention 

against another artist’s work, through the appropriation 

of Brener’s gesture, voiced a protest against a painting 

that had been transferred to the canvas from a photograph 

—a document and an authentic work of art— of Joseph Beuys’ 

1974-performance titled “Coyote” and put up for sale in a 

commercial art gallery.

Alt ndere’s works constructed along the axis defined by the 

art market and the institution, that directly criticise the 

art institution include the photo-performance from 2004 at 

the Nantes Modern Art Museum in France, depicting the artist 

with his back turned to the camera, urinating on the museum 

wall in a corner between two paintings, while visitors, who 

are probably on a guided tour of the museum, are visible in 

8 From the statement Brener made to the police: http://www.artcrimes.net/suprematisme-1920-1927#fn1
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Alt ndere’nin sanat kurumunu do rudan hedefine ald , 

Fransa’da Nantes Modern Sanat Müzesi’nin sergi salonunda, 

fonda muhtemelen bir rehberli müze turuna kat lan 

ziyaretçilerle, sanatç y  müze duvar na as l  iki tablonun 

aras ndaki bir di er kö ede, arkas n  dönmü  müze duvar na 

i erken gösteren 2004 tarihli foto-performans; ve 2005 

y l nda üretti i, 9 sokak performans  ve videodan olu an 

“Miss Turkey”nin bölümlerinden birinde Bellini’nin ünlü 

Fatih portresinin bir bankadan kaç r l n n sahnelenmesi, 

Alt ndere’nin sanat-pazar-kurum eksenleri üzerinde 

gerçekle tirdi i i lerden baz  örnekler. Alt ndere, 2007’de 

René Block küratörlü ünde ve Melih Fereli dan manl ndaki 

“ stiklâl Serüveni” dizisi kapsam nda aç lan “Bunun Bir Sergi 

Oldu undan Emin De ilim” adl  sergisinde, stiklal Caddesi’nin 

ünlü simalar ndan Pala air’in hiperrealist bir heykelini 

galerinin kap s  önünde sergileyip, Yap  Kredi Kâz m Ta kent 

Sanat Galerisi’ni sergi boyunca ziyarete kapatm t .

Sanat n parayla ili kisinin daha önce hiç olmad  kadar 

tart ld  bir dönemde, “ kinci Sergi” kapsam nda gösterilen 

“Portrait of a Dealer”da, 1970’li y llarda stanbul’da 

galericilik mesle ini zirveye ta yan Yah i Baraz’ n ve 

1987’deki ilk stanbul Bienali’nde de sergilenmi  olan “Mavi 

Senfoni” adl  resmi 2009’da düzenlenen bir müzayedede 2,2 

milyon TL’ye sat lan, modern resmin Türkiye’deki önemli 

temsilcilerinden Burhan Do ançay’ n tipik bir resminin 

görünüyor olmas  bir tesadüf de il elbette. Ama video, 

asl nda ne Baraz’ n ki isel imgesiyle, ne de Do ançay’ n ünlü 

kurdeleler serisinin bir parças  olan bu resmiyle ilgili. 

Alt ndere, ilk bak ta hemen tan nmas  mümkün olan bu iki 

imgeyi ironik bir ekilde iç içe geçirip videoyu klasik bir 
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Halil Alt ndere
Foto-Performans | Photo-Performance
2000
Modern Sanat Müzesi
Museum of Modern Art, Nantes

Halil Alt ndere
Performans | Performance
Urart Sanat Galerisi
Urart Art Gallery, stanbul
1998
Canland rma çizimi
Animation drawing 
by Serkan Özkaya
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Halil Alt ndere
Teslim Ol,
Etraf n Sar ld !
Surrender,
You Have Been
Surrounded
2005–2008
Ofset bask
Offset print
88 x 62 cm

Halil Alt ndere
Bunun Bir Sergi Oldu undan 
Emin De ilim
I’m Not Sure 
If This Is an Exhibition
18/9–5/10/2008
“ stiklâl Serüveni” 
dizisi kapsam ndaki 
sergiden görüntü
View from the exhibition 
within the scope of 
the exhibition series
“ stiklâl Adventure”
Küratör | Curator: 
René Block, 
Dan man | Consultant: 
Melih Fereli
Yap  Kredi Kâz m Ta kent 
Sanat Galerisi 
Yap  Kredi Kâz m 
Ta kent Art Gallery
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the background; and one of the 9 performances that compose his 

“Miss Turkey” (2005) stages the theft of Bellini’s renowned 

portrait of Mehmed the Conqueror from a bank. For his 2007 

exhibition titled “I Am Not Sure If This Is An Exhibition” 

held within the scope of the “ stiklâl Adventure” exhibition 

series under the curatorship of René Block and consultancy 

of Melih Fereli, he displayed a hyperrealist sculpture of 

“Handlebar-Moustached Poet”, a famous public figure of 

stiklal Street, and closed the Yap  Kredi Kâz m Ta kent Art 

Gallery to visitors for the duration of the exhibition.

In an era in which the relationship between art and money 

has become the subject of unprecedented debate, it is no 

coincidence that Yah i Baraz, who reached the pinnacle of 

his profession as a gallerist in Istanbul in the 1970s and 

a typical painting by Burhan Do ançay, one of the leading 

representatives of modern painting in Turkey, whose painting 

titled “Blue Symphony”, first exhibited at the first Istanbul 

Biennial in 1987 and sold for 2.2 million TL at an auction 

last year feature together in the work “Portrait of a Dealer” 

that is shown within the scope of the “Second Exhibition”. 

However, the video is not about Baraz’s personal image, or 

about this painting from Do ançay’s famous “ribbons” series. 

By bringing together ironically these immediately recognisable 

images and presenting the video in the format of a classical 

painting, Alt ndere opens a new chapter in the debates 

regarding the art market in Turkey, along with the continuing 

tension since the 1980s between modern and contemporary art.

Alt ndere waited for two years to receive Yah i Baraz’s 

consent to sit for this video-portrait, and he carries the 
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Halil Alt ndere
Portrait of a Dealer
2010
Foto raf | Photography
90 x 125 cm
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resim format nda sunarken, 1980’li y llardan bu yana modern 

ve ça da  sanat aras nda süregiden gerilimle birlikte, 

Türkiye’deki sanat pazar na dair tart malara yeni bir 

pencere daha aç yor.

Yah i Baraz’dan bu video-portreye poz verip modellik 

yapmas n n onay n  alana kadar iki y l bekleyen Alt ndere, 

“Portrait of a Dealer”  öncelikle kendine konu edindi i 

ba lam içinde, stanbul’da düzenlenen ve yerel pazar  

uluslararas  pazarla bulu turan en büyük ölçekli sanat fuar  

olan Contemporary stanbul’da, koleksiyoner a rl kl  bir 

kitleye göstererek, i in kendini tamamlamas n  sa l yor. 

“Portrait of a Dealer”, fuar kapanmadan bir gün önce de, 

“sanat için alan” olarak tan ml  yeni bir sanat kurumu olan 

ARTER’deki sergiye yerle erek, en az ndan bir gün boyunca 

ayn  anda farkl  iki ba lam içinde varoluyor.

 

Burak Ar kan, bireyler ve kurumlar aras ndaki ve 

bunlar n kendi içlerindeki ileti im biçimleriyle olu an; 

ideolojik, kurumsal, sanatsal, mesleki ve benzeri konulardaki 

ortak ilgi alanlar  ya da i birlikleri yoluyla ekillenen 

ili ki a lar n  kendi ara t rmalar n n konusu yap yor ve 

geli tirdi i bilgisayar yaz l mlar  sayesinde, asl nda 

kendili inden “görsel bir formu olmayan” bu görünmez a lara 

kar l k gelen “zihinsel bir imge” yarat p görünürlük 

kazand r yor. Bir çe it kartografik çal ma olarak 

dü ünebilece imiz bu sanatsal strateji, tematik verilerden 

yola ç karak, ara t r lan yüzeyde yatay ve dikey düzlemlerde 

da lm  enformasyonu bir araya getirip i lemden geçiriyor, 

bu da n k enformasyonu okunakl  k larak ileti ime aç yor.
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work to completion by displaying it first within the 

context it deals with, at Contemporary Istanbul, the largest 

art fair organised in Istanbul, an event visited by 

many collectors and the place where the local art market 

meets the international market. By being shown in the 

exhibition at ARTER —a new art institution defined as a 

“space for art”— a day before the fair closes, the “Portrait 

of a Dealer” manages to exist in two different contexts 

simultaneously at least for a day.

The focus of Burak Ar kan’s research is on the 

networks of relationships between individuals and institutions 

which emerge through the channels of communication they share; 

then taking shape through their common fields of interest 

or collaborations in ideological, institutional, artistic, 

professional or similar subjects. Using software he develops 

himself, he creates and renders visible a “mental image” that 

corresponds to these invisible networks that do not have 

a visual form per se. This artistic strategy that can be 

understood as a type of cartographical survey uses thematic 

data as its departure point, and goes on to collate and 

process the information distributed along the horizontal and 

vertical planes of the surface that constitutes the subject of 

study, thus rendering this dispersed information legible and 

opening it up for communication.

At the MIT Media Lab where he graduated from in the summer 

of 2006, Ar kan worked on developing infrastructures that 

would support artists and designers in digital network 

environments. In his work titled “Ergenekon.tc”, exhibited 
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Ar kan 2006 yaz nda mezun oldu u MIT Media Lab’de dijital 

a l  ortamlarda sanatç lar  ve tasar mc lar  destekleyecek 

altyap lar geli tirmek üzerine çal m t . Sanatç  

Türkiye’ye döndükten sonra, 2009 y l nda Galatasaray’da 

bir apartman dairesinde gösterdi i “Ergenekon.tc” 

adl  çal mas nda, bilgi ve ili kiler karma as n n 

sembolü haline gelmi  Ergenekon davas n n 2455 sayfal k 

iddianamesindeki ki i, grup, kurum, yer vb. isimlerinin 

iki farkl  yaz l m kullanarak dökümünü ç kar yor ve bunlar 

aras ndaki ili kiler a n  anlamland rmaktan ziyade, a n 

sonsuz karma as n n gösterilmesiyle ilgileniyordu.

Burak Ar kan, “ kinci Sergi” kapsam nda yürüttü ü iki ayr  

ara t rmadan ilkinde, Türkiye’de faaliyet gösteren ve 

vergi muafiyeti olan 233 vakf n yönetim kurulu üyelerinin, 

di erinde ise “ kinci Sergi”ye kat lan 20 sanatç n n 

aras ndaki ili kileri, diyagramlardan olu an, görsel, 

ayn  zamanda bilgi ileti imine aç k bir dile aktar yor. 

simlerin toplanmas yla ba lat lan ara t rma, bunlar n 

her birinin ayn  ba lamlar içinde di erleriyle ortak 

bulu ma noktalar n n tespit edilmesiyle sürdürülüyor, bu 

ekilde ço alt lan verilerin birbirlerine ba lanmas yla da 

sonuçland r l yor. Tüm bu veriler bilgisayar yaz l mlar na 

aktar ld nda ortaya ç kan farkl  renk ve yo unluklarda 

grafik çizgiler, kümelenmeler ve isimlerden olu an görsel 

organizasyon izleyicinin dikkatli bak na sunuldu unda, 

içerdi i bilginin anlamland r lma süreci de ba lam  

oluyor. Burak Ar kan’ n, kurumsal yap lar olan vak flar  

yönetenlerin ve bir sergide yer alan sanatç lar grubunun 

kendi aralar ndaki ili kiler a n  ayr  ayr  ara t r p, 

sonuçlar n  benzer bir görsel anlat mla sergileyece i 
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Burak Ar kan
Ergenekon.tc
2009
Software, dijital bask lar, 
HD video, enstalasyon, 
aç klamal  iddianame metni
Software, digital prints, 
HD video, installation, 
annotated bill of indictment.
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Burak Ar kan’ n “Ortak Yönetim Kurulu 
Üyelerine Göre Vak flar ve Dernekler A : 
Türkiye Edisyonu” projesi için haz rlad  
model, 2010

The model Burak Ar kan drew for the 
production of his project “Network of 
Foundations Through Shared Board Members: 
Turkey Edition”, 2010

Burak Ar kan’ n “Beraber Sergi Yapm  
Sanatç lar A : ARTER ‘ kinci Sergi’ Edisyonu” 
projesi için haz rlad  model, 2010

The model Burak Ar kan drew for the 
production of his project “Network of 
Artists Who Exhibited Together: ARTER 
‘Second Exhibition’ Edition”, 2010
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at a flat in Galatasaray in 2009 after his return to Turkey, 

he made an inventory of the names of people, groups, 

institutions, places etc. in the 2455-page bill of indictment 

of the Ergenekon case which has become the symbol of the 

chaos of information and relationships involved. However, 

rather than interpreting the network of relationships, the 

artist focused on displaying the infinite chaos present in 

the network.

In the two distinct research studies he carried out within 

the context of the “Second Exhibition”, Burak Ar kan 

renders in a visual language, formed of diagrams, that is 

additionally open to data communication, the relationships 

firstly between the board members of 233 tax-exempt 

foundations active in Turkey, and secondly the 20 artists 

taking part in the “Second Exhibition”. The research begins 

with compiling the names, continues with the determination 

of the common meeting points each has with others in the 

same contexts, and is concluded by interconnecting the data 

multiplied in this manner. When the visual organisation 

formed of graphic lines, groupings and names of different 

colours and intensities that emerge when all the data is 

transferred to the software, is presented to the careful 

observation of the viewer, the interpretation process of 

the content also begins. In these two works, Burak Ar kan 

investigates the network of relationships between the 

administrators of institutional structures in the form of 

foundations and internally in a group of artists that take 

part in an exhibition, subsequently displaying the results 

in a similar, visual manner. Although these two works could 
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bu iki çal ma, her ne kadar ayr  kategoriler olarak 

dü ünülseler de kurumlar ve sanatç lar aras ndaki olas  

temas noktalar n  gösterme ihtimali de ta yor.

Volkan Aslan, stanbul Manifaturac lar Çar s ’n n 

küçük bir dükkân nda vitrin sergileri, sanatç  konu malar , 

atölye çal malar , yuvarlak masa tart malar  düzenleyen, 

mütevaz  ölçekli ba ms z bir mekân olan 5533’ün 

kurucular ndan. Gündelik ve s radan nesneleri birer haz r 

nesne olarak yap t n içine dahil ederek kurgusal bellekler 

olu turdu u anlat  yerle tirmeler, içine girdi i mekânlara 

yapt  geçici minimal müdahaleler gibi çal malar yla yan 

yana sürdürdü ü ve hep ilgi alan  içinde korudu u bir di er 

izle i de, sanat yap t  ve sanat n sergilendi i kurumlar 

üzerine dü ünen i lerinde izliyoruz.

Aslan, 2005 y l nda kat ld  jürili “24. Günümüz 

Sanatç lar  stanbul Sergisi”ne, serginin düzenlendi i 

Aksanat’ n sergi mekân  ve geçi  alanlar ndan caddeye, 

kamusal alana kadar s zan, izleyicinin dikkatinden 

kaçma olas l  oldukça yüksek, küçük bir müdahale ile 

kat lm t . Aslan, Aksanat’ n genel eser etiketi tasar m n  

kullanarak bast rd , sanatç  olarak kendi ismini ta yan 

eser etiketlerini, kalorifer, asansör, resepsiyon masas , 

yang n söndürme cihaz  gibi mekân içinde yer alan mimari ve 

i levsel birimlerin yanlar na yap t rm ; böylece mekânsal 

fragmanlar n yap t olarak sunuldu u bir kurgu içinde, 

yan nda yer ald klar  objeye göre üzerlerindeki metinsel 

bilgi de de i en klasik sergi etiketlerinin nesnesini 

yap t n kendisine dönü türmü tü.
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be thought of as belonging to different categories, they 

nonetheless also possess the potential to reveal the possible 

points of contact between institutions and artists.

Volkan Aslan is one of the founders of 5533, an 

independent space of modest scale at the Istanbul Textile 

Traders’ Market where window exhibitions, artist’s talks, 

workshops and roundtable discussions are held. In his 

narrative installations he creates fictitious memories 

by including everyday and common objects within the work 

as readymades; he also carries out minimal temporary 

interventions to spaces he works in. However, another theme 

he has sustained along with these works and consistently 

retained within his field of interest can be traced in his 

works that reflect on the work of art and the institutions 

within which art is exhibited.

Aslan took part in the “24th Contemporary Artists Istanbul 

Exhibition” in 2005 with a minimal intervention that seeped 

out of the Aksanat exhibition space where the exhibition 

was held and its transit areas all the way onto the street 

and into public space, and involved a high probability 

of escaping the attention of the viewer. Using Aksanat’s 

standard design utilised for labelling the works, Aslan had 

work labels bearing his own name printed and stuck these 

next to architectural and functional units within the space 

such as the radiator, elevator, reception desk and fire 

extinguisher. As a result, within a setting where spatial 

fragments are presented as works of art, he transformed the 

objects we know as classic exhibition labels —with textual 
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Küratör Marcus Graf’ n kent içinde dola t rarak farkl  

semtlerde düzenlemeyi hedefledi i “Under Construction” ( n a 

Halinde) sergiler dizisi kapsam nda gerçekle tirdi i “Volkan 

Aslan stanbul’da” adl  proje, kariyerinin ba nda genç bir 

sanatç  olarak Volkan Aslan’ n ironik bir stratejiyle kendi 

ad n  Rodin, Picasso, Dalí gibi sanatç larla e le tiren, 

konteynerden dönü mü  küçük bir sergi mekân  içinde 

kendi müzesini kurgulayan bir çal mayd . Son y llarda 

Sabanc  Müzesi’nin “Picasso stanbul’da”, “ stanbul’da bir 

Sürrealist: Salvador Dalí”, “Heykelin Büyük Ustas  Rodin 

stanbul’da” gibi adlar alt nda düzenledi i, tüm kente 

yay lan reklam panolar  ve ilanlarla tan t lan ve Bat  

sanat n n büyük isimlerini bir marka olarak stanbul’la 

birle tiren izleyici rekorlar  k ran büyük gezici sergilere 

referans verdi i kadar; 1976’da Chris Burden’ n Amerika’da 

televizyon kanallar na verdi i bir ilanla, bir ara t rmaya 

göre Amerikan halk n n isimlerini en çok bildi i sanatç lar 

olarak belirlenen Leonardo da Vinci, Michelangelo, Rembrandt, 

Vincent van Gogh ve Pablo Picasso’yla birlikte kendi ad n  

da anons etti i “Promo” adl  medya-performans n  da ak llara 

getiriyordu. Volkan Aslan, giri ine çelik teller gererek 

izleyicinin içine girmesini engelledi i konteynerin öteki 

ucuna, giri  mesafesinden alg lanamayacak kadar küçük 

bir resim yerle tirerek, kendi ad  etraf nda ördü ü miti 

desteklemeye çal yordu.

Volkan Aslan son dönemde stanbul 2010 Avrupa Kültür Ba kenti 

projesi kapsam nda gerçekle tirdi i iki çal mas nda yine 

kurum-sanat ili kilerini sorunsalla t rd . stanbul’da yerel 

belediyelerin sergi salonlar nda düzenlenen “Ta nabilir 

Sanat” serisi içinde, Maltepe Kültür Merkezi’nde düzenlenmesi 
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Volkan Aslan
Sergi Salonu
2009
Enstalasyon görüntüsü
Installation view: 
“Bir Sahneleme Meselesi 
A Question of Staging”,
Manzara Perspectives.

Volkan Aslan
Etiket | Label
2005
Sergi etiketleri 
Exhibition labels
De i en boyutlar
Various dimensions

Volkan Aslan
Volkan Aslan stanbul’da
Volkan Aslan in Istanbul
2006
Enstalasyon | Yerle tirme
Installation view from the
exhibition “Under Construction”
sergisinden enstalasyon
görüntüsü
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planlanan sergi için önerdi i, ancak iptal edildi i için daha 

sonra Ümraniye’deki sanat merkezine adapte etti i i , kültür 

merkezinin cephesinde büyük metal harflerle yaz l  “Sergi 

Salonu” tabelas n n yeniden üretilerek sergi alan  içine 

ta nmas yla, sanat kurumu ile sanat yap t  aras ndaki s n r  

ortadan kald rmaya te ebbüs ediyor, kurumu kendi yap t n n 

hizmetine al yordu. Yine stanbul 2010 Ajans ’n n “ stanbul’da 

Ya yor ve Çal yor” program  kapsam nda Sophie Calle’in 

be  genç sanatç yla gerçekle tirdi i atölye çal malar nda 

da yer alan Volkan Aslan, program gere i atölyeye kat lan 

sanatç lar n üretece i yeni eserlerin gösterilece i sergiye, 

di er dört sanatç yla ortak geli tirdikleri bir proje ile 

kat lm  oldu. stanbul 2010 Ajans ’n n sanatç larla imzalamak 

istedi i sözle meden yola ç kan sanatç lar, imzalar n  neon 

i ler format nda üretip sergi duvar na asarak, Maria Eichhorn, 

Carey Young, Andrea Fraser gibi sanatç lar n sanat kurumu-

galeri-koleksiyoner-sanatç  aras nda düzenlenen sözle meleri 

sorunsalla t rd klar  kimi i lere ili kin belle i de tazeleyen 

bir yerle tirme ortaya koydular.

Volkan Aslan’ n “ kinci Sergi” için geli tirdi i projelerin 

ilki, kamusal alan  kurumsal sanat mekân  içine ta yan 

bir foto-performans. Aslan, bir oyuncu ajans ndan bulunan 

(kiralanan) 25 modelle, ARTER’in aç l  sergisi “Starter” n 

yer ald  sergi mekân n  bir gösteri alan na çeviriyor ve 

stiklal Caddesi üzerinde görmeye al k oldu umuz, polisle 

göstericiler aras nda ç kan çat ma sahnesini, stüdyo gibi 

kulland  kurumsal alanda yeniden canland r p, ayn  kurumun 

içinde sergiliyor. Sanatç  sergide yer alan di er çal mas nda 

ise, “Volkan Aslan stanbul’da”, “Sergi Salonu” gibi kent 

içinde dola an sergi programlar  için geli tirdi i 
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information changing in relation to the object they were 

placed next to— into the work itself.

Within the scope of a series of exhibitions curator Marcus 

Graf planned to organise with the title “Under Construction” 

in various neighbourhoods by taking the exhibition to 

different parts of the city, the artist realised the project 

titled “Volkan Aslan in Istanbul” in which Aslan, using an 

ironic strategy, paired his own name with artists like Rodin, 

Picasso, Dalí and formed his own museum in a small exhibition 

space within a container. This work referenced blockbuster 

exhibitions organised in recent years by the Sabanc  Museum 

such as “Picasso in Istanbul”, “Salvador Dalí: A Surrealist 

in Istanbul” and “Master Sculptor Rodin in Istanbul” that 

were promoted across the city with billboards and banners, 

and brought together Istanbul with the big names of Western 

art as a branding strategy. This work also recalled “Promo”, 

the media-performance dated 1976 by Chris Burden in which 

he placed an advertisement on American television channels 

where he announced his own name along with Leonardo da Vinci, 

Michelangelo, Rembrandt, Vincent van Gogh and Pablo Picasso, 

the most recognised artists by the American public, according 

to a research. By placing at the other end of the container 

a painting so small that it could not be perceived from the 

entrance, which he had blocked off from visitors entering 

with a steel wire, Aslan tried to bolster the myth he had 

woven around his own name.

Recently, Volkan Aslan has problematised the relationship 

between the institution and art with two works he realised 

within the scope of the Istanbul 2010 European Capital of 
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Volkan Aslan’ n “Geri Dönü üm” i inin 
ara t rma ve üretim sürecinden, 2010

From the research and production processes of 
Volkan Aslan’s work “Recycling”, 2010
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Culture. His work, which was part of the “Portable Art” series 

organised in the exhibition halls of local municipalities in 

Istanbul, and had been proposed initially for the exhibition 

planned at the Maltepe Cultural Centre, but following its 

cancellation was adapted later to the art centre in Ümraniye, 

reproduced the signpost on the façade of the cultural centre 

that read “Exhibition Hall” and was made of big metal letters. 

By bringing the signpost into the exhibition space, he 

attempted to lift the border between the art institution and 

the work of art, and placed the institution at the service 

of his work. Volkan Aslan also took part in the workshops 

Sophie Calle held with five young artists within the scope 

of the “Lives and Works in Istanbul” programme of the 

Istanbul 2010 Agency, and featured in the exhibition where 

new works by artists participating in the workshop were to 

be displayed as part of a project collaboratively developed 

with the other four artists. Departing from the contract the 

Istanbul 2010 Agency wanted to sign with the artists, they 

produced their signatures as neon signs and hung them on the 

wall of the exhibition space, producing an installation that 

also revisited works by artists like Maria Eichhorn, Carey 

Young and Andrea Fraser in which these artists problematised 

the contracts arranged between art institutions, galleries, 

collectors, and artists.

The first project Volkan Aslan has developed for the “Second 

Exhibition” is a photo-performance that brings the public 

space into the institutional art space. With 25 models hired 

from a casting agency, Aslan transforms the exhibition space, 

where ARTER’s opening exhibition “Starter” was held, into 

a performance zone, re-staging within the institutional 
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Volkan Aslan’ n 
“Herhangi Bir Gün” i inin 
üretim sürecinden, 2010

From the production process 
of Volkan Aslan’s work 
“Any Given Day”, 2010
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i lerinden sonra, kentin içinde deneyimlenen daha gerçek 

bir “dola ma” öyküsünü bir tasar m objesine dönü türüyor. 

Kentin her gün üretti i çöpün içinden ay klad klar  ka tlar  

geri dönü üme kazand rarak geçimlerini sa lamaya çal an 

toplay c lar n art k neredeyse standartla m  araba/çantalar  

modelinde dev bir Louis Vuitton araba üreten Volkan Aslan, 

markalara yer verdikçe kurumsalla an sanat anlay n  geçici 

bir süre için ARTER’de tart maya aç yor.

“ kinci Sergi”, yakla k 10 y l süren uzun bir 

molan n ard ndan sanatsal üretimine 2008’de tekrar geri 

dönen Vahap Av ar’ n, bu proje kapsam nda önerdi i yeni 

i lerinin yan s ra, sanatç n n 1995 tarihli daha önceki bir 

çal mas n n yeniden yap m n  da gösteriyor.

Av ar’ n resimle henüz çocuk ya larda ba layan tak nt l  

ili kisi, ailesinin tüm kar  ç k lar na kar n, hatta 

evi terk etmek pahas na, ilk gençlik y llar nda da devam 

etti. Sanatç , lise ö renimini yar da b rak p bir galeriyle 

anla arak klasik resimlerin kopyalar n  yapt . Bu h zl  

röprodüksiyon üretimi ba lang çta a rl kl  olarak yerel 

manzaralardan olu sa da, mü terilerin talepleri üzerine daha 

çok çiçekli natürmortlara ve genellikle sviçre Alpleri’ni 

gösteren empresyonist tav rl  manzara resimlerine dönü tü. 

Kartpostallardan taklit ederek ço altt  yüzlerce resmin 

ard ndan yar m b rakt  lise e itimini tamamlayan Av ar, 

1985’te zmir Dokuz Eylül Üniversitesi Güzel Sanatlar 

Fakültesi’ne girdi; ilk y l hocas  olan Cengiz Çekil’in daha 

sonra atölye asistanl n  üstlendi ve Çekil’le aras nda 

olu an üstat-asistan ili kisi sayesinde kavramsal sanatla 
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space he uses as a studio, a clash between the police and 

demonstrators (a familiar scene one can often witness on 

stiklal Street) and exhibits the work within the same 

institution. His other work in the exhibition follows 

the trajectory of the works he developed for exhibition 

programmes that travel within the city, such as “Volkan 

Aslan in Istanbul” and “Exhibition Hall”, and transforms 

a more genuine story of “wandering” experienced in the 

city into a design object. Aslan has produced a huge 

Louis Vuitton cart, based on the model of the now almost 

standardised cart/bags of the paper-collectors, who try 

to make a living by selling the waste-paper they sort out 

from the rubbish the city produces everyday to recycling 

companies; in this way he brings up the institutionalisation 

in art that runs parallel to the increasing place it offers 

brands to discussion.

In addition to the works he has proposed for the 

project, “Second Exhibition” also shows a reproduction of a 

previous, 1995-dated work of Vahap Av ar, who returned to 

artistic production in 2008 following a long break of about 

10 years.

Av ar’s obsessive relationship with painting began during 

his childhood and continued in his youth, despite his 

family’s opposition and even at the expense of leaving home. 

He discontinued his high school education and made a deal 

with a commercial art gallery to produce copies of classical 

paintings. Although this rapid production of reproductions 

was at first mostly of local landscapes, with increasing 
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tan t . Akademik hayat na Bilkent Üniversitesi’nde ara t rma 

görevlisi olarak devam ederken, 1995 y l nda Ankara Tren 

Gar ’nda Selim Birsel ve Claude Leon ile birlikte “Gar 

Sergisi”ni düzenledi. Av ar’ n bu sergide gösterdi i “Son 

Damla” adl  yerle tirme, pancar suyu doldurulmu  musluklu 

plastik bidonlarla olu turulmu tu. Koyu k rm z  rengiyle 

kan  ça r t ran ve politik içeri i ile otoriteleri rahats z 

eden “Son Damla”, aç l n hemen ertesi günü sergi tamamen 

toplat l nca, gardaki di er i ler gibi sadece tek bir gün 

gösterilebilmi  oldu. Bu sert sansür deneyimi, sergiden 

k sa bir süre önce New York’ta bir konuk sanatç  program na 

davet edilmi  olan Vahap Av ar’ n Türkiye’den ayr l n  ve 

1998’den sonra da sanat üretimine uzunca bir süre ara verme 

karar n  h zland rm  oldu.

2010’un yaz aylar nda Platform Garanti Güncel Sanat 

Merkezi’nin sanatç  atölyelerine üç ayl na misafir 

sanatç  olarak davet edilen Av ar, çocukluk ve ilkgençlik 

y llar nda onlarca taklidini boyad ; minibüslerin, 

uzun yol otobüslerinin arka camlar nda, kahvehanelerde, 

berber dükkânlar nda, evlerin ve i yerlerinin duvarlar nda 

posterleriyle s k s k kar m za ç kan; bugün ise gerek modas  

geçti inden, gerekse etraf nda örülen u ursuz efsaneler 

a  nedeniyle art k pek rastlamaz oldu umuz, kültle mi  

“a layan çocuk” kartpostal n n pe ine dü tü. Bu aray n 

sonunda, 1970’lerden 1990’lar n sonuna kadar Türkiye’nin 

geçirdi i toplumsal, siyasal, kültürel ve kentsel dönü ümleri 

son derece canl  bir görsellikle belgeleyen kartpostal ve 

posterler basm  olan, art k kapanm  bir matbaan n tüm 

ar ivini devrald . Av ar’ n “ kinci Sergi” için önerdi i 

projeler, sanatç n n ki isel tarihinde de önemli yer tutan 
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Vahap Av ar
Son Damla
Last Drop
1995
Yerle tirme 
Installation
Plastik bidonlar,
k rm z  s v , musluklar,
de i ebilir boyutlar
Plastic containers,
red liquid, hardware,
dimensions variable.
Gar Sergisi | Gar Show
Küratörler | Curators:
Vahap Av ar, 
Selim Birsel, 
Claude Leon
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Vahap Av ar’ n 
“ kinci Sergi”deki 
röprodüksiyonlar :
“Alpler” ve 
“A layan Çocuk”, 
2010

Vahap Av ar’  
reproductions 
in the “Second 
Exhibition”:
“The Alps” and 
the “Crying Boy”,
2010
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demand from customers, he gradually moved towards still 

lifes with flowers and impressionist landscapes featuring 

the Swiss Alps. After hundreds of paintings he reproduced 

from postcards, Av ar completed his interrupted high school 

education, and in 1985 was admitted to the zmir Dokuz Eylül 

University Fine Arts Faculty where he was introduced to 

conceptual art by his teacher Cengiz Çekil, with whom he had 

a master-apprentice relationship. He continued his academic 

career as a research assistant at Bilkent University, while 

in 1995 he organised at the Ankara Railway Station the “Gar 

Show” together with Selim Birsel and Claude Leon. “Last 

Drop”, the installation Av ar exhibited there, was formed 

of plastic containers with faucets filled with beetroot 

juice. The dark red colour of the liquid used in “Last Drop” 

evoked blood and the political content of the work disturbed 

the authorities, and when the day after the opening the 

entire exhibition was dismantled and confiscated, it meant 

that the work was only shown for a single day, like all the 

other works at the exhibition. This instance of aggressive 

censorship accelerated Vahap Av ar’s departure from Turkey 

—who shortly before the exhibition had been invited to an 

artist’s residency programme in New York— and his decision 

after 1998 to take a long break from artistic production.

Invited in the summer of 2010 for a 3-month residency at 

the artist’s studios of Platform Garanti Contemporary Art 

Center, Av ar decided to go in search of the postcard 

of the “crying boy” that has gained cult status —in his 

childhood and youth, he had painted tens of copies of the 

image, which frequently used to appear in posters in the 

rear windows of long-distance coaches, in coffee houses, 
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bu k ymetli ar ivden besleniyor ve “temsil”, “orijinal 

ve kopya”, “alçak ve yüksek sanat”, “sansür” kavramlar  

etraf nda ekilleniyorlar. “ kinci Sergi” için yeniden 

üretilerek sergiye eklenen ve hiç ku kusuz Av ar’ n sanat 

kariyerinde önemli bir dönüm noktas  olan “Son Damla” ise, 

bir yandan ça da  sanat n Türkiye’de sürdürdü ü mücadeleye 

bir sayg  duru u niteli i ta yor; di er yandansa sanatç n n 

sergi için özel olarak üretti i i ler ve kendi ki isel tarihi 

için ortak bir zemin olu turarak, bunlar n birbirleriyle 

ili kilendirilmelerine yard mc  oluyor.

Av ar’ n be  parçadan olu an “ pdal” serisi, Gar sergisinden 

çok daha önce, 1983 y l nda uygulanan, muhtemelen pek 

az ki inin duydu u ya da fark na vard , ba ka bir 

yasaklamay  foto rafa aktar p görselle tiriyor. Av ar’ n 

matbaadan devrald  ar iv içinde yer alan bir dizi asker 

kartpostal na, olas l kla askerlik kurumunun imaj n  

hafifletti i varsay larak yasak getirilmi ; bu kartpostallar  

muhafaza eden zarflar n üzerleri k rm z yla çizilip “ipdal” 

notuyla birlikte 16-12-83 tarihi dü ülmü . Üzerindeki bu yeni 

izle ikinci kez belge niteli i kazanan bu kartpostallar, 

kurumsal tektiple menin ironik bir ça r m n  uyand racak 

ekilde hep ayn  erkek modeli; bazen denizci, bazen karac , 

bazense havac  üniformas yla vurgulanmaya çal lan farkl  

kimliklerle ve her seferinde ayn  kad n modelle birlikte, 

ellerinde çiçekler, romantik bir manzara ve mizansen içinde 

gösteriyorlar. Hiç ku kusuz dökülen kan n ça r mlar yla 

yüklü, s rad  malzemelerle yap lm  bir sanat yap t  kadar, 

devletin millet üzerinde uygulad  da dahil olmak üzere 

her türlü terörle i gal edilmi  1980’ler Türkiye’sinde, 

vatan u runa kan n  son damlas na kadar feda etmesi beklenen 
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barber’s shops and on the walls of homes and work places; 

yet it was now rarely encountered, both because it had gone 

out of fashion, and the web of bad luck myths weaved around 

it. As a result of his research, he took over the entire 

archive of a printing company that had closed down, but in 

its time had printed postcards and posters that documented 

with a highly vivid visuality the social, political, cultural 

and urban transformations Turkey went through from the 

1970s to the 1990s. The projects Av ar has proposed for 

the “Second Exhibition” are derived from this invaluable 

archive that also holds an important place in the artist’s 

personal history and are configured around the concepts of 

“representation”, “the original and the copy”, “high and low 

art” and “censorship”. “Last Drop”, reproduced to be included 

in the “Second Exhibition” and undoubtedly an important 

turning point in Av ar’s artistic career, is both an homage 

to contemporary art’s continuing struggle in Turkey, and a 

common platform that brings together works the artist has 

produced exclusively for this exhibition and his personal 

history; thus facilitating an association between the two.

Av ar’s series titled “Cancel” is composed of five pieces 

and depicts in photographic form another prohibition that 

was implemented long before the “Gar Show” in 1983, which 

is likely to have been heard or known by very few people. 

A series of postcards depicting soldiers that was a part of 

the archive Av ar took over from the printing company was 

prohibited probably because the images had been adjudged 

to have made light of the military institution’s image; 

the envelopes containing these postcards had been crossed 

over with red ink and the date 16-12-83 added along with 
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askerin bu masum pozu da sak ncal  bulunmu  olmal  ki, 

her birinin üzerine k rm z  çarp  i areti konulan kartpostallar 

yasak yay n kapsam na al nm .

Av ar’ n “ kinci Sergi”de gösterdi i çal malar n aras nda bir 

ba ka “yasakl ” da “A layan Çocuk” portresi. spanyol ressam 

Bruno Amadio’nun a layan çocuk resmi 1980’li y llarda tüm 

dünyan n en popüler ortak imgelerinden biri haline gelmi , 

birçok ehir efsanesine de konu olmu tu. U ursuzluk getirdi i 

söylentisi üzerine ili’de yasaklanmas  istenmi ; ngiltere’deki 

itfaiyeciler tablonun bulundu u evlerde yang n ç kt  inanc yla 

yasaklanmas n  talep etmi lerdi. Türkiye’de ise sosyalist 

dü ünceyi temsil etti i gerekçesiyle afaroz edildi; 1979’da 

popüler bir dini dergi olan S z nt ’n n ilk say s n n kapa nda 

kullan l nca tart malara neden oldu.

Nurdan Gürbilek’in “Ac lar n Çocu u” [10] ba l kl  yaz s ndaki 

çarp c  yorumla “masum oldu u halde ma dur olmu lu un, suçsuz 

yere cezaland r lm l n, adil olmayan bir yasan n kurban  

olu un simgesi” olan “a layan çocuk” resminin “ kinci Sergi”deki 

ya l boya kopyas n , imgenin kendisinin Türkiye ba lam ndaki 

kültürel ve sosyolojik altmetniyle ili kilendirmek mümkün. in 

kendini açt  bir di er katman da, kültür endüstrisinin neredeyse 

anonimle tirdi i, kopyas  bir dönem yaln z Türkiye’de de il 

dünyada da en çok da t lan imgelerden birine dönü en bu resmin 

yeni bir kopyas n n, kurumsal bir alanda sergilenmesiyle birlikte 

ortaya ç k yor. Av ar, “ kinci Sergi”ye a layan çocuk portresinin 

yan s ra yine kartpostallardan taklit etti i, dolay s yla 

binlerce kopyadan herhangi birinin kopyas  olan manzara resimleri 

de ekleyerek, özgün-taklit kar tl na çomak sokuyor; kitschin 

ve kopyan n kurumsal me ruiyetini de tart maya açm  oluyor.

 

10 Nurdan Gürbilek, “Ac lar n Çocu u”, Kötü Çocuk Türk içinde, Metis Yay nlar  ( stanbul, 2001) s. 37-51.
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Vahap Av ar’ n 
devrald  
matbaa ar ivinden, 
2010

From the printing 
company archive 
that Vahap Av ar 
took over, 2010
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Vahap Av ar’ n “ pdal” i ini
olu turan kartpostallar

Postcards that constitute 
Vahap Av ar’s work “Cancel”
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a note that reads “ipdal/cancelled.” These postcards take 

on a second layer of documentary quality with this new 

marking, and they show, as if to evoke an ironic allusion 

to institutional uniformisation, the same male model in a 

variety of identities emphasised with the uniform of the 

naval forces, the land forces and the air forces, accompanied 

by the same female model with flowers in her hand, the two 

together in front of a backdrop of a romantic landscape 

and setting. Just like a work of art made using uncommon 

materials and loaded with references to the blood being shed, 

there is no doubt that in the Turkey of the 1980s, oppressed 

as it was by all kinds of terror, including the kind applied 

by the state to the nation, this innocent pose of a soldier 

who was expected to shed his blood to the very last drop 

for his homeland must also have been deemed unacceptable; 

resulting in each postcard being marked with a red cross, 

subsequently to be included on the list of prohibited 

publications.

Another “banned” work among the works exhibited by Av ar at 

the “Second Exhibition” is the portrait of the “Crying Boy”. 

Spanish painter Bruno Amadio’s crying boy painting became 

one of the world’s most popular common images in the 1980s 

and also subject to many urban legends. In Chile there was 

a request for it to be banned because it allegedly spread a 

curse and brought bad luck; in England firemen called for the 

painting to be prohibited due to the belief that fires broke 

out in homes where it hung. It was anathemised in Turkey for 

representing socialist thought; and its use on the cover 

of the first issue of the popular Islamic magazine S z nt  

caused controversy.
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Banu Cenneto lu ve Yasemin Özcan Kaya, “ kinci 

Sergi”deki “Evrensel Çöplü e Gönderiyoruz...” adl  ortak 

projelerinde, sanat kurumunun fiziksel mekân nda dolanan 

enerjiyi ve bu enerjinin üzerimizde yaratt  gözle görülmez 

etkileri ölçmek için sanat d  bir disiplinin yard m na 

ba vuruyor ve bu deneyin sonuçlar n  video kay tlar  yoluyla 

izleyiciyle payla yorlar.

Sanatsal prati i bugüne kadar çok geni  bir mecra çe itlili ini 

içinde bar nd racak ekilde evrilen Banu Cenneto lu, 

kariyerinin ba lang c ndan bugüne kadarki üretiminde a rl kl  

yer tutan fotografik imgeleri, farkl  kayg lar gere i kitap 

(Yalanc  ahit, 2003), foto raf yerle tirmesi (Kararl  

Barbara, 2005), slayt gösterisi (Grozny’de Hiç Palmiye A ac  

Var M d r?, 2006) gibi farkl  formatlarda sunarak, foto raf  

orijinal üretim ba lam ndan kopar p ba ka bir bütünün arac s  

olarak kulland , buradan ç kabilecek anlam ihtimallerini 

ara t rd . 53. Venedik Bienali’nde gösterdi i “KATALOG”da 

(2009) dört yüz elli foto raf  kesintisiz bir ekilde art arda 

dizip öznel kategoriler alt nda s n fland rarak, performatif 

bir “sipari  katalo u” format na sokmu tu. Bienal süresince 

izleyiciye bu foto raflar  internetten ücretsiz indirme 

olana  da sa layan Cenneto lu, “KATALOG”da o güne kadar 

çekmi  oldu u foto raflar , sergiyle s n rl  bir süre boyunca 

copyleft mant yla payla ma açm t . Sanatç n n 2010’daki 

“Örnek Sat  / 2010 BC” adl  ki isel sergisi, sanat üretiminin 

ve sanat pazar n n imkânlar yla oynayan i lerini bir araya 

getiriyordu.

Yasemin Özcan Kaya’n n sanatsal ajandas n  farkl  kurumsal 

yap lar içinde bar nan çarp kl klar n ironik bir dille 
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It is possible to associate the oil-on-canvas copy in the 

“Second Exhibition” of the poster of the crying boy, which, 

in the striking words in Nurdan Gürbilek’s essay titled 

“The Child of Suffering” [9] is “the symbol of becoming 

the victim despite being innocent, being punished despite 

the absence of crime, of being martyred to an unjust law”, 

with the cultural and sociological subtext of the image in 

the context of Turkey. The fact that a new copy of this 

painting which was at one point transformed into one of 

the most widely distributed images not only in Turkey but 

across the world is exhibited in an institutional space 

is another striking aspect of this work. By adding to the 

“Second Exhibition”, along with the portrait of the crying 

boy, landscape paintings again copied from postcards and 

therefore copies of a copy among thousands, Av ar thwarts 

the opposition of the original and the copy; and opens the 

institutional legitimacy of kitsch and the copy to debate.

In their joint project for the “Second Exhibition” 

titled “Dumping in the Cosmic Trash...” Banu Cenneto lu and 

Yasemin Özcan Kaya seek the assistance of a non-artistic 

discipline to measure the energies circulating in the 

physical space of the art institution and the invisible 

effect this energy has on us and share the results of this 

experiment via video recordings.

Banu Cenneto lu’s artistic practice has evolved by 

including a wide diversity of media, and as a result of 

various concerns, she has used photographic images that 

have formed the majority of her production since the 

9 Nurdan Gürbilek, “Ac lar n Çocu u”, in Kötü Çocuk Türk, Metis Publishers ( stanbul, 2001) pp. 37-51.
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Banu Cenneto lu
Katalog | Catalog
2009
Yerle tirme görüntüsü: 53. Venedik Bienali Türkiye Pavyonu 
Installation view: 53rd Venice Biennale, Pavilion of Turkey

Banu Cenneto lu
Katalog | Catalog
2009
Kategori: Pazarl k | Category: Negociation
Photo NEG22
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Banu Cenneto lu
Örnek Sat  / 2010 BC | Sample Sale / 2010 BC
2010
Rodeo Sanat Galerisi | Rodeo Art Gallery, 14/9–20/11/2010
Yerle tirme görüntüsü | Installation view
Foto raf | Photo © Sevim Sancaktar

Banu Cenneto lu
20.08.2010
2010
Bas l  malzeme | Printed matter
20 A ustos 2010 tarihinde Türkiye’de bas lan 
209 günlük gazete; Cilt 3/7
The 209 daily newspapers printed in Turkey 
on 20 August 2010; Volume 3/7
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ifadesi olu turur. 2005 y l nda Proje4L’de gerçekle tirdi i 

“Kolon” adl  yerle tirmesinde, sergi mekân ndaki kolonlardan 

birini klasik bir aile evinde görülebilecek türden bir duvar 

ka d  ile kaplay p, kar s ndaki duvara yerle tirdi i 

foto raflardan olu an bir ba ka kolonla ikizle tirmi ti. 

Dü ün salonlar n n her biri kendine özgü tarzlarda, ama 

hepsi kitsch kolonlar n  görüntüleyen bu foto raflar, 

a a dan yukar ya s raland klar nda, her an devrilecekmi  

gibi duran eklektik bir sütun daha ortaya ç k yor, 

toplumun dire i olan aile ve evlilik kurumu, en alttaki 

foto rafta dans eden iki küçük k z çocu unun her an üstüne 

devrilecekmi  gibi zay f bir dengeye yerle tiriliyordu. 

Kaya, reklam ve medya dünyas n n kad n bedeni üzerindeki 

tacizini de kapsama alan na sokan “Üçyüzbir Kolyesi” 

(2009) adl  yerle tirmesinde, adalet sisteminin dü ünce ve 

ifade özgürlü ü önüne dikti i engellerden TC Anayasas ’n n 

301. maddesini mücevherle tirip vitrine al yor; 2010’da 

sergiledi i “Ko ” adl  videosunda ise, sanatç n n bir stad n 

bo  tribünleri önünde ç kt  engelli ko u, sanat dünyas n n 

yaratt  rekabetçi ortamda sanatç n n sürdürmek zorunda 

oldu u yar  an msat yordu.

Cenneto lu ve Kaya “ kinci Sergi” için geli tirdikleri ortak 

projede, Alman fizikçi Ernst Lecher’in yerküresel gerilimleri 

ölçmek amac yla geli tirdi i, bugün enerji t bb n n 

hizmetine de girip insan bedenindeki enerji yay l m n  

ölçerek bedenin rahats zl klar n  tespit etmek amac yla 

kullan lan Acmos Lecher Anteni, ARTER’in ofislerinde, sergi 

salonlar nda ve di er tüm dola m alanlar nda gezdiriliyor. 

Kurumun içinde yer ald  bina, terapist Zeynep Sevil 

Güven taraf ndan farkl  protokoller kullan larak yap lan 
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beginning of her career in various formats including 

books (False Witness, 2003), photographic installations 

(Determined Barbara, 2005) and slide shows (Are There Any 

Palm Trees in Grozny?, 2006). By detaching photography 

from its authentic context of production, she has used 

it as a mediator of a different whole and investigated 

possibilities of meaning that have thus emerged. In 

“Catalog” (2009), the work she presented at the 53rd 

Venice Biennale, she aligned four hundred and fifty 

photographs in an unbroken sequence, and classified them 

under subjective categories to create a performative “mail 

order catalog” format. Having provided the viewer with the 

option of freely downloading these photographs from the 

internet for the duration of the Biennale, in “Catalog” 

Cenneto lu had opened the photographs she had taken up 

to that date to sharing via a logic of copyleft for a 

period restricted with the exhibition. The artist’s 2010 

exhibition titled “Sample Sale / 2010 BC” brought together 

her works that played with the possibilities of artistic 

production and the art market.

Yasemin Özcan Kaya’s artistic agenda is formed of an 

ironic expression of the aberrations contained within 

various institutional structures. In her installation 

titled “Column” realised at Proje 4L in 2005, she covered 

a column in the exhibition space with a type of wallpaper 

usually seen in an ordinary household, and twinned it 

with a second column formed of photographs positioned 

on the wall opposite. When aligned vertically, these 

photographs of columns found at wedding halls —each 

unique, but all kitsch— formed a new, eclectic column 
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Yasemin Özcan Kaya
Üçyüzbir | Threehundredone
2009
ki kanall  video yerle tirmesi
Two-channel video installation
3’30’’

Yasemin Özcan Kaya
Üçyüzbir | Threehundredone
2009
Kolye | Necklace



81 SECOND EXHIBITION BOOK 1/2

Yasemin Özcan Kaya
Ko  | Run
2010
Video
3’31’’

Yasemin Özcan Kaya
Kolon | Column
2005
Mekâna özgü yerle tirme
Site-specific installation
300 x 200 x 200 cm
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bir enerji taramas ndan geçirilerek, ARTER’in bünyesindeki 

olumlu ve olumsuz enerjiler tespit ediliyor ve bu enerjilerin 

dengelenmesine yönelik tedbirler öneriliyor.

Sanat kurumunun analizini yaparken, sanat ele tirisinin 

yöntem ve terminolojisi yerine, bu tamamlay c  t p 

metodunun ö reti ve araçlar n  devreye sokarak, iki 

farkl  disiplinin etkile iminden yararlanan “Evrensel 

Çöplü e Gönderiyoruz...”, bu etkile imin ortaya ç kard  

metaforik bir dille kurumun mekânsal okumas n  yap yor, 

sorunlu alanlar için çözüm önerileri geli tiriyor. ARTER’in 

enerji ak mlar ndaki, bazen geçmi teki travmatik olaylardan 

kaynaklan p derinlerde yer alabilece i gibi, günlük 

s k nt larla da ilgili olabilen dengesizlikleri tan mlay p 

sorunlu noktalar n tespitini yapt ktan sonra, problemlerin 

daha büyük boyutlara ta nmas n  engellemek, kendi kendini 

idare etme kapasitesini art rmak, çevreden gelecek d  

etkilere kar  ba kl k sistemini güçlendirmek ve daha 

sa l kl  ya amas n  sa lamak için, bünyesinde bar nd rd  

t kan kl klar n kaynaklar n  yeniden düzenleyip ideal 

denge konumuna getirecek tedavi yollar n  ara t r yor. 

Cenneto lu ve Kaya, ARTER üzerine bu metaforik okumalar yla, 

sanat kurumunun yaln zca görünen fiziksel mekân na 

de il, onun metabolizmas n  olu turup ömrünü belirleyen, 

gözle görüp alg layamad m z tüm bile enleri aras ndaki 

dengeye, bu bile enler aras ndaki ileti im ve ak kanl n 

kurumun dola m alan  içinde ya ayan izleyici ve sanat 

profesyonelleri üzerindeki bütüncül etkilerine tekrar bakmay  

öneriyorlar.
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unto itself; one that also appeared to be on the 

verge of falling over any second; in this way, the 

institution of family and marriage —the pillar of 

society— was placed in a fragile balance that could at 

any moment tumble onto the two young girls dancing in 

the photograph at the very bottom. In her installation 

titled “Threehundredone” (2009) that focused on the 

abuse of the female image by the advertising and media 

worlds, Kaya cut a diamond out of Article 301, one of 

the obstacles the Law plants in the path of freedom of 

thought and expression, and placed it in the window. On 

the other hand in her video titled “Run”, exhibited in 

2010, the obstacle course the artist set out before the 

empty terraces of a stadium reminded the viewer of the 

race the artist had to maintain within the competitive 

environment of the art world.

In the joint project developed by Cenneto lu and Kaya 

for the “Second Exhibition”, the Acmos Lecher Antenna 

—developed by German physicist Ernst Lecher in order 

to measure tellural tensions, and today used in energy 

medicine to diagnose physical illnesses by measuring 

the energy distribution in the human body— is taken 

through the offices, exhibition halls and all other 

accessible areas of ARTER. The building is put through 

an energy scan by therapist Zeynep Sevil Güven who uses 

various protocols to diagnose the positive and negative 

energies within the body of ARTER, following which 

advice towards restoring a state of balance is offered.
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Banu Cenneto lu ve Yasemin Özcan Kaya’n n “Evrensel Çöplü e Gönderiyoruz…” 
i inin üretimi s ras nda, Lecher Anteni, 2010

Lecher Antenna shot during the production of Banu Cenneto lu and 
Yasemin Özcan Kaya’s work “Dumping In the Cosmic Trash…”, 2010
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By introducing the doctrine and tools of this 

complementary medical method instead of the method 

and terminology of art criticism to analyse the art 

institution, “Dumping in the Cosmic Trash...” uses the 

interaction of two separate disciplines and carries out 

a spatial reading of the institution with a metaphorical 

language produced by this interaction to develop solution 

proposals for problematic areas. By identifying any 

imbalances in the flow of energy in ARTER’s channels and 

pinpointing the problematic areas, which could be deep-

seated problems caused by traumatic events in its past, or 

simply related to everyday issues; it goes on the explore 

the possible therapeutic means that would serve to reorder 

the sources of congestions and bring about an ideal state 

of balance, ultimately with a view to preventing the 

problems from escalating, increasing the capacity to self-

manage, boosting the immune system in its role against 

external influences and providing a healthier life. With 

this metaphorical reading that they conduct via ARTER, 

Cenneto lu and Kaya propose a fresh look not only at the 

visible physical space of the art institution, but also 

at the balance between all its components, some that we 

cannot necessarily see or perceive, all of which form its 

metabolism and determine its lifespan, and the holistic 

effects of the communication and fluidity between these 

components on the viewers and art professionals that live 

within the circulation zone of the institution.



86 K NC  SERG  K TAP 1/2

Ay e Erkmen’in i leri, zaman, mekân ve hareket 

kavramlar n  kamusal, kurumsal ve bireysel ba lamlarda 

ara t ran, ço unlukla geçici, zamanla s n rl  müdahalelerden 

olu ur. Sanatç , ya mekân n kendi geçmi ine inmek ya da 

içinde bar nd rd  gizli bir potansiyeli yüzeye ç kar p 

görünür k lmak için yapt  kaz larla ba layan projelerine, 

“ kinci Sergi” çerçevesinde bir yenisini ekliyor.

Erkmen, 1994’te Berlin’de düzenlenen “ skele” sergisi 

kapsam nda, “Türk mahallesi” Kreuzberg’de bir apartman n 

cephesine yerle tirdi i pleksiglas harflerle, Türkçenin 

belirsiz -mi li geçmi  zaman kipinin mümkün olan çe itli 

versiyonlar n  Berlin’de kamusal alana ta m t . Türkçe 

bilmeyen Almanlar taraf ndan anlam  kavranamayacak olan, 

Türkçede ise unutulmu  ya da bilinmeyen bir zaman , bir 

rivayeti imleyen bu kipin kullan lmas , Kreuzberg’in dönü en 

dokusuna ve kimli ine oldu u kadar, semtte ya ayan göçmen 

Türklerin Almanya’daki, art k -mi li geçmi  zamanla ifade 

edilebilecek kadar eskiye uzanan, kendi bireysel hikâyelerine 

de referanslar ta yordu.

Ay e Erkmen, 1997’deki “Skulptur. Projekte in Münster”e 

davet edildi inde, katolik kilisesi St. Paulus-Dom’un 

cephesi için önerdi i üç projenin üçü de kilise otoriteleri 

taraf ndan reddedilince, sanat n kuruma yan t  olarak da 

tan mlayabilece imiz dördüncü bir projeyi hayata geçirdi. 

“Sculptures on Air” kilisenin hemen kar s ndaki Westphalia 

State Museum’un deposunda, bilinmeyen bir gelecek zamanda 

sergilenmek üzere gözlerden uzak bekletilen heykelleri 

s rayla gün na ç kar yor, bir helikopterden sark t larak 

kentin hava sahas nda dola t r lan heykeller sonra 
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Ay e Erkmen’s works are formed of often transient 

interventions restricted by time that investigate the 

concepts of time, space and movement in public, institutional 

and individual contexts. Within the framework of the “Second 

Exhibition”, the artist embarks on yet another project that 

begins with an exploration that serves to delve into the 

history of a space, or to reveal and render visible secret 

potentials the space contains.

With the plexiglass letters she installed on the façade of 

an apartment block in Kreuzberg, the Turkish neighbourhood 

of Berlin, Erkmen introduced into public space different 

versions of the suffixes of the indefinite past tense in 

Turkish. The use of this grammatical mode that indicates a 

narrative mode, a time forgotten or unknown, the meaning 

of which would not be understood by Germans who did not 

speak Turkish, carried references both to the continuing 

transformation of Kreuzberg’s urban texture and identity and 

also to the individual stories of the immigrant Turks that 

lived in the neighbourhood, now stretching so far back as to 

render appropriate the use of this particular indefinite past 

tense mode.

When Ay e Erkmen was invited to “Skulptur. Projekte in 

Münster” in 1997 and each one of the three projects she 

proposed for the façade of the St. Paulus-Dom Catholic church 

were rejected by the church authorities, she realised a 

fourth project that could be defined as art’s response to 

the institution. “Sculptures on Air” unearthed sculptures 

that were being stored out of sight —to be exhibited at an 

unknown future date— in the warehouse of the Westphalia State 
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Ay e Erkmen
Evde | Am Haus (On The House)
Oranienstr. 18 Berlin
1994

Ay e Erkmen
Sculptures On Air
Münster Sculpture
Project ’97
Münster
1997
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Museum that is located opposite the church. The sculptures 

were attached to a rope that was then hung from a helicopter, 

taken through the air space of the city and then returned to 

the museum, however, not back to the storage but to the roof 

of the museum, and placed facing the St. Paulus-Dom. Inspired 

by the opening scene of Fellini’s La Dolce Vita, “Sculptures 

on Air” was a strategy that circumvented institutional power 

and intolerance masterfully, but by visualising processes 

like storage, presentation and transportation, it also 

focused on the institutionalisation of the work of art.

Another work of the artist that functions via the museum 

and institutional collection is “Kuckuck”, realised in 2003 

at the Kunstmuseum St. Gallen. Erkmen borrowed six stuffed 

animals from the same museum’s natural history section and 

transferred them to its gallery, subsequently releasing them 

within the exhibition space with the help of a mechanical 

apparatus. These dead animals that did not have a time of 

their own since they were no longer alive, but on the other 

hand were also assumed to have progressed beyond time from 

the moment they were included in the museum collection, or 

in other words, were assumed to have become immortal, began 

to move, just like a cuckoo clock, at certain intervals; and 

exhibited a choreographed performance about the triangle of 

museum, collection and time.

Another work in which Erkmen deploys a minimal intervention 

towards revealing the past of the space she finds herself 

in is “Ghost”, realised for the “Tactics of Invisibility” 

exhibition organised by ARTER, TANAS and T-B A21 (April 

2010 Vienna, September 2010 Berlin, March 2011 Istanbul). 
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tekrar müzeye, ama bu kez St. Paulus-Dom’a bakar ekilde 

müzenin çat s na yerle tiriliyordu. Fellini’nin La Dolce 

Vita filminin aç l  sahnesinden esinlenen “Sculptures 

on Air”, kurumsal erkin ve ho görüsüzlü ün etraf ndan 

ustaca dolanan bir strateji oldu u kadar, depolama, sunum, 

nakliyat gibi süreçleri görünür k larak, sanat yap t n n 

kurumsalla t r lmas n  da merkezine al yordu.

Sanatç n n müze ve kurumsal koleksiyon üzerinden i leyen bir 

di er çal mas  da, 2003 y l nda Kunstmuseum St. Gallen’de 

gerçekle tirdi i “Guguk”tur. Erkmen, ayn  müzenin do al tarih 

bölümünden sergi mekân na ta d  alt  adet doldurulmu  

hayvan , mekanik bir düzenek yard m yla sergi alan  içinde 

dola t r r. Art k hayatta olmad klar  için kendilerine ait 

bir zamanlar  da olmayan, öte yandan müze koleksiyonuna 

eklendikleri andan itibaren zaman n ötesine geçtikleri, bir 

ba ka deyi le ölümsüzle tikleri varsay lan bu ölü hayvanlar, 

t pk  bir guguklu saat gibi belli aral klarla harekete 

geçiyor; müze, koleksiyon ve zaman üçgenine dair koreografik 

bir performans sergiliyorlard .

Erkmen’in, içinde yer ald  mekân n geçmi ini minimal 

bir müdahaleyle görünür k l p bugüne ta d  bir ba ka 

çal mas , ARTER, TANAS ve T-B A21 i birli iyle düzenlenen 

“Tactics of Invisibility” (Görünmezlik Taktikleri) sergisi 

için gerçekle tirdi i “Ghost”tur (Nisan 2010 Viyana, Eylül 

2010 Berlin, Mart 2011 stanbul). Bir edisyonu Vehbi Koç 

Vakf  Ça da  Sanat Koleksiyonu içinde de yer alan “Ghost”, 

bugün Thyssen-Bornemisza Art Contemporary’nin sergi mekân  

olarak kullan lan ve sergiye ev sahipli i yapan Palais 

Erdödy-Fürstenberg’de, 1806’da birkaç ay n  geçirmi  olan 
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Ay e Erkmen
Guguk | Kuckuck (Cuckoo)
Kunstmuseum St. Gallen
St. Gallen
2003

Ay e Erkmen
Hayalet | Ghost
2010
Ses ve k yerle tirmesi
Audio and light installation
9 yöneltmeli hoparlör, 
12 lamba
9 directional speakers, 
12 lamps
29’, döngü | loop
T-B A21’deki 
“Tactics of Invisibility”
sergisinden 
yerle tirme görüntüsü
Installation view from 
“Tactics of Invisibility” 
exhibition at T-B A21



92 K NC  SERG  K TAP 1/2

Ludwig van Beethoven ile besteciye hamilik yapan Kontes 

Anna Maria Erdödy aras ndaki ili kiye dair bir söylenceyi, 

müzikli ve heykelsi bir yerle tirmeyle mekâna geri ta yordu. 

li kileri süresince Beethoven, bestelerinden baz lar n  

kontese arma an etmi , y lba  parças  olarak besteledi i 30 

saniyelik bir kanon olan “Glück, Glück zum neuen Jahr” da bu 

arma anlar aras nda yer alm t . Erkmen’in “Ghost”una kaynak 

olu turan bir di er söylence de, bugün hâlâ sergi odalar nda 

görüldü ü iddia edilen bir genç k z hayaletine dairdir. 

Erkmen, tam da bu nedenle, orijinali dört sesli olmas na 

kar n tek bir sopranoya yeniden yorumlatt  kanonu, 

yerle tirmeyi olu turan dokuz hoparlörden yay nlayarak, 

Palais Erdödy’nin hayaletini serginin içine sal veriyor.

Ay e Erkmen, mekân n tarihinin ve güncel ko ullar n n 

ara t r lmas yla ba lad , mekân n gözle görünmeyen 

kapasitelerini görünür k ld  pek çok i inde oldu u gibi, 

“ kinci Sergi” için geli tirdi i projede de ARTER binas n n 

tarihsel hikâyesini ba lang ç noktas  olarak al yor. 

“J, K & H”, k sa bir süre önce restore edilerek yeni bir 

sanat mekân na dönü türülen binan n belle ini, sanatç n n 

kendi bireysel geçmi iyle iç içe geçirirken, projenin 

omurgas n  ARTER’in de üzerinde yer ald  stiklal Caddesi 

üzerinde kuruyor.

ARTER binas , Jacques Pervititch’in sigorta haritalar ndan 

takip edilebildi i kadar yla Cumhuriyet döneminde kay tlara 

Meymaret Han ad yla geçirilmi . 20. yüzy l ba lar nda dönemin 

6. Belediye Dairesi (Beyo lu) mimar  Petraki Meymaridis 

Efendi taraf ndan in a edildi i tahmin ediliyor. Osmanl  

Ticaret Y ll klar  kay tlar  ise, bu yap  in a edilmeden önce 
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“Ghost”, one edition of which is included in the Vehbi Koç 

Foundation Contemporary Art Collection, makes use of a 

musical and sculpturesque installation to deliver back to 

its original setting a rumoured relationship between Ludwig 

van Beethoven and his patron Countess Anna Maria Erdödy, who 

spent a few months in 1806 at Palais Erdödy-Fürstenberg, 

today the space of the Thyssen-Bornemisza Art Contemporary 

where the exhibition was held. During their relationship, 

Beethoven made a gift of some of his compositions to the 

countess, and a 30-second canon titled “Glück, Glück zum 

neuen Jahr” composed as a new-year’s hymn was among these. 

Another rumour that served as a source for Erkmen’s “Ghost” 

is about the ghost of a young girl who is said to wander 

the exhibition rooms even today. It is precisely for this 

reason that Erkmen, despite the original being a quadraphonic 

composition, had the canon reinterpreted by a single soprano 

and broadcast through the nine speakers that formed the 

installation, thus unleashing the ghost of Palais Erdödy into 

the exhibition.

As in her numerous other works in which she departs from 

research conducted on the past and on the contemporary 

conditions of a space as a basis towards revealing its 

invisible capacities, in her project developed for the 

“Second Exhibition” Ay e Erkmen once again takes the history 

of the building as her departure point. “J, K & H” weaves 

together the memory of the building that has been recently 

renovated and converted into a new art space with the 

personal history of the artist and constructs the spine of 

the project upon stiklal Street, the pedestrian street on 

which ARTER is located.
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ayn  yerde bulunan bir önceki binan n stiklal Caddesi’ne 

bakan giri  kat nda 1900–1904 y llar  aras nda Astras Jules 

ad nda bir tütüncü ve sarraf n bulundu unu; 1905’te yeniden 

in a edilen imdiki binada ise 1909–1912 y llar  aras nda 

Privilegio Pierre ad nda bir yüncü ile Kyriacopulos Emanuel 

ad nda bir ta  plakç  ve gramofoncunun faaliyet gösterdi ini 

söylüyor. Daha sonra yüncü kapanm , 1914–1920 y llar  

aras nda onun yerini Fait Jules adl  bir apkac  alm . 

Günümüze daha yak n tarihlerde ise binan n çe itli küçük 

i yerlerine, atölyelere ve banka ubelerine ev sahipli i 

yapt n  biliyoruz.

Ay e Erkmen, projesinde binan n izini sürebildi imiz eski 

sakinlerinden apkac  dükkân na odaklan yor ve yine stiklal 

Caddesi üzerinde, Galatasaray Lisesi’nin hemen yan ndaki 

Simpatyan Apartman ’nda oturmu  olan, zaman n n ünlü haute 

couture terzilerinden, anneannesi Hermine Han m’ n 1920’li 

y llardan kalma bir apkas n , caddenin hemen kar  s ras nda 

yer alan tarihi Hacopulo Pasaj ’ndaki dükkân nda yakla k 

60 y ll k aile mesle ini sürdürerek el yap m  apkalar 

üreten Katya Kirac ’ya emanet ediyor. Hermine Han m’ n 

apkas , Katya Kirac ’n n elinde, fötr kuma n n mümkün 

olan tüm renkleri kullan larak yeniden üretiliyor ve hepsi 

ayn  model apkalardan olu turulan bu rengârenk koleksiyon 

ARTER’in giri  bölümüne, bir zamanlar Fait Jules adl  

apkac  dükkân n n bulundu u alana yerle tiriliyor. Ay e 

Erkmen, günümüzde stanbul’un kültür-sanat hayat n n oldu u 

kadar, h zl  al veri  ve tüketimin de ana arterlerinden 

birine dönü en stiklal Caddesi’nde, banka ubeleri, ATM 

makineleri, döviz bürolar , fast-food dükkânlar , haz r giyim 

ve hediyelik e ya ma azalar  aras nda konumlanan bu sanat 
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As far as one can make out from the insurance maps of Jacques 

Pervititch, during the Republican period the ARTER building was 

officially registered as Meymaret Han. The architect is thought 

to be Petraki Meymaridis Effendi, an architect at the 6th 

Municipality Office (Beyo lu) at the turn of the century. In 

addition to this, the records of Ottoman Trade Annuals reveal 

that between 1900 to 1904, on the ground floor of the building 

that stood at the same location before the present one, facing 

stiklal Street there was a tobacconist and moneylender named 

Astras Jules; and that a wool dealer named Privilegio Pierre 

and a gramophone and record dealer named Kyriacopulos Emanuel 

operated from 1909 to 1912 in the present building, that was 

constructed in 1905. When the wool dealer closed shop, it was 

replaced by a hat shop named “Fait Jules” that operated from 

1914 to 1920. In more recent times, the building hosted various 

small businesses, workshops and bank branches.

Among the previous occupants of the building, Ay e Erkmen 

focuses on the hat shop in her project, and entrusts a hat 

from the 1920s that belonged to her grandmother Hermine Han m, 

—one of the renowned haute couture tailors of her time who 

once lived at the Simpatyan Apartment Block, situated next to 

Galatasaray Lycee that is also on stiklal Street— to Katya 

Kirac , who continues to uphold a family profession of around 

60 years, producing handmade hats in her shop in the historical 

Hazzopulos Arcade, which happens to be just on the opposite 

side of the street. In the hands of Katya Kirac , Hermine 

Han m’s hat is reproduced using all the available colours of 

felt, and this colourful collection of hats of identical design 

is placed in the space at the entrance of ARTER, where the 

hat shop Fait Jules once stood. The street-facing entrance of 



96 K NC  SERG  K TAP 1/2



97 SECOND EXHIBITION BOOK 1/2

Ay e Erkmen’in “J, K & H” i i için 
apkalar n üretildi i Butik Katia’n n 

d ar dan foto raf , 2010

A view of hat shop Butik Katia,
where the hats for Ay e Erkmen’s work 
“J, K & H” are produced, 2010



98 K NC  SERG  K TAP 1/2

kurumunun soka a aç lan yüzünü, içinde yer ald  çevresel 

ba lam n bir benzeriyle kamufle ederek, kurumu sergi süresince 

de i ime u rat yor.

Mekân n, semtin ve sanatç n n kendi ailesinin tarihlerini tek 

bir objede bulu turan ve ARTER’de sergilendikleri süre boyunca 

sat a da sunulacak olan bu apkalar birer sanat yap t  m  

yoksa stiklal Caddesi’nde al veri  yapan kalabal n sat n 

alabilece i birer aksesuar m ; stiklal Caddesi No: 211 

bir sanat kurumu mu, yoksa etraf n  ku atan di erleri gibi 

ticari bir dükkân m ; bu apkalar/yap tlar sat n al nd  

takdirde yeni sahiplerinin k yafetlerini tamamlayan k 

aksesuarlar m  olacak, yoksa sanat koleksiyonlar na eklenip 

depolanacak, sergi salonlar nda, koleksiyoner evlerinde te hir 

mi edilecekler? Simpatyan Apartman , Meymaret Han ve Hacopulo 

Pasaj  üçgenini, projeyi ta yan bir belkemi i gibi kullanan 

Erkmen, bütün bu sorular  ucu aç k bir ekilde birbirine 

ba layan yerle tirmesinde, bir yandan kurumsal mekân n 

i leviyle oynuyor, di er yandan da sanat yap t  ile tüketim 

ürünü aras nda mu lak bir alan aç yor.

 

“ kinci Sergi”, 14 y ld r kendi düzenledikleri 

etkinlikleri sürdüren ya da geçici sürelerle yerle tikleri 

mekânlarda di er ba ms z olu umlara ve sanatç lara alan 

açan bir kolektif olan Hafriyat grubu ile genç bir sanat 

kurumu olan ARTER aras nda ikinci bir i birli ine de zemin 

olu turuyor. 2010 y l n n Nisan ay nda Viyana’daki T-B A21’in 

sergi mekân nda, ard ndan Berlin TANAS’ta gösterilen “Tactics 

of Invisibility” adl  sergide yer alan “Yedinci Adam”, 

Hafriyat’ n ARTER’le birlikte gerçekle tirdi i ilk proje oldu. 
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this art institution, which is located amongst bank branches, 

ATM machines, exchange bureaus, fast-food shops, readymade 

clothing and souvenir shops on stiklal Street, a main artery 

for shopping and consumption as much as it is for Istanbul’s 

culture life, is camouflaged by Ay e Erkmen so that it reflects 

the environmental context it finds itself in; thus, the 

institution is subjected to a modification for the duration of 

the exhibition.

How to define these hats, which bring together the histories 

of the space, the neighbourhood and the artist’s own family in 

the form of one object, and at the same time which will be on 

sale whilst being exhibited at ARTER? Are they works of art, or 

accessories that the shoppers crowding on stiklal Street can 

buy? Indeed, is No: 211, stiklal Street an art institution, 

or a commercial establishment just like the others around 

it; and when bought, will these hats/works of art become chic 

accessories complementing the looks of their new owners, or 

will they be added to and stored in collections, exhibited in 

exhibition halls, or at collectors’ houses? Erkmen uses the 

triangle formed of the Simpatyan Apartment, Meymaret Han and the 

Hazzopulos Arcade as a spine that sustains the project, and in 

her installation that leaves all these questions unanswered, on 

the one hand she plays with the function of the institutional 

space, while on the other she opens an ambiguous space between 

the work of art and the product made for consumption.

“Second Exhibition” forms a platform for the second 

collaboration between the Hafriyat group, an artists’ collective 

that has continued its self-organised activities for 14 years 
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“Yedinci Adam”, grubun Tophane Park ’nda gerçekle tirdi i bir 

aktivist giri ime ve bu giri imin merkezinde yer alan i çi 

heykelinin görsel belle ine k tutan video kay tlar ndan ve 

park n panoramik bir foto raf ndan olu uyordu.

1973 y l nda Cumhuriyet’in 50. y l kutlamalar  çerçevesinde 

20 sanatç ya devlet deste iyle sipari  edilen ve kentin 

çe itli kamusal alanlar na yerle tirildikten k sa süre sonra 

ya u rad klar  sald r lar sonucu ya da kentsel dönü üm 

nedeniyle yerlerinden edilerek gözden kaybolan heykellerden 

günümüzde ayakta kalmay  ba aran dört tanesinden birine 

odaklanan “Yedinci Adam”, Tophane’deki i çi heykelini bir 

süreli ine yerinden edip tamamen görünmez k larak, kolektif 

bellek içindeki yerini tazelemeyi ve kamusal alana dair yeni 

bir tart ma ba latmay  hedefliyordu. Parka yerle tirildikten 

k sa süre sonra hedef oldu u çe itli sald r larda önce 

elinde tuttu u çekicini, sonra kollar n  ve ba n  kaybeden, 

gövdesinde derin yaralar aç lan, Muzaffer Ertoran imzal  

“ çi” heykeli, devletin sanata verdi i kurumsal deste in 

ve bu deste in sürdürülebilirli inin bir simgesi olarak 

da kamusal alandaki yerini halen koruyor. Hafriyat’ n 

Yeni Sinemac lar ve Ha Za Vu Zu’nun da katk lar yla 

gerçekle tirdi i ve mahallelinin müdahalesiyle heykel 

yerinden al namadan tamamlanan eylemini belgeleyen “Yedinci 

Adam” projesinin Viyana’daki sunumunda, eylemin kendisi ve 

haz rl k a amalar  sergi mekân  içinde projekte edilerek 

gösterilirken, içinde yer ald  parkla birlikte heykeli 

gösteren 10 metrelik panoramik foto raf da T-B A21’in 

yer ald  sokaktaki bir in aat n tahta paravanlar  üzerine 

gerilmi ti. Proje daha sonra Berlin’e ta nd nda, 

Viyana’daki soka a geçici bir süre için fon olu turan 
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and has provided a field of expression for independent 

formations and artists they have hosted in temporary spaces 

and ARTER, a new art institution. “Seventh Man”, a work 

included in the “Tactics of Invisibility” exhibition first 

shown in April 2010 at the exhibition space of T-B A21 in 

Vienna and then at TANAS-Berlin, was the first project 

Hafriyat realised in collaboration with ARTER. “Seventh Man” 

was composed of video recordings of an activist intervention 

the group realised in Tophane Park and the visual memory of 

the sculpture of a worker that was at the centre of this 

action, together with a panoramic photograph of the park.

On the occasion of the 50th anniversary celebrations of the 

Republic in 1973, 20 artists were commissioned by the state 

to produce a number of sculptures; many of these disappeared 

a short while after being placed in public spaces around the 

city, either due to vandalism or being displaced as a result 

of urban transformation; “Seventh Man” focuses on one of the 

four sculptures that have managed to survive to the present 

day. The project aimed to remove the sculpture of a worker 

in Tophane temporarily in order to render it completely 

invisible and to refresh its place in collective memory, 

with a view to engendering a new discussion regarding public 

space. The sculpture of a worker by Muzaffer Ertoran, which 

retains its place in public space as a symbol of the state’s 

institutional support for art and the sustainability thereof, 

was subjected to numerous attacks shortly after it had been 

placed in the park, as a result of which it first lost its 

hammer, then its arms and head, and subsequently suffered 

several deep wounds to its body. In the Vienna presentation 

of the “Seventh Man” project, which documents the action 
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Tophane Park  ve i çi heykelinin kamusal alanda süregiden 

maceras na bir yenisi eklenmi , foto raf n önünde uzanan 

soka  hortumla su s karak ve süpürerek temizleyen iki 

Türk i çisinin video görüntüleri de TANAS’taki sergiye 

eklenmi ti. smini John Berger’ n misafir i çilerin Avrupa’ya 

göç serüvenini anlatt  ve içinde sviçreli belgesel 

foto rafç  Jean Mohr’un çekti i (Tophane’deki  ve çi 

Bulma Kurumu’nda göçmen i çi adaylar n n tabi tutulduklar  

sa l k muayenelerini ve “duvar örme testi” gibi mesleki 

testleri de görüntüleyen) foto raflara da yer veren Yedinci 

Adam (A Seventh Man) kitab ndan ödünç alan proje, sergi Mart 

2011’de ARTER’e ta nd nda Viyana ve Berlin deneyimlerini 

de bünyesine katm  olacak.

Hafriyat’ n ARTER’le birlikte gerçekle tirdi i ve “ kinci 

Sergi” kapsam nda “sergi içinde sergi” eklinde kurgulanan 

“Yurt Gezileri” projesi, ç k  noktas n  yine “7. Adam” 

üçlemesinde oldu u gibi, devlet taraf ndan desteklenip 

yürütülen, ancak bu kez daha da eskilere uzanan kurumsal 

bir sanat program ndan al yor. Cumhuriyet ideolojisinin 

bir uzant s  olarak dönemin CHP hükümeti taraf ndan ilki 

1938’de olmak üzere 1945’e kadar 7 kez düzenlenmi  olan 

“Yurt Gezileri”, sanatç lara üretim olanaklar  sunarken, 

ça r l  sanatç lar n “... çal mak üzere gönderilecekleri 

çevreye ait yerli ve öz motifleri kullanarak, ... kent 

görünümleri, yerel ya am, yerel giysiler ve önemlisi hükümet 

program  çerçevesinde geli en sanayile meyi konu edinen” 

resimler yapmalar n  öngörüyordu. “Yurdun güzelliklerini 

yerinde tespit ettirmek ve sanatkârlar n memleket mevzular  

üzerinde çal malar n  kolayla t rmak” amac yla düzenlenen 

ve sanat tarihinden tan d m z neredeyse bütün ressamlar n 
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Hafriyat 
(Yeni Sinemac lar & 
Ha Za Vu Zu)
Yedinci Adam | Seventh Man
2010
Kartpostallar
Postcards

Hafriyat 
(Yeni Sinemac lar & 
Ha Za Vu Zu)
Yedinci Adam | Seventh Man
2010
Vinil üzerine c-print
C-print on vinyl
2 x 10 m
TANAS Berlin’de
gösterilen 10 dakikal k
videodan görüntü
Still from the
video shown at TANAS
Berlin
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dahil oldu u bu program kapsam nda toplam 60 kadar sanatç , 

yüzlerce eser üretip, bu eserleri Devlet Halk Evleri sergi 

salonlar nda sergilemi ti. “Yurt Gezileri”, sanatç lara 

sundu u olanaklar nedeniyle zaman nda övgüyle kar lan rken, 

ayn  zamanda “ressamlara memleketi gerçekleriyle de il, 

iyi taraflar yla görmelerini telkin etti i” için sert 

ele tirilere de hedef olmu tu. Memleketi iyi taraflar yla 

de il, sivil bir objektivite ile görmek istediklerinden ku ku 

duyulmad  için bu programa davet edilmeyen, bu nedenle de 

“müstakiller” diye an lan (erken Cumhuriyet dönemi sanatç  

birli i “Müstakiller Grubu” ile kar t r lmamal ) bir 

grup ressam, kendi imkânlar yla ürettiklerini sergilemek 

istediklerinde ise bu giri imleri engellenmi ti. Projenin 

stratejisini resmi ideolojinin sanat üretimi üstündeki 

etkilerini inceleyen sanat tarihsel bir ara t rmadan ziyade, 

günümüzün h zl  sanatç  dola m  ve rezidans programlar n  

hat rlatacak ekilde kurgulayan Hafriyat grubu, kendi 

seçtikleri ve orijinal “Yurt Gezileri” program  içinde de yer 

alan ehirlere yapt klar  k sa süreli bireysel seyahatlerin 

ard ndan “ kinci Sergi” için ürettikleri i lerle serginin son 

kat nda kendi ba ms z sergilerini kuruyorlar.

Hafriyat, “Yurt Gezileri” projesinde bir yandan erken 

Cumhuriyet döneminde resmi ideolojinin izledi i kültür-

sanat politikalar n  günümüzdeki kurumsalla ma çabalar n n 

çerçevesi içine yerle tiriyor; di er yandansa, 2000’li 

y llarda Türkiyeli elit, özel sermaye, ve kâr amac  

gütmeyen aile vak flar  eliyle özellikle stanbul’da 

yo unla an kurumsalla ma ve müzele me furyas  içinde, 

kendi kolektif kimli ini bir test alan na sokarak Türkiye 

üzerine sosyopolitik okumalar yap yor. Antonio Cosentino, 



105 SECOND EXHIBITION BOOK 1/2

realised by Hafriyat together with the collaboration of 

Yeni Sinemac lar (New Cinematographers) and Ha Za Vu Zu and 

completed before an intervention by the local people led to 

the sculpture being removed, footage depicting the action 

itself and its preparatory stages were projected within 

the exhibition space; meanwhile, a panoramic photograph, 

displaying the sculpture within the park where it was 

located, was printed on a 10 m banner and stretched across 

the wooden screens of a construction site on the street where 

T-B A21 is located. When the project was later taken to 

Berlin, a new layer was added to the continuing adventure of 

Tophane Park and the sculpture that had provided a temporary 

backdrop to the street in Vienna, and the video images of two 

Turkish workers sweeping and cleaning the street extending 

in front of the photograph with a water hose were added to 

the exhibition at TANAS. The project that borrows its title 

from the book A Seventh Man in which John Berger tells the 

story of the immigration of guest workers to Europe and also 

includes photographs by the Swiss documentary photographer 

Jean Mohr (among them are photographs taken during health 

checks and trade skills-based tests like the “wall building 

test” immigrant workers were subjected to at the Employment 

Agency in Tophane), will have added the Vienna and Berlin 

experiences to its repertoire by the time it arrives at ARTER 

in March 2011.

The “Excursions in the Homeland” project, realised by 

Hafriyat in collaboration with ARTER, and structured as an 

“exhibition within an exhibition” finds its departure point, 

as in the “Seventh Man” trilogy, in an institutional art 

programme supported and carried out by the state, and goes 
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Antonio Cosentino’nun 
“Erzurum Geceleri”nin 
ara t rma ve üretim
sürecini gösteren eskiz ve 
foto raflar , 2010

Photos and sketch by 
Antonio Cosentino showing 
the research and production
process of “Erzurum Nights”, 
2010
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Mustafa Pancar’ n
“Kral n aat Ltd.” 
i inin üretim 
sürecinden, 2010

From the production 
process of 
Mustafa Pancar’s 
work “King 
Construction Ltd.”,
2010

Foto raf | Photo 
© P nar Ö renci
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merkezi merkez d na ba layan gergin ve ince hat üzerinde 

kurgulad  heykel/yerle tirmede, “Anadolu’nun hangi 

vaziyette konumland na” modernle me kurgusu ve süreci 

içinden tekrar bak yor. Mustafa Pancar, “art k hiçbir yerin 

anayurt olmad  bir co rafyada” tüm çokkatmanl l  ve 

tuhafl klar yla ortaya ç kan melez yap la may  gösterdi i ve 

bulunmu  mobilyalara, bilgisayar ve televizyon kasalar na 

müdahale ederek gerçekle tirdi i mobil(ya) heykellerine, 

Anadolu peyzaj  içine trekkingcilerin imgelerini 

yerle tirdi i panoramik bir cut-out desenle ayk r  bir 

fon olu turuyor. 21 Eylül 2010 tarihinde, i çi heykelinin 

de bulundu u semt olan Tophane’de bulunan Galeri NON’daki 

aç l  s ras nda, bölgedeki galerilere yap lan fiziksel 

sald r lara maruz kalan “Bunu Ben Yapmad m, Siz Yapt n z” 

adl  ki isel sergisinde, tabula t r lan Atatürk ikonunu 

yeniden ve yeniden yorumlayan Extramücadele, ayn  fikrin 

izini sürerek yeni bir ibadet alan  aç yor. Extramücadele, 

“Yurt Gezileri” içinde gösterdi i ikinci i inde ise, harc n n 

içine kaba tesisat malzemeleri de ekleyerek üretti i betondan 

bir Türkiye haritas n , tasar m ürünü k bir sehpaya 

dönü türüyor. nci Furni’nin bir kamyon lasti inin sonsuz fon 

üzerinde h zla dönü ünü gösteren videosu hiç ç k lamayan bir 

yolculu a i aret ederken, videoyla birlikte sergilenmekte 

olan “patlayan balon” heykeli, sanatç n n ve içinde ya ad  

geni  co rafyan n ortak haletiruhiyesini temsil ediyor. 

Murat Akagündüz ise, tedirginlik, k st r lm l k, terk 

edilmi lik ve ma duriyetle kendini hissettiren bir ba ka 

ortak ruh halinin görsel kayd n  tutuyor. Türkiye faunas nda 

a ina oldu umuz yaban l ku lar n endi e ve korkuyla 

k rp an gözlerinin profilden yak n plan çekimlerini, zemin 

üzerine yerle tirdi i küçük ekranl  monitörlerde gösteren 
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even further back in time than the former. “Excursions in the 

Homeland,” organised annually from 1938 to 1945 by the CHP 

government as an extension of Republican ideology, provided 

its participating artists with various means of production 

and required them to create paintings “using the local and 

original motifs of the area they were sent to work,” with 

topics such as “urban landscapes, local life, local dress and, 

most importantly, industrial developments taking place within 

the framework of the government’s programme”. Within the scope 

of the programme organised in order to “depict in situ the 

beautiful aspects of the country and facilitate the process of 

artists focusing on the issues of the country which saw the 

participation of almost all the painters we know from Turkish 

art history, resulted in hundreds of works being produced by 

almost 60 artists, which were then displayed in the exhibition 

halls of State Community Centres. The “Excursions in the 

Homeland” project was both praised for the means it provided 

artists with and harshly criticised for “indoctrinating the 

painters to see the country not as it is but only in its 

positive aspects.” Having been denied an invitation to the 

programme since the authorities had no doubt they would 

insist on viewing the country with civil objectivity, and 

not only in its good aspects, a group of painters who as a 

result came to be known as “müstakiller/independents” (not to 

be confused with the “Müstakiller Group” of early Republican 

period) attempted to exhibit what they had produced through 

their own means; this attempt, however, was stopped. Rather 

than a history-of-art research study examining the influence 

of official ideology on art production, the Hafriyat group 

structured the strategy of the project so as to evoke the 

fast-paced artist exchange and residency programmes of 
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extramücadele’nin 
“Laik Türkler çin 
kona” i i için çizdi i 

eskiz, 2010

The sketch extrastruggle 
drew for “Icon for 
Secularist Turks”, 2010

extramücadele’nin 
“Yahya Kemal’in 
Katledili i” i i için 
çizdi i eskiz, 2010

The sketch 
extrastruggle drew for 
“The Assassination 
of Yahya Kemal”, 2010
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nci Furni’nin “Serap m  Gördüm?” i i için taslak çizimi, 2010
Draft drawing by nci Furni for her work “Was it Just a Mirage?”, 2010
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Murat
Akagündüz’ün
“Cehennem-Cennet” 
yerle tirmesinden
video 
görüntüleri,
2010

Video stills
from 
Murat Akagündüz’s 
work 
“Hell-Heaven”,
2010
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today; and following short-term individual travels to cities 

they selected from among those included in the original 

“Excursions in the Homeland” programme, present their own 

independent exhibition on the top floor with works they 

produced for “Second Exhibition”.

On the one hand, with the “Excursions in the Homeland” 

project, Hafriyat places the culture and art policies 

implemented by official ideology during the early 

Republican period within the framework of contemporary 

institutionalisation efforts. On the other hand, in order 

to produce socio-political readings on Turkey, the group 

subjects its own collective identity to a field test within 

the rush of institutionalisation and flurry of museum-

building carried out by the elite, private capital and non-

profit family foundations that focused especially on Istanbul 

and took place in the 2000s. In the sculpture/installation 

he has structured on the taut thin line that connects the 

centre to the periphery, Antonio Cosentino takes a fresh look 

at the “positioning of Anatolia” from within the construct 

and process of modernisation. With a panoramic cut-out design 

in which the images of modern trekkers within an Anatolian 

landscape are placed, Mustafa Pancar creates an alternative 

background to the mobile/furniture sculptures he has realised 

by applying interventions to found furniture, computers and 

televisions, thus revealing with all its multiple layers and 

oddities the hybrid formations that emerge in “a land where 

nowhere is the homeland anymore.” Extrastruggle interpreted 

the taboo of the Atatürk icon over and over again at his 

recent solo exhibition titled “I Didn’t Do This, You Did” 

at Galeri NON in Tophane —the neighbourhood where the 
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Akagündüz’ün “Cehennem-Cennet” adl  bu yerle tirmesine, 

huzursuz ve biteviye ak p duran bulan k bir suyun duvara 

projekte edilen görüntüleri ve Oryantalist gravürleri an msatan 

bir teknikle sadece reçine kullanarak tuval üzerine boyad  

gayri Müslim mabetlerinin bugünkü y k nt lar  e lik ediyor.

 

Yarat c  ve özgürle tirici bir süreç olarak sanat, 

do as  gere i her ne kadar hiyerar iyi ve bürokrasiyi d lasa 

ve bunlarla kurdu u ili kinin ancak ele tirel düzeyde olaca  

varsay lsa da —dijital devrim ve internet ça n n özgür/

aç k formatlar sayesinde sanat n dola m nda arac n n ortadan 

kald r lmas na yönelik olanakl l n  d ar da tutacak olursak— 

sanat yap t  kendini mümkün k lmak ve muhatab n  bulmak için 

genellikle kurumsal bir yap n n dolay m na ihtiyaç duyuyor. 

Sanat n üretildi i, sunuldu u, korundu u ve da t ld  

kurumsal yap lar ise, ancak idari ve bürokratik süreçlerin, 

hiyerar ik düzenlerin ve türlü onay mekanizmalar n n devreye 

girmesiyle i lerliklerini sürdürebiliyorlar. Bir güvenlik 

cihaz ndan geçip bilet gi esine u rad ktan sonra —sergi 

görevlileri ve güvenlik kameralar n n nezaretinde— sanat 

yap t yla ba ba a kalan izleyici, kendi ziyaretine kapal  

alanlarda çal t r lmakta olan kurumsal makinenin sesini dahi 

duymaz. Mekân içinde izleyici ve sanat yap t  aras ndaki 

ili kide makinenin varl , arada s rada belirebilen sponsor 

ve destekçi logolar yla, veya “lütfen dokunmay n z”, “bu alan 

24 saat güvenlik kameralar  ile izlenmektedir” gibi uyar  

notlar yla, kurumsal kimli in k yafetine göre tasarlanm  

yönlendirme tabelalar yla hissedilir en fazla. Kurumun kendi 

erkini mekânsal olarak da hissettirmek istedi i durumlarda ise, 

mekân n izleyici üzerinde kurdu u ezici üstünlü ü de eklememiz 



115 SECOND EXHIBITION BOOK 1/2

above mentioned Worker’s Sculpture is located— which, in an 

incident that took place on 21 September 2010, was among 

the targets of the violent attacks carried out on galleries 

in the neighbourhood. Here, continuing to trace the same 

idea, Extrastruggle opens up a new area of worship. In the 

second work exhibited within “Excursions in the Homeland,” 

Extrastruggle transforms into a chic designer coffee-table 

a map of Turkey rendered in concrete, with rough plumbing 

materials mixed into the mortar. The video of nci Furni 

showing the rapid revolution of a truck tyre in front of 

an infinite background points to a trip that could not be 

realised, whereas the “exploding balloon” sculpture exhibited 

along with the video represents the common state of mind 

shared by the artist and the wide geography she inhabits. 

Murat Akagündüz keeps the visual records of another shared 

state of mind that makes its presence felt through anxiety, 

confinement, abandonment and victimisation. This installation 

titled “Hell-Heaven” by Akagündüz in which he shows close-

up profile shots of the anxious and timid flickering eyes of 

wild birds we are familiar with from the fauna of Turkey on 

small-screen monitors placed on the floor is accompanied by 

images of a restless and ever-flowing murky stream of water 

projected on the wall and contemporary ruins of non-Muslim 

temples painted on canvas using only resin, in a technique 

reminiscent of Orientalist etchings.

Although art as a creative and liberating process 

inherently excludes hierarchy and bureaucracy, and any 

relationship it forms with the latter is assumed to be in 

a critical context —excluding the possibilities offered by 
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gerekir elbette. Oysa kurumsal makine, kendisini çal t ran 

enerji kayna n , normalde izleyicinin bak  alan na girmeyen 

antetli ka tlar, toplant  tutanaklar , karar defterleri, 

sözle meler, vekâletnameler, imza sirkülerleri, tüzük ve 

yönetmelikler, ba vuru formlar nda bulur; bir yandan bunlar 

sayesinde hareket kabiliyeti kazan rken, di er yandan da 

yenilerini üretir. Bu görünmez makinenin ana parçalar ndan biri 

de, kültür-sanat endüstrisinin neyi içine al p neyi d ar da 

b rakaca na karar veren kurumsal konsensüsün onay düzene idir.

Ali Kazma, 2005’ten bu yana üzerinde çal t , imdilik 13 

videodan olu an ve bu y l kendisine Nam June Paik Ödülü’nü 

getiren “Engellemeler” serisinde, gündelik hayat m z içinde 

genellikle görünür olmayan üretim, onar m ve bak m mekânlar na 

girip, insan n kendisini ve onu çevreleyen dünyay  in a etme, 

dönü türme ve koruma dürtüsünü ve bunun insan do as  içindeki 

anlam n  kavramaya çal t ; fabrikalarda, imalathanelerde, 

tamir atölyelerinde, mezbahalarda, mutfaklarda, sanatç  

atölyelerinde çekti i videolarda, insan n yok olu  sürecini 

durdurmak, ya da en az ndan yava latmak için üretime ve düzen 

sa lamaya yönelik çabalar n  çarp c  bir görsellikle kayda 

geçirdi. “ stanbul Yaya Sergileri 2: Tünel–Karaköy” (2005) 

kapsam nda gerçekle tirdi i ve “Engellemeler” serisinin 

ç k  noktas n  olu turan “Bugün” adl  çal mas nda Ali 

Kazma, serginin içinde yer ald  kamusal alan n günlük 

rutini içinde sürdürülmekte olan ve genellikle fark edilmeyen 

mikro faaliyetleri; tüketime yönelik ürünlerin, hatta 

sanatsal çal malar n üretim süreçlerini; bölgedeki bak m ve 

onar m çal malar n ; k sacas  insan n bedensel ve sosyal 

gereksinimlerine ili kin her türlü etkinli i 37 k sa video ile 

görüntülemi , bu i ler aras nda bir noter memurunun a rt c  
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the free/open formats presented by the digital revolution 

and the internet age towards removing the mediator in the 

circulation of art— the work of art often requires the 

mediation of an institutional structure in order to fulfil 

its purpose and reach its intended audience. In turn, the 

institutional structures within which art is produced, 

presented, preserved and disseminated can only sustain 

their existence with the engagement of administrative and 

bureaucratic procedures, hierarchical systems and various 

mechanisms of approval. The viewer, who often comes face 

to face with the work of art after having gone through a 

security check and having stopped at the ticket office —

monitored by exhibition guards and security cameras— does 

not even register the sound of the institutional apparatus 

functioning in areas closed to his/her visit. The presence 

of this apparatus between the viewer and the art work in the 

space is perhaps only felt with the occasional appearance of 

the logos of the sponsors and supporters; subdued warnings 

like “please don’t touch,” and “this space is monitored by 24 

hour CCTV cameras”; and signage designed in accordance with 

the institutional identity of the space. Of course for those 

instances where the institution aims to make its power felt 

also in the spatial sense, we should include mention of the 

overwhelming superiority the space holds over the viewer. 

However, the institutional apparatus draws the power it needs 

to function from the letterheaded documents, meeting reports, 

contracts, letters of authority, signature circulars, rules 

and regulations and application forms that do not normally 

cross the line of vision of the viewer; and as it develops 

its operational capabilities through these, it also continues 

to produce new versions of them. One of the main cogs of 



118 K NC  SERG  K TAP 1/2

Ali Kazma
“Engellemeler” serisinden
From “Obstructions” series:

Tek kanall  video 
projeksiyonu
Single-channel video
projection 

Tahnitçi | Taxidermist
2009
14’

Saat Ustas  | Clock Master
2006
15’

Çelik Fabrikas  | Rolling Mills
2007
9’

Ali Kazma
Bugün | Today
2005
Tek kanall  video
Single channel video
32’
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this invisible apparatus is the approval system of the 

institutional consensus that takes decisions regarding what 

the art and culture industries should include and what it 

should leave out.

In his series titled “Obstructions” that he has been working 

on since 2005 that so far includes 13 video works and has 

recently earned him the Nam June Paik Award, Ali Kazma has 

entered spaces of production, maintenance and repair that 

are often not visible in our everyday life and has tried to 

understand the human instinct to construct, transform and 

protect oneself and the world around him; together with the 

meaning of this process in the context of human nature. In 

videos he has shot in factories, workshops, repair clinics, 

slaughterhouses, kitchens and artist’s studios, he has 

recorded striking images of the efforts of people dedicated 

to production and imposing order, imbued with the will to 

stop, or at least slow down the process of dissolution. In 

his work titled “Today”, that was realised within the scope 

of “Istanbul Pedestrian Exhibitions 2: Tünel–Karaköy” (2005) 

and formed the basis for the “Obstructions” series, he 

recorded 37 short videos depicting the often unnoticed micro-

activities taking place within the everyday routine of the 

public space the exhibition was located in; the production 

processes of consumption-oriented products and even artistic 

works; the maintenance and repair works undertaken in the 

area; and in brief, every single type of activity related to 

physical and social human requirements, and included among 

them a notary’s clerk act of stamping official documents with 

surprising speed and incredible dexterity.
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Ali Kazma’n n “O.K.” i inin üretim sürecinden
From the production process of Ali Kazma’s work “O.K.”
2010
Foto raf | Photo © Selen Korkut
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bir h z ve inan lmaz bir marifetle evrak damgalay na da 

yer vermi ti.

Ali Kazma “ kinci Sergi” için önerdi i çok ekranl  video 

yerle tirmesi “O.K.”de, “Bugün”ün noterine geri dönüyor. 

“Engellemeler”in genel kurgusunda hakim olan gerçek 

üretim ve çal ma alanlar  yerine, bu kez bir stüdyo 

ortam nda gerçekle tirdi i çekimlerde Kazma, kameras n  

noter memurunun damgalad kça onay veren eline yöneltiyor. 

Sanatç , tek bir imgenin sürekli tekrarlanmakta olan 

hareketini hem döngüye sokarak hem de ekranlar arac l yla 

ço altarak, bu küçük jesti serginin içine binlerce kez 

yerle tiriyor.

“O.K.”, gösterdi i elin kime ait oldu undan ziyade, elin 

otomatik bir ekilde tekrarlad  performansa odaklan yor. 

Bireyler aras ndaki ve bireylerle devlet aras ndaki 

hukuki ili kileri resmi güvence alt na almak üzere 

görevlendirilen onay  devlet nezdinde muteber noter memuru, 

yaln zca simgeledi i kadar yla var. Biteviye u ra  içinde 

mührün her inip kalk nda, elin sahibinin kendi kimli i 

önemini biraz daha yitiriyor. Tarafs zl n ve adaletin 

simgesi olan el, kimlikler üstü konumuyla, kurumsal onay 

makinesinin alterini bir indirip bir kald r rken, kurumsal 

düzenin i leyi inin ç kard  monoton sesi yank l yor.

 

Bülent angar ve Aydan Murtezao lu, ilk ortak 

çal malar n  1995’te yapt lar. “Gift Shop / Sat l k Zaman” 

adl  bu serigrafi dizisi, i  üretmek üzere davet edildikleri, 

ayn  zamanda küçük bir sanat galerisi de i leten bir otelde 
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In “O.K.”, the multi-screen video-installation he proposed 

for “Second Exhibition”, Ali Kazma revisits the notary 

public in “Today”. Instead of the production and work areas 

predominant in the general structure of “Obstructions”, 

Kazma here uses a professional studio and trains his camera 

on the hand of the notary’s clerk, which grants approval 

with each stamping of a document. By both creating a loop 

of the constantly repeated movement of a single image and 

multiplying this movement via the use of numerous screens, 

this small gesture is positioned thousands of times within 

the exhibition.

Instead of the owner of the hand, “O.K.” focuses on the 

performance the hand repeats mechanically. Representing 

the official protection to the legal relationship both 

between individuals and between individuals and the state, 

the notary’s clerk exists only to the extent that the 

symbol allows. As the stamp is repeatedly brought down, 

the significance of the owner of the hand is reduced with 

each blow. As the hand, the symbol of the impartiality 

and justice with its supra-identity status unceasingly 

raises and lowers the circuit-breaker of the institutional 

approval machine, it echoes the drone of the functioning of 

institutional order.

Bülent angar and Aydan Murtezao lu produced their 

first collaborative work in 1995. This silkscreen print 

series titled “Gift Shop / Time for Sale” came about when 

they were invited to produce some work for a small art 

gallery of a hotel. The departure point for “Sitters”, one 
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gerçekle tirilmi ti. Bu diziyi olu turan iki i ten biri 

olan “Oturanlar”, s n rl  bir zaman dilimi için sat n 

al nabilen otel odas n n geçicilik, yerle me ve mobilite 

ça r mlar ndan hareketle, içinde bulunduklar  co rafyada 

ça da  sanat n s n rlar n d na aç lma sürecine ve kendi 

sanatç  kimliklerine referanslar ta yordu. Aydan Murtezao lu 

ve Bülent angar, otelin galerisinde kar l kl  ba da  

kurmu , serigrafiye aktar lan be  foto raf karesinde kendi 

eksenlerinde ve birbirlerinin yörüngelerinde dönerlerken, 

bu dönü  üstlerindeki di er be  karede görüntülenen ay n 

dönü üne de tekabül ediyor; sanatç lar yerlerinde oturuyor 

olmalar na kar n çizdikleri dairesel hareketle dünyayla 

birlikte ve e zamanl  olu a, ay ve dünyan n döngüsünü taklit 

ederek birlikte tamamlanma iste ine i aret ediyorlard . 

Dizinin di er parças  olan “Gezginler”de ise, galeri 

mekân n n s n rlar  art k ortadan kalkm , s rtlar nda 

seyahat çantalar , davetli olduklar  otelin ço u yabanc  

di er konuklar n n da yapt  gibi, dünyan n üzerinde 

özgürce yerküreyi ad mlarken görünüyorlard .

Aydan Murtezao lu ve Bülent angar’ n bu ilk ortak 

projesi, hiç ku kusuz daha sonraki i lerinde de izlerini 

sürebilece imiz bir ço ulla ma ihtiyac n n izlerini de ta r. 

angar her ne kadar “Kurban” (1994), “Kot Reklam ” (1994) 

“Namaz Hocas ” (1995) gibi daha önceki çal malar nda kendi 

imgesini ço alt p, kendi ikizleriyle yaratt  kalabal kta 

bir yandan tektiple meyi, öte yandan toplumsal bir varl k 

olarak bireyin çoklu kimliklerini kurgulam  olsa da, 

“Gift Shop”, her ikisinin de imgesinin yan yana gelip 

birlikte hareket etmesiyle mümkün k l nan bir ço almaya 

i aret eder.
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of the two works that formed the series, were the allusions of 

transience, settlement and mobility inherent in a hotel room 

that is by definition available for purchase for a limited 

period of time; from there it went on to make references to 

the process of their native contemporary art expanding beyond 

its borders, and also to their own identities as artists. In 

the five photographs transferred to silkscreen prints, Aydan 

Murtezao lu and Bülent angar sit cross-legged in the hotel’s 

gallery, simultaneously rotating around their own axes and 

in each other’s orbit; this rotation also corresponds to the 

movement of the moon captured in the other five frames above; 

with the circular movement they describe despite remaining 

seated in one place, the artists point to a concomitance and 

synchronicity with the world, and by imitating the cycle of 

the moon and the world, to the desire to complement each other 

as an integrated whole. In “Travellers”, the other part of the 

series, the borders of the gallery space have been lifted, and 

they appear on top of the world, freely taking steps across 

the planet, just like the hotel’s other guests, who are mostly 

foreigners.

This first collaborative project of Aydan Murtezao lu and 

Bülent angar bears traces of a need to become plural, no doubt 

also detectable in later works. Although angar had multiplied 

his own image and created a crowd formed of duplicates of 

himself in previous works such as “Sacrifice” (1994), “Blue-

jean Advertisement” (1994) and “Prayer Guide” (1995) in order 

to fictionalise both uniformisation and the multiple identities 

of the individual as a social creature, “Gift Shop” points 

towards a multiplication that is made possible by both of their 

images converging and moving together.
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Bülent angar
simsiz | Untitled
1994
Tuval üzerine serigrafi
Silk screen on canvas
170 x 120 cm

Bülent angar
Namaz Hocas
Prayer Guide
1995–2008
12 Foto raftan 
olu an bir seri | 
Set of 12 photographs
De i ken boyutlar |
Dimensions variable

Bülent angar
Kot Reklam
Blue-Jean Advertisement
1994–2007
Foto raf | Photography
3 x (40 x 55,6 cm)
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Aydan Murtezao lu –
Bülent angar
Gezginler
Gift Shop / 
Sat l k Zaman 
(detay)
Travellers 
Gift Shop / 
Time for Sale 
(detail)
1995
Tuval üzerine 
serigrafi | 
Silk screen on canvas
4 x ( 89,5 x 84,5 cm)

Aydan Murtezao lu –
Bülent angar
Oturanlar 
Gift Shop / Sat l k Zaman 
(detay)
Sitters 
Gift Shop / Time for Sale 
(detail)
1995
Tuval üzerine serigrafi
Silk screen on canvas
5 x (30 x 40 cm), 
5 x (40 x 30 cm)
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Aydan Murtezao lu, kendi imgesini ba kalar yla bir araya 

getirdi i i ler de gerçekle tirdi. Örne in “Pilot”ta (2001–

2003) etraf nda halka olmu  rengârenk giysiler içindeki 

bir grup Roman k z n çizdi i çember; üzerindeki siyah 

beyaz, neredeyse “resmi” k yafetle onlardan tamamen farkl  

görünmesine kar n sanatç n n kendi imgesiyle tamamlan yordu. 

Ya da yine sanatç n n kendi imgesi de dahil olmak üzere 

farkl  sosyal konumlardan, hatta zaman kesitlerinden 

insanlar n, ayn  toplu gösteri çerçevesinde birlikte 

görüntülendi i çok parçal  “Hip Aktiviteler” dizisindeki 

ço ulla ma, bu kez farkl  kimlikler, statüler, gerçeklikler 

ta yan di erleriyle birlikte yanyana gelerek (varolarak) 

mümkün k l nan bir ço ulla maya tekabül ediyordu.

Murtezao lu ve angar’ n bireysel i lerinde de 

gözlemledi imiz ço ulla ma, 2005’ten bu yana ba kalar n  

da dahil ederek gerçekle tirdikleri ortak projelere 

gelindi inde, “özgürle tiren yarat c l klar n alan ” olarak 

tan mlad klar  sanatta “yeni olas l klar  (di erleriyle) 

birlikte olu turma yolunda kendini sürece açma” [11] 

eklinde sonuçlan yor. Sanat  profesyonel u ra  edinmeyi 

tercih etmemi , yine de sanatla olan ili kilerini yarat c  

olarak sürdürmek isteyen bir grupla e itim vermek üzere 2000 

y l nda kurduklar  ve halen sürdürdükleri birliktelik, ilk 

üç y l n ard ndan “Ayr  Dünyalar” ad n  verdikleri ortak 

projeyi geli tirmeleri ve bu projenin çe itli ba lamlarda 

gösterilmesiyle sonuçland . lk kez Nisan 2009’da Berlin’de, 

Vehbi Koç Vakf  taraf ndan hayata geçirilen TANAS’ta 

gerçekle tirdikleri, daha sonra 11. stanbul Bienali’nde 

de tekrarlanan “ siz çiler” adl  ortak proje, yaln zca 

Murtezao lu ve angar’ n i birli i ve katk lar yla de il, 

11 Aydan Murtezao lu ve Bülent angar, “ siz çiler – sana yeni bir i  buldum!” rehber kitapç , 11. stanbul Bienali (2009).
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Aydan Murtezao lu
Hip Aktiviteler - pankart dizisi 
Hip Activities - banner series
2003–2009
Dijital foto raf | 
Digital photograph
90 x 360 cm

Aydan Murtezao lu
Sava a Hay r
(Hip Aktiviteler - 
Balkon dizisinden)
No War
(from Hip Activities – 
Balcony series)
2003–2006
Dijital foto raf | 
Digital photograph
170 x 120 cm

Aydan Murtezao lu
Pilot | The Pilot
2001–2003
Dijital foto raf
Digital photograph
150 x 110 cm



130 K NC  SERG  K TAP 1/2

projenin izleyiciyle payla ld  tüm sergi süresince etkin 

bir ekilde içinde yer alan tüm kat l mc lar n sanatç larla 

birlikte olu turduklar  ço ullukla mümkün olabilirdi.

Benzer bir strateji ile üretilen “Laboratuvar i”, sanatç -

lar n 2006 y l nda dü ünüp tasarlamaya ba lad klar  bir proje. 

4 y l aradan sonra “ kinci Sergi” kapsam nda gerçekle tiriliyor 

olu u ise, ARTER’in program nda ikinci s rada yer alan 

bu serginin, kurum ve kurumsalla ma kavramlar na sanat n 

içinden bugün yeniden birlikte bakmay  önermesi ve ARTER’in —

kurumsal tan mlan nda da oldu u gibi— yeni projelere yönelik 

olanaklar  birlikte yaratmay  hedeflemesiyle yak ndan ili kili. 

Ba ka bir ifadeyle, “ kinci Sergi” ve “Laboratuvar i”nin 

kar l kl  muhataplar n  bulmu  olmalar yla.

Aydan Murtezao lu – Bülent angar
Ayr  Dünyalar | Worlds Apart
2005
“Ele tirel Toplumlar: Sanat,Ele tiri
ve Kapitalizmin Vaatleri IV: nanc n
Kaynaklar  / Siyasetleri”, Badischer
Kunstverein, sergi kapsam nda
Karlsruher Stadtgarten’de billboard,
Karlsruhe, Almanya | “Critical
Societies” Art, Criticism and
the Promises of Capitalism, IV:
Ressources / Politics of Belief”,
Badischer Kunstverein, billboard at
Karlsruher Stadtgarten
Karlsruhe, Germany, 2005

Aydan Murtezao lu – Bülent angar
Ayr  Dünyalar | Worlds Apart
2007
Resim-yerle tirme: kopya ve hayal
painting-installation: 
copy and imaginary
Enstalasyon görüntüsü | 
Installation view: “Modern ve Ötesi |
Modern and Beyond”, santralistanbul
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Aydan Murtezao lu also realised works where she combined 

her own image with others’. For instance in “The Pilot” 

(2001-2003), the circle formed by a group of Roma girls in 

colourful dresses was completed with the image of the artist, 

although she looks entirely different from them with the 

black and white, almost “official” dress she was wearing. In 

another work, the type of multiplication displayed in the 

multi-part “Hip Activities”, in which people from different 

social statuses and even different times zones are displayed 

together with the artist’s own image in the framework of a 

mass demonstration, corresponded instead to a multiplication 

made possible by the artist coming together (existing) with 

others that belong to different identities, statuses and 

realities.

Aydan Murtezao lu – 
Bülent angar

siz çiler – 
sana yeni bir i  buldum!
Unemployed Employees – 
i found you a new job!
2009
TANAS-Berlin sergisinden,
enstalasyon ve performans 
örüntüsü | View from the
installation and 
the performance at 
TANAS-Berlin
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“Laboratuvar i”, çevresel bir sorundan, ortak ya am 

alan m z  tehdit eden su kirlili i etraf nda örülen bilgi ve 

alg  karma as ndan hareket eden Aydan Murtezao lu ve Bülent 

angar’ n payla t klar  ortak kayg y , hem bireysel hem de 

kurumsal zeminlerde, hem sanatsal hem de mesleki anlamda mesele 

edinenlerin, bu sorun üzerinde çal an ve/veya üzerine bir söz 

söyleme ihtiyac  duyanlar n aktif kat l m n  gerektiriyordu. 

Sanatç lar kendilerinin de belirttikleri gibi, “kendi ya am 

alanlar ndan hareketle” ve asl nda pek ço umuzu yak ndan 

ilgilendiren “iki yal n soru ile i e ba lad lar. lki evdeki 

musluktan su içmek, di eri de sahile inip denize girmekle 

ilgiliydi.” Kesin ve tart lmaz bir yan ta ula maktan ziyade, 

ortak bir soruyu sanat n içinden tart maya açmak, bunu 

yaparken de kendi sanatsal pratiklerinin içine —d ar dan 

bak ld nda— d ar dan görünenleri de dahil etmek, ba ka 

bireyleri ve kurumsal yap lar  bu ortak projenin kat l mc lar  

olarak yanlar na almak, “Laboratuvar i”nin yarat c  sürecini 

ayakta tutan temel yap ta lar n  olu turdu. Sergi alan  

içine yerle tirilen kurmaca bir laboratuvar ortam  etraf nda 

ekillenen proje, kurumsal anlamda bilim ve siyaset aras nda 

süregiden, bilimin bo  b rakt  alanlar  siyasetin doldurmas  

esas na dayal  ve hepimizin ya am  için ortak bir tehdit 

olu turan ili kinin analizini bilimsel oldu u kadar bireysel 

ve kurgusal bir dil arac l yla gerçekle tiriyor.

Çevre mühendisi Ça r  Gökdemir’in teknik ve bilimsel 

dan manl k deste i ve ARTER ekibinden Murat Alat’ n 

koordinasyonunda önce Suadiye’de deniz ve ebeke suyundan, 

sonra ARTER’in musluklar ndan al nan su numunelerinin, 

uluslararas  akreditasyonlu ALS ve AEM laboratuvarlar  ve 

Bo aziçi Üniversitesi Çevre Bilimleri Enstitüsü’nde tahlil 
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Looking at the collaborative projects the artists have 

realised with the participation of others since 2005, 

the becoming plural we observe in the individual works 

of Murtezao lu and angar leads to an “opening oneself 

to the process of collectively forming new possibilities 

with others” in art, which they describe as the “field of 

liberating creativities.” [10] At the end of the first 3 

years of the continuing education-focused collaboration 

they formed in 2000 with a group of individuals who have 

chosen not to take up art as a professional occupation but 

nonetheless want to continue their creative relationship 

with it, resulted in a joint project they entitled “Separate 

Worlds” and the presentation of this project in a variety of 

contexts. The joint project titled “Unemployed Employees” 

that they first realised in April 2009 in Berlin at TANAS, 

an art space fostered by the Vehbi Koç Foundation, and 

subsequently repeated for the 11th Istanbul Biennial was such 

that it could only have been possible within the plurality 

formed by all the participants, who joined the artists during 

the entire period of the exhibition in which the project 

was shared with the viewers, and not with Murtezao lu and 

angar’s collaboration and efforts alone.

Produced with a similar strategy, “Lab Created” is a project 

the artists began conceiving in 2006. Its realisation within 

the scope of “Second Exhibition” after a 4-year gap is 

closely connected with the exhibition’s proposal to take a 

new and collective look at the concepts of institution and 

institutionalisation from within art and with ARTER’s aim 

—as indicated in its institutional definition— to 

collectively create the potential and opportunity for 

10 Aydan Murtezao lu and Bülent angar, Guidebook for “Unemployed Employees – i found you a new job!”, 
11th Istanbul Biennial (2009).
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Aydan Murtezao lu ve Bülent angar’ n ortak çal mas  
“Laboratuvar i”nin üretim sürecinden, 2010

From the production process of Aydan Murtezao lu and 
Bülent angar’s joint project “Lab Created”, 2010
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new projects. In other words, it is related to “Second 

Exhibition” and “Lab Created” having found each other’s 

counterparts.

The artists departed from an ecological problem, from the 

chaos of information and perception surrounding the issue of 

water pollution that threatens our common habitat, and “Lab 

Created” required the active participation of people who 

both artistically and professionally took interest in Aydan 

Murtezao lu and Bülent angar’s common concern, who were 

working on this problem and/or felt the need to express their 

views on it, both on institutional and individual grounds. 

As they themselves state, they started off “within their own 

habitat” and began with “two simple questions that closely 

concern many of us”. The first was about drinking water 

from the tap at home and the other about going down to the 

shore and swimming in the sea. Instead of aiming to reach 

an absolute and unchallengeable answer, the main building 

blocks that supported the creative process of “Lab Created” 

were raising a common question for debate from within the 

domain of art, and in doing so including outsiders —when seen 

from outside— within their own artistic practice, and to 

join forces with individuals and institutional structures as 

collaborators in this common project. The project took shape 

around a fictional laboratory environment installed within 

the exhibition space, where an analysis is carried out —via 

a language both scientific and also individual and fictional— 

of the ongoing institutional relationship between science and 

politics which is based on the principle that politics shall 

occupy those areas left vacant by science, and forms a common 

threat to all our lives.
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ettirilmesiyle ba layan ortak sürece, metnini Aydan 

Murtezao lu’nun kaleme ald  performanstaki ikiz biliminsan  

rolünü canland rmalar  için bir oyuncu ajans  arac l yla 

davet edilen ikiz oyuncu/modeller Kutsal ve Arma an 

Dö lüo lu’nun profesyonel kat l mlar  da ekleniyor. “ siz 

çiler” projesi için yay mlanan k lavuzda Aydan Murtezao lu 

ve Bülent angar’ n da belirtti i gibi “sanat tüm kurumlar n 

ötesinde özgürle tirici bir pratiktir. Ve bu anlamda 

olanaklar n da birlikte yarat lmas  ile ilgilidir.”

“Kara Elmas”, her ne kadar Ahmet Ö üt’ün “ kinci 

Sergi” için tasarlay p önerdi i ve ilk kez ARTER için 

gerçekle tirilen bir proje olmasa da, sanatç n n Temmuz 

2010’da Eindhoven’daki Van Abbemuseum’da ba latt  

ve ARTER’e uyarland nda Hollanda’daki sunumu halen 

sürmekte olan, oldukça yeni bir proje. “Kara Elmas”, Halil 

Alt ndere’nin “Portrait of a Dealer” ve Vahap Av ar’ n “Son 

Damla” adl  çal malar  gibi, serginin odakland  kavramla 

olan güçlü diyalo u nedeniyle “ kinci Sergi” çerçevesinde 

“yeniden üretilmi ” olan üç projeden biri. Bu çal man n 

“ kinci Sergi” çerçevesinde yeniden yap m  söz konusu 

oldu unda, Ahmet Ö üt’ün kendisinin de “Kara Elmas”  stanbul 

ba lam nda teste sokma konusundaki isteklili i projeyi 

mümkün k lan ba l ca etmenlerden biri oldu. 

Ö üt, sanatsal prati i içinde farkl  konular  kendi ilgi 

alan na dahil eden, bunu yaparken de farkl  mecralar  

ustal kla kullanabilen ender sanatç lardan biri. Kariyerinin 

ba lang c ndaki üretiminde desen ve sanatç  kitaplar  

a rl kl  yer i gal etmi  olsa da, Ö üt kendini iyi ifade 
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With technical and scientific consultancy support provided 

by environmental engineer Ça r  Gökdemir and under the 

coordination of Murat Alat from the ARTER team, the 

collaborative process began with samples of water being taken 

from sea water and tap water from Suadiye; following which 

samples from the taps at ARTER were sent for analysis at 

the internationally accredited ALS and AEM laboratories and 

the Bosphorus University Environmental Sciences Institute. 

The process continued with the professional contribution 

of twin actor/models Kutsal and Arma an Dö lüo lu who were 

invited through a casting agency to take on the role of the 

twin scientists in the performance piece written by Aydan 

Murtezao lu. As Aydan Murtezao lu and Bülent angar state 

in the guidebook published for the “Unemployed Employees” 

project, “art is a liberating project that exists beyond 

all institutions. And in this sense, it is also about the 

collaborative creation of possibilities.”

“Black Diamond” is not a project designed and 

proposed specifically for “Second Exhibition” and realised 

for the first time for ARTER; however, it is quite a 

recent project by Ahmet Ö üt (initiated in 2010 at the Van 

Abbemuseum in Eindhoven; the presentation of which continues 

in Holland at the time of its adaptation for ARTER). Like 

Halil Alt ndere’s “Portrait of a Dealer” and Vahap Av ar’s 

“Last Drop”, “Black Diamond” is one of the three projects 

“reproduced” within the framework of “Second Exhibition” due 

to its powerful dialogue with the concept the exhibition 

focuses on. When the work was considered for reproduction 

within the framework of this exhibition, Ahmet Ö üt’s 
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edebilece ini dü ündü ü her yeni mecrayla giri ti i 

denemeden aln n n ak yla ç kmay  ba ard . Son dönemlerde 

gerçekle tirdi i ve sanat kurumlar n n yap  ve i leyi ine 

odaklanan kimi çal malar na bakacak olursak, ça da  

sanat n olanaklar ndan nas l sonuna kadar yararland n  da 

görebiliriz.

Ö üt’ün 2007’de Tophane’deki sanat galerisi Rodeo’da, 

2008’de ise Adam Szymczyk ve Elena Filipovic 

küratörlü ündeki 5. Berlin Bienali’nde gerçekle tirdi i 

“Zemin Kontrolü”, önce galerinin, ard ndan da Bienal’in 

gerçekle tirildi i KW Institute for Contemporary Art’ n 

zemininin asfaltla dö enmesi yoluyla, kurumsal sanat 

mekânlar na yad rgat c  bir müdahalede bulunuyor, kamusal 

alandaki kullan m na a ina oldu umuz asfalt  kurumsal alan 

içine ta yordu. Silke Baumann’ n da belirtti i gibi [12], 

bu geçici müdahale, sadece mekân n mimarisine ili kin 

olmaktan ziyade, sanatç n n ya ad  co rafyada devlet 

eliyle yürütülen modernle me sürecinin, devletin bir yandan 

ülkenin ücra kö elerini birbirine ba larken bir yandan 

da kontrolü alt na alma iste inin ve s n rlar  içindeki 

co rafyan n farkl  kültürel katmanlar na tek kat bir örtü 

yayarcas na homojenle tirme çabas n n metaforik anlat m yla 

da ilgiliydi.

2010’da SMBA’daki (Stedelijk Museum Bureau Amsterdam) 

ki isel sergisi kapsam nda gerçekle tirdi i “Bu Resmi 

Yumrukla”, sanatç n n tuval üzerine ya l boya bir 

otoportresinin, serginin aç l  günü uluslararas  

müzayede evi Christie’s i birli i ile düzenlenen bir 

müzayede/performansla aç k art rmaya ç kar l p sat a 

12 5. Berlin Bienali’nin asistan küratörlerinden Silke Baumann’ n “Zemin Kontrolü” üzerine yaz s ndan: 
http://www.ahmetogut.com/ahmetwebground.html
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Ahmet Ö üt
Zemin Kontrolü | Ground Control
2007–2008
400 m2 asfalt | 400 sqm of asphalt
Enstalasyon görüntüsü | Installation view: 
Kunst Werke, 5. Berlin Bienali | 5th Berlin Biennial
Foto raf | Photo © Uwe Walter

Ahmet Ö üt
Bu alan 23 saat güvenlik kameralar  
ile izlenmektedir
This area is under 23 hour video and
audio surveillance
2009
Alüminyum plaka üzerine bask
Printed on an aluminum plate
20,5 x 29 cm
Künstlerhaus Bremen için
üretildi | Executed for
Künstlerhaus Bremen
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sunulmas  esas na dayan yordu. Müzayede evinin müstakbel 

al c ya koydu u iki ko ul vard : Bu resmi sergiye ç kt  

her seferinde isteyen herkes yumruklayabilecek, ancak 

yumruklayan ki i resme verdi i hasardan dolay  yasal ve 

maddi tazminat ödeme riskinden muaf tutulacak; ayr ca resmi 

sat n alan koleksiyoner SMBA’daki sergi bitene kadar ödünç 

vermeyi kabul edecekti. Sanatç n n üzerinde “punch this 

painting” (bu resmi yumrukla) yazan bir ti örtle göründü ü 

ya l boya otoportre, bir yandan tahrik edici bir davetiye 

ç kard  izleyicinin cesaretini s n yor, bir yandan da 

sanat eserinin dokunulmazl n  yasal sonuçlar yla birlikte 

ortadan kald rarak, asl nda yumrukland kça ve hasar gördükçe 

kendisini tamamlayacak bir eseri müzayedeye sokuyordu. 

Müzayedelerde bir sanat yap t na de er biçerken al c lar n 

dikkate almalar  gereken kondisyon raporu, yap t n orijinal 

hali ile imdiki durumu gibi kriterleri, bir yap t n 

sergileni inde dikkate al nmas  gereken güvenlik ko ullar n , 

sigorta edilebilme artlar n  ve bir yat r m arac  olarak 

sanat yap t n n s n rlar n  tamamen ortadan kald rmas na 

ra men, “Bu Resmi Yumrukla” müzayedede al c s n  buldu.

“Kara Elmas” da yine izleyici ve sanat kurumu aras ndaki 

ili kiyi s rad  bir platforma ta yarak, kurumsal de er, 

sanat yap t n n maddi k ymeti, yap t n izleyiciye katt  

de er, bunun için izleyicinin harcamas  gereken çaba ve zaman 

gibi konular , yine ancak izleyicinin performatif kat l m yla 

tamamlanabilecek ironik bir yerle tirmede tart maya 

aç yor. Sergi alan  içine yerle tirdi i tonlarca kömürün 

aras na sanat kurumunun duvar ndan ald  küçük bir parçay  

kar t ran Ahmet Ö üt, sergi boyunca s n rl  bir zaman dilimi 

için randevu alarak ve yaln zca bir defaya mahsus olmak üzere 
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personal willingness to test “Black Diamond” in the Istanbul 

context was one of the main factors that made the project 

possible.

Ö üt is one of those rare artists who integrates diverse 

topics within his field of interest as part of his art 

practice and masterfully uses a variety of media in this 

process. Although drawings and artist’s books were the 

primary media of his early work, Ö üt has managed to derive 

successful results from experiments with new media whenever 

he has judged them to be the best means of expression for a 

work in question. A look at his recent works that focus on 

the structure and functioning of art institutions reveal his 

exhaustive use of the means of contemporary art.

“Ground Control,” a work first realised at the art gallery 

Rodeo in Tophane, Istanbul and later in 2008 at the 5th 

Berlin Biennial curated by Adam Szymczyk and Elena Filipovic, 

carried out an unfamiliar intervention within institutional 

art spaces by covering the floor, in the first case of the 

gallery, and in the latter case of the KW Institute for 

Contemporary Art, with asphalt; introducing asphalt, the 

use of which we are accustomed to in public spaces, into 

institutional space. As Silke Baumann states [11], this 

temporary intervention was, rather than the architecture 

of the space, about the metaphorical narrative of the 

state-managed modernisation process, of the state’s desire 

to control the remote corners of the country even as it 

connected them, and the effort to homogenise the various 

cultural layers of the land within its borders as if to 

spread uniformly a single cover over them.

11 In Silke Baumann’s (curatorial assistant for the 5th Berlin Biennial) text on “Ground Control”: 
http://www.ahmetogut.com/ahmetwebground.html
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Ahmet Ö üt
Bu Resmi Yumrukla | Punch This Painting
2010
Tuval üzerine ya l boya | Oil on canvas
90 x 60 cm
Courtesy of Untitled Collection, 
stanbul izniyle

“Bu Resmi Yumrukla”, Christie’s Amsterdam 
müzayede evinden müzayede yöneticisi 
Benthe Tupker taraf ndan, Stedelijk 
Museum Bureau Amsterdam’da (SMBA), 
21 A ustos 2010’da aç k art rmaya sunuldu.
Resim a a daki artlarla sat ld :
1. Resim, her sergileni inde, yumruklamak 
isteyen herkes taraf ndan yumruklanabilir. 
Resmi yumruklayan ah s ortaya ç kabilecek 
zarardan kanunen veya madden sorumlu 
tutulmayacakt r.
2. Resmin yeni sahibi yap t , Stedelijk 
Museum Bureau Amsterdam’da 21 A ustos–
3 Ekim 2010 tarihleri aras nda 
gerçekle tirilecek “Informal Incidents” 
adl  sergiye ödünç vermek zorundad r.

“Punch This Painting” is auctioned by 
Auctioneer Benthe Tupker from Christie’s 
Amsterdam at Stedelijk Museum Bureau 
Amsterdam (SMBA) on 21th of August 2010.
The painting is sold only under the 
following conditions:
1.The painting might be punched by who-ever 
feels like punching it every time it is 
exhibited. The Person who might punch it 
will not be the legally or financially 
accountable for any damages caused.
2. The new owner has to agree to give the 
painting as a loan to the Stedelijk Museum 
Bureau Amsterdam where it will be exhibited 
during ‘Informal Incidents’ from 
August 21 until October 3, 2010.
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“Punch This Painting”, a work realised within the scope of the 

artist’s solo exhibition in 2010 at the Stedelijk Museum Bureau 

Amsterdam (SMBA), was based on the oil-on-canvas self portrait 

of the artist to be sold by auction with the collaboration of 

the international auction house Christie’s on the opening day 

of the exhibition. The auction house imposed two conditions 

on the prospective buyer: each time the painting appeared in 

exhibition, any viewer who wished to punch the painting would 

have the right to do so, and would subsequently be held exempt 

of legal and pecuniary compensation due to any damage caused 

to it; moreover, the collector who bought the painting would 

agree to loan it until the end of the exhibition at the SMBA. 

The oil-on-canvas self portrait of the artist, in which he 

wears a t-shirt that bears the words “punch this painting”, 

on the one hand has the effect of testing the courage of the 

viewer with a provocative invitation, while on the other 

hand puts up for auction a work of art that will be carried 

to completion as it is punched and damaged, disrupting the 

untouchability of the art work along with the relevant legal 

consequences. Despite completely eliminating criteria like the 

report of condition, the original state and present condition 

of the work that buyers take into account when evaluating a 

work of art, the security conditions applied when a work is 

exhibited, its conditions of insurability and the borders of 

the art work as a tool of investment, “Punch This Painting” 

did find its buyer at the auction.

“Black Diamond” again transports the relationship between the 

viewer and the art institution to an unfamiliar platform, and 

within an ironic installation that can only be completed with 

the performative collaboration of the viewer, encourages debate 
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Ahmet Ö üt
Kara Elmas | Black Diamond
2010
Yerle tirme: Müzenin küçük bir parças  
on iki ton kömürün içine gizli; 
bu parçan n yerinde ise 
bir elmas parças  duruyor.
Installation: a little piece of the museum
has been buried in twelve tons of coal 
and a diamond replaced with the 
little piece of the museum.
Van Abbemuseum’dan enstalasyon görüntüsü 
View from Van Abbemuseum
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kömür kapl  alana girebilecek olan izleyiciden, kurumsal 

parçay  bulup ç karmas n  bekliyor. Kömür tozuna bulan p 

kirlenmek ve bunu yaparken izlenmek pahas na da olsa bu 

deneye kat lmak isteyenleri bekleyen mükafat ise, duvardan 

parça al n rken kurumda aç lan küçük bo lu a yerle tirilmi  

olan elmas parças . Yani kurumdan al nan  tekrar yerine 

koyan ki i elmas  al yor, e er kimse bulamazsa da elmas 

sonsuza kadar kurumun oluyor. Ahmet Ö üt’ün “Kara Elmas” n 

bulundu u sergi kat n n giri ine yerle tirdi i tabelaya 

göre, bu alan 23 saat güvenlik kameralar  ile izleniyor.

 

z Öztat, ARTER’in 7 May s 2010’daki kurumsal 

aç l nda mekân  ve sergiyi görüntüleyip davetlilerle video 

röportajlar yapmak istemi ti. Fakat ARTER’in medya ileti imi 

aç l  öncesinde tamamlanm  oldu u için, aç l ta görüntü 

al nmas  tercih edilmiyordu; bu nedenle sanatç n n bu 

talebine olumlu yan t verilemedi.

Ancak Öztat’ n izleyici, kurum ve sanat yap t  üçgenine 

yönelen akademik ve sanatsal ilgisinin ipuçlar n  da veren 

bu ilk kar la ma, “ kinci Sergi”nin haz rl klar  s ras nda 

kendini hat rlatt  ve bu kez kurumdan gelen bir görü me 

talebi, sanatç n n doktora tezinde halen üzerinde çal t  

kült/sergilenme de eri ve seküler bir ritüel alan  olarak 

sergi deneyimi konular  ba lam nda “Te hir ve Muhafaza” 

ba l kl  bir projenin ortaya ç kmas yla sonuçland .

Sanatç  kimli inin yan s ra, Kadir Has Üniversitesi 

Güzel Sanatlar Fakültesi’nde ö retim görevlisi olarak 

akademik bir kimlik de ta yan Öztat, “Te hir ve Muhafaza” 
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about topics such as the material value of the art work, the 

value the work adds to the viewer, and the effort and time 

the viewer must expend to gain such value. Having hidden a 

small piece of the wall of the art institution among tonnes of 

coal he has installed within the exhibition space, Ahmet Ö üt 

expects the viewer, who will be allowed to enter the coal-

covered space by appointment and on a one-time-only basis, to 

excavate the institutional piece within a certain time limit. 

For those who wish to take part in this experiment at the 

expense of getting covered in coal dust and being watched in 

the process, the reward that beckons is to claim the diamond 

placed in the institution’s wall, which was inserted in the 

small crevice where the section of wall was removed from. In 

other words, the viewer who puts back what has been taken 

away from the institution claims the diamond, and if no one 

succeeds, the diamond belongs to the institution forever. And 

as indicated on the plate Ahmet Ö üt places at the entrance of 

the exhibition floor where “Black Diamond” is installed, this 

area is under 23 hour video and audio surveillance.

z Öztat had wanted to record the space and exhibition 

visually and to conduct video-interviews with invitees during 

the institutional opening of ARTER on 7 May 2010. However, 

since ARTER’s media release had been finalised beforehand, 

filming was not preferred at the opening; therefore this 

request by the artist could not be fulfilled.

However, this first encounter that signalled Öztat’s academic 

and artistic interest that focused on the triangle of viewer, 

institution and art work, was recalled during the preparatory 
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adl  yerle tirmesinde, akademik çal mas n n içeri ini 

sanatsal prati inin kayna  olarak kullan yor. Osmanl  

mparatorlu u’ndan Cumhuriyet dönemine ve günümüze uzanan 

süreçte “ulusal kimlik ve belle in” yerel ve uluslararas  

sunumuna yönelik strateji ve uygulamalar üzerine yapt  

kapsaml  akademik ara t rmaya sanat n içinden yeniden bak p, 

çok parçal  bir heykel yerle tirmesine dönü türerek form 

kazand r yor. z Öztat çe itli tarihsel ve güncel örnekler 

içinden ay klay p seçti i müze ve sergi binalar n , ulusal 

pavyonlar , klasik sergileme tekniklerinde kullan lan vitrin 

ve muhafaza birimlerini ve hatta te hir edilen nesnenin 

kendisini, özgün sosyopolitik ba lam ndan soyutlay p, 

üzerlerine güncel malzemeler giydiriyor. “ kinci Sergi” içinde 

yeni bir temsiliyet alan , s rad  ve kurgusal bir pavyon 

olu turan Öztat, kendi te hir ikonografisini, pavyonunda bir 

araya getirdi i be  temel birimle görselle tiriyor.

Yunan ve Roma tap naklar n n belirgin özelliklerinden 

olan, seküler ritüel alan  olarak müzelerde ve büyük 

ölçekli sanat kurumlar n n mimarisinde s kça kullan lan, 

sütunlu ve al nl kl  bir giri  kap s  (propylon), Öztat’ n 

yerle tirmesine de giri  te kil ediyor. ARTER’in Postac lar 

Sokak üzerindeki ikinci kap s ndan içeri girildi inde, mermer 

merdivenlere aç lan sahanl n iki yan nda yer alan volüt 

ba l kl  mermer sütunlar  da bir propylon gibi hayal etmek 

mümkün. z Öztat, klasik müze binalar n n kurumsal yüzlerinin 

simgesi olan bu an tsal sütun ve al nl n yap m n , daha 

ziyade turizm sektörüne ve e lence dünyas na hizmet veren 

bir balon üreticisine sipari  ediyor ve havada as l  duran, 

içi hava dolu sütunlar yla “ kinci Sergi” ziyaretçilerini 

kendi pavyonuna al yor.
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stages of the “Second Exhibition” and this time, an invitation 

from the institution resulted in a project titled “Display and 

Preservation” that problematises the cult/exhibition value, 

and the exhibition experience as a secular field of ritual, 

subjects of the artist’s ongoing doctoral thesis.

Besides her identity as an artist, Öztat also possesses an 

academic identity as a lecturer at the Kadir Has University 

Fine Arts Faculty, and in her installation titled “Display and 

Preservation” she uses the content of her academic work as 

the source of her artistic practice. She revisits from within 

the sphere of art her own comprehensive academic research 

conducted on strategies and applications towards a local and 

international presentation of “national identity and memory” 

in the continuum extending from the Ottoman Empire to the 

Republican period and the present, and transforms it into a 

sculptural installation formed of numerous pieces. From among 

various historical and contemporary examples, z Öztat selects 

certain museums and exhibition buildings, national pavilions, 

display and preservation units used in classical exhibition 

techniques and even the exhibition object itself; then proceeds 

to strip them of their original social and political contexts, 

and re-dresses them with contemporary materials. Forming 

a new field of representation, an unusual and fictitious 

pavilion within the “Second Exhibition”, Öztat visualises her 

own exhibition iconography with the five primary units she 

assembles there.

The propylaeum, an entrance gateway featuring columns and a 

pediment, is one of the outstanding characteristics of Greek 

and Roman temples and is often used in the architecture of 



150 K NC  SERG  K TAP 1/2

Hafriyat grubunun “ kinci Sergi”deki projesine esin kayna  

olu turan 1930’lu ve 1940’l  y llar n devlet destekli “Yurt 

Gezileri” program yla da ayn  dönem içinde in a edilmi  olan ve 

bugün Cumhuriyet modernle mesinin mimari ikonalar ndan say lan 

Ankara’daki Sergievi (bugünkü Devlet Opera ve Balesi binas ), 

z Öztat’ n pavyonuna fiziksel anlamda zemin olu turuyor. 

19. yüzy l n ikinci yar s nda Avrupa’da düzenlenen ve Osmanl  

mparatorlu u’nun da kat ld  uluslararas  fuarlarda 

cami, saray, çe me gibi mimari eserlerin fragmanlar n n 

yayg n bir ekilde sunulmu  olmas ndan hareket eden Öztat, 

Sergievi’nin sembolik bir modelini yerle tirmesinin 

merkezinde te hir ediyor. Fuar alanlar nda s kça kullan lan 

plastik yer dö emelerinin üstüne plastik nakliyat paletleri 

yerle tirilmesiyle binan n karakteristik izdü ümü zemine 

uygulan rken, Sergievi’nin an tsal kulesi de dev bir dikey 

pastaya dönü üyor. Modernle me ve ilerlemeyi temsil eden her 

eyi geni  kitlelere te hir edebilmek amac yla in a edilmi  

bu modernist yap , bir yandan te hir nesnesinin kendisine 

dönü ürken, öte yandan da di erleri için bir kaide, hatta 

sergi pavyonunun kendisi gibi kullan l yor.

Öztat’ n te hir etti i “te hir ve muhafaza” birimleri, 

kullan lan malzemenin çe itlili inin de yard m yla, hem 

görüntü hem de ölçek de i tirerek soyutla yorlar: Yar m kubbe 

eklinde bir pencere tentesine plastik kompresör borular  

eklenerek yap lm  bir tabernaculum (kiliselerin sunak 

masalar nda ya da ni lerinde kutsal ekme in muhafaza edildi i 

obje) ile slam mimarisiyle özde le mi  mü rebiyenin (kafesli 

pencere) kurumsal iç mekân ve ofislerde tercih edilen ve dini 

göndermeler ta mayan modern bir kar l  dü ünülerek seçilen 

renkli plastik jaluzilerle yap lm  bir kaide, Sergievi’nin 
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museums and large-scale art institutions that serve as 

secular ritual spaces, and here also forms the entrance of 

Öztat’s installation. It is also possible to imagine as a 

propylaeum the marble columns with volute heads situated 

on both sides of the staircase one encounters when entering 

ARTER from its second entrance on Postac lar Street. 

z Öztat welcomes visitors of the “Second Exhibition” to 

her own pavilion with its air-filled columns suspended in the 

space, ordered from a supplier of balloon products, whose 

customers are generally from the tourism industry and the 

entertainment world.

Sergievi (literally “Exhibition House”, presently known 

as the State Opera and Ballet Building) in Ankara, today 

considered as one of the architectural icons of Republican 

modernisation and built during the same period as the state-

supported “Excursions in the Homeland” of the 1930s and 

the 1940s that inspired the Hafriyat Group’s project in 

the “Second Exhibition” forms a physical platform for z 

Öztat’s pavilion. Departing from the frequent presentation 

of fragments of architectural works such as mosques, palaces 

and fountains at world fairs organised in the second half of 

the 19th century and attended by the Ottoman Empire as well, 

Öztat places a symbolic model of Sergievi at the centre of 

her installation. The floor plan of the building is applied 

to the floor by installing plastic shipping pallets on a 

plastic flooring, the type of which is often used in fair 

venues, and the monumental tower of Sergievi is transformed 

into a giant vertical cake. On the one hand, this modernist 

building, constructed in order to exhibit to wide masses 

everything that represents modernisation and progress, is 
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z Öztat’ n “Te hir ve Muhafaza” i inde referans 
verdi i Sergievi için aç lan uluslararas  
yar maya kat lan projenin çizimi (Mimar 3, 
No. 5, 1933) ve evki Balmumcu’nun Sergievi 
binas n n 1940 y l ndan bir foto raf

Drawing of the project (Architect 3, No. 5, 1933) 
that participated in the architectural design 
competition opened for the Exhibition House 
that z Öztat refers to in her work “Display 
and Preservation” and a photograph of evki 
Balmumcu’s Exhibition House from 1940
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z Öztat’ n 
“Te hir ve Muhafaza” 
i i için 3 Boyutlu 
eskiz, 2010

The 3D sketch for 
z Öztat’s work 
“Display and 
Preservation”, 2010

z Öztat’ n “Te hir ve 
Muhafaza” i inde yeniden 
yorumlad  formlardan 
Harbiye Askeri Müze’deki 
silah te hir vitrini ve 
tabernaculum.

Two of the forms which 
z Öztat reinterpreted 
in her work “Display 
and Presentation”: 
The window display for 
weapons at the Military 
Museum in Harbiye and 
tabernacle 
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kar l kl  iki ucunda duruyorlar. Bir küpün yan yüzleri gibi 

birbirlerine monte edilerek, içine girilmez bo  bir mekân 

yaratt klar n  da dü ünebilece imiz bu jaluzilerin tepesine 

bir çat  gibi oturtulmu  olan nesne ise, ya mur oluklar nda 

kullan lan galvanizli sacla yeniden yorumlanm , orijinali 

Harbiye’deki Askeri Müze’de bulunan silah te hir vitrini. 

“Te hir ve Muhafaza”y  tamamlayan son birim ise, sanat 

kurumlar n n e itim amaçl  enformasyon ve navigasyon için 

hizmetlerine ald klar  dokunmatik bir ekran. z Öztat’ n 

çekemedi i aç l  görüntüleri, bu dokunmatik ekrandaki di er 

enformasyonla birlikte, ARTER’deki güvenlik kameralar n n 

bakt klar  aç lardan izlenebiliyor.

 

“ kinci Sergi”nin 27 Kas m 2010’daki aç l  

s ras nda, ço u davetlinin belki de hiç fark etmemi  

olabilece i, kurumsal bir aç l n al lageldik rutini 

içinde kendini hissettirmeden kamufle olan, s radan bir sergi 

aç l n n ku and  ola an k yafete bürünüp kalabal n 

aras na kar an, yine de planl  programl , ard nda nas l bir 

iz b rakaca  öngörülmü  bir performans da yer al yor.

Cengiz Tekin’in i lerinde her zaman gizlenen bir eyler 

var; ya da her zaman hakim olan temkinli bir sessizlik, bir 

nefesini tutmu  bekleme hali sözkonusu. “Untitled” da ayn  

sessizli i payla p, ba ka bir eyler aras na gizlenerek 

sergi içinde kendine bir ya ant  kuruyor.

Tekin’in bir dizi i i, ARTER’in aç l  sergisi “Starter”da da 

yer alm t . 2009 tarihli “Normalizasyon” adl  foto raf nda, 

bir evin oturma odas nda, aile bireylerinin kay ts z 



155 SECOND EXHIBITION BOOK 1/2

transformed into the exhibited object itself; while on the 

other, it is used as a pedestal for the other objects, indeed, 

as the exhibition pavilion itself.

Öztat’s “display and preservation” units, take on an abstract 

nature as they change both in appearance and scale with the 

help of the diversity of materials used: A tabernacle (the 

item of church furniture placed on the altar or niches and in 

which the eucharist is reserved) produced by adding compressor 

tubes to the semi-dome of a window-shade and a pedestal made 

with the type of coloured plastic blinds used in institutional 

interiors and offices, chosen as a modern equivalent —devoid of 

religious connotations— of the mü rebiye, the latticed window 

identified with Islamic architecture, stand at opposite ends of 

Sergievi. On the other hand, the object that has been placed 

like a roof on top of these blinds —which are fixed together 

like the lateral sides of a cube, perhaps lending themselves 

to be thought of as a closed, empty space— is a display case 

for weapons; the original situated at the Military Museum 

in Harbiye, here reinterpreted with galvanised sheet iron 

used in rain gutters. The final unit that completes “Display 

and Preservation” is a touchscreen employed for educational 

information and navigation in today’s art institutions. On 

this touchscreen, along with the other information available, 

the recordings of the opening z Öztat could not shoot can be 

viewed from the perspective of ARTER’s CCTV cameras.

The opening of the “Second Exhibition” on 27 November 

2010 features a performance that many viewers might have 

not even noticed, that stealthily camouflages itself in 
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bak lar  e li inde sürdürülen kaz  çal mas nda, dö emenin 

alt nda gömülü, gizlenmi  bir eylerin mi ortaya ç kaca , 

yoksa çok derinlere gömülüp saklanmas , korunmas  gereken 

ba ka bir eyler mi oldu u belli de ildir. Ya da “Sakin 

Durum”da (2005), yere serili iki kat yer dö e inin üstünde 

sakince oturan, sanki s rad  hiçbir ey yokmu , her ey 

olmas  gerekti i düzen içinde ak p gidiyormu  gibi görünen 

ya da görünmeye çal an ki i, foto rafa biraz daha dikkatli 

bakt m zda alt ndaki dö eklerin aras nda d ar  sarkan elin 

sahibini bir eylerden korumak için sakl yor mu, yoksa onu 

zorla oraya s k t rm , d ar  ç kamas n diye tüm a rl yla 

üzerine mi çöküyor, anla lmaz.

Hiç ku kusuz her eyden önce sanatç n n içinde ya ad  

co rafyan n politik gerçekleriyle alakal  olan bu i lerdeki 

tekinsiz sessizlik ve kamuflaj, asl nda ayn  gerçekli in 

zorunlu k ld  kesintisiz bir mücadele ve direni  

deneyiminin de sonucunda olu turulmu  sanatsal stratejiler 

olarak, Tekin’in üretimine ilk dönem çal malar ndan bu yana 

e lik ediyorlar. “Panorama”da (2007) s rt  kameraya dönük, 

yüksekçe bir tepeden ufuktaki Diyarbak r ehrine bakan 

Cengiz Tekin’in bir aya , ilk bak ta fark edilmeyecek bir 

ekilde, sanatç n n üzerinde durdu u kaya ile kamufle olmu , 

hareketsiz yatan birinin ba  üzerine basarken; ayn  dönemde 

gerçekle tirdi i “Natürmort” adl  foto rafta, bu kez sar  

ba aklarla kapl  uçsuz bucaks z bir tarlan n ortas nda, 

elinde silah yla yerde cans z (ya da pusuda) yatan da Cengiz 

Tekin’in kendisi. Sanatç n n kendi imgesini gizleyerek 

gerçekle tirdi i i ler aras nda en iddetlilerinden biri, hiç 

ku kusuz mezbahada derisi soyulup içi bo alt ld ktan sonra 

ask ya al nm  kasapl k hayvan bedenlerinin aras na kendi 
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the familiar routine of an institutional opening; that 

disappears among the crowd by masking itself with the 

conventional appearance of an ordinary exhibition launch; 

yet nevertheless was planned and programmed, and had 

envisaged the impression it will leave behind.

There is always something hidden in Cengiz Tekin’s work, or 

a wary silence that remains dominant, a state of holding 

one’s breath. And it is the same for “Untitled”, as it 

shares that particular silence, and hides among other 

things in order to create a life of its own within the 

exhibition.

A series of Tekin’s works had been included in “Starter”, 

the collection based inaugural exhibition of ARTER. In his 

photograph titled “Normalisation” (2009), an excavation 

is taking place in the living room of a home under the 

indifferent gazes of family members; it is not clear 

whether something buried, hidden beneath the flooring 

is about to be revealed, or there is need for something 

altogether different to be buried and hid, to be protected 

in the depths of the home. Or in the case of the person 

seen calmly seated on two layers of futon laid out on 

the floor who appears, or tries to appear, as though all 

is perfectly ordinary and nothing undue is taking place 

in “Calm Situation” (2005); on closer inspection of the 

photograph, it is unclear whether he intends to protect 

the hidden owner of the hand seen protruding outwards from 

between the futons beneath him, or whether he has forced 

him there and is squatting on top of him with all his 

weight so he cannot get out.
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Cengiz Tekin
Sakin Durum
Calm Situation
2005
C-print
70 x 105 cm

Cengiz Tekin
Natürmort | Still Life
2007
130 x 180 cm
Sanatç n n ve Outlet
stanbul’un izniyle

Courtesy of the artist and
Outlet-Istanbul 

Cengiz Tekin
Normalizasyon | Normalisation
2009
C-print
99 x 134 cm
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The uncanny silence and camouflage evident in these works 

are related no doubt primarily to the political realities 

of the landscape the artist is situated in; yet they have 

been present in Tekin’s work since his early productions 

as artistic strategies formed by the experience of endless 

struggle and resistance imposed by the very same realities. 

In “Panorama” (2007), one foot of Cengiz Tekin, who with his 

back turned to the camera, is looking from a hilltop at the 

city of Diyarbak r on the horizon, is pressing down on the 

head of a person lying motionless, camouflaged by the rock 

the artist is standing on, and unnoticeable at first glance. 

In the photograph titled “Still Life”, realised in the same 

period, this time the person lying lifeless (or in ambush) 

in the middle of an immense field covered in yellow grain, 

with weapon in hand, is Cengiz Tekin himself. One of the most 

intense among the works the artist realised by concealing his 

own image certainly is the series titled “Enentegre” (2007) in 

which he camouflages his body by squeezing it among hanging 

animal carcasses for butchery, skinned and eviscerated at the 

slaughterhouse. His work “Here Is No Water But Only Rock” 

(2010) named after T. S. Eliot’s poem “The Waste Land”, on 

the other hand, features —almost petrified— children that 

have become one with the stones and rocks they hide behind, 

only noticeable after repeated, careful observation. It is 

no place to play hide and seek safely; it is clear that they 

have taken shelter behind these rocks to protect themselves 

from a threat. In Cengiz Tekin’s work, “stone” and “child”, 

two words which, when thought of together, should at the 

most remind us of no more than innocent children’s games 

(like jackstones or hopscotch), are multiplied with the new 
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bedenini s k t rarak kamufle etti i “Enentegre” (2007) 

dizisidir. T. S. Eliot’ n “Çorak Ülke” adl  iirinden yola 

ç karak adland rd  “Burada Çok Fazla Kaya Var” (2010) 

adl  çal mas nda ise, ancak dikkatle, tekrar tekrar 

bak ld nda fark edilen, arkas na gizlendikleri ta  ve 

kayalarla bir olmu , neredeyse ta la m  çocuklar var. 

Saklambaç oynamak için elveri li bir yer de il buras ; 

belli ki onlar  tehdit eden bir tehlikeden korunmak 

için kendilerine siper edinmi ler bu ta lar . Birlikte 

dü ünüldüklerinde en fazla (be  ta , seksek gibi) masum 

çocuk oyunlar n  akla getirmesi gereken “ta ” ve “çocuk”, 

Cengiz Tekin’in çal mas nda Türkiye’nin güncel politik 

ba lam  içinde kazand klar  yeni anlamlarla ço alt l yor, 

bu ikisi aras nda do rudan kurulan ili ki yeniden 

yorumlan p, ta lar yerine oturtuluyor.

Cengiz Tekin, aç l  dendi inde adet oldu u üzere, 

“kutlama” mesaj n  bir sepet çiçekle göderiyor “ kinci 

Sergi”ye. Tekin henüz Çukurova Üniversitesi’nde 

ö renciyken, sanatç  olarak davet edildi i, Adana’da 

düzenlenen bir sergideki performans n  12 y l sonra 

ARTER’de tekrarlarken, çiçek gönderme jestinin anlam  

daha da geni liyor. Aç l ta yerle tirildikleri kaide 

üzerinde b rak l p, sergi boyunca kendi ya ant lar n  

tamamlayacak olan “isimsiz” çiçekler, aç l p büyümeye 

bir süre daha devam ettikten sonra, ilk günkü tazelik 

ve renklerini kaybedip de i meye, ömürlerini doldurup 

solmaya ba layacaklar. Cengiz Tekin, sergideki varl n  

ilk bak ta zarif bir jestle hissettirmekle yetinirken, bu 

kendini tamamlama sürecinin bütün kurumlar için de geçerli 

oldu unu hat rlat yor belki de.
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Cengiz Tekin
Panorama
2007
90 x 130 cm
Sanatç n n ve 
Outlet- stanbul’un izniyle
Courtesy of the artist and
Outlet-Istanbul

Cengiz Tekin
Enentegre
2007
C-print
70 x 100 cm
Sanatç n n ve 
Outlet- stanbul’un izniyle
Courtesy of the artist and
Outlet-Istanbul

Cengiz Tekin
Burada Çok Fazla Kaya Var 
Here Is No Water But Only Rock
2010
C-print
80 x 150 cm
Sanatç n n ve 
Outlet- stanbul’un izniyle
Courtesy of the artist and
Outlet-Istanbul
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Cengiz Tekin, 
“Untitled” i i için 
çiçekçi dükkân nda 

Cengiz Tekin in a 
florist shop for his 
work “Untitled”
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meanings they gain in the contemporary political context of 

Turkey, and the direct relationship thus formed between the 

two words brings about a new interpretation, and the rocks 

fall into place.

In keeping with the tradition of opening ceremonies, Cengiz 

Tekin sends his “congratulatory” message to the “Second 

Exhibition” in the form of a basket flower arrangement. In 

repeating at ARTER a performance he had staged at an exhibition 

he was invited to as an artist and organised in Adana 12 years 

ago when he was still a student at Çukurova University, the 

meaning of the gesture of sending flowers expands even further. 

The “untitled” flowers left on the pedestal they are placed 

at the opening will die during the course of the exhibition, 

gradually losing their initial freshness and colours, and 

slowly beginning to fade and wilt. Content at first sight with 

making his presence in the exhibition felt with an elegant 

gesture, Cengiz Tekin perhaps reminds us that this process of 

completion is valid for all institutions.

In the project he developed for the Santa Monica 

Museum of Art in 1998, the American artist Michael Asher, 

one of the important figures of artistic practices of 

institutional critique, superimposed the temporary walls and 

separations constructed for previous exhibitions at this art 

institution as they appeared on the corresponding plans, re-

applying them all in a single space. In comprehensively re-

erecting spatial organisations of previous exhibitions, Asher 

stripped the surfaces of the walls that were meant to display 

the works, and in his installation used only the aluminium 
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Kurumsal ele tiriye yönelik sanatsal pratiklerin 

önemli isimlerinden Amerikal  sanatç  Michael Asher, 1998’de 

Santa Monica Museum of Art için geli tirdi i projede, 

bu sanat kurumunda daha önce düzenlenmi  olan sergiler 

için in a edilen geçici duvar ve bölmeleri, plan üzerinde 

göründükleri ekilde üst üste bindirip, hepsini ayn  anda 

mekâna yeniden uygulam t . Asher, geçmi  sergilere ait 

mekânsal düzenlemeleri topluca yeniden aya a kald r rken, 

eserleri üzerinde ta mas  gereken duvar yüzeylerini bir 

kabuk gibi soymu , yerle tirmesinde yaln zca bu sahte 

duvarlar  ayakta tutmak için dikilen ve izleyicinin hiçbir 

zaman görmedi i alüminyum profilleri kullanarak, içinde 

dola labilen bir labirent ortaya ç karm t . Asher’ n bu 

ikonik çal mas , müzede o güne kadar düzenlenen sergilerdeki 

mimari dönü ümlerin belle iyle birlikte, tüm kurumsal sürecin 

bir dökümünü de yakalam  oluyordu. Üstelik bunu mekân içine 

soktu u tek bir mimari eleman yard m yla ba ar yordu. Sanat 

kurumunun kendisini yap t n n mecras na dönü türen Asher, ona 

d ar dan, kat  bir ele tirel tav r geli tirmekten ziyade, 

yaratt  ba lamlar  ve mimari organizasyonunu sorgulamak 

üzere kurumu te vik etmeyi hedefliyordu.

Canan Tolon’un “ kinci Sergi” için önerdi i iki 

projeden biri olan “Tedbir”, kurumsal yap ya dair dü ünürken 

stratejisini mimari üzerinde kuruyor. Tolon bu 

yap t n n ba lang ç noktas n  kurumun fiziksel ko ullar ndan 

al p, ona ekil vermek için binan n mimari özelliklerini 

devreye sokuyor. Sergideki di er i i “Hasar” ise sanat 

yap t n n kurumlararas  dola m n , kurumun neyi içine al p 
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frames that held up these temporary walls that the viewer 

normally never sees, thus forming a labyrinth within which 

to wander. This iconic work by Asher managed to capture, 

along with the memory of architectural transformations that 

had taken place in the exhibitions organised at the museum 

to that date, an inventory of the entire institutional 

process. Moreover, he succeeded in doing this with a single 

architectural element he introduced to the space. Asher 

transformed the art institution itself into the medium of 

the work, and aimed to encourage the institution to question 

the contexts it creates and its architectural organisation, 

rather than developing an approach that was external, rigid 

and critical.

“Precaution”, one of the two projects Canan Tolon has 

proposed for “Second Exhibition”, bases its strategy on 

architecture in its reflections on institutional structure. 

Tolon determines the departure point of this work as the 

physical attributes of the institution and engages the 

architectural features of the building to shape it; whereas 

“Loss”, her second installation in the exhibition, focuses as 

its subject matter on inter-institutional circulation, and 

what an institution includes and excludes. However different 

the materials they use, their content and the questions they 

pose may seem at first sight, once we consider the titles of 

the works (“Precaution” and “Loss”) together, and that they 

were designed and produced for the same exhibition context, 

we may come to conclude that in fact they share a deep common 

concern. 
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neyi d ar da b rakt n  konu edinen bir yerle tirme. 

lerin isimleri birlikte dü ünüldü ünde (“Tedbir” ve 

“Hasar”), kulland klar  malzemeler, içerdikleri anlam 

ve sorular ilk bak ta birbirlerinden ne kadar farkl  

görünürse görünsün, ayn  sergi ba lam  için tasarlan p 

gerçekle tirilmi  olmalar n n ard nda, asl nda her ikisinin 

de derinde payla t klar  ortak bir kayg n n yatt n  

söyleyebiliriz.

Mimarl k e itimi alm  ve profesyonel sanat kariyerine 

ba lamadan önce k sa bir dönem mimarl k prati ini de 

deneyimlemi  olan Tolon, pek çok yap t nda kulland  

çim ve küf gibi organik, kendilerine ait ya amlar  olan 

malzemelerle, bir anlamda mimarinin ço u kez yar m b rakt  

yerden ba l yor; [13] insanlar için ya am alanlar  tasarlayan 

bu disiplinin yan t vermesi beklenen çevresel ko ullar  önce 

tuval yüzeyinde, daha sonra tuvalin yerine geçen sac levhalar 

üzerinde deneye sokuyordu. Sürecin i in ayr lmaz bir parças  

olarak önem kazand , sanatç n n müdahalesinin sadece 

reaksiyonu ba latmak ve yüzey üzerinde beliren ya ant n n 

süreklili ini sa lamakla s n rl  oldu u bu yap tlar, organik 

malzemenin özerk ya ant s na ait ve sonunda mutlaka ölümle 

sonuçlanan bir sürecin tamamlanmas na yard m ederken, bu 

süreçten geriye kalan izler de yap t n kendisini tamamlam  

oluyordu. Canan Tolon’un yüzeylerinden, çizim ve planlar n 

rehberli i ve denetiminde yükselen mimari yap lar n yerine, 

organik malzemenin kendi ya am döngüsüyle ekillenen, bu 

anlamda da denetim alt na al nmas  zahmetli ve güç yap lar 

yükseliyordu. Yüzey üzerinde sa a sola ve yukar ya a a ya 

ilerleyerek bir hacim ve kendine ait bir mekânsall k yaratma 

çabas na da i aret eden “Still Lifes”, “Bask  Alt nda” 

13 Richard Ingersall, “Canan Tolon: Paralel Bir Dünyan n Mimar ”, yap m a amas ndaki bir Galeri Nev yay n ndan.
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Tolon, who studied architecture and had a short experience 

of architectural practice before she embarked upon her 

professional art career, has used in her several works 

organic materials like grass and mould, that have a life 

of their own, to start from a point that architecture in a 

sense often leaves half-finished; [12] and engaged (first 

on the surface of the canvas and then on metal sheets that 

ultimately replaces the canvas) in an experimentation with 

the environmental conditions that a discipline designing 

living spaces for people should respond to. These works, 

where process gains importance as an inseparable part of the 

work and the intervention of the artist is restricted to 

triggering the reaction and providing the sustainability of 

the life that begins to emerge on the surface, assist the 

completion of a process that belongs to the autonomous life of 

the organic material that will inevitably end in death, and 

traces left behind by this process complete the work. Instead 

of architectural constructions developing under the guidance 

and inspection of drawings and plans, from Canan Tolon’s 

surfaces arise structures that are shaped by the natural life 

cycle of organic material which are consequently inconvenient 

and difficult to monitor. Works like “Still Lifes” and 

“Under Pressure”, which indicate the effort to create an 

exclusive spatiality, a volume, by progressing horizontally 

and vertically along the surface, are accompanied by three 

dimensional, often site-specific installations entirely 

released from the surface of the canvas. 

Canan Tolon had proposed her project titled “Lots for Sale” 

that references the unplanned concrete development of 

Istanbul that excludes green spaces and is oriented solely 

12 Richard Ingersall, “Canan Tolon: Architect of a Parallel World”, from a Galeri Nev publication that is in the production.
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Canan Tolon
Still Lifes
1990
Enstalasyon, kar k teknik
Mixed media installation
De i en boyutlarda | 
Various dimensions

Canan Tolon
Bask  Alt nda
Under Pressure
1994
Bükülmü  pasl  sac, ot ve
çelik kaide | Grass on sheet
metal in tension and 
steel support
100 x 243 x 508 cm
Her biri | each 
100 x 243 x 61 cm

Canan Tolon
Sat l k Parseller
Lots for Sale
2002–2007
Toprak, kum, ot ve 
aynalar | Dirt, sand, 
grass and mirrors
300 x 50 x 300 cm
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towards producing profit, for a public space exhibition 

(Istanbul Pedestrian Exhibitions 1) organised in 2002. “Lots 

for Sale” could not be realised in public space because 

of the difficulties encountered in securing the necessary 

permissions; however the work did find itself a place 

three years later, in a small space created between the 

plasterboard walls of the “Modern and Beyond” exhibition 

(2005), and Canan Tolon’s grass-covered surface that 

inclined backwards with a sharp angle like a small slice 

cut out of a green hill, multiplied itself in the infinite 

background formed of mirrors placed on the two sides of the 

installation, forming a new and ironic lot for sale for 

property dealers.

Canan Tolon’s “Precaution” is a temporary intervention 

proposed for the entrance floor of the recently restored 

—with due consideration to the institutional and spatial 

requirements of art— old Meymaret Han, that has now become 

ARTER. By filling with old construction scaffolding the 

voluminous space that was formed within the building as a 

result of renovation work which both physically and visually 

combines the space with other floors and simultaneously 

divides it in two, Tolon creates a construction that seems 

to provide essential support to the building in order to 

keep it standing. Here, the almost photographic images that 

the artist creates on the surface of the canvas in some of 

her paintings, by using a peculiar technique of applying 

paint and forming blots, evolves into a three-dimensional 

installation. Like a “precaution” taken against the 

constitutional weakness and fragility of the art institution 

exposed to various external factors, Tolon’s scaffoldings 
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gibi çal malar na, tuvalin yüzeyinden tamamen kurtulmu , 

üç boyutlu ve ço u kez mekâna özgü yerle tirmeler de e lik 

edecekti.

Canan Tolon, stanbul’un plans z, ye il alana yer b rakmayan, 

sadece rant yaratmaya yönelik beton yap la mas na referans 

veren “Sat l k Parseller” adl  projesini, 2002’de düzenlenen 

bir kamusal alan sergisi ( stanbul Yaya Sergileri 1) için 

önermi ti. Gerekli izinlerin al nmas nda ya anan sorunlar 

nedeniyle kamusal alanda gerçekle tirilmesi mümkün olamayan 

“Sat l k Parseller”, üç y l sonra “Modern ve Ötesi” (2005) 

sergisinin alç pan duvarlar  aras nda yarat lan küçük 

bir bo  alanda kendine yer bulmu , Canan Tolon’un ye il 

bir tepeden kesilmi  ufak bir dilim gibi sert bir e imle 

geriye do ru yükseltti i çim kapl  zemin, iki taraf na 

yerle tirilen aynalarla olu turulan sonsuz fonda ço alarak, 

emlak simsarlar  için ironik, yeni bir sat l k alan daha 

olu turmu tu.

Canan Tolon’un “Tedbir”i, sanat n kurumsal ve mekânsal 

gereksinimleri de dikkate al narak k sa süre önce restore 

edilen, eski ad yla Meymaret Han, yeni ad yla ARTER’in 

stiklal Caddesi’ndeki giri  kat na önerdi i geçici 

bir müdahale. Tolon, restorasyon çal malar  sonucunda 

varolan binaya eklenen, bir yandan mekân  fiziksel ve 

görsel olarak di er katlarla birle tirirken di er yandan 

da ortadan ikiye bölen hacimsel bo lu u eski in aat 

iskeleleriyle doldurup, sanki ayakta durmas  için binaya 

destek veren bir konstrüksiyon yarat yor. Sanatç n n kimi 

resimlerinde boyay  sürü  tekni i ve lekeler yard m yla 

tuval yüzeyinde olu turdu u, in aat halindeki yap lar  
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Canan Tolon’un 
“Tedbir” i i için 
yapt  çizim

Canan Tolon’s 
drawing for 
her work 
“Precaution”
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Canan Tolon’un atölyesindeki hasar görmü  muhtelif i ler
Various damaged works at Canan Tolon’s studio
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consolidate the building by suspending it from floor to 

ceiling. By departing from spatial data, this intervention 

realised by using architectural construction elements, also 

draws attention to the self-construction process of the 

institution it is placed within.

In “Loss”, her second project in the exhibition, Tolon 

selects some of her earlier works that were damaged during 

their circulation between her studio, galleries, art 

institutions and storages and therefore have long lost both 

their value and the chance to be shown in the eyes of the 

market and the other institutions of art. “Loss” offers them 

another chance —a chance in truth they have lost forever. 

These works that have been discarded because of the accidents 

they have suffered, are exposed with all the traces of damage 

they bear, for one last time.
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an msatan, neredeyse fotografik imgeler, bu kez üç boyutlu 

mekânsal bir yerle tirmeye evriliyor. Tolon’un iskeleleri, 

sanat kurumunun çe itli d  etmenlere aç k bünyesel zaaf ve 

k r lganl klar na, ileride kar la lmas  muhtemel sorunlara 

kar  al nan bir “tedbir” gibi, binay  tabandan tavana ask ya 

al p güçlendiriyor. Tolon’un bu müdahalesi, içinde yer ald  

kurumun kendini in a sürecine de mekânsal verilerden yola 

ç karak dikkat çekmi  oluyor.

Canan Tolon sergi kapsam nda gösterdi i di er projesi 

“Hasar”da ise, sanatsal kariyerinin ba lang c ndan bugüne 

kadar üretti i yap tlar içinden, kendi atölyesi, galeriler, 

sanat kurumlar , depolar aras ndaki dola mlar  s ras nda 

hasar görmü , bu nedenle de pazar ve sanat n di er kurumlar  

nezdinde de er ve sergilenme olas l klar n  çoktan yitirmi  

olanlara, asl nda sonsuza kadar kaybetmi  olduklar  ans  

bir kez daha veriyor. Tolon, geçirdikleri kazalar yüzünden 

d lanan bu yap tlar , üzerlerindeki hasar izleriyle 

birlikte, son bir defa izleyici kar s na ç kar yor.
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.-_-.
ans Eseri: Potansiyel Olarak,

Sergilendikten Sonra En Fazla De er
Kazanacak Sanat Eseri 
Piece of Luck: Possibly About to
Become World’s Most Valuable 
Work of Art
2010
Yerle tirme | Installation
Toplam 33.000 Adet 
Milli Piyango Say sal Oyun |
33,000 Lottery tickets 
http://luck.httpdot.net
.copyleft!_

.-_-.
Kapal  Yap t: 
Türkiye Cumhuriyeti Anayasas
Closed Work
The Constitution of the 
Republic of Turkey
2010
Türkiye Cumhuriyeti Anayasas
metni PDF ç kt s ; iki
taraftan spiralli plastik
cilt | PDF printout of the
Constitution of the Republic
of Turkey; plastic 
spiral-bound on both sides.
18 x 17 x 1 cm
http://closed.httpdot.net
.copyleft!_

.-_-.
Kapal  Yap t: 
Fikir ve Sanat Eserleri Kanunu
Closed Work: Law on Intellectual 
and Artistic Works
2010
Fikir ve Sanat Eserleri
Kanunu metni PDF ç kt s ; iki
taraftan spiralli plastik
cilt | PDF printout of the
Law on Intellectual and
Artistic Works; plastic
spiral-bound on both sides.
16 x 12 x 1,5 cm
http://closed.httpdot.net
.copyleft!_

.-_-.
Kapal  Yap t: 
Benjamin’i Konumland rmak: Dijital
Ça da Sanat Yap t
Closed Work:
Mapping Benjamin: 
The Work of Art in the Digital Age
2006
“Mapping Benjamin: Work of
Art in the Digital Age”
(Stanford University Press) 
kitab  fotokopisi; karton
cilt, tel spiral cilt |
The photocopy of the book
“Mapping Benjamin: Work of
Art in the Digital Age”
(Stanford University Press);
card bound and string 
spiral-bound.
22,5 x 15 x 2 cm
http://closed.httpdot.net
.copyleft!_

.-_-.
simsiz (özgür/müseccel) 

Andrea Fraser’ n ard ndan
Untitled (free/proprietary) 
after Andrea Fraser
2010
Video yerle tirmesi | 
Video installation
2 Ogg Theora Video, 2 GNU
Linux i letim sistemi yüklü
bilgisayar, 2 projeksiyon
cihaz , stereo ses sistemi |
2 Ogg Theora Videos , 2 GNU
Linux OS installed computers,
2 projectors, 2 sound
systems.
http://fp.httpdot.net
.copyleft!_

Halil Alt ndere
Portrait of a Dealer
2010
Video
4’30’’

Burak Ar kan
Ortak Yönetim Kurulu Üyelerine 
Göre Vak flar ve Dernekler A :
Türkiye Edisyonu
Network of Foundations 
Through Shared Board Members:
Turkey Edition
2010
Dijital bask
150 x 270 cm

Burak Ar kan
Beraber Sergi Yapm  Sanatç lar
A : ARTER “ kinci Sergi” Edisyonu
Network of Artists Who 
Exhibited Together: ARTER 
“Second Exhibition” Edition
2010
Dijital bask
150 x 270 cm

Volkan Aslan
Geri Dönü üm | Recycling
2010
Paslanmaz çelik ve kuma tan
yap lm  ka t toplama
arabas  | Cart for waste
paper; made of stainless
steel and fabric
200 x 65 x 58 cm

Volkan Aslan
Herhangi Bir Gün | Any Given Day
2010
Foto raf | Photography
C-print, diasec
240 x 360 cm

Vahap Av ar
pdal | Cancel
2010
C-print
Her biri | each 154 x 120 cm.

Vahap Av ar
A layan Çocuk | Crying Boy
2010
Tuval üzerine ya l boya | 
Oil on canvas
150 x 100 cm.

SERG DEK  LER | WORKS IN THE EXHIBITION
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Vahap Av ar
Alpler 1, 2
2010
Tuval üzerine ya l boya | 
Oil on canvas
100 x 150cm.

Vahap Av ar
Son Damla | Last Drop
2010 (1995)
Yerle tirme | Installation
Plastik bidonlar, k rm z
s v , musluklar, de i ebilir
boyutlar | Plastic
containers, red liquid,
hardware, dimensions
variable.

Banu Cenneto lu—
Yasemin Özcan Kaya
Evrensel Çöplü e Gönderiyoruz...
Dumping in the Cosmic Trash...
2010
Tek kanal | Single-channel
HD video
36’ 

Ay e Erkmen
J, K & H
2010
Yerle tirme | Installation

Murat Akagündüz
Cehennem-Cennet | Hell-Heaven
2010
Video yerle tirmesi | 
Video installation

Antonio Cosentino
2010
Erzurum Geceleri | Erzurum Nights
Yerle tirme | Installation
Heykel | Sculpture: 
220 x 340 x 120 cm
Foto raflar | Photographs:
her biri 75 x 109 each

extramücadele | extrastruggle
2010
Laik Türkler çin kona
Icon for Secularist Turks
Mumlarla çevrili heykel |
Sculpture surrounded by
candles
25 x 25 x 40 cm

extramücadele | extrastruggle
Yahya Kemal’in Katledili i
The Assassination of Yahya Kemal
2010
Tekerlekli, sehpa görünümlü
beton Türkiye modeli |
Concrete Turkey model, in
the form of a coffee table,
on wheels
45 x 60 x 150 cm

nci Furni
Serap m  Gördüm? 
Was it Just a Mirage?
2010
Yerle tirme | Installation
Heykel | Sculpture: 
230 x 120 x 160 cm
Video animasyon | Video
animation: 4’, döngü | loop

Mustafa Pancar
Kral n aat Ltd.
King Construction Ltd.
2010
Yerle tirme | Installation

Ali Kazma
O.K.
2010
Çokkanall  
video yerle tirmesi | 
Multichannel 
video installation

Aydan Murtezao lu—
Bülent angar
Laboratuvar i | Lab Created
2006–2010

Ahmet Ö üt
Kara Elmas | Black Diamond
2010
Yerle tirme | Installation
ARTER’in küçük bir parças
dokuz ton kömürün içine
gizli; bu parçan n yerinde
ise bir elmas duruyor | 
A little piece of ARTER has
been buried in nine tons of
coal and a diamond replaced
with the little piece of 
the museum.

Ahmet Ö üt
Dikkat bu alan 23 saat güvenlik
kameralar  ile izlenmektedir
This area is under 23 hour video 
and audio surveillance
2009
Alüminyum plaka üzerine bask
Printed on an aluminum plate
20,5 x 29 cm
Künstlerhaus Bremen için
üretildi | Executed for
Künstlerhaus Bremen

z Öztat
Te hir ve Muhafaza
Display and Preservation
2010
Yerle tirme | Installation

Cengiz Tekin
Untitled
2010

Canan Tolon
Hasar | Loss
2010
Yerle tirme | Installation
Hasar görmü  muhtelif i ler |
Various damaged works

Canan Tolon
Tedbir | Precaution
2010
Yerle tirme | Installation

Baz  i lerle ilgili bilgiler 
enstalasyon sürecinde 
de i tirilmi  olabilir.

Information on some works may 
have been changed during the 
installation process.


