
B I M O N T H L Y  C U L T U R E  P A P E R  F R E E  O F  C H A R G E  /  I S S U E  3 4  /  D E C E M B E R  2 0 1 5

creo




THE LEGEND AMONG ICONS.

           Portugieser Tourbillon Mystère Rétrograde. Ref. 5046: 

The fascination of undiscovered worlds  exer ted a  magical 

attraction on the pioneers of Portuguese seafaring. Fearless in 

the face of storms and lashed by the oceans, they set out on 

 voyages of explo ration and became ocean-going legends.

A distant echo of those fraught encounters with the forces of 

Nature lives on in the Portugieser  Tourbillon Mystère Rétrograde. 

 Created as part of a quest for absolute  precision, the watch and 

its flying tourbillon  defy the forces of  gravity. But there is much, 

much more to this legend-steeped  masterpiece of traditional 

watch making. Through the  f lying tourbil lon, positioned in a

circular  aperture on the dial, we have a clear view of the internal 

workings of the watch. And just as the eyes are said to be the 

mirror of the soul, it too reveals the secrets of its being: absolute 

perfection combined with consummate watch making  expertise. 

The latter also manifests  itself in other achievements of haute 

 horlogerie. These include the IWC-manufactured 51900 calibre 

with its remarkable precision, or the retrograde date display, 

whose hand jumps back auto matically at the end of the month to 

the first of the next. This timepiece breathes the innovative spirit 

of the legendary Portugieser family and, as the  incarnation of the 

soul of haute  horlogerie, long ago  established itself as a legend.

IWC. ENGINEERED FOR MEN.
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With New Year around the corner, 
doesn’t it feel like change is really more 
possible, at this time of the year? After 
all, Change is at the core of life. We 
suddenly have a strong inner feeling 
whispering us that as the psychological 
barrier of “old” will be lifted, the “new 
year” will be fuller of hope. And, we all 
get excited.  

This year, we live a double 
excitement. 

Not only are we inspired by 2016, 
but also we will from now on be on 
your coffee tables with a new design 
and brand new content. The news 
that we have been keeping inside yet 
couldn’t help but manifest in our 
eyes for months, adds a new level of 
signifi cance to this issue in your hands. 
It will, after all, forever be the last ART 
UNLIMITED named magazine that 
we will publish. This precious paper, 
printed with a special technique, and 
arranged in order by human labor 
since 2006, will hereon be a bimonthly, 
permanently Turkish/English 
bilingual paper called UNLIMITED. 
An ANNUAL supplement will be 
presenting you, dear readers, with a 
summary of the past year. These new 
projects that we have been working on 
for a long time now, keeps our hopes 
up, and us thrilled.

In this “last” issue, you will fi nd 
many articles to be evaluated on an 
interdisciplinary platform; from designs 
created to be used for violence, to a 
Han Dynasty urn dropped and broken 
from the hands of an artist; from the 
delicate relationship between pop 
music and plastic arts, to the projection 
of white Renault’s wandering around 
the cities in Anatolia in the 1970’s; 

from Baldessari to Shaw; and last but 
not least from much-debated books, to 
great exhibitions from all around the 
world. 

I received a letter from a man, son to 
a father who had a stroke at the age of 
38 and became disabled to provide for 
his family, who became a psychologist 
today, thanks to the knits that  his mom 
sold for his studies. This rather short 
letter narrated the story of an old man 
who traveled from village to village. 
His father, who had to go through 
tough times at an early age, framed 
and hung this story on their wall, and 
preached his children to always read 
this and use it as a reference to their 
lives. The story, inspiring their little 
bodies to hold on to life, and reach 
peace and happiness in the end, is still 
hung on their wall. What does it say? 
In short, it tells us that nothing, will 
stay with us forever in life, because 
nothing really belongs to us, and that 
everything, and I mean everything is 
temporary. And you know, it purely 
and simply states this. Sorrow as 
much as serenity, grief as much as 
joy, war as much as peace… All is 
temporary. None of it belongs to us. 
It is impossible to think otherwise as 
again and always we’re going through 
tough times.

Hoping that you will wander away 
while reading, and fi nd peace while 
away…

Merve Akar Akgün & Oktay Tutuş
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A New Concert Series at the Pera Museum

Pera Museum launches for the 
January-May 2016 period with a 
new classical music concert series. 
With music author Aydın Büke as art 
director, the concert series touches 
upon various themes, and aims to 
bring art lovers together with authentic 
projects selected from Renaissance 
to today. The fi rst concert of the 
series, taking place on December 12, 
is from Bülent Evcil, described as the 
greatest fl utist of his time by Borusan 
Quartet, and by James Galway. 
Following that, music lovers will 
get to enjoy: a concert of a selection 
of violin-piano sonatas by Mozart, 
designated specially to the composer’s 
260th birthday in January; the “From 
Tree to Instrument” concert where 
the production stages of stringed 
instruments will be shared in February; 
Mussorgsky’s greatest piano suite 
“Pictures at an Exhibition” in March, 
a concert of Elizabethan period music 
accompanied by Shakespeare’s texts in 
April, and last but not least a concert 
by Diskant Ensemble, a rare Turkish 
contemporary music group, in May. 

Contemporary Greek Cinema at 
Sismanoglio Megaro

Defne Tesal's 'Cocoon'

In partnership with the Greek Film 
Center, the Consulate General 
of Greece in Istanbul organizes 
screenings of Contemporary Greek 
Movies from November 2015 to 
April 2016. “Chariton’s Choir” by 
Grigoris Karantinakis will be shown 
on December 11. Movie enthusiasts 
will get to see “Plato’s Academy” 
fi lmed in Athens’ Plato’s Academy 
District in January, “Attenberg” 

Gallery 5 at the Anel Business Centre 
will be hosting Defne Tesal’s solo 
exhibition until January 22, 2016. 
The exhibition is an installation of 
wool yarn of the same color as the 
walls, hung from a sole center on the 
ground up to the ceiling. The artist 
does not interfere consciously with the 
joints, the nodes, the excess threads 
or the fl aws. In this context, order 
and disorder, detail and general are 

presented together; the yarn reaching 
from fl oor to ceiling create a robust 
fl uidity while details and little pieces 
point out to the disharmony. Like the 
caterpillar that creates itself a cocoon 
to pursue its transition period, the 
“Cocoon” installation unravels, and 
disappears at the end of the exhibition. 

directed by Atina-Rachel Tsangari 
in February, and “The Cistern” in 
March. The last screening from the 
Contemporary Greek Movies will 
be of “Hard Goodbyes: My Father” 
directed by Penny Panayotopoulou. 
The Turkish subtitled screenings will 
be free of charge and will take place at 
the Consulate’s Sismanoglio Megaro 
building on Istiklal Avenue.
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Art Basel Miami Beach

Jackson Pollock: A Collection Survey 1934-1954

20 years of Pollock’s career will be 
at MoMA with a collection of 50 
pieces exhibited. The exhibition, 
consisted of few works, focuses on 
the artist’s works capturing his artistic 
development and change between 
1934-1954.  Pollock’s fi gurative works 
themed mythological or primeval from 
the 1930’s to the 1940’s, his most 

recognized abstract expressionist drip-
paintings marking the 1950’s, and his 
masterpiece One: Number 31, 1951 
will be exhibited. Along with his well-
known works, you will also be able 
to contemplate his more rare works 
consisting of gravures, lithographs, 
serigraphs, and drawings. Jackson 
Pollock: A Collection Survey, 1934-

1954 can be visited at MoMA until 
March 13. 

Art Basel Miami Beach matches gallery 
owners, artists, collectors, curators, 
museum directors, and critics up for 
the 14th time between the 3rd and 
6th of December. The list of fi rst time 
exhibiting galleries out of the 267 
galleries from 32 different countries 
including South and North America, 
Europe, Asia and Africa is: Arredondo 
/ Arozarena, Catelli Gallery, Cristin 
Tierney Gallery, Essex Street, François 
Ghebaly Gallery, George Adams 
Gallery, Hannah Hoffman Gallery, 
Jenkins Johnson Gallery, SIM Galeria, 
Thomas Duncan Gallery, and Universal 
Limited Art Editions from North and 
South America; Beck & Eggeling, 
Galerie Gregor Staiger, hunt kastner, 
KOW, Kraupa-Tuskany Zeidler, 

Marcelle Alix, Mathew Gallery, Galerie 
Max Mayer, Mazzoleni, Noga Gallery 
of Contemporary Art, Galeria Plan 
B, Project Native Informant, Vedovi 
Gallery, Vistamare and Robiliant + 
Voena from Europe; and Beijing Art 
Now Gallery, Tokyo Gallery + BTAP 
and White Space Beijing from the Asia-
Pacifi c region. 



Common platform for young artists and designers

ARMAGGAN ART & DESIGN GALLERY 

Nuruosmaniye Street, No: 65, 34120, Nuruosmaniye - Istanbul / Turkey 
 T: +90 212 522 44 33 - F: +90 212 522 00 33  

   
www.armaggangallery.com
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Making of Africa

The world we currently live in is 
in constant fl ux. The role of design 
on this social, economic, cultural 
and technological change is non-
negligibly grand, sometimes as a 
facilitator, sometimes as an accelerator.  
Guggenheim Bilbao invites us to see 
this change, especially observing the 
African continent. Making Africa – A 
Continent of Contemporary Design 
brings together works from various 
disciplines from object and furniture 
design to fashion, from illustration and 
graphic arts to fi lm and photography, 
and from handcrafts to architecture 
and urban planning. These works, 
fi lling the grey area amongst 
disciplines, also seek for an answer to 
what issues can 21st century design 
can/should solve and which areas it 
can/should target. Making of Africa 
is on at the Guggenheim Bilbao until 
February 21. 

 Varda - Cuba

Photographer/director Agnes Varda 
left for Cuba towards then end of 
1962. Only four years ago, had Fidel 
Castro overthrown the pro-American 
Fulgencio Batista regime with the 
26th of July Movement. The country’s 
relationship with America was tenser 
following the Bay of Pigs Invasion, the 
economic embargo, and the Cuban 
Missile Crisis. In a short while, Agnes 
Varda arrived to Havana, a frequent 
travel destination for French artists 
and intellectuals. (Jean-Paul Sartre, 
Simone de Beauvoir, Gerard Philipe, 
and Chris Marker had already been 
there, Henri Cartier-Bresson and 
Rene Burri were there at the same 
time as Varda, and Michel Leiris, 
Marguerite Duras and many other 
names were yet to get to Havana later 
on). Varda, mostly infl uenced by the 

movement power of the revolution 
on the people, took thousands of 
photographs highlighting her critical 
eye. The walk of Cuban women in 
the streets, the fi elds of sugar-cane, 
street dances, and the Líder Máximo’s 
countless speeches. When she got back 
to Paris, she made a 30-minute movie 
out of these photographs. This movie, 
entitled “Salut les Cubains” won the 
best documentary prize at Venice. The 
exhibition, “Varda/Cuba” of these 
never before exhibited photographs 
can be seen at Centre Pompidou until 
February 1. 

Mixer has moved!

Mixer is opening its new space on 
Sıraselviler Caddesi No:35 with a 
future concerned exhibition called 
Nonlinear Future. The exhibition 
future stories in between utopia 
and dystopia via space utility, and 
brings together satellite images 
from researches engines with 
imaginary landscapes; displays 
of food peddlers with angels that 
give up on their immortality. 
Nonlinear Future can be seen until 
January 10. 
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Šejla Kameri’s first solo exhibition 
in Turkey, presents us with a 
comprehensive selection of the artist’s 
works. The works based on the Bosnian 
artist’s personal memoirs, experiences 
and dreams remind us that at hard times, 
one shall not ignore details/secrets in life, 
and emphasize on the human’s power 
of resistance by unfolding a psycho-
geographic scenery. Most of Kameric’s 
works are based on the artists’ memoirs 
and experience about the Bosnian War. 
Her most widely known and catchy 
work, The Bosnian Girl, is a graffiti 
installed on her self-portrait. You can 
read on the graffiti: “NO TEETH…? A 
MUSTAHCE ...? SMEL LIKE SHIT…? 
BOSNIAN GIRL!”. An edition of this 
work from the Vehni Koç Foundation 
Contemporary Art Collection is 
exhibited here. You can also see “Abu 
no disce omnes” commissioned by 
London’s Wellcome Collection in 
2015 as part of the exhibition called 
“Forensics: The anatomy of crime”.  The 
artist, by evolving out of the fact that 
forensics play an important role for the 
investigations of war crimes, and the 
search for the lost, the project consisted 
of a video and a website, put pressure on 
the governments to publish the location 
of mass graves, and lists of the lost. 
Along with her videos, photographs, 
installations and sculptures, the artist 
also created three new works for this 
exhibition that can be seen at Arter 
between December 11 2015 and 
February 28 2016. 

Theaster Gates, one of the artists 
at the Istanbul Biennal and The 
Black Monks of Mississippi, were 
on stage at Mars on Monday 
evening, November 23, 2015, with 
a performance called “A Black 
Call to Prayer”. The band from 
Chicago, improvised gospel music 
with Theaster Gates leading the 
band. The performance attended 
by a group of 70 spectators 
lasted about an hour. Theaster 
Gates admitted that they have 
previously delivered similar 
performances based on sound and 
body motions, yet the one at Mars 
- with the effect of the venue’s 
atmosphere - was one of the best 
so far.   
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Volez Voguez Voyagez –
 Louis Vuitton

The “Volez, Voguez, Voyagez – Louis 
Vuitton” exhibition opens its doors 
at the Grand Palais on December 4, 
2015 and will run until February 21, 
2016. Curated by Olivier Saillard, 
the exhibition brings together Louis 
Vuitton’s great journey starting 
in 1854 with the point of view of 
those who will write the future of 
the Maison. The thematic journey 
prepared by Robert Carsen, opens 
with Louis Vuitton’s absolute symbol 
of antique trunks, and is refl ected 
on 9 different sections. The ultimate 
modern design of its era, these trunks 
have later become the symbol of the 
brand, as well as a good summary 
of Louis Vuitton’s brave soul. The 
exhibition presents us with objects 
and documents from Louis Vuitton’s 
archive along with pieces borrowed 
from Palais Galliera, and Musee de la 
Mode de la Ville de Paris. The section 
dedicated to craftsmanship makes up 
the fi nal point of the exhibition.

‘Trunk for Gentleman’ Advertorial 
model of LV fot men’s luggage. 

Monogram canvas letter case 
of Paul Poiret, 1911

Mail trunk in Monogram canvas, once 
belonging to Paul Poiret, 1911.
The French couturier was one of Louis 
Vuitton’s most important customers, 
and 1911 was the year he placed his 
greatest number of orders, fi fteen to be 
exact. His purchases included trunks 
for both his fashion house and his own 
personal use. His own personal trunks 
featured a geometric marking in the 
form of a rebus: A blue “pea” (pois) 
and three red lines (raies) against a 
white background, a phonetic play 
on his surname. Like many customers 
who owned multiple pieces, he used 
an alphanumeric system to identify 
his trunks, so that he could tell what 
they contained without having to open 
them.
Its ingenious construction grants that 
when the trunk is opened, the double 
cover folds down from each side to 
reveal special compartments in which 
items can be packed, as meticulously 
as in the most perfect of wardrobes: on 

AGENDA

the right-hand side, four pairs of shoes; 
in the central tray, canes, umbrellas, 
gloves, neckties, handkerchiefs, 
detachable collars, undergarments, 
etc.; on the left-hand side, eighteen 
shirts; under the single tray, a hat, fi ve 
suits, and an overcoat.
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The 'pop' trauma of 
contemporary art

 The “This is Not a Love Song” exhibition at the Pera Museum, curated by Javier Panera, visualizes the 

tight junctions between music and contemporary art in video reality, and slogans this artistic rhetoric in the 

background. The exhibition can be seen until February 7, 2016. 

EVRİM SEKMEN 

In the historic course of art, the 
Dionysian impulse, getting closest 
to the effervescing moment of 

the creating power attributed to joy, 
laughter, and enthusiasm, expressed 
itself by the means of music. Neither 
the holiness of religious rites, nor the 
mystery of the masterpieces in museum 
galleries, shakes the foundation of 
thought as much as a hysteric sudden 
laughter. The one, who had defeated 
Apollo, was again Marsyas with 
his fl ute. Because playing the lyre 
producing sounds that made gods 
envy, required a greater creativity than 
that a wise god had; music turned 
sometimes into the sound of authority, 
and sometimes into a call for a riot. 

Music is the piercing language of a 
political discourse. It is a true culture 
producer ever since it started making 
headway in the society in the 1960’s. 
Born underground, and evolved into 
spokesman for a wide crowd, Rock 
music created nihilist rock stars out of 
the system, against the system. 

The sub-cultures, the unheard of 
the society, presented a hybrid visual 
representation via rock music and its 
derivatives. It provided an apolitical 
generation, who didn’t really care 
about identity issues or anything in 
that matter, with a political interface. 
While listening to rock music, it is 
impossible to hear the concussions of 
life in the social chaos of the world. 

When freedom movements were 
spread all over the world in the 60’s, 
contemporary art gave up of the 
aesthetics inclinations of the fi ctional 
with Fluxus artists, such as John Cage, 
Charlotte Moorman, and Nam June 
Paik. With his videos, Nam June Paik 
created theories on the destruction 
that technology causes. The Buddha 
sculpture put across the television, in a 
way tried to compare the Western and 
Eastern ideas. Art started to state its 
opinion through the electronics.

Even though music was transformed 
into a structure against the System in 
the hands of the avant-garde artists, it 
wasn’t too long before it turned into a 
building block of the culture industry 

and had an aphrodisiac effect on the 
society. Hence music is bipolar. Songs 
that are the works of melancholia and 
passion will remain to be the opium 
for the society, as long as they speak 
to the masses structured according to 
the musicians’ perception. Listening to 
music and fi nding peace within art, is 
another way of relaxing for the tired of 
the society. That is why, songs always 
sing about us. 

As part of the whole consumption 
process, people have no other choice 
but to be a part of the consumption 
chain in the art experience as well. 
Music followed a more professional 
and effi cient way, by moving with 
the principles of contemporary art in 

1
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popular culture. The nihilist stance 
of the Fluxus artists, ruining the 
tonality of the music, and destroying 
the frontiers with life, was strongly 
articulated to the protest identity 
of music. Rock music, destroying 
the borders between high culture 
and low culture even before visual 
arts, is a game spoiler rebel in the 
music industry with its hybrid style. 
In 1962, Philip Corner, a leading 
member of the Fluxus movement, 
stirred the music community up with 
his conduct during a performance 
called Piano Activities. During this 
performance, Corner mounted on top 
of a concert piano and started kicking 
it, while the other group members 
attacked the piano with saws, 
hammers, and various other tools. The 
performance was a great example of 
the “destruction symphony”, that later 
became an identity indicator for those 
noncompliant artists perceiving the 
destruction of instruments as radical 
demeanor in the fi eld of “high” arts. 
This was previously experienced when 
Jerry Lee had fi red his piano up during 
a concert. The avant-garde infl uence of 
the early years of the Fluxus movement 
was validated on the musicians. 
Members of bands such as The Beatles, 
The Rolling Stones, The Who, The 
Animals, The Yardbirds, The Creation, 
The Pretty Things, The Kinks, Pinl 
Floyd, and The Bonzo Dog Doo-Dah 
Bang were students of infamous artists 
like Eduardo Paolozzi, Peter Blake, 
Derek Boshier, Allen Jones, Richard 

Hamilton and Tom Phillips. The 
relationship between music and visual 
arts created a self-nurturing chain, 
reaching crowds and transforming in 
the minds of art lovers. The experience 
of the post-production era, created a 
new generation out of music. 

The post-production happens 
when artists fi ctionalize forms 
instead of creating them. There is no 
objection to a musician who uses a 
sample, and transforms it into a new 
piece infl uenced by someone else. 
Reproduction found itself a legitimate 
ground, and the fi ctions of time 
were reshaped through pastiche. The 
artifact, as a cultural form, functions 
as a temporary point of destination 
of an interconnected network; like a 
tale improving the works preceding 
it, or reinterpreting them. According 
to Bourriaud, everyday we take 
advantage of more and more technical 
medium to organize production; these 
mediums giving us an opportunity to 
choose, reassemble, and montage, are 
remote controls, VCRs, computers, 
Mp3s. Postproduction artists are 
specialized workers of cultural re-
appropriation. 

The plastic images of the past 
transform the stories into new images 
through montage; the notions of 
stolen or authentic are redefi ned in 
postmodernism through pastiche. 
During the pop era, this composition 
found itself a glorious place, and 
established great collaborations. 

The collaboration between Andy 

Warhol, one of the creators of the 
Pop era, and Velvet Underground, 
makes the relationship between 
avant-garde and rock music explicit. 
Their association at the Factory, 
Warhol’s underground art temple, 
Warhol’s banana design of the Velvet 
Underground’s album cover as an 
artwork without naming the band, 
and the band not objecting with 
it, were results of the band’s deep 
devotion and association with Warhol. 
In the happenings with the band, 
Warhol again did not name the band. 
Warhol was setting up his rules at his 
show. On another note, Elvis Presley 
recorded his fi rst hit record, a couple 
months before Richard Hamilton’s 
collage work “Just What Is It that 
Makes Today’s Home so Different, so 
Appealing?” that became a Pop Art 
symbol. 

Art had already caught the pop 
virus, and by moving away from being 
a social plot in mass production, 
transformed into numerous 
productions with the help of a social 
phenomenon: technology. The results 
of such aggregation were seen at 
exhibitions. Music’s association with 
contemporary art was leading to new 
working areas, in opposition to Dan 
Graham who had criticized composers 
for dancing with architecture. 

The “This is Not a Love Song” 
exhibition at the Pera Museum, 
curated by Javier Panera, visualizes 
the tight junctions between music and 
contemporary art in video reality, and 

2
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slogans this artistic rhetoric in the 
background. The exhibition can be 
seen until February 7, 2016. 

As the name indicates, “This is Not 
a Love Song”, takes a glance at the 
interactions indicated by technology 
moving ahead in art, by leaning 
towards conceptual dynamics behind 
pop lyrics that we fi nd ordinary 
and simple. It contains works from 
pioneer video artists such as Nam June 
Paik, Andy Warhol, Yayoi Kusama, 
Vito Acconci and John Baldessari. 
In his article where he presents the 
documentation of the research he has 
done in this context, Panera refers to 
the paradox pop art contains in itself: 
”It is of no surprise that in the 20th 
century the practices in art and music 
evolve in a co-nurturing manner, where 
pop music acts as a “toolbox”, and 
the experimental and the destructive 
walk paths where they get involved 
in confl icting relationships. Both 
the “music industry” and the “art 
system”, by falsifying and overriding 
the most nonconformist music and art 

inclinations, are inclined to transform 
each youth riot into a “consumption 
culture” at the expense of many 
contradictions.”

We cannot think of pop fi gures apart 
from pop culture. Their tabloid lives, 
almost like a theater performance, 
remind us of the glorious and 
magnifi cent side of art. The children 
of Freddy Mercury who said, “Show 
must go on”, already made show, 
a main element of art. Behind this 
statement, the state of being a toolbox 
fi ctionalizing the systems tools with 
the aesthetics of MTV, springs to life 
at this point with the bombardments 
of the transforming images. Or else, 
how could we have made sense of 
Lady Gaga who came to MTV Video 
Music awards with a dress made of 
raw beef? The dress was associated 
with Jana Sterback’s Vanitas: Flesh 
Dress for an Albino Anorexi that 
she created in 1987. According to 
Panera, Lady Gaga, is a New Yorker 
iconic artist who admits that she 
owes her image in her video clips, her 
looks at television shows to a wide 
group of artists from David Bowie 
to Madonna, from Warhol to Elthon 
John, Freddie Mercury, Grace Jones, 
Cyndi Lauper, Cher, Marilyn Manson, 
Donatella Versace, Leigh Bowery, 
Alexander McQueen, and many 
other not as popular as these. What 
Bourriaud indicated at Postproduction, 
about reinterpreting something that 
had already been done, is identical 
to the attitude of overriding the 
nonconformity of forms. 

The fact that MTV was a media 
phenomenon in its glory days is 
for certain, such that it is widely 
recognized that video clips, competing 
with movies, were among themselves 
transforming into an MTV aesthetics. 
The viewers, musicians, producers, 

and artists make a part of this network 
establishing this aesthetics. Everything 
they do is being approved as part 
of their presence in this aesthetics. 
This makes a free reasoning with 
the approval that the part of art 
predestined to the latest technology is 
here to stay while they get inconsistent 
with each other. This aesthetic look 
holding onto postmodernism’s pluralist 
logic, takes the accumulation from 
the tradition and puts it back in life’s 
orbit by montaging it in a sense of 
programming. 

The connection that pop art makes 
with re-production techniques, 
establishes the main axis of 
production, while it feeds on the 
traumas and the chaos within life. Pop 
music imprisons the dynamics within 
life, that contemporary art directly 
criticizes and fi nds intolerable, into 
the entertainment sector, and eases 
the effect of the trauma by giving us 
the following message: “this is it, just 
keep on living.” What are left behind 
are confused individuals who have 
lived their catharsis. Panera assumes 
an attitude in relation to the indecisive 
situation where one can live neither 
with nor without that “toolbox” that 
he mentions. 

In this situation, where value 
judgments and aesthetics rankings 
have no meaning, art heralds us that 
it is going into a new direction, and 
that it will add new rings to its chain 
in a space where the rhythms of 
the songs are unpredictable. About 
what the outcome of this program 
is: while we think of what is going 
on in the song, its emotion, its story; 
the song has already transformed 
into melancholy, entertainment, and 
enthusiasm. This state of unpredictable 
mystery takes its energy not from the 
wealth of the sea it swims in but from 
its heuristic compounds. In fact, under 
the pressure of scratching the surface, 
we fi nd out the vanity of working up 
connections, and looking for meanings 
and that we have no other chance but 
programming creativity by dancing 
and singing.  ■

3

4

1 Assume Vivid Astro Focus, Walking on thin ice, 
2003 ©Courtesy of Pera Museum
2 Adel Abidin, Three love songs, 2010 ©Courtesy 
of Pera Museum
3 James Clar, Dance Therapy, 2012 ©Courtesy of 
Pera Museum
4 John Baldessari, Baldessari sings LeWitt, 1972 
©Courtesy of Pera Museum
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“Port City Talks / Istanbul – Antwerp”, one of the three main exhibitions as part of “Europalia Turkey 2015” will 

be hosted at the MAS Museum in Antwerp until January 2016. Curated by Murat Tabanlıoğlu, the exhibition brings 

Istanbul with its seagulls, southern wind, and smell of salt to Antwerp.

City within a city

FIKRET GÜVENÇ

1
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Istanbul and Antwerp, two cities at 
the opposite ends of Europe. One 
of them on the western point of 

the continent, on the Atlantic shore, 
the fi rst step towards America; and 
the other on the eastern frontier, 
bridging Asia and Europe. Both cities 
have been vital points of global trade 
and commerce for centuries; they 
gave direction to history with their 
richness, cosmopolite populations, and 
political infl uences. Istanbul, one of 
the oldest cities of the world, hosted 
great civilizations, and acted as the 
capital of major empires, and gigantic 
geographies as a gateway from west 
to the east as well as east to the west. 
Antwerp, on the other hand, has been 
very infl uential in commerce and 
art, with its strategic position along 
the Scheldt River fl owing through 
Holland, France and Belgium, as a 
center tying the Roman Empire with 
the British islands. 

One of the main exhibitions “Port 
City Talks / Istanbul – Antwerp”, as 
part of “Europalia Turkey 2015”, 
international culture and arts festival 
organized in Europe, mainly in 
Belgium and neighboring countries, 
with Turkey as a guest country, focuses 
on these two ancient port cities and 

2

the identity of port city. Curator Murat 
Tabanlıoğlu describes their starting 
point: “The exhibition fi ctionalizes 
a story over Istanbul’s authentic 
maritime objects and symbol values, 
by researching port and off-port 
land relationships, while Antwerp 
simultaneously accompanies this 
story.” Today, although in both cities, 
port industry is moved out of town 
peripheries, and cities’ silhouettes 
have drastically been transformed, the 
ports still remain the most important 
elements in defi ning the identity and 
characteristics of these cities. 

The exhibition is Murat Tabanlıoğlu’s 
second international initiative in the 
name of our country, after his curating 
of the inaugural Turkish pavilion 
in last year’s Venice Biennial. By 
leading on questions like: “what is the 
signifi cance of a port to a city? How 
can we defi ne a port’s history, based 
on the relationships it forms? What 
does it mean to be a port city? In terms 
of urban planning, how can the port 
functions be associated with cities of 
Istanbul and Antwerp?” the artist aims 
to stir up a feeling about the city, more 
than just putting together an archive. 

With this exhibition, Tabanlıoğlu, 
also as an architect, aims to once 

again question what a city needs to 
look like, and focuses on Istanbul, 
one of the oldest, and biggest cities in 
the world: “The city’s glorious past 
adds a historically nostalgic meaning 
to itself. Although I acknowledge the 
city’s rooted history, I did not intend 
to look for such romanticism here; 
we embraced Istanbul with its main 
elements, mainly its topography.“

In the preparation period for the 
exhibition, a series of meetings and 
group workshops were organized 
involving consultants, marine 
specialists, historians, urban planners, 
cartographers, city activists and people 
known for their love of Istanbul; 
a documental and informational 
archive was put together through 
the collaborative research of old and 
young generations. This workshop 
pointed out both historical and current 
similarities between the two port 
cities of Istanbul and Antwerp, yet 
Tabanlıoğlu underlines that despite the 
similarities, both cities are authentic, 
and very different from each other: 
“We thought the exhibition presented 
an opportunity to emphasize on the 
importance of diversity, human-to-
human interaction, and on respecting 
each others’ differences thereon 

Istanbul, one of the 
oldest cities of the world, 
hosted great civilizations, 
and acted as the capital 
of major empires, and 
gigantic geographies as a 
gateway from west to the 
east as well as east to 
the west. Antwerp, on the 
other hand, has been very 
influential in commerce 
and art, with its strategic 
position along the 
Scheldt River flowing 
through Holland, France 
and Belgium, as a center 
tying the Roman Empire 
with the British islands. 
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1 Europalia Exhibition Poster ©Courtesy of Tabanlıoğlu 
Architects 
2 Emre Dörter, Installation view, ©Courtesy of Tabanlıoğlu 
Architects 
3 Ali Emir Tapan, Nowhere, 2015 ©Courtesy of Tabanlıoğlu 
Architects 
4 Alican Durbaş, Ferryboats Trip, 2015 ©Courtesy of 
Tabanlıoğlu Architects 
5 Refi k Anadol, Expected, 2015 ©Courtesy of Tabanlıoğlu 
Architects 
6 Sabit Kalfagil, work view ©Courtesy of Tabanlıoğlu 
Architects 
7 Emre Dörter, Binder of two sides, 2015 ©Courtesy of 
Tabanlıoğlu Architects 
8 Hasan Deniz, Haliç Series, 2015 ©Courtesy of Tabanlıoğlu 
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Architects 
9 Ömer Kanıpak, work view ©Courtesy of Tabanlıoğlu 
Architects 
10 Hasan Deniz, Haydarpaşa, 2015 ©Courtesy of 
Tabanlıoğlu Architects 
11 Emre Dörter Elif Simge Fettahoğlu, Planar sections, 
2015 ©Courtesy of Tabanlıoğlu Architects 
12 Volkan Kızıltunç, Gaps of memory, 2015 ©Courtesy of 
Tabanlıoğlu Architects 
13 Galata Port, Pattu©Courtesy of Tabanlıoğlu Architects 
 14 Els Vanden Meersch tunnel view, 2015 ©Courtesy of 
Tabanlıoğlu Architects 
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creating an excuse to communicate 
with each other instead of trying 
constantly to fi nd similarities.” The 
exhibition’s main aim is to research 
the relationships between ports, via 
the symbols and objects that bring 
Istanbul and Antwerp into existence 
as seaside cities. Consisted of mainly 
young artists’ works, the exhibition 
questions what sea and ports signify 
for these cities, while bringing 
alternative points of view to the cities 
from the eyes of the artists. 

At this point, what Tabanlıoğlu 
insists on emphasizing is that although 
Istanbul is a seaside city, its links with 
water are almost completely broken: 
“Although Istanbul was historically 
a major port city, and still stands on 
a strategic sea corridor, today, it does 
not primarily present itself as a port 
city but a seaside city surrounded with 
water. The city has almost entirely lost 
its contact with water. Stambouliotes 
are rarely using marine transportation 
in their daily lives, and perceive the 
Bosphorus, and the Golden Horn, -the 
city’s trademarks- as only a valuable 
landscape element. So, the way the 
citizens make use of the coast, the 
way they distinguish it, or even ignore 

it, are brought in to the exhibition 
through various works.”

Works of young artists about the 
city from unnoticed or completely 
unfamiliar angles dominate the 
exhibition next to various historical 
artifacts borrowed from Istanbul 
Archaeological Museum, Maritime 
Museum, and Koç Museum. 
Contemporary works from the likes 
of Refi k Anadol, Hasan Deniz, Emre 
Dörter, Alican Durbaş, Çiğdem 
Borucu Erdoğan, Sabit Kalfagil, 
Ömer Kanıpak, Volkan Kızıltunç, 
Cem Kozar – Işıl Ünal (PATTU), 
Els Vanden Meersch and Ali Emir 
Tapan take place in the form of 
digital visualizations, as well as many 
historically valuable objects such as the 
fi ndings of the Yenikapı excavation, 
and the chain that Byzantines stretched 
across the Golden Horn for the defense 
of the city. The exhibition space is 
fi ctionalized in order to create a small 
Istanbul within Antwerp. Tabanlıoğlu 
states that Museum Aan de Stroom 
(MAS) Museum has a perfect layout 
in this context, yet they still had to set 
off a special route and ambiance in 
order to create a more explicit logic 
statement. 

Tabanlıoğlu refl ects: “The tools/
mediums setting up the structure of 
the exhibition, used to tell the story of 
Istanbul, as a focal point of cultural 
infl ows and of its inhabitants, in 
relation to the sea; brings Istanbul, 
an atypical port city, together with 
the viewers at a level deeper than 
the eyelevel, and in a way open to 
all senses. Similarly, Antwerp, a focal 
point of international trade, cargo 
transactions, governing the direction of 
the displacement of goods, an effective 
port city, and more, is contemplated 
throughout the exhibition with its 
contemporary and historical values. 
Alongside its historical value, this 
small but infl uential northern town, 
hosting substantial resources of 
contemporary art and design, is ready 
to track Istanbul, and refl ect on its 
multidimensional silhouette.” ■
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Very Personal Notes About 
a Very Personal Exhibition

I did my first solo show called “Your last chance to visit studio” at the project space “Studio” of Galerist where I’m working 

since three and a half years. It’s really the closing exhibition of Studio, so even if you don’t want to see my works, just visit 

this beautiful space.

GİZEM KARAKAŞ

A few weeks ago, I told Merve 
and Oktay about my exhibition 
while we were having a chat at 

Galerist’s kitchen (which does not 
exist today). Talking over how we 
could create a fun and interesting 
content for this issue, Oktay had a 
suggestion in perfect accordance with 
the exhibition’s concept as well as my 
current mental state: “You can do an 
interview with yourself!” Infl uenced 
by this idea, I started writing down 
notes about the production period 
of the exhibition. Those notes that I 
wrote down for Art Unlimited, in time, 

turned into a work that would take 
place at the exhibition: “Actually / 
Truths and lies about the exhibition”. 
I invite the viewers to guess which 
points on the list written on the wall 
are true and which ones are false.

I would like to thank dear Oktay 
and Merve here, for they have been 
an inspiration to one of the exhibited 
works, and to repay my debt, I would 
like to share part of the notes with 
some bonuses specifi c to ArtUnlimited:

3- I don’t know if I said it 40 times 
but I really kept saying  “I have to 
have a solo show this year”. I now 

1
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believe that believing is doing, Rome 
wasn’t built in a day, good things come 
to those who await...

6- Making references to artists and 
writers on my work reassure me and 
make me feel safe.

16- After the bomb attack in Ankara 
on October 10, I thought about 
including a work called ‘I remember, 
After Georges Perec’ in the exhibition. 
Perec’s book called ‘I remember’ is 
composed by 480 statements, all 
beginning with the words ‘I remember’. 
They were written between January 
1973 and June 1977 but are pulled 
from the time when Perec was between 
ten and twenty-fi ve years old. His aim 
was to unearth memories that were 
“almost forgotten, inessential, banal, 
common, if not to everyone, at least to 
many.” At the end of the book Perec 
left a dozen or so blank pages so that 
the reader can record his or her own ‘I 
remember’s. My video would have said 
things I/we do remember since 2013. It 
was actually hard to make work with 
political references. I didn’t have the 
courage, I couldn’t do it. I think I will 
go on making jokes for a while.

21- During the preparation of the 
exhibition, at some point I’ve decided 
that I wasn’t actually an artist. Then 
I couldn’t help but wonder if other 
artists question also their artistry or if 
only believers become artists.

22- That reminded me of something 

that P.D.H - one of the member of 
my thesis jury told me during my 
thesis defense. P.D.H. is a professor 
who founded the Design department 
at the Sorbonne University. I took 
his classes for three years during my 
studies and never saw him laugh, not 
even once.  During my thesis defense 
the fi rst question he asked was if my 
thesis was a parody or not. And then 
he added: ‘Among all the thesis that 
I had to read and all the works that 
I had to analyze patiently, I have to 
admit that watching your videos made 
me laugh hard. But then I wondered 
whether you really needed this master’s 
degree to make comedy?” Back then, I 
couldn’t respond to him properly, the 
only thing that I could think of was 
that I managed to make him laugh! 
Now when I look back, I think that I 
actually needed this master’s degree to 
make people like P.D.H. laugh.

EXCLUSIVE TO ARTUNLIMITED 
Self-critic

I think the word “solo” never ever fi t 
so perfectly to describe an exhibition.  
While I invite the viewer into MY 
head at the entrance of the exhibition, 
just a few meters down, I invite them 
to play a game with the notes that I 
wrote about my exhibition. And then, 
in pretext of honoring Beldessari while 
I actually talk about myself, or right 
next to it when I’m dressed as GAVIN 
TURK; in short you hear and see ME, 
ME , and ME everywhere. I believed 
the words “artist” and “ego” were 
siblings; I didn’t know they were twins. 

As I have been working at Galerist 
for a while now, I have witnessed 
how artists literally lose their mental 
health during preparation periods for 

exhibitions. Amongst us, we would 
grumble, and call this the “artist’s 
caprice”, mumble “they get spoiled 
easily!” Now, I admit, that what we 
called the artist’s caprice was in fact 
the expression of the fear. I must 
apologize to all artists that I have 
criticized in a breeze. 

Indeed, creating works that question 
your own medium, existence and 
artistic value, is kind of a self-defense 
mechanism. Just like my self-criticism 
in this section of the text where I write 
about my very own exhibition...  ■

While I invite the 
viewer into MY head 
at the entrance of the 
exhibition, just a few 
meters down, I invite 
them to play a game with 
the notes that I wrote 
about my exhibition. 
And then, in pretext of 
honoring Beldessari while 
I actually talk about 
myself, or right next to 
it when I’m dressed as 
GAVIN TURK; in short you 
hear and see ME, ME 
, and ME everywhere. 
I believed the words 
“artist” and “ego” were 
siblings; I didn’t know 
they were twins.

1 Gizem Karakaş, If you say something 40 times 
it became true, video still, 2015 ©Courtesy of 
Galerist
2 Gizem Karakaş exhibition view, Studio ©Courtesy 
of Galerist
3 Gizem Karakaş, You go Baldessari!, 2015, Video 
still ©Courtesy of Galerist
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In his art practice that he shapes in an expeditionary thought system, Murat Morova creates his own myth, positioned 

“between” Western and Eastern mythologies. Crossbreeding, therefore mutating traditional art aesthetics within the 

framework of contemporary concepts, he creates a visual iconography of his own. His solo exhibition “RAVi” can be seen at 

Galeri Nev until January 30th. 

 A Storyteller in 
the time loop: 
Murat Morova

D ERY A YÜ CEL

Derya Yücel: We actually gathered 
to speak about your latest 
works, and solo exhibition yet 

unfortunately the trauma of terror 
from last night’s horrible events in 
Paris are with us today. These traumas 
are getting heavier as they recur, while 
our senses of justice and conscience 
are being damaged, and the incurable 
wounds deepen with daily politics like 
social injustice, torture, pressure, labor 
exploitation, and terror. On the other 
side, the annihilation of the Earth is in 
process showing its signs with climate 
change as a result of humanity’s 
irresponsibility towards the Earth/
Nature, global warming, depletion 
of resources/species, etc. Thinking of 
this, we know that the themes you 
have been treating in your extended 
practice have been shaped around this 
problematic. The exhibition at Galeri 
Nev is called “Ravi”. Can we say that 
Murat Morova is a modern “Ravi” 
narrating today’s stories using the 
past’s metaphors with the language 
of aesthetics? You may want to start 
with the story that originated this 
exhibition. 

Murat Morova: I would like to start 
with the accumulation that led to this 
exhibition. There is a “romantic” side 
to the exhibited works in relation 
to my personal history. As a kid, my 
grandmother and my mother would 
always take me with them when they 
would go shopping. Üsküdar, where 
I was born, was, just as is today, a 
more traditional district in the 1950’s; 
you could feel the link to the past 
whether because of that neighborhood 
feeling, or its examples of traditional 

architecture. People would sell 
different materials and products on 
the counters in front of the mosques. 
Religious books as well as social 
books would be sold on the counters. 
Folktales, myths, epic books printed 
with lithography containing stories 
on the battles of Hazrat Ali, epics of 
Seyyid Battal Ghazi, Tahir and Zühre, 
Kerem and Aslı, etc. would all have 
one thing in common: they would 
have narrative pictures. We would 
defi nitely buy some of these books, 
and they would affect me a lot thanks 
to its colorful, and naïve pictures, even 
though I did not know how to read 
at the time. These stories would have 
their specifi c literary tone. I remember 
The Battles of Hazrat Ali the most 
among these books; this is because 
Hazrat Ali was a character free of 
his time, and his stories would have 
a simple present tense perspective, 
encompassing all times. In some 
stories, he would go through events, 
or encounter other historic fi gures 
that did not belong to his period; 
the heroisms and religious narratives 
would blend together. Bandits, jinni, 
fairies, dragons, superhuman entities 
would accompany these stories. But 
the ultimate gist was always about the 
human virtue, feelings of justice and 
mercy, consciousness and generosity. 
There is always a moral. Hazrat Ali, in 
the belief systematic that he represents, 
has always been described as a fi gure 
that had all the features of a mature, 
good-hearted person, almost a perfect 
human being. He is the Eastern version 
of the savior hero cult, prevalent in 
most Western stories. Yet, he is more of 

1
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a hero outstanding with his humanistic 
features, rather than his Western 
equivalents’ physical superiorities; like 
more beautiful, bigger, stronger, well 
built and superhuman. Hazrat Ali’s 
physical features many times carries a 
fi ctional exaggeration since they were 
told within a tale or legend. 

D. Y.: Yet your fi gures do not create 
a heroic myth. I perceive your modest 
yet rebellious fi gures in relation with 
your personal and artistic state of 
remaining in purgatory, also with 
your state of being both inside and 
outside around the sensibilities that 
you equip yourself with. In a world 
buried in inhuman, hegemonic, 
exploiter, tyrannizer systems, your 
“perfect human being” image carries 
a part of all of us, trying to move 
in his own circle(s) with demands 
for justice, rightness, consciousness. 
How strong can we be in breaking 
this circle, and fi ghting with the one 
outside? We sometimes feel obliged to 
draw our own circle(s) to be able to 
create our shelters. This can be valid 
on a personal or societal level or even 
in the art fi eld. We keep seeking other 
heroes to be freed from the challenges 
of yesterday, today and tomorrow. 
How did you transmit the stories at 
this exhibition? How did you shape 
Ravi’s voice?

M. M.: A man’s hero is himself. 
The issue here is being able to get 
acquainted with our own circles, and 
show the will to either break or to 
draw them. Although these are matters 
of utmost importance and urgency, 
in this exhibition I tried to switch 

on very simple, almost childish, and 
naïve concepts. I looked for the purest, 
least engaged states of this attitude of 
being a “perfect human being”; the 
new human typology, treating today’s 
traumas and problems like yesterday’s 
malicious enemies and monsters, and 
dealing with today’s evil, without any 
great ideological engagements. There is 
a narrator, a storyteller in all of these 
folk tales printed by lithography. This 
person gives reference to the “Ravi”’s 
as a basis for what he narrates. Ravi is 
the one who relates, tells, and sources. 
Firstly, he is a fi gure who transmits, 
carries the sayings/deeds of the Prophet 
in Islam. Of course, not all carriers, 
or narrators can get this title; to be a 
Ravi is considered as a degree. In time, 
“ravi” lost its meaning in religious 
etymology, and was widely used 
amongst people to describe anyone 
who told legends. Yes, I acted as some 
sort of a “Ravi” when narrating this 
exhibition. Because, fundamentally, 
the subjects of these folk tales - the 
malicious events of the past, the 
feelings of justice, consciousness, 
and mercy suffering from erosion, 
ongoing cruelties and raids- share the 
same bloodline with subjects of today. 
Although different in shape, they are 
conceptually the same. Therefore, my 
“Ravi”ness, stems from me, presenting 
the stories of today, in the form of 
those days. 

D. Y.: Your ties with traditional 
aesthetics do not only appear on a 
physical level. In fact, the priority 
of your medium selection emerges 
at the point where it supports the 

content. With this outturn, you end 
up producing a decided work as a 
result of a rigorous selection with 
the aim of visualizing the content, 
message or story that you want 
to deliver. Therefore, although the 
surface aesthetics’ taste, arising from 
Islamic or traditional forms, is heavily 
present, it is not very possible to 
limit your works within one medium. 
Painting, sculpture, tile, ready object-
installation, photography, collage… 
The form is supporting your story. The 
same can be told of your works in this 
exhibition.

M. M.: While revealing the works 
at this exhibition, I had to think of 
the level of the material’s naivety, 
and not of the aesthetics produced 
via today’s technology. I wanted it to 
have a form that gives reference to 
the past. I was careful that they had 
the same color harmony as in the folk 
tale books printed by lithography, or 
the same paper texture. Therefore, 
in the 12 works that draw the main 
axis of the series, I used watercolor, 
drawing ink, powder paint, and some 
ageing techniques on handmade paper. 
I applied a composition in fl u shades 
where you could barely see images 
referencing traditional forms. Surface 
aesthetics is an attitude outstanding 
in my production. I wanted it to have 
an illustrative taste without being 
caricaturized. I paid attention to 
this because the narrator who tells 
an illustrative story using a certain 
aesthetical language, while is a 
tradition in Western painting; it also 
is an ongoing taste here. We may call 
it Eastern aesthetics, since our visual 
heritage until our encounter with 
Western painting is predominantly 
on the book surfaces. Like miniature, 
visual representation is an entity 
mainly supporting the text, the story. 
I do not own a touching working 
method based on inspiration, or born 
out of sudden impulse. My connection 
with the text during the process of 
research, collecting, reading, thinking, 
maturing and unveiling is very strong. 
The relationship of the works at this 
exhibition with the text manifests 

itself via the materials they take 
reference from. Sometimes, I choose to 
make use of several various mediums 
together in a solo exhibition, but this 
time I especially avoided that. There 
are paper works and canvas almost 
manipulated to look like paper. I 
tried to bring out the fragmentally 
metamorphosed surfaces. This is 
how we ended up with the two series 
consisting of 14 pieces in total. I used 
my own semblance in one of the 3 
smaller canvas works exhibited at 
the entrance. My face appears on the 
form of a perfect human being, and 
on a fi gure fl uttering wings with his/
her own power, struggling, battling 
frenetically towards an action, a 
discourse. 

 D. Y.: There is a partition amongst 
the paper works. For example, 
the work consisting of four parts, 
which is different than the others, 
independently unveils the images 
that only you have created, while the 
eightfold successive series presents a 
scenery where today’s problems are 
added to the climate of the events of 
the folk tales printed by lithography 
with their epic and battle legends. We 
cannot tell which one is real which 
one is fi ction; these works transmit to 
us the feeling that all of it happens in 
simple present tense, the information 
that what happened in the past 
continues to happen “now” and the 
vision that what happens now, will 
encompass yesterday and tomorrow. In 
fact, they put forward the cyclical time 
concept that we observe in your entire 
art practice. In the perception of spiral 
time, we see you, painful of having 
witnessed today, in denial, desperate… 
as a Ravi trying to put across his 
message in an agitated, but decisive 
rush. We see the artist, as a narrator.  ■

2

3

1  Untitled ( from R avî  series) , M ixed media on 
paper, 20 1 5  © C ourtesy of G aleri Nev
2 Untitled ( from R avî  series) , M ixed media on 
canvas, 20 1 5  © C ourtesy of G aleri Nev
3  Untitled ( from R avî  series) , M ixed media on 
paper, 20 1 5  © C ourtesy of G aleri Nev
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Born in Manisa, Kıvılcım Güngörün pursues her academic career in Photography at Dokuz Eylül University 

Faculty of Fine Arts. She believes that through analog photography, she ensures spontaneous and coincidental 

events not to lose of their value, and this allows her to concretely own the traces of these memories. She 

brings the surrounding happenings, and feelings home by taking their photographs at every moment in her life. 

“Photography is an art encompassing all fi elds. It itinerates by learning the colors from painting, the rhythm 

from music, the form from sculpture, the instant from cinema, the mimics from theatre, and the text from 

writing. By interacting with many forms of art, I try to add new vibrations to photography’s never-decreasing 

infl uence” says, Güngörün, whose photographs are marks left by everything that touches her in life. 

www.kivilcimgungorun.com

Güngörün
 Kıvılcım
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 DESIGN

MoMA’s online Design and Violence exhibition, is a platform that thinks, and discusses over the most controversial 

designs that humanity ever created, such as biological war viruses, torture masks, death cocktails, complex bombs, and 

challenges the designer’s ethical responsibility in this context. It is also a successful example of art institutions’ creative 

use of the Internet. 

Design and violence

MÜJDE BİLGÜTAY

The fi rst design ever known to 
us is an axe. The origin of all 
things designed -from ships to 

shoes, from mosques to sculptures; 
anything that may cross the mind- is 
an Acheulean axe from the Paleolithic 
times. The reason why these thousands 
of years old axes discovered during 
the archaeological digs in the Saint-
Achule area in France are considered 
to be “design” is because they were 
produced with a specifi c purpose. In 
this sense, they are different from the 
primitive objects. The fi rst objects 
were sharp-edged rocks, that were 
multipurpose, and rather than being 
“designed”, they were merely collected 
from here and there.  Whereas the 
Acheulean axe was the fi rst design 
created by men after they have realized 

they can produce a specifi c tool for a 
specifi c purpose. And its purpose was 
to kill, to wound or scare, or just to 
self-defense. Hence the fi rst intuition 
that led humanity to design an 
object was violence, and the fi rst tool 
designed was an axe.

Paula Antonelli, head curator of 
Architecture and Design Department 
at MoMA says “Design has a history 
of violence. Most of the time, we 
talk about the positive effects of 
designed objects on the world in a 
naïve way. But design, has a history of 
violence that is not researched unless 
associated with political and societal 
pressure and resistance.” Antonelli 
went into a “curatorial experiment” 
with Jamer Hunt, a colleague and 
director of Interdisciplinary Design 
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masters program at Parsons, to 
profoundly address design’s dark 
side, and out came the “Design and 
Violence” exhibition coming to life 
in an almost fully online medium. 
(designandviolence.moma.org). The 
exhibition is a fi rst, in its holistic 
approach to the relationship between 
violence and design; but at the same 
time no such exhibition format has 
been experimented before.

Curatorial experiment
It would be wise to say that the 

exhibition that started on November 
2013 and completed on May 2015, 
takes a multidisciplinary photograph 
of the application, perception, 
and analysis forms of the concept 
of violence in this period. In this 
context, according to New York 
Times, it is more of “a symposium 
than an exhibition”. Antonelli states 
“Each week, we published new 
posts, on the project website, that we 
hope have created a platform that 
questioned the stationary discourse 
about contemporary design, and 
have triggered new discussions.” This 
process went on for eighteen months. 

The exhibition can be described as 
a display area full of design products 
and art works related to violence, from 
a computer virus to a torture mask. 
Each work or product is published 
with provocative texts written by 

leading critics, scientists, philosophers, 
social scientists, opinion leaders or 
specialists (among them controversial 
names come up front such as: William 
Gibson, the renown science fi ction 
writer, Ariana Huffi ngton, media 
proprietor, ex-convict Ricky Jackson 
who was declared innocent after 
waiting 39 years for his death sentence, 
or China Keiteitsi who was used as 
child soldier at the Uganda National 
Resistance Army, later saved, and who 
then founded African Child Soldiers 
and War Victims Charity). Thanks to 
these design-text associations leading 
to heated debate under the posts on 
the comments section, the relationship 
between design and violence and 
especially the role of the designer in 
the propagation of violence are being 
addressed from different angles and 
levels. Although the set up period 
of the exhibition was completed on 
May 2015, its “presence in time and 
space continues as part of a curatorial 
experiment”. 

The curse of the designer
The point of origin of the 

exhibition is the renowned Canadian 
experimental psychologist Steven 
Pinker’s book, “The Better Angles 
of Our Nature”. In his bestseller, 
he argues that although we have 
developed new high-tech destruction 
methods and there is ongoing war 

all over the world; there is a trend 
towards less violence. Antonelli 
disagrees with that. She and her 
co-curator Jamer Hunt, think 
that violence is not declined, but 
transformed into different forms, 
and that designers, consciously or 
unconsciously contribute to this 
process. “Humanity continuously 
changes and adapts” says Antonelli, in 
one of her entries on MoMA’a Inside/
Out blog. “Considering the pace of 
innovation and creative disruption, 
designers’ responsibility for this 
legacy is heavy. Violence needs to be 
explored and grappled with.” Some of 

central part of the project, they gained 
some of their greatest insights: “We 
had two (two!) comments on the post 
on death penalty design and over 100 
on the post regarding the design of the 
slaughterhouse. The death of animals 
arouses more discussion than the death 
of humans. That was a surprise to us.”

The project was also supported by 
live-streamed panel discussions on 
the website, and an installation at 
the MoMA galleries. “The online 
format was the best means, in the 
end, to begin this project,” says Hunt. 
“Starting as an ‘online curatorial 
experiment’ allowed us to be very 
nimble, and approach themes, authors, 
projects, and ideas that larger, well-
known institutions aren’t always 
comfortable handling, especially via 
design.”

They followed a rather narrow 
but open-ended methodology in the 
selection process of the works and 
design objects. On the website, they 
only feature design objects, projects 
and concepts being conceived post-
2001. This year is a pivotal moment 
in history for the curators given that it 
“heralds the beginning of a permanent 
War on Terror; a global shift from 
symmetrical to asymmetric warfare; 
the emergence of nation-building as an 
alternative to military supremacy; and 
the rise of the intangible and complex 

the questions they ask for debate are: 
“Can and should the experience of 
pain transcend gender boundaries?” 
“Should design production be 
normalized to the extent that we 
are able to print weapons from the 
comfort of our own home?”

In an interview with Wallpaper 
Magazine, Antonelli notes that by 
making feedback a permanent and 
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battlefi eld of cyber warfare.” Yet, they 
were open to diverse concepts and 
ideas related to violence in order to 
be able to fairly treat this far-reaching 
subject. 

Also published in May 2015 as a 
book (sold at the MoMA Store, USD 
45), designed by Shaz Madani, the 
exhibition is not just an archival work, 
but also a platform that thinks, and 
discusses over the most controversial 
designs that humanity ever created, 
such as biological war viruses, torture 
masks, death cocktails, complex 
bombs, and challenges the designer’s 
ethical responsibility in this context. 
The exhibition, to me, really only 
comes short in questioning the violence 
in the human nature… ■

1 M INE KAF ON
M assoud Hassani ( Dut ch, b. Afghanistan 1983) . M ine 
Kaf on wind-powered deminer. 2011.  Bamboo and 
biodegradable plastics. ( 221 x 221 x 221 cm) . Gi ft of the 
Cont emporary Arts Counci l of The M useum of M odern Art, 
2012.  Image courtesy of Hassani Des ign BV
As a child in the war-torn Afghanistan, Hassani made 
toys out of whatever materials he could fi  nd. Often their 
toys would be blown into minefi  elds, where they could 
not be retrieved. M any friends of Hassani’s were injured 
or killed by landmines, and while in design school in 
Eindhoven, in the Netherlands, Hassani remembered them 
by making those toys all over again. Easy to transport and 
assemble on-site, M ine K afon ( kafon means “ explosion”  
in Dar i)  is designed to roll over land, with an interior GPS 
chip recording the safe path through the minefi  eld. If it 
detonates a mine, the object is partly destroyed, but its 
bamboo and biodegradable plastic parts could be easily 
salvaged and reassembled into another M ine Kaf on, ready 
for deployment. Once an industrial scale of production 
is achieved, a M ine K afon could cost as little as 4 0  
dollars to produce, whereas current demining methods 
and materials can cost as much as a thousand dollars per 
mine.
2 A policeman carrying several pairs of Plasticuffs, New 
Y ork Ci ty, 2009.  Photograph by M ichael Bisberg. Image 
courtesy of Wikimedia C ommons
PL ASTI C  HANDCUF FS
 J udge Shi ra Schei ndlin  on the use of plastic handcuffs:  
“ Violence begets violence. In the name of preventing 
violence, we have become accustomed to the use of 
violence. This accommodation desensitiz es us as a 
society, and leaves many of us—par ticularly those in 
positions of power—r emarkably unaware of the pain 
infl  icted on often innocent people by the needless use of 
violence.”  
3 Def ense Di stributed ( USA,  est. 20 1 3 ) . “ The L iberator”  
pistol. 20 13.  BSpl us thermoplastic, nail. ( 6. 35 x 21. 59 
cm)  Photograph by M ichael Thad Car ter for Forbes. 
Cour tesy of D efense D istributed

6

THE L IBERA TOR
Texas-based non-profi  t group D efense D istributed was 
formed with the goal of creating a fi  rearm that anyone 
could fabricate using a 3 -D  printer. Invoking civil liberties 
and challenging notions of gun control, they created 
this 3 80 caliber gun printed in 1 6  pieces, now known 
as ‘ The L iberator.’ The 3 -D  weapon’s fabrication fi  les 
were immediately made available online and have been 
downloaded over 1 0 0 ,0 0 0  times.
4 Acheulean hand axes, D idier D escouens
5 J ob van der M olen ( D utch, 1 9 8 4 ) . Insect Army ( There’s 
nothing new under the sun) . 20 1 0 . Preserved insect, 
plastic, batteries, glue, paint, metal, dimensions variable. 
Image courtesy of the designer
INS ECT AR M Y
A practitioner of the delicate process of taxidermy, 
Dut ch artist J ob van der M olen has weaponiz ed a range 
of tiny insects, transforming them into six-legged war 
machines. These insect Frankensteins represent a clash 
and convergence of technology and biology, resurrected 
as fearsome enemy combatants posed in active attack 
positions. Prominent musician and producer J ad Abumrad 
has decided to respond to J ob van der M olen’s work with 
one of his incomparable sound pieces, composed from 
carefully culled and synthesiz ed sounds made by bees 
which you can click and listen at the exhibition website. 
6 Bahia Shehab  ( L ebanese-Egyptian, b. 1 9 7 7 ) . Blue Bra 
( No to St ripping/ L ong live a peaceful revolution) . 20 1 2. 
St encil, spray paint. ( 4 5  x 20 cm) . Image courtesy of the 
artist.
BL UE BRA
Art historian Bahia S hehab’s bright-blue bra, refers to 
the image of a young woman who was publicly dragged 
and beaten by members of the Egyptian military in Tahrir 
Squar e in D ecember 20 1 1 . D uring the attack, the woman 
was half-divested of her abaya, exposing her body and 
blue underwear. Images of this attack rapidly became 
a symbol of the rampant abuse of power by Egyptian 
offi  cials. As S hehab explained in her TED  speech in 20 1 2, 
her stenciled blue bra means no:  “ No to stripping the 

people….  The blue bra is to remind us of our shame as a 
nation when we allow a veiled woman to be stripped and 
beaten on the street.”  S hehab’s blue bra graffi  ti has since 
been covered and no longer exists on the streets of C airo.
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Ai Weiwei: 
Reality and freedom

The Ai Weiwei exhibition at the Royal Academy of Arts in London will be open from September 19 to December 13. In an 

interview by Hans Ulrich Obrist, Ai Weiwei asks: “If artists betray their social conscience and the fundamental principles of 

human beings, then where does art stand?” and presents the viewers with his works from the niches of the historical scale.  

SENEM ÇAĞLA BILGIN

The recent atmosphere in Turkey 
is evident: the presence of politics 
in a pervasive manner in all 

aspects of our lives brings along many 
questions, followed by anxiety. The 
modernist discourse, stating that art 
should be independent from politics 
was replaced by a dialectic fi eld 
where each discipline interacts with 
each other. The post-80’s “culture” in 
Turkey did not grow into a branch of 

industry. Therefore “art”, continued to 
position the foundation of its criticism 
on the “aesthetic” and the “beautiful”. 
The relationship between art and 
politics was perceived as independent 
categories, and only concepts where 
art attempted to describe politics 
emanated. The fact that artists 
discerned politics as a medium to be 
interested in and criticized by only 
its level of popularity, to show their 

1
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reactions in other various topics, or to 
refl ect the current picture, led the latest 
“13” years of contemporary art into 
a vicious cycle. As politics’ active role 
was taken out of its personal opinion 
context, and presented as an object 
with multi sub-texts; and as politics 
supported the background of various 
organisms once criticized, were the 
some other reasons that pacifi ed the 
situation.

Looking at China, we see that 
different refl ections of similar 
procedures affected the society, along 
with its artists. Ai Weiwei is an artist 
that holds diverse identities within; a 
poet, an architect, an editor, a curator, 
a collector, an active blogger, and even 
an expert in ancient Chinese crafts.

Ai Weiwei’s (1957, China) father Ai 
Qing, is one of the most important 
names in modern Chinese poetry. He 
was sent to Xinjiang workers camp 
with his wife Gao Qing, due to his 
stance during the 1958 anti-right 
movement. Ai took painting classes 
in Beijing during this period from the 
“banned painters”, most of them his 
father’s friends. He admits that even 
today, he draws quick sketches of 
his works before he starts physically 
producing them. The artist left 
China and moved to New York in 

1982 where he implemented his fi rst 
installation. About his relationship 
with art, and his approach to this 
world, he says: “We’re actually a part 
of the reality, and if we don’t realize 
that, we are totally irresponsible. We 
are a productive reality. We are the 
reality, but that part of reality means 
that we need to produce another 
reality”. As opposed to the common 
belief also repeated in various popular 
texts, Ai Weiwei does not act upon the 
heritage he acquired from his father. 
His “Sunfl ower Seeds” installation in 
Tate Modern’s Turbine Hall, holds a 
reference to his father who followed 
the teachings of Mao Zedong. As such, 
Mao Zedong, one of the leaders of 
the Republic of China, was shown as 
Sun on the propaganda fl yers of the 
Cultural Revolution, and the people 
as sunfl owers turning their faces to 
Mao. In an interview he did with Hans 
Ulrich Obrist in 2011, he stated that 
when he was a kid, his father burnt 
all of his own books. (1) As such, the 
name irony of his books “Black”, 
“White”, and “Grey” unfolds. 

The artist who criticizes the Chinese 
government for its position towards 
democracy and human rights, through 
a series of works, installations, fi lms, 
and texts, was arrested on the April 

3, 2011 at Beijing Airport while he 
was heading to Hong Kong with 
claims of fi nancial malpractice. It is 
claimed that he suffered from violence 
and repression while behind the bars 
during 81 days. While names like 
Anish Kapoor, Salman Rushdie, etc. 
reacted to his arrest, Tate Modern 
wrote “Release Ai Weiwei” in huge 
letters along its exterior. His rights to 
freely travel were forfeited for nearly 
four years, and his blog blocked with 
accusations of his method of criticizing 
the government, and of open call to 
propaganda. During this period, he 
could not participate neither to the 
installation nor the openings of his 
exhibitions across different locations 
around the world. As a reaction, every 
morning he put a different kind of 
fl ower bouquet in the basket of his 
bicycle standing in front of his studio’s 
door, at No. 258 Caochangdi. On the 
July 22, 2015 he got his passport back, 
and the Chinese Government today 
keeps the artist in sight.

The exhibition at the Royal 
Academy of Arts encompasses his 
sculptures, videos, photographs 
and installations that he produced 
with an interdisciplinary percept.  
This exhibition can be described 
as a coherent exploration, given 

Ai Weiwei’s father Ai 
Qing, is  one of the most 
important names in 
modern Chines e poetry. 
He was sent to Xinjiang 
workers camp with his 
wife Gao Qing, due to his  
stance during the 1958 
anti-right movement. Ai 
took painting classes 
in Beijing during this 
period from the “ banned 
painters” , most of them 
his father’s friends. He 
admits that even today, 
he draws quick s ketches 
of his works before 
he starts physically 
producing them.
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Yeşim Akdeniz.

Ai Weiwei’s strong presentation of 
the Chinese culture historically and 
materially, its description of the 
Chinese government’s restrictions 
of freedom, its subject being human 
rights, and its way of presenting where 
and with what discourse Ai positions 
himself in the world as an artist. 

In 2008, the earthquake in Sichuan, 
on the west of China, resulted with 
the death of nearly 70 thousand 
people. Many speculations were put 
forward: one of them stated that they 
used less material than needed for 
the construction of many schools, 
therefore leading to the demolition 
of many of these buildings, hence 
the consequence of many children 
killed. Ai went to Sichuan with the 
purpose to see and demonstrate the 
government’s negligence about the 
subject, and on his blog followed by 
millions of people, he requested these 
claims to be verifi ed. He said: “It has 
been twenty days since the earthquake. 
No lists of the killed children’s names 
were published, nor do we have any 
statistics about the victims of the 
earthquake. The public does not know 
the names of these children, who their 
families are, who was in the wrong 
while reinforcing the school buildings 
with steel, and who the responsible is 

of the use of poor quality cement in 
the construction of these buildings.”

The Chinese government then tried 
to cover-up the story, but Ai Weiwei, 
called people for observations of 
the earthquake area, using his blog 
actively and consciously on the 
March 30, 2009. He got hundreds 
of replies to his request for action. 
But suddenly, a couple of days before 
the twentieth anniversary of the 
Tiananmen Square protest, his blog 
was blocked. Subsequently YouTube 
and Google were blocked in the 
country as well because of the videos 
of the Tiananmen Square massacre 
in 1989. The work named “Straight” 
(2008-12) located on the third and 
the largest of the interconnected 
rooms in the Royal Academy of 
Arts, references to the earthquake in 
Sichuan. The artist went to the area 
after the earthquake, collected the iron 
pieces from the demolished buildings, 
and created a large scale installation 
by bending, cutting these pieces and 
giving them seismic shapes of the 
earthquake.  On the walls of the two 
sides of the installation, are the names 
of fi ve thousand students killed from 
the earthquake. Ai not only creates the 
seismic movements of the earthquake 
but he also openly interrogates 

“the low quality standards of state 
projects”. In another interview where 
I completely identify myself with 
him, he says: “If artists betray their 
social conscience and the fundamental 
principles of being human, then where 
does art stand?”

While “Straight” translates the 
vision of the natural disaster within 
the framework of social and societal 
norms into contemporary art’s 
international language, the Sichuan 
earthquake, stands out as a time 
where people in China have started 
to defend human rights, and have 
actually progressed in that manner. On 
the other hand, it lets us realize that 
the Internet is a strong propaganda 
medium and has a system that really 
can collapse totalitarian power 
structures. 

Moving out of the main room 
through the exhibition, we are faced 
with Ai Weiwei’s “Coloured Vases” 
(2015) and “Dropping a Han Dynasty 
Urn” (1995), installed in the same 
room. Across “Coloured Vases”, put 
with different intervals on a single base 
situated in the middle of the exhibition 
space, black & white photographs, 
called “Dropping a Han Dynasty Urn”, 
which follow each other 

theme-wise with their triptych aspect, 

are hung on the wall.  Since 1993, 
the artist adds to his collection vases 
of historical value from the Neolithic 
Era to the Qing Dynasty. About his 
relationship with ceramics, he adds: 
“Ceramics is kind of crazy.  If you hate 
something too much, you have to do 
it. You have to use that.” By painting 
the three to fi ve thousand years old 
vases of historical and cultural value in 
different colours, the artist transforms 
them into pieces of contemporary art 
that lose their antique feature. 

“Dropping a Han Dynasty Urn” 
consisting of several photographs 
from his performance in 1995 where 
he breaks an antique vase, is a work 
done to symbolize China’s demolition 
of historical oeuvres and buildings 
during Mao’s cultural revolution 
period. I feel the need to touch upon 
an interesting fact about the work. 
At Ai Weiwei’s “According to What” 
exhibition that took place in 2013 at 
the Perez Art Museum in Miami, a 
visitor consciously broke one of vases 
worth one million dollars. Caminero 
who was arrested upon the incident, 
claimed he did this protest for the 
Floridian artists whose works weren’t 
exhibited in the museums. Though in 
2012, Uli Sigg, a collector who bought 
one of the retouched vases, replicated 
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Ai and broke his own vase, and 
nobody seemed to react at the gravity 
of the case. The situation brought 
to my mind, the question Jonathan 
Jones from The Guardian asked in 
his newspaper: “Who is the Vandal? 
Why the urn is valued at $1million, or 
why its destruction is world news, is 
because it was part of installation by 
Ai Weiwei. It is the Ai Weiwei artwork, 
not the Han dynasty object, which 
is being mourned. Perhaps it is not 
really an antique at all. If it’s a fake, 
that makes the entire installation more 
likable. If it’s not a fake, then surely 
Ai Weiwei, and not Caminero, is the 
vandal who ruined a whole bunch of 
antiquities by painting them whimsical 
colours? Could it be that smashing 
masterpieces is never interesting? 

That this illegal attack on art exposes 
the shallowness of the high end of 
contemporary art?” (2)

“Table and Pillar” (2002), another 
work at the exhibition questioning 
the state’s undue interference in the 
cultural structures, is one of the most 
important pieces of the “furniture” 
series. Ai, aware of the great changes 
in Beijing caused by modernization, 
collects materials from the demolished 
temples of the Qing Kingdom. Using 
conventional carpenter techniques, 
he constructs beautiful yet technically 
useless objects. These objects contain 
criticism towards newly constructed 
buildings instead of the historical ones 
demolished under cover of modernism. 

The Ai Weiwei exhibit at the Royal 
Academy of Arts cannot be considered 
a retrospective in its typical term, yet 
it is an important one as it gathers 
the artist’s works that took place in 
niches of the historical scale. The 
exhibition successfully blends art, 
politics and sociology under the right 
headlines, doesn’t passivize politics, 
-I believe- loses points in some of 
its protest algorithms, but still uses 
the conceptual fi eld very well. Who 
knows? Maybe it will shed light on “a 
reckless genius” that Turkey is heavily 
in need of.

Reference:
1 Hans Ulrich Obrist, “Ai Weiwei 

Speaks with Hans Ulrich Obrist” 
Penguin Books, London. (2011).

2 Jonathan Jones, “Who’s the Vandal: 
Ai Weiwei or the Man Who Smashed 
His Han Urn?”, The Guardian (18 
February 2014). ■

 

 

“ Who is the Vandal?  
Why the urn is valued 
at $1m illion, or why 
its destruction is world 
news, is because it was 
part of installation by Ai 
Weiwei. It is the Ai We-
iwei artwork, not the Han 
dynasty object, which is 
being mourned. Perhaps 
it is not really an antique 
at all. If it’s a fake, that 
makes the entire instal-
lation more likable. If it’s 
not a fake, then surely Ai 
Weiwei, and not Cam i-
nero, is the vandal who 
ruined a whole bunch of 
antiquities  by painting 
them whimsical colours?  
Could it be that smashing 
masterpieces is never 
interesting?  That this ille-
gal attack on art exposes 
the shallowness of the 
high end of contemporary 
art? ”  Jona than J ones

1 1.Ai W eiwei presenting his installation Tree in 
the courtyard at the Roy al Academy of Arts, 2015.  
Photo courtesy of Roy al Academy of Arts, L ondon. 
Photography Dav e Parry. 
2 Ai Weiwei, Coloured Vases, 2006 
Neolithic vases (5000-3000 BC) w ith industrial 
paint, dimensions variable 
Courtes y of Ai Weiwei Studio 
Image courtesy Ai Weiwei 
3 Ai W eiwei, Coloured Vases, 2015; Droppi ng 
a Han Dy nasty Urn, 1995 and v isitors at Roy al 
Academy of Arts © Senem  Cagla Bilgin
4 3.Ai W eiwei, Straight , 2008- 12 St eel reinforcing 
bars, 600 x  1200 cm  L isson Gallery , L ondon. Image 
courtesy Ai Weiwei
5 11. Ai W eiwei, Table and Pillar, 2002. W ooden 
pillar and table from the Qing Dy nasty (1644-
1911), 460 x  90 x  90 cm  L ondon, Tate. Purchased 
with funds provided by the Asia Pacifi  c Acquis itions 
Com mittee, 200 8 image courtesy Ai Weiwei
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Lost photographs 
of Anatolia

PINAR ÖĞRENCİ

"A red flag in front of a walking crowd in a city carries utterly different meanings then a red 

flag hoisted on the mast of a boat by the shore." 

Umberto Eco, from Günther Fischer's "Architecture and Language"

Last August, I wanted to write 
about Vahap Avşar’s “Lost 
Shadows” exhibition opened on 

the ground fl oor of Salt Beyoğlu, yet 
was scared of what I would put onto 
text seen the growing tension of the 
post-elections atmosphere, and had 
postponed it for a later date. “Lost 
Shadows”, consists of a collection 
of photographs not selected to be 
printed as postcards from the AND 
Postcard Archive. A little while after 
the “Lost Shadows”, Salt also hosted 
the “How did we get here?” exhibition 
where it observed societal movements 
and popular culture following the 
1980 coup d’état. The Vahap Avşar 
exhibition serves as a mirror onto 
the near past, especially when read 
together with the “How did we get 
here?” exhibition in Beyoğlu and 
Galata. 

A different version of the “Lost 
Shadows” opened at the P! Gallery 
in New York in partnership with 
Protocinema executed by Mari Sprito. 
The photographs exhibited at Salt 
Beyoğlu’s ground fl oor, almost like 
statues that were hung back to back 
on cement blocks, surrounded the 
viewers and succeeded in forming an 
effi cient dialogue amongst them. At 
the exhibition in New York, however, 
the photographs are scaled down 
to almost postcard sizes. Viewers 
are welcome to take away these 
photographs printed in large quantities 
and exhibited on little racks one under 
the other. 

Today, as I start writing from where 
I left off, I am again surrounded with 
unfortunate events.  Today is the 10th 
day of the curfew at Silvan; the city is 
constantly bombarded, and we hear 
deadly news from the civilians. Again, 
today, as I was thinking that it had 
already been a month since the Ankara 
bombings, I learned that we have lost 
our great artist Cengiz Çekil. I believe 
it would be an incomplete Vahap Avşar 
article, if I hadn’t commemorated 

Cengiz Çekil and the Ankara Central 
Railway Station Exhibition that took 
place 20 years ago.

Avşar, meets Cengiz Çekil, who later 
would become his teacher, in 1985 
when he takes the exams for İzmir 
Dokuz Eylül University Fine Arts 
Faculty. Çekil, impressed with Avşar’s 
portfolio, offers him to be his assistant. 
There goes a master-apprentice 
relationship and a friendship story 
that would last for years. They live 
on the same building, by chance, and 
start sharing a majority of their time 
together; they work, eat, and talk 
together. They dream of starting a 
new movement, and founding a new 
school. Avşar mentions of Cengiz Çekil 
as a teacher, a friend, and a father. 
Çekil was a great artist, as well as a 
great instructor, and he had serious 
contributions to many artists who 
were trained in İzmir. One should 
look into Cengiz Çekil, his master, if 
one seeks to observe the origins of the 
robust relationship Avşar establishes 
with material and form. 

In 1995, Vahap Avşar organizes an 
exhibition in partnership with Selim 
Birsel, Claude Leon, and gallery 
owner Füsun Okutan, as part of the 
Sanart Festival. They invite artists like 
Cengiz Çekil, Aydan Murtezaoğlu, 
Ayşe Erkmen to the exhibition, 
taking place at the Ankara Central 
Railway Station. In the Turkey of the 
90s, the war against Kurds is in rise; 
therefore the exhibition cannot avoid 
this political climate. A day after the 
opening, coming to the Station, they 
see the exhibition totally destroyed, 
and the works damaged. Avşar fi nds 
his installation named “Last Drop” 
in one of the toilets, takes a picture, 
and leaves the scene. The Manager of 
the Station tells him his work reminds 
of blood, and scolds the young artist. 
A couple days later, Avşar leaves for 
New York for a visiting artist program, 
and decides not to come back to 
Turkey once the program is over. The 
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ravage at the Ankara Station plays 
an important role in this decision. 20 
years later, I remembered of Avşar’s 
“Last Drop” when they killed over a 
hundred citizens in front of the Ankara 
Central Railway Station. Nothing 
had changed; I wished Avşar would 
be proven wrong, wished his works 
would not be so contemporary and 
today we would not be debating over 
the same issues. 

Between 1978-1982, And PostCard 
Company sends photographers to 
Anatolia, and commissions them for 
the production of postcards. Some of 
these were not printed as they refl ected 
the post-coup violence atmosphere of 
the time, or just did not carry standard 
postcard features. This selection by 
Vahap Avşar of unprinted postcards 
is in complete harmony with my 
childhood and pre-teen memories of 
public space in Van. They ought to 
be very autobiographical for Avşar 
who grew in Malatya, and painted 
the images on postcards since his 
childhood. The sceneries corresponding 
to the photographs taken in various 
cities in Anatolia, also correspond 
to not only the period of the shutter 
triggered but also the situations, and 
the states hung in the atmosphere of 
the region for years. The mountains 
in the scenery are like insurmountable 
boundaries of the city, transformed 
almost into a prison, surrounded by 
the police or the military police forces. 
If you were to be shot at your head, 
right at that moment, it feels like no 
one would notice, and you would be 
buried in someone’s backyard; I am 
talking about days with no internet, no 
social media, during post-coup period 
when intelligence agents were all over 
the place, in their white Renaults, 
spreading fear all around. 

In my young days in the small eastern 
city of Van, the fear atmosphere of 
post- 1980 coup was added to the 
conservative climate in the city. Some 
of my teachers at the Van Vocational 
School for Girls were young people, 
full of life, dispatched from Western 
cities to the East following the coup. 
I would later discover and appreciate 
the value of this school, that I was 
registered with no alternative, that 
I never was accustomed to, and did 
not even make one single friend 
from.  The exile “punishment” that 
my teachers had to undergo blew 
life into my adulthood fi lled with 
distress; my dreams oppressed in that 
small city had expanded with far 
cities thanks to books they gave as 
present or recommended. My childish 
mind was fi lled with dilemmas that 
I was not able to understand, but 
was trying to comprehend with an 
intuition. My favorite teachers at 
school, and my favorite protagonists 
were “revolutionists”, yet at home I 
was faced with a robust conservative 
atmosphere that slammed the leftist 
movements. My father, a humble 
tradesman, was appointed as district 
president of the ANAP (Motherland 
Party) political party during the Özal 

period, and was working for the party 
fi lled with enthusiasm with a few 
other male members of my family. 
He was going around district-by-
district, village-by-village, and was 
very glad and excited of the party’s 
success. Tercüman newspaper was 
read at home. Even though my mother 
was anxious of my father’s travels, 
she was supporting her relationship 
with the party as it kept him away 
from gambling. Party members from 
Ankara, and sometimes ministers 
would come to our house and dine. 
During these evenings, we would 
become relatively rich, and would 
ignore my father’s business life full of 
debt. 

In 1988, I moved my registration 
to Atatürk High School, without 
somehow giving notice to my parents, 
and fi nally started a mixed-gender 
school life. It wasn’t long until I had 
joined a leftist group, and there came 
my days fi lled with real friendship as 
well as nightmares. Some men, we 
were later able to identify as Turkish 
Intelligence agents, who saw us 
chatting in mixed-gender groups in 
teahouses started to warn my father 
about me. According to these men, 
we were not only committing illegal 
acts but also adultery; he had to pull 
me together. What was a girl doing 
out in the streets? My father would 
ban me from seeing my friends, would 
search and fi nd my books and journals 
to destroy them. In the meantime, 
my Kurdish friends’ brothers or 
fathers were shot in the backstreets, 
leaving their homes with no income. 
We would, as kids, bring food to 
their homes, and pay in common for 
their accumulated debts to teaching 
institutions. In our book club, those 
who could afford would buy books, 
which were read by each of us in 
order, and fi nally given to someone’s 
library as a gift. I read many classics, 

and banned books including The 
Elementary Principles of Philosophy 
(Georges Politzer), Socialism and 
Feminism (Henri Lefebvre), The 
Night His Rose Faded (Erdal Öz), 
The Woman Has No Name (Duygu 
Asena) during this period. When Özal 
was shot from his hand in 1988 at 
his party’s congress, although I was 
worried about my father, I remember 
being sorry deep inside that he 
survived, as I considered him to be the 
main reason of our disputes, and the 
slaps I had on my face.  

The white Renault, one of 
the common images in Avşar’s 
photographs, strike as a symbol of 
the surveillance and control situation 
of the Anatolian cities at the time. 
Looking at it from today, I believe 
civilians, and not just intelligence 
agents were part of the “surveillance” 
and “control” mechanisms. Even 
though you were able to get away 
from the state, you were not able to 
escape from the neighbors, known 
faces surrounding you with suspicious 

eyes. In 2010, years after reading 
Orhan Pamuk’s “Snow”, I felt that 
“surveillance” feeling from my 
childhood when I went to visit Kars 
as an adult. Although not my favorite 
Pamuk novel, “Snow”s city and nature 
descriptions are incredible. I got a 
hold of the feeling of being “stalked”, 
the feeling extending all over Pamuk’s 
book, when I was walking the streets 
of Kars. Even though the coup period 
was over, the “stalking” habit, rooted 
from the traditional stance of the 
city, was still there. The presence of 
the police at every corner was not 
out of need, but rather to spread 
fear, to intimidate, and to threaten. 
Just like the case in Van, people were 
too interested in each other’s private 
lives, and they were playing the role 
of “police”. I believe the similarity 
between Van and Kars originates from 
the Turkish population, brought to 
these cities to live after the Armenian 
Massacre, and their conservative and 
nationalist inclinations sharpened by 
fear. 
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Visiting Vahap Avşar’s exhibition 
with a friend, I found my self-pointing 
out: “Look, this is Van… and this 
one as well...” but I was wrong. Like 
Marco Polo who narrates Venice at 
every opportunity, sneakily, it felt to 
me that each of Avşar’s photographs 
was of Van. I later understood, the 
reason I was wrong, was because 
of the similarities in between the 
cities. Especially cities that are not 
constructed on a foothill, “fl at” cities 
like Mardin, Tunceli, or Bitlis, look a 
lot like each other. Buildings refl ecting 
the 2nd National Period structure 
aesthetics like Government offi ces, 
Governor’s Buildings, Post offi ces, 
Courthouses situated in the late 
structured city centers. These public 
buildings that can come nowhere 
near their equivalents in big cities 
like İstanbul, Ankara and İzmir in 
terms proportion, materials used, 
and labor, still had similar features 
to their precursors. The windows on 
the façades mostly made of plaster, 
are contoured with frames made of 
either stone or mosaic. Local stones, 
or marbles are used on the façades of 
some buildings like the Tekel Building, 
and the City Museum. These low-
rise buildings set examples of good 
architecture since they are only a few 
that are constructed with care and 
aspiration. The bigger mosques, and 
minarets situated in the squares of 
some of these cities with no historical 
downtowns, establish the characteristic 
views as the only curvilinear forms 
of the cities’ landscapes. The pools 
embellishing the squares, the Atatürk 
sculptures, and the “arcs” made of 
iron, dictating that cleanliness comes 
from faith strike us as denominating 
urban elements of these cities. Homes 
with roofs made of asbestos and 
cement, offi ce building façades fi lled 
with signboards, single-fl oor indoor 
markets, etc. provide us with good civil 
architecture examples of the cities in 
question.  The stupendous mountain 
views rising behind these two, three-
fl oored buildings, are now hidden 
behind today’s zoning plans allowing 
high-rise buildings, and huge shopping 
malls spreading all over in every city.

The determinant color in Avşar’s lost 
photographs, are the “grey” of confl ict, 
and “red” of celebration. The “grey” in 
question, is an Anatolian grey, giving 
hints of brown coming from the poplar 

trees and basalt stone mixed with dust 
and soil, rather than the “modern city 
grey” observed on the shiny surfaces 
of boring European cities. The rock 
grey of the mountains covered in snow 
for months is just splendid. The grey 
fl owing from the summits to the skirts 
becomes darker when mixed with the 
city’s cement grey. It turns into a male 
grey made of policeman and soldiers, 
and the place is fi lled with smoke. 

The second dominant color of red 
does not get its existence from nature, 
but from the Turkish fl ag. It almost 
feels like the 23rd of April, National 
Sovereignty and Children’s Day, the 
29th of October Republic Day, the 
19th of May, Commemoration of 
Atatürk, Youth and Sports Day are 
made to paint the public sphere in red. 
Regardless of the demographic density 
in the ethnic structure of the cities, the 
“fl ag”, is a sign of power imposed by 
the state. In Turkey you may jauntily 
hang the national fl ag like a dissuasive 
bat to scare those who are not like 
you, while in many countries its use 
limited by law. During a fl ag ceremony 
at fi fth grade in primary school, I had 
thought I pulled the fl ag all the way 
up the staff and had waited until the 
end of the national anthem; I hadn’t, 
the fl ag was up halfway. I still have 
the goose bumps thinking of how the 
principal beat me up and insulted me 
in front of everyone at the end of the 
march.

I don’t know about the west, but to 
me, the color of the Eastern Anatolia 
is white, a color consisted of all colors, 
a colorless color. The high magnifi cent 
mountains surrounding the cities are 
covered with snow during all over 
of the year. When you look outside 
the window, the roads lying ahead of 
you are soft white. The sun heats the 
white in the morning, which the early 
evening covers like a throw. The white 
that you collect from the mountains, 
can be mixed with grape molasses, 
and eaten like ice cream. In the east, 
the civil life is whiter than anything. 
Cleanliness does not come from Allah 
or faith but from the white melting in 
the rivers in spring…

Avşar’s selection also presents us 
with the people’s profi le, along with 
the city’s architecture. Streets in the 
photographs are fi lled with men. 
Men walk in downtowns freely, hand 
in hand, shoulder to shoulder, joke 

around, but women or young girls are 
not well looked at on the streets, in the 
public sphere. Men are dominant on the 
lakesides, riverbanks, or bridges as well. 
The conversations always happen men to 
men. Men can get together, set a table to 
have rakı, pour their grieves to each other, 
and pass a full day in nature. Yet women, 
can only become part of this scenery, as 
part of their families; although not illegal, 
women are not welcome to have a drink 
by the lakeside, wonder around, or swim 
in the lakes. Every time I go to Van, I 
think of the times, me and my friends 
never got to enjoy the wonderful lake view 
while growing up, and think of my teacher 
Veysel with compassion, who would 
take us there, without noticing school 
authorities, to have a picnic. 

In his works, Avşar depicts a society 
he doesn’t feel safe within. The themes 
he persistently dwells on ever since his 
youth are still relevant today. The fi gures 
underlined in the photographs at “Lost 
Shadows”, are in alignment with the 
themes of societal control, pressure, and 
security that he treated in different periods 
of his life. For those who follow his art 
practice since the 90s, the images like 
soldiers, policemen, police cars, Atatürk, 
fl ags are not stranger. The images that 
he conceptualizes via different mediums 
like painting, sculpture, installation and 
video, are visible, years after through the 
photographs of anonym photographers. 
There is a strong continuity and a 
plausible persistence between Avşar 
following these similar themes over the 
years, and him buying the And Postcard 
Archive after years of hunt down.

The exhibition, which opened its 
doors in these days -when the feeling of 
fellowship between West and East had 
just been established, and paradoxically 
guns have regained voice- complements 
the missing images of our connection 
with Anatolia. Vahap Avşar’s exhibition 
is a good opportunity to look at the near 
future, in these days when we face a police 
state blocking promising and hopeful 
developments in our society. Would 
you say that when this article will be 
published, the curfew and the blockade in 
Silvan will be over? ■

1 From postcards of Anatolia series 
2 From postcards of Anatolia series 
3 From postcards of Anatolia series 
4 From postcards of Anatolia series 
5 Vahap Avşar, Lost Shadows exhibition view, 
New York
©All images courtesy of Vahap Avşar
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 In Pursuit of Lost Sounds

SAMİ KISAOĞLU 

There is no doubt that MIM, standing in the museum district of Brussels known as “Mont des Arts”, is as special as its 

equivalents. With a collection of thousands of pieces, training efforts, its structure allowing scientific research, and halls staging 

numerous concerts, it is paving the way for its visitors for living every moment of music and of life itself.

We are walking, in pigeon-steps, 
up the stairs of an old building, 
far away from home. David’s 

“The Death of Marat” painting 
depicting Jean-Paul Marat, a close 
friend and a snippy journalist of the 
French Revolution era; and Magritte’s 
surrealist masterpieces are just a few 
hundred meters behind us. We are now 
in a sound house, hosting music and 
culture from hundreds of years ago. 
This building rising on cast iron in art 
nouveau style is so old and wise that 
at the time it hosted the most talented 
English tailors, sly merchants, and 
dozens of the most chic gentlemen 
and elegant ladies of their time. The 
building that witnessed countless 
true stories, and survived after two 
world wars is now left to its destiny, 
turned into a ruin, all by itself… We, 
while heading to the second fl oor of 
the building, hear a familiar melody 
and lyrics. In this land that nurtured 
guitarist Django Reinhardt, one of 
the creators of Jazz Manouche, and 
Jacques Brel, an unforgettable name 
of the modern chanson tradition, we 
suddenly hear a voice from Turkey 
locking our hearts up.  The voice that 
gets closer with every step up is singing 
the Ballad of Yemen, in Brussels, at the 
heart of the Europe. A few minutes 
away from the Grand Place Square 
at the center of the city, the building 
opens its doors to a musical temple. 
At the Old England and the Musical 
Instruments Museums (MIM), a 
musical instruments museum, we 
initially fi nd the source of this familiar 
melody. When we ask the lady at 
the museum’s gift shop who the 
playing artist is, we are faced with 
very familiar names: İsmail Hakkı 
Demircioğlu and Erkan Oğur. As the 
conversation moves on, I learn that the 
album is one of the most played CD’s 
at the museum. A few minutes later 
on, we go on a journey to discover 
the museum that houses dozens of 
instruments from both the occident 
and the orient. 

One of the greatest surprises during 
our visit is the wireless headset 

allowing us to listen to the voice of 
many instruments. Drawing us in 
with its instrument collections from 
the Middle Age to our days, a rare 
books library, and a playroom called 
“Orpheus’ Garden” letting us to 
personally experience the instruments, 
the museum has but a few more 
surprises to offer us. 

A short journey at the MIM from the 
past to today

The history of the building dates 
back to the Old England stores which 
set the fi rst examples of modern 
day shopping malls of our time. The 
history of today’s music instruments 
museum only starts when the stores 
where you could fi nd numerous food 
items, household goods, and textiles, 
were passed on to state property from 
private sector. The foundation of the 
museum, consisted of three separate 
but interconnected buildings, dates 
back to the end of the 1970s when 
the Belgium Government Ministry of 
National Education bought out the 
building from the then-proprietor 
Revê d’Orient company. The museum 
opens its doors in 2000 following a 
rigorous restoration period that took 
eleven years in total. Recovery of the 
collections takes place in parallel to 
the improvement efforts at the The 
Saintenoy and Guimard buildings that 
refl ect a neoclassical approach, along 
with the ones at the main Old England 
building. The spine of the museum, 
the Saintenoy building, houses a part 
of the permanent collection, as well 
as gift shops, a concert hall, and the 
aforementioned “Orpheus’ Garden”. 
With training programs of different 
age groups, an instrument repair 
laboratory, and the restaurant at the 
rooftop, the museum also embraces 
many researchers with its support to 
scientifi c content. 

About the collection of the museum
Mainly nourished by two historically 

valuable collections, the museum 
exhibits over seven thousand 
instruments from all around the world. 
Four out of six fl oors are spared for 
exhibition space in the building. On 
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the basement fl oor, one may fi nd the 
mechanical instruments as well as a 
selection of the percussion family, and 
20th century instruments, while on 
the ground fl oor are European folk 
instruments. Instruments from the 
antique periods to the 20th century are 
exhibited on the fi rst fl oor where one 
can observe the course of evolution of 
keyboard instruments.

The main collection of the museum 
is based on the collection formed 
under the roof of Royal Conservatory 
of Brussels with the initiative of 
King Leopold the 2nd in 1877. The 
core collection, consisting of about 
eighty instruments inherited from 
the infamous musicologist François-
Joseph Fétis, upon his passing, and 
of ninety-seven Indian instruments 
offered by Indian Maharajah Rajah 
Sourindro Mohun Tagore to the 
King, is developed by the museum’s 
fi rst curator Victor-Charles Mahillon 
(1841-1924). When Mahillon, 
responsible of the collection at the 
time, passed away in 1924, more 
than fi fty years ago from the current 
position, the collection still consisted 
of about 3177 instruments. From 
1924 until 1968, around 1000 new 
donations were added to the collection 
of the museum.

When surprises knock the door of 
new surprises

Some of the most interesting pieces 
of the museum’s collection, including 
Tibetan trumpets, Balkan bagpipes, 
mechanic pianos, and Wagner tubas, 
are the strange instruments created 
by Adolphe Sax, inventor of the 
saxophone. The collection, also 
including a very rare instrument 
called “Spinet-harpsichord”, presents 
us with a new surprise that lets us 
see the effect of the Turkish military 
music on European music. Made in 
1818 in Paris, with a mother of pearl 
keyboard, standing on Doric columns, 
made of mahogany, embellished with 

bronze reliefs, the typically French 
Emperor style “Turkish piano”, signed 
J. Pfeiffer, is one of the most interesting 
instruments at the museum with 
fi ve pedals that start to move little 
tambourines and jingles on the inside. 

There is no doubt that MIM, 
standing in the museum district of 
Brussels known as “Mont des Arts”, is 
as special as its equivalents in Vienna 
(1814), Munich (1854), London 
(1857), Paris (1861), and Edinburgh 
(1869). With a collection of thousands 
of pieces, training efforts, its structure 
allowing scientifi c research, and halls 
staging numerous concerts, it is paving 
the way for its visitors for living 
every moment of music and of life 
itself. Leaving the museum, I think of 
Istanbul that attained a modern art 
museum just ten years ago. And there 
the question arises: “Will Istanbul, that 
brought up many valuable luthiers 
from the Ottoman period to the 
Republic Era, one day, have a musical 
instruments museum?” ■

1 Piyano Forte, MIM, 2008 ©Burcu Orhon
2 Bass clarinet, 19. century, Producer: Nicola 
Papalini, MIM ©Burcu Orhon
3 Instrument production room representation view, 
MIM, 2008, ©Burcu Orhon
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Grand Hotel De Pera offers you an experience of 
comfort where all culture, history, arts, dining, 
shopping and night life meet up with a unique view 
of Golden Horn and Istanbul’s historical texture at 
the Pera District.  

For Reservations
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Berlin 
 Awakening from the illusion

SEDA NİĞBOLU

The multitude of alternatives that Berlin provides the culture producers and consumers with is the main reason why 

immigration to the city is in continual hike. Yet, the creative ones will have to deal with tough financial conditions and 

inevitable urban regeneration projects. We observed this ever-changing city from the point of view of artist’s living conditions.  

Imagine a city where art sprouts 
and blooms in every corner. You 
can encounter an exhibition in the 

backroom of a neighborhood bar, in 
the boiler room of an abandoned beer 
factory, or even in a barn. Everyone 
has a project, and they do not need to 
keep up all night or risk anything to 
have one. It is a city where shabby is 
cooler than chic, described as “poor 
but sexy” by its mayor a decade ago. 
It is hard not to fancy this city where 
bohemian ideals and global citizenship 
ideas fi nd themselves a living space. 
Daniel Richter, who moved to Berlin 
a couple years ago, in a touristic 
superfi ciality yet justness: “It is maybe 
the only metropolis where a young 
one can live with the illusion of 
becoming an artist while waitressing. 
This is what makes the people here 
charming.”

The charm of this situation is also 
the reason of Berlin’s vicious cycle. 
Capitalists and tourists benefi t from 

this creative contribution to the city’s 
atmosphere and economy, much more 
than the artists who are the main 
actors of this contribution. There is a 
consensus almost without exception 
amongst those who come to Berlin 
with the motivation to make art or 
to make a living of art: This is a very 
bad city to make a living. This is not 
an issue if you’re an artist like Richter, 
who had already made a name before 
coming here; this means you’re part 
of a fi fth of the population that make 
a high earning. But if you’re at the 
start of your career, and do not have 
a connection with a gallery, it is very 
complicated –statistically speaking- 
for you to make it to the %10 who 
actually succeed. 

Amongst the hundreds of galleries 
in the city, only 60 to 80 of them 
are fi nancially and commercially 
successful, and only a couple of them 
such as Eigen+Art or König Galerie 
have global representation power. 

Galleries do not take risk when 
investing, and play on the safer bets 
to pay for rent. This leads to a system 
where the majority earns very few, and 
only a few earn a lot. The majority 
looks up to big events like abc or 
Gallery Weekend to make their names 
heard because the socioeconomic 
profi le of Berlin involves very few 
people who actually can afford art. 
The state’s authority responsible of 
artist studios gives such speeches as: 
“if you’re an artist, it means you can 
afford not to be rich”. This kind of a 
shallow argument may contribute to 
ongoing discussions like “art for art’s 
sake?” but cannot legitimize the fact 
that the working class cannot afford 
for their vital needs. 

Urban regeneration delayed
Berlin has a very stressed yet exciting 

relationship with culture ever since 
the cabarets of the 20’s to the grimy, 
and the threatening post-punk era 
of the 80’s. The bloom in visual arts 
corresponds to the 90s. Towards the 
end of the 90’s to the mid-2000, the 
number of artists exceeded those in 
cities like Hamburg, Munich, Köln, 
and Dusseldorf, to reach around 
20,000. With this, of course, the face 

1
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of the city and living conditions has 
drastically changed. This change period 
is inevitable for those places that become 
centers of attraction with no prudent 
politics applied. The chronology of 
habitation is the same: fi rst the artists, 
then the cool hunters come in; and once 
the place is touristic enough, investors 
and giant corporates who want to 
benefi t from it settle down. As a result, it 
becomes harder to fi nd free spaces, and 
studios, while rents go higher and higher. 
Since the huge buildings and industrial 
spaces once invaded by artists, bring 
much more rent income when turned 
into hotels or residential projects, many 
art institutions or entertainment venues 
had to shut down or move. The saved 
ones survived not by state politics, but 
rather thanks to Swiss and Scandinavian 
“philanthropist” investments. The 
ones who suffered the most from this 
regeneration were consequently those 
visual artists who needed the space and 
the incentive the most. According to 
offi cial numbers, the majority makes less 
than about 700 Euros per month, and 
some better only earn up to 1300 Euros 
per month. These numbers are very few 
when compared to the earnings of other 
members of the creative class like start-
up employees, advertisers, and graphic 
designers, and necessitate social aid. 

This regeneration took and currently 
takes place in all major larger cities. In 

Berlin it is in fact quite slow-paced. 
While people live to pay for rent 
in New York, suffer from the costs 
of living in London, and struggle 
with state politics in Istanbul, it is 
very natural that the abundance of 
production opportunities in Berlin, 
the relatively low rents, and the high 
artistic potential is idealized. Does 
this mean that the people of Berlin are 
just dissatisfi ed? Not really, but this 
city just left a very utopic era behind, 
and in parallel to this experience, 
the expectations, as well as the 
disappointments are greater. The buffer 
zone that emerged during that special 
period after the Fall of Berlin Wall, the 
invaded abandoned spaces, the fact 
that central locations were closed to 
commercial use… The unrestrained 
creativity was a one-off. Once the city 
became touristy, and started to make 
economic sense, the bohemian illusions 
started fading. Nevertheless, Berlin’s 
efforts to look after this legacy, slows 
the process down. 

The opportunities born out of 
challenges

The artists keep the city in permanent 
circulation via their ever-changing 
life strategies. The move from Mitte 
and Prenzlauerberg to Kreuzberg and 
Neukölln, is now followed by a move 
from the center to the outskirts of 
the city. Moabit, Wedding, and even 

There is a consensus 
almost without exception 
amongst those who 
come to Berlin with the 
motivation to make art 
or to make a living out 
of art: This  is a very bad 
city to make a living. This 
is not an issue if you’re 
an artist like Richter , who 
already made a name 
before coming here; this  
means you’re part of a 
fifth of the population 
that make a high earning. 
But if you’re at the start 
of your career, and do 
not have a connection 
with a gallery, it is very 
complicated –s tatistically 
speaking- for you to 
make it to the % 10 w ho 
actually succeed. 

2

1  Berlin © J ör g S chubert
2 Berlin © Von Boot
3  " House Ball” , C laes Oldenburg and C oosje van 
Bruggens, 1 9 9 6 , Bethlehemkirch-Platz , Berlin 
© J aime S ilva
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Nazi-infl uenced Lichtenberg are being 
discovered to possibly become the 
next victims of urban regeneration. It 
is now an obligation for the majority 
to have a side job. The diversity of the 
Berlin population and of their lifestyles 
makes it easier for interdisciplinary 
or interdepartmental transition. The 
benefi t of fi nancial disadvantages is 
that it takes the artists out of a certain 
bubble, and encourages them to 
experience a variety of living formats 
and to take risks. Though once the 
struggle for life will make it impossible 
to make art, the cause will be lost. 
If Berlin loses this case, so will the 
state. Because art is not just a luxury 
element creating Berlin’s atmosphere, 
but also a sales item marketed by the 
state and institutions, also establishing 
the city’s image. When you come here 
as a foreigner, the easiest way to get a 
visa is if you’re an artist because they 
contribute to this image. Many come 
in, try it out, create, contribute to the 
city, and then maybe cannot hold on 

and just leave. And as long as this 
circulation goes on, the winners are 
offi cial or commercial entities. And we 
know who the losers are.

This situation became apparent 
that on the political platform, the 
current discussions revolve around 
sustainability, art not being conceived 
as a luxury item, and the immanency 
of investments rather then state aid. 
The new mayor, Michael Müller 
announced that more funds would be 
transferred to independent cultural 
institutions. Culture Secretary Tim 
Renner keeps mentioning the gravity 
of protecting sub-cultures. Though 
many fear that these discourses will 
turn into action. Many are concerned 
that the raise in rents will cancel out 
the developments. Some institutions 
were able to peg their rents even 
for a short period of time, or to get 
protection. Another advantage as 
it is not the center of the culture 
community, yet consists of many 
small-scale actors, it can adapt to crisis 

Si nce the huge buildings 
and industrial spaces once 
invaded by artists, bring 
much more rent income 
when turned into hotels 
or residential projects, 
many art institutions or 
entertainment venues 
had to shut down or move 
elsewhere. The saved 
ones survived not by state 
politics, but rather thanks 
to Sw iss and Scandi navian 
“ philanthropist”  
investments. The ones who 
suffered the most from 
this regeneration were 
consequent ly those visual 
artists who needed the 
space and the incentive 
the most.

situations very steadily despite very 
few assurance.

Despite all challenges, why does 
everyone keep fl ocking into Berlin? 
Because there is no alternative to 
its composition. The issue is not 
just artistic creativity, but also the 
opportunities to follow what others 
do, to be inspired, to exchange ideas. 
Realizing that you are just one out 
of the thousands who struggle, leads 
artists to lower their ego, and progress 
thereon. The competition in this city 
with relatively lower costs of living 
compared to metropolises in Western 
Europe is not as tough. There is still a 
fi eld to experiment and communicate. 
The debating culture born out of the 
city’s permanent transformation and 
social problems is the fundamental 
condition of creativity. It is still too 
early for disaster scenarios. It is not the 
end of an era. And Berlin will continue 
to be, maybe not a utopia, but the 
most ideal base camp for numerous 
artists. ■
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One of America’s very influential and versatile artists, Jim Shaw’s most comprehensive exhibition of his art, and archives: 

“Jim Shaw: The end Is here, First New York survey exhibition of the artist’s work” opened at New Museum on October 7.  

 Jim Shaw: 
The end is here

SALİHA YAVUZ

NEW YORK

The exhibition at the New Museum, 
containing deep overtones of the 
artist, presents us with a notable 

experience, not only of Shaw’s works, 
but also his collections, and invites the 
viewer to the artist’s engrossing world, 
and provides us with the process of 
his works, and hints toward his points 
of origin. The most comprehensive 
exhibition of the artist represented 
by Simon Lee Gallery and Blum and 
Poe, consists of his installations where 
he paints theatrical backdrops, his 
drawings, and his personal collection 
of paintings with religious pedagogic 
publications collected from second 
hand or antique stores, printed materi-
als and posters. The exhibition invites 
the viewer to witness the last 30 years 
of the artist. 

“The end is here” presents the 
drawing series that he did using 
airbrush technique: “Dream Drawings” 
(1992-1999), “Dream Objects” 
(1994-present), and “My Mirage” 
(1985-1991), along with “Labyrinth: 
I Dreamt I was Taller than Jonathan 
Borofsky” (2009), a large-scale, 
immersive installation of sculptures 
and painted theatrical backdrops. 
Expanded over three fl oors at the 
New Museum, the exhibition achieves 
to make the viewer feel the artist’s 
soul wandering around the decors, or 
getting lost amongst the posters from 
his collection. 

Shaw fi rst starts collecting paintings 
from antique stores, street vendors, 
and garage sales in 1972. His 
collection is then fi rst exhibited at 
the Brand Library & Art Center in 
California in 1990, along with other 
works he acquired from friends. The 
feature of his collections is that the 
paintings, all created in an obsessive 
manner by amateur or hobby painters, 
had a common theme and style. But 

what are his selection criteria? He 
selects purely intuitionally, and those 
that seem mysterious to him. When 
exhibiting these collected items, he 
intervenes by giving them meaningless, 
descriptive names. In fact, all paintings 
give reference to art history, while 
they share a personal situation 
about their painters. Observing the 
collection, you encounter repeating 
categories; tributes to family members 
or friends, landscape paintings inspired 
by Salvador Dalí or Joan Miró, or 
enigmatic paintings in reference to 
sexual desires or personal cosmologies 
that only the painters can understand, 
with names we can’t make sense 
of. On the fact that the collection 
is actually part of the exhibition, 
the question comes to mind: Does 
Shaw interpret the collection as his 
own creation? The artist certainly 
admits that the collection affected 
or inspired his works, but he also 
evaluates and exhibits the collection as 
an independent “collection” from his 
works. 

Jim Shaw starts making illustrations, 
and drawing his dreams and 
storyboarding them in the beginning 
of the 90s. Years after he realizes 
that all these dreams, illustrations 
come together on one point, and 
transform into a piece of artwork 
as expressions of the subconscious 
or become part of the work and 
hence is born the “Dream Drawings” 
series. In his words, the series exist as 
means to archive personal obsessions 
interrelating, and refl ecting one 
another, and visual culture. Shaw then 
decides to give these dreamy images 
a 3-D dimension, and interpret them 
as physical objects. The series “Dream 
Object” continues ever since the 90s 
with this percept in mind. As he puts 
it, if “the idea is to turn dreams into 
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reality”, he actually makes it happen. 
In the continuing “Dream Objects” 
series with over 100 works, the 
artist uses many different techniques. 
Amongst the exhibited works are 
a painting created with the style of 
American artist Robert Williams, 
founder of Juxtapoz, and a drawing 
inspired by Wally Wood’s style. 
Furthermore, the exhibition contains 
paintings made by cover pages of 
Green Lantern and Hawkman comic 
books, and others, and large airbrush 
paintings. Within all this, we actually 
get to observe the artist’s auto portrait; 
the artist lets us question his life, his 
subconscious, his subconscious fi ghts 
and his way of interpreting the daily 
life via the “Dream Object” series. 

Another series at the exhibition 
is the “My Mirage” series (1986-
1991), consisting of 170 interrelated 
drawings, sculptures, paintings, 
collages, and videos. The series is 
about Billy, an American boy, and 
his attempt to solve the world’s 
meaning, and it gets its name from 
the A-Gadda-Da-Vida album (1968) 
by the American rock band Iron 
Butterfl y. It provides us with various 
inputs about his years from childhood 

into adulthood, his drug experiences 
from the 60s to the 70s, his rejoicing 
of religious faith as a Christian, and 
sexual discoveries. It achieves this via 
ready materials collected by the artist 
(comic books, posters, objects), and 
similar sized works the artist brought 
to life through paintings. One can see 
a 90-piece section but not the complete 
series at this exhibition. Shaw invites 
the viewer to the traditional American 
family life through Billy, and to the 
state of being an individual in America. 
If one wants, it is also probable to 
make a societal reading through 
symbols of the 60s, the 70s and after.

Lastly, a signifi cant part of the 
exhibition is dedicated to the “Hidden 
World” series. Brochures, books, 
Christianity through books, and 
printed materials about religious 
disciplines make up the artist’s 
collection that he brings together 
since 1991. The collection consisting 
of missionary publications, narrative 
drawings on good and bad / good deed 
and sin regarding religious doctrines, 
and photographs, presents us an 
intriguing point of view given both 
their exhibition method and content. 

Curated by Massimiliano Gioni, “The 

end is here, First New York survey 
exhibition of the artist’s work”, is 
open until January 10, 2016 at New 
Museum, for those who want to dive 
in Jim Shaw’s mind, feel his heart, 
wander about his dreams, walk in the 
thrift stores, and feel his encounter 
with new materials at theatrical 
backdrops. ■

“ Jim  Shaw : The End is  Here,”  2015–16 New  
Mus eum, New Y ork iz niyle © Maris  Hutchinson 
(EPW Studio)
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 We spoke to Cem Bölüktaş -a long time author at our paper, lately working on art philosophy- about BStart, of which he 

is a founding member, over how we can support artists in our country and how to provide them with better working and 

producing conditions.

BStart
MER VE AK AR  AK GÜN

Merve Akar Akgün: Let me start 
with the basics. What is BStart? 
Since when are you active?

Cem Bölüktaş: Istanbul Independent 
Art Association (BStart) is a non-
profi t social responsibility project. 
About one and a half years ago, 7-8 
of us gathered together to think over 
how we can support the artists in our 
geography, and how we can provide 
them with better working and creating 
conditions. We fi rst listened to the 
artists’ expectations, and consulted art 
professionals and executives in certain 
institutions. Analyzing our working 
fi eld, we gathered information on the 
structures of support funds in Turkey 
and in the world. Then, we established 
BStart’s current vision and mission 
based on the surveys and research we 
did during art events and fairs, all with 
the aim of adding acceleration to the 
art scene in Turkey. Hereunder, we 
founded the Bstart Grant.

M. A. A.: What makes it different 
than other support funds?

In comparison to other art contests 
organized in Turkey, BStart focuses 
only on new projects, and not on 
former or ongoing ones. A selection 
committee evaluates applications 
made through “Open Call”. BStart 
provides the production fi nancing and 
selected projects are exhibited at BStart 
exhibitions. We, thus, aim to secure 
a production budget for the artists, 
and to make space for works they 
couldn’t create, thereby also giving 
them incentive for more works, with 
no purpose of personal gain. 

M. A. A.: Who are your sponsors? 
How do you raise the budget?

First off all, I must say that our 
biggest sponsors are our selection 
committee members Emre Baykal, 
İnci Eviner, Övül Durmuşoğlu, and 
Mari Spirito. I believe one should look 
at the word sponsor from a broad 
angle. In fact, with their experience, 
foundations and associations like 
IKSV, SAHA and Spot as well as their 

executives and personnel have been 
supporting us from the beginning 
with recommendations and criticism. 
We raise our budget thanks to the 
generous support of our Maecenas 
and sponsors. Tayfun Özatalay, 
founder of our organization, and Özge 
Tulga a new member of the team, are 
responsible for this matter.

In exchange for sponsorship and 
patronage, we provide individuals 
and institutions with services such as 
art consulting, exhibition, fair, and 
workshop tours. As an example, we 
executed a sculpture and installation 
project with the artists for our fi rst 
supporter Adel Kalemcilik Faber 
Castell for their new premises. 

M. A. A.: What is the signifi cance of 
non-profi ts established to support art? 
How should they exist? 

In Turkey, the situation is quite 
interesting. The state has a disregarded 
museum, with very few opportunities, 
which cannot even buy one or two 
paintings per year, or organize the 
restoration project of its building in 
Istanbul. It hosts a couple exhibitions, 
unplanned, with no program… 
completely random such that we do 
not even know who organizes them. 
It has a self-contained art policy that 
does not involve interacting with 
any foreign institutions, artists, or 
any foreign art professionals for that 
matter. In fact, it has no art policy. On 
the other hand, there are foundations 
like IKSV, which are infl uential in 
terms of their organizations, museums 
like Sabancı, Pera, and Istanbul 
Modern, which can undertake big 
budget exhibitions, and private 
institutions like Salt, Arter, which 
we may call are the display case of 
contemporary art. Initiatives like 
SAHA and Spot are doing their best 
to incentivize artists by providing 
production support. Therefore, in 
Turkey, there is no one else but private 
institutions for artists to be funded for 
their new works. 

Let’s have a look at the example of 
France. Let’s count the support that 
an artist residing in Paris can get his/
her hands on from the state and the 
European Union, apart from private 
funds, in ascending order: the funds 
that are linked to the arrondissement 
he/she lives in, Paris Metropolitan 
Municipality funds, The FRAC (Fond 
Régional d’Art Contemporain) fund 
of Ile de France region, Ministry of 
Culture funds, other ministry funds, 
and fi nally the culture-art funds linked 

to the European Union. Therefore, 
the private and state funds are in 
competition to support artists. We 
must underline that the Minister of 
Culture’s job defi nition in France, 
includes “working for the society 
to demand art”. So, from a broader 
perspective, we can say that there is a 
light-year distance between us. 

About your second question, there 
is no ideal regulation for institutions 
that support art. Should they move on 
through Maecenas or sponsors? How 
should an ideal committee be formed? 
How should the production support 
be fairly distributed? Should it be fully 
granted? Or should the production of 
the work be kept under direct control? 
How should the circulation of the 
work be organized once it has been 
exhibited? Answers to these questions 
depend on each institution’s own 
policies.

M. A. A.: Is your selective committee 
permanent or will it be periodically 
changed? 

Since our fi rst year was a trial period, 
we intend to move on with the same 
committee for another year. 

M. A. A.: Will all of the projects by 
Buse Aktaş, Merve Ertufan, Mehmet 
Murat Güneş, Berat Işık and Ali 
Mihrabi, selected by the committee be 
supported or will there be a second 
elimination process? Could you 
mention of the selection and progress 
process? 

Our initial budget for the fi rst year 
was intended to support 3 projects. 
The committee decided to split this 
budget into 5. Accordingly, we support 
3 projects in full, and 2 partially. We 
keep seeking funds to fully support 
these two projects.

M. A. A.: What would you initiate 
the change of in the art world that 
would please you the most?

Our points of focus, as BStart, are 
the proliferation of project production, 
and the incentives given to artists to 
participate to international residency 
programs. Today, artists must use a 
strategic language, and manage certain 
diplomacies well enough in order 
to fi nd funding for their production 
without sacrifi cing of their creativity. 
Our greatest gain, as BStart, is to make 
it easier for the artists to create. 

M. A. A.: Do you think we need more 
of these organizations?

Of course we do need more like us, 
but fi rst we need to determine the 
necessities of the art scene. There are 
other areas that need to be worked on 
such as the increase of art publications, 
and monographs, as well as the 
establishment of sustainable residency 
programs. ■
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MARS Istanbul reopened its doors, after a two-year break, in September, and hosted Pınar 

Öğrenci’s “Awaiting the onset of the sense of life” solo exhibition. 

Awaiting the onset 
of the sense of life

MER VE AK AR  AK GÜN
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Pınar Öğrenci, opened her solo 
exhibition titled “Awaiting the 
onset of the sense of life” that 

she describes as “the fi rst works of an 
artistic production period after a long 
waiting period” at MARS Istanbul’s 
–of which she is also a founder- new 
space. On a busy day in September, 
where art sprung up with events 
taking place all over the city, the 
“Awaiting the onset of the sense of 
life” exhibition was one I was looking 
forward to visiting as my appetite 
grew both to see the new venue of 
MARS and Pınar’s fi rst works.  

On a warm İstanbul afternoon in 
September, following a long day of 
meetings, I was walking on the streets 
of this hectic city, surrounded by 
cars, when suddenly I went on to the 
Bostanbaşı Avenue. As I was walking 
down on this beautiful avenue, I read 
Mono Plak on the sign of a store. 
I remember cheering up, as I knew 
MARS Istanbul had moved exactly to 
that point. I went into the store, and 
kindly asked to go downstairs, where 
the venue was. A friendly face at the 
store told me he had just locked it 
up, yet was very kind to open it up 
straight away with a smile on after 
he saw my deception, and persistence 
on coming back again at a different 
hour on another day. He went onto 
unlocking the iron doors, turned the 
lights on one by one, plugged and put 
the projectors on, fi xed the lightings, 
checked the screens… During this 
not so short time, I got the chance to 
observe around: I fi rst realized there 
were some electricity bills hung on 
the wall, and a pair of shoes. As I 
got closer to have a look at the bills, 
I saw that they were in the name of 
Metin Erksan, and belonged to a fl at 
in Osmanbey, Şişli. Then I examined 
his shoes; which made me recall of his 
movies: Dry Summer, Female Hamlet, 
Time to Love, Süreyya, Two Innocent 
Girls, Oy Farfara Farfara… I looked 
at the belongings of this great master 
who wasn’t physically there anymore 
with us. Pınar had told us she was 
going to do a more comprehensive 
exhibition about Metin Erksan, so 
I really indigenized this fi rst minor 
show. She had told us that she was 
preparing an exhibition around the 
feelings in Erksan’s movies, and that 
she would share her works with us 
by springtime. As an Erksan admirer, 
I contemplated the good news. This 
installation titled “The Light” was 
originated by her personal experience 

of renting an apartment in Osmanbey, 
and later fi nding out that the previous 
tenant of that fl at was Erksan. She 
then decided to collect the bills that 
came in Erksan’s name for three years, 
and did not register the utilities in her 
name. She was later caught, and even 
had minor trouble because of this. 
For Pınar, the electricity is not just a 
source of energy, rather a source of 
inspiration. How amazing and elegant! 
The monthly bills represented the 
waiting period and at the same time 
they are a source of inspiration! 

With all of this in my mind, I looked 
toward the photocell sound in the 
venue. First, I saw Pınar in the video, 
sitting, quietly. The bathroom she was 
in was enlightened with photocell 
technology and as it went off, she was 
moving her body to turn the light back 
on. At that moment, I realized there 
was another juxtaposed video but 
did not rush to look over, as I took 
my time to savor this. The boredom 
of the sitting body, a light that goes 
on and off, the stillness, the silence, 
the loneliness took me far away 
from the fatigue of the day. In this 
basement fl oor, I “lied on the now, just 
like a comfortable pillow” as Orhan 
Pamuk mentions in his “Museum of 
Innocence”.

The two-channel video named 
“Awaiting the onset of the sense of 
life”, brought to life during Öğrenci’s 
waiting period, is very powerful. She 
expresses this waiting period to be 
“like a cloud full of electricity on a 
cloudy day – somber and ready to 
explode”.

With the video series giving their title 
to the exhibition, she questions the 
relationship of the use of electricity 
and sensor technology in public and 
private spaces, with body and space.  

The two videos were shot in two 
different restrooms; one in Pinakothek 
der Moderne Museum in Munich 
and the other in a tiny claustrophobic 
bathroom of a bar. In the videos, 
the electricity and sensor technology 
form a connection between people, 
walking around, refl ected from the 
mirrors and stainless steel elements 
of the ladies room of the Museum 
in Munich, and Pınar, moving in the 
bathroom of the bar. The electricity 
and the sensors accompany the viewer 
to the ambience of the locations as 
the lights go off every 10 seconds, and 
don’t come back on unless there is 
a movement. It comes back on with 
the lightest body gesture. Just like cell 

phones working on sensor technology, 
and becoming part of our lives, of 
our bodies, we make use of the sensor 
system in the restrooms, to see clearly. 
The space is made visible by body 
gestures for a moment and then it 
becomes invisible for another. Once 
bright, then dark. There is boredom 
in the body language of the artist. It is 
very obvious. Pınar, by associating the 
dark moments to her life, underlines 
her point of origin for this narrative 
video: it is all, personal. The ever-
moving body is in fact challenging the 
light not to go off. Also an architect, 
Pınar advocates that modern spaces 
are far from human scale and the sense 
of life. The restrooms were chosen as 
a symbol for purifi cation whereas the 
museum as that of modern stance. 
She herewith addresses the issue of 
semi-private areas that preserve their 
privacy in modern architecture. It is a 
subject worth thinking over as all of us 
got used to living in such spaces lately. 
The effects do not become apparent in 
one day. In fact, without realizing, it 
affects our state of mind, and way of 
living, in one way interfering with our 
personalities. ■

1 Awaiting the onset of the sense of life, Courtesy 
of Pınar Öğrenci
2 Light, Installation, exhibition view, Courtesy of 
Pınar Öğrenci
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No book against anything ever has any importance; all that counts are books for something, 

and that know how to produce it. 

Gilles Deleuze,  How do we Recognize Structuralism*

BOOK 

How to make use of the 
User's Manual?

MURAT MUHİTTİN ALAT

User’s Manual 2.0: Contemporary 
Art in Turkey 1975 – 2015, co-
edited by Süreyyya Evren and 

Halil Altındere has long been discussed 
and even quarreled on. I deem the 
two axes that intersect the debate 
signifi cant and put the rest aside. The 
fi rst one is the cliché debate over the 
Turkish translation of contemporary 
art either as “güncel sanat” or “çağdaş 
sanat” (Let’s note that in Turkish, 
güncel also means current) and the 
second is about how art history should 
be written. My humble contribution 
to this debate will be a proposition 
on how the word “contemporary” 
should be translated into Turkish via 
an etymologic analysis of the concept 
of “contemporary art” and how the 
history of such a concept, defi ned on 
this basis, should be written. 

Looking at the origins of words 
can get very handy when things 
get confusing. Let me separate 
“contemporary” into two as “con” and 
“temporary”, and fi rst deal with the 
second part. The origin of “temporary” 
is “tempus” in Latin; used to imply 

time, season. “Temporarius” derived 
from “tempus”, is the exact equivalent 
of “temporary” and means periodic, 
but for a transitory period, not lasting. 
In short, “temporary” is a word that 
defi nes time, specifi cally the occasional, 
instantaneous time; further freely 
thinking, it defi nes the mortal. Even 
further thinking, and it is also possible 
to regard the word as the opposite of 
eterne, or put differently the opposite 
of transcendent.   

The “con-“ prefi x, a form of the 
“com-“ prefi x when used with 
certain vowels, denotes joint action, 
partnership, and union. “Com-“ also 
makes up the word “communication”, 
but more importantly, “community”. 
French philosophers Jean-Luc 
Nancy and Maurice Blanchot opted 
to establish a way of thinking by 
centering the word “community”, 
and the prefi x “con-“ in their books 
“The Inoperative Community” 
(La communauté désœuvrée, Paris, 
Christian Bourgois, 1986) and 
“The Unavowable Community”(La 
communauté inavouable, Paris, 
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Editions de Minuit, 1983) where 
they referenced each other. What 
they put forth in these works was 
the proposition of an incomplete 
community, where a singular entity 
manifests itself by contacting the 
other, instead of a structure of 
atomized individuals and a closed 
society gathering around a communal 
substance. We may need to think of 
“the community”, as a coexistence 
consisted of singularities establishing 
themselves on the level where they 
get in contact with the different ones, 
mortal yet cumulating with further 
contact, instead of a utopic societal 
structure consisted of self-contained, 
identical individuals. The “com-/con-“ 
prefix can be seen as a formulation of 
this state of being coexistent.   

Now, I will try to reflect over the 
meaning of “contemporary art” with 
what we have in hand. If by using 
the Turkish word “çağdaş” (meaning 
from the same era) for contemporary, 
we mean artists and artworks that are 
nurtured from the same basis, sharing 
the same point in time, it seems like 
the “-daş” postfix is equivalent to the 
“con-“ prefix. Though, this leads the 
meaning of the term to expand and 
be valid for the whole of art history 
(after all Da Vinci and Michelangelo 
are described as contemporary 
in their era); also its gathering of 
different singular outturns under 
one denominator and efforts to find 
a common substance amongst them 
put us in the arms of the community 
structure that Nancy and Blanchot 
try to escape from. It feels like the 
word “güncel” (also meaning current, 
belonging to today) will be more 
functional here. The fact that “gün” 
(meaning day) is related to now, its 
temporality, and the fact that it does 
not refer to a transcendent time or 
system of values, get us closer to the 
meaning of “temporary”, while it also 
helps us better comprehend the art 
practices of the end of the 20th century 
and the 21st century. Here, Tristan 
Tzara’s description of Dada can also 
be valid for “güncel sanat”: “Art is not 
the most precious manifestation of life. 
Art has not the celestial and universal 
value that people like to attribute to 
it… Dada introduces art into daily 
life, and daily life into art.” Tzara 
keeps away from transcendence as a 
system of meanings, and prioritizes 
the daily one, the one in the now. This 
way, the conceptualization of “güncel 
sanat” primarily expresses us a type of 
temporary relationship with time. This 
is not a representative relationship, 
instead one that is in the course of 
life, articulating horizontally with it, a 
performative relationship diminishing 
and growing over time. 

The adventure of contemporary 
art coincides with the bloom 
of postmodernist theses on the 
disappearance of great narratives 
explaining life, and with the thought 
turning its direction from the discovery 
of all-inclusive reality to the daily. 
Contemporary art prospers in such a 
climate of thought, and gets involved 
in the daily life relationships, by 
wriggling out of both classic art’s 
transcendent values, and modernism’s 
aesthetics, aiming to feed from the 
artist’s inner world, and progress 
from thereon.  This is also where 
the argument of Nicolas Bourriaud, 
-by getting closer to Nancy and 
Blanchot- stating that the meaning 
of contemporary art emanates on an 
intersubjective platform as a result of 
the encounters it creates, finds itself a 
place. 

Well then, how do we write the 
history of such an anti-history current? 
It seems impossible to try and write 
from an external reference point, 
since as I have tried to demonstrate 
contemporary art is based on the 
notion that this point does not exist. 
Hence, instead of attempting to write 
history in the classic sense, it would 
be to the point to map the network of 
relationships, coexistences, contacts, 
and testimonials on the foundation of 
today. “User’s Manual 2.0” can only be 
understood from such a point of view. 
Instead of seeing this book as a history 
book, it would make our lives easier 
to understand the art of the period 
in subject, if we see it as a guide, just 
like its name suggests, articulated 
to contemporary art. It would be 
very naïve to expect an objective 
evaluation of the past from such a 
text; instead what this book does is the 
reorganization of the past at this point 
in time, to ensure that it comes into 
contact with today. 

Any writing activity brings along a 
form of self-revelation and visibility, 
to wane with more visibility, also to 
acknowledge being on the wane. The 
writing is a reflection of this state. 
“User’s Manual 2.0” brings many 
correlations, as much as it hides some 
of them in the dark. The assertion 
to create one text that encompasses 
all, is a totalitarian one, and does 
not harmonize with the structure of 
this book. To erase what has been 
written, or to try to delegitimize it by 
dynamiting its foundations in view 
of the annoyance caused by the lack 
or insufficiency of the relationships 
formed, is no different than burning 
books. Instead, the only proper 
method would be to respond to “User’s 
Manual 2.0” with other writings, to 
give voice to the silent ones, therefore 
to propagate and pluralize through a 

never-ending writing loop. In fact, this 
is exactly what Altındere and Evren 
did by publishing a second version 
of the book against the first one 
published in 2007. 

* F. Châtelet, Histoire de la 
philosophie VIII. Le XXe siècle, 
Hachette, 1973

User’s Manual 2.0: Contemporary Art 
in Turkey 1975-2015; Halil Altındere, 
Süreyyya Evren; Revolver&art-ist; 
September 2015; English / Turkish; 
660 pages; 150 TRY

Texts by Süreyyya Evren, Halil 
Altındere, Nilgün Özayten, Ali Akay, 
Ahu Antmen,  Marcus Graf, Beral 
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Ceylan, Antonio Cosentino, Aslı 
Çavuşoğlu, Ergin Çavuşoğlu, Cengiz 
Çekil, Burak Delier, Elmas Deniz, 
İpek Duben, Işıl Eğrikavuk, Nezaket 
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Ayşe Erkmen, Esra Ersen, İnci Eviner, 
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Kazma, Serhat Kiraz, Nur Koçak, 
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ART COLLECTIVE, Meriç Algün 
Ringborg, Necla Rüzgar, Aykan 
Safoğlu, İsmail Saray, Sarkis, Erinç 
Seymen, STT- SANAT TANIMI 
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Türkyılmaz, Mehmet Ali Uysal, Dilek 
Winchester, Nil Yalter, Nalan Yırtmaç, 
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Icon magazine editor Christopher Turner, this year appointed as Deputy Director of the 

London Design Festival and London Design Biennial director for 2016, will be in Istanbul in 

December for the Brand Conference, setting the trends and researching the future of brands 

in the marketing world. We wouldn’t miss this opportunity to get to know him better.

Orgasmatron
NAZLI YAYLA

DESIGN

Naz lı Yayla: You have been been 
appointed as Deputy Director of 
the London Design Festival this 

year. How does your editorial experi-
ence help inform your work in general? 

C hr is tophe r T urne r: Journalists share 
many of the same skills with curators; 
they’re talent scouts and trend spotters, 
but above all story tellers, used to con-
structing narratives about the world, 
which the best exhibitions do too. Of 
course, magazines now use print as a 

springboard for many other activities, 
as they seek a three-dimensional pres-
ence: this offered me lots of experience 
of curating exhibitions and confer-
ences, which was a good preparation 
for joining the Festival team. 

N.  Y. : In 2012 NY Times wrote 
‘Apologies to Milan and Tokyo. Re-
grets to Stockholm and Paris. Forgive 
me, Eindhoven, Berlin, Barcelona and, 
most particularly, New York. But Lon-
don is the design capital of the world.’ 

Christopher Turner  Photo: ©Nina Sologubenko
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DESI G N

Do you agree, disagree? Which city is 
the design capital of the world? Or, is 
there really a capital of design?

C. T.: As the editor of Icon I was 
lucky enough to get to travel the 
world, and to visit design weeks in all 
the cities mentioned above. They each 
have their strengths and excitements, 
but more than any other London 
seems to be a crucible of design talent, 
in the way that New York – where I 
lived for a decade - is the mecca for art 
and literature. So many international 
designers seem to congregate here, 
which is why the London Design Fes-
tival is such a global celebration. Of 
course Milan is probably the Ur design 
city, because its factories still produce 
so much, but the Salone del Mobile 
is swamped in so much commerce it’s 
hard to distill from it ideas.

N. Y.: How does London Design 
Festival affect London as a city? Also 
in more general terms, how do events 
such as LDF have an impact on cities 
and people’s lives living in that particu-
lar city?

C. T.: 350,000 people attend over 
400 events that take place all over 
London. Over and above their normal 
crowd, the V&A get 60,000 additional 
visitors, all coming to admire the 
spectacular installations the Festival 
commissions and curates there. And 
there are several design districts, which 
present dynamic clusters of design 
activity around the city. The Festival, 
which was founded in 2003 and has 
since inspired many other similar 
events around the world, is part of 
a great wash of cultural activity that 
happens in the fall in London – along 
with London Fashion Week, London 
Film Festival and Frieze. It seems that 
in the autumn no Londoner can avoid 
encountering or engaging with one of 
these events. 

N. Y.: What was your personal high-
light of the LDF 2015?

C. T.: This year Austrian designers 
Mischer’Traxler created a wonder-
ful piece within the ornate and gilded 
Norfolk Room at the V&A, a swarm 
of insects in hand-blown glass bulbs 
that, using sensors, became increas-
ingly agitated as you approached the 

installation. They called it “Curiosity 
Cloud”. 

N. Y.: You were a visiting scholar at 
Columbia University. Have you consid-
ered staying in academia?

C. T.: I still do a bit of teaching - last 
year I taught at the Architectural As-
sociation – and am sometimes nostal-
gic for the library and lecture hall. I 
write for the London Review of Books 
and the Times Literary Supplement, 
which exercises that side of my brain. 
I’m also working on a new book on 
the history of disgust, a version of my 
PhD, for Verso. 

N. Y.: Your book, Adventures in the 
Orgasmatron, was the recipient of the 
Jerwood Prize, and a New Yorker and 
Economist Book of the Year. What is 
Adventures in the Orgasmatron about?

C. T.: It is in intellectual history of 
the sexual revolution. I looked at how 
European ideas about sexuality, in-
spired by the work of Freud, were im-
ported to America in the 1940s, along 
with the emigrees that brought them, 
and how they were adapted and com-
mercialized in the process. 

N. Y.: Why did you choose to work 
and write on Wilhelm Reich? Fascina-
tion? Curiosity? 

C. T.: Wilhelm Reich was a radical 
pupil of Freud who was chased around 
Europe by the Nazis and went mad. 
When he arrived in New York as a 
refugee, he inventing a box that he 
thought could harness sexual energy 
and dissolve repressions; a psycho-
analysis machine that Woody Allen 
satirized as the orgasmatron. I thought 
that it was a perfect metaphor for a 
critical reading of the sexual revolu-
tion that went against the grain; it was 
a cold, metal-lined  box, in which you 
sat naked and alone - an alienating im-
age compared to the usual idea of an 
ecstatic summer of love.

N. Y.: What are you reading, watch-
ing, thinking, and concerned about 
these days?

C. T.: I’m reading a lot about Utopia. 
I’m also the director of the London 
Design Biennale, which will take place 
next September and overlap the Festi-
val, with up to 40 countries exhibiting 
design installations in the entirety of 

Somerset House, a former royal palace 
on the Thames in the heart of London. 
The model is Venice, which hold simi-
lar events for art and architecture, and 
it will be the fi rst design biennale in a 
major capital. The contentious theme 
is Utopia By Design, which is intended 
to provoke varied and unexpected 
responses. Utopian fi ction is a place 
where futuristic designs and ideas are 
often trialled, and though the modern-
ist dreams of perfect societies often tip 
over into dystopia, we want designers 
to tell stories though their work about 
what possible futures could be like.  It 
promises to be a great show. 

350,000 people attend 
over 4 00 events that take 
place all over L ondon. 
Over and above their 
normal crowd, the V& A 
get 6 0, 000 additional 
visitors, all coming to 
admire the spectacular 
installations the Festival 
commissions and curates 
there. And there are 
several design districts, 
which present dynamic 
clusters of design 
activity around the city. 
The Festival, which was 
founded in 20 0 3  and has 
since inspired many other 
similar events around the 
world, is part of
a great wash of cultural 
activity that happens in 
the fall in L ondon – along 
with L ondon Fashion 
Week, L ondon Film 
Festival and Friez e. It 
seems that in the autumn 
no L ondoner can avoid 
encountering or engaging 
with one of these events.
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HUO 
IS ASKING

French Revolution's projection on the Ottomans 
and Tayfun Serttaş

Huo Rf: In our days, art is not 
evaluated on a career scheme 
regarding a technical or 

educational aspect. Once a work is 
completed, defi ned as striking, and 
touching for the audience, only then 
we look at its history. I am asking 
this question, ruling out the fact that 
it has previously been asked multiple 
times: Your academic background is 
in anthropology, you produce utilizing 
various mediums, you do research and 
archive work. You started producing 
stories, aspects, situations and persons 
that you’ve already been looking inside 
intensely. How did this process evolve? 
How were your initial works, and the 
following interactions you experienced 
shaped? 

Tayfun Serttaş: Let me fi rst correct 
one thing; my academic background 
is in art. I have an undergraduate 
degree in anthropology. But I 
completed my graduate degree in 
interdisciplinary arts that I still 
pursue. My graduate thesis includes 
visual archives. I have often been 
associated with anthropology. 
The reason for this is because my 
works were often and fairly been 
read with regards to sociology, yet 
even before anthropology, I have 
been heavily equipped with art. I 
haven’t discovered art subsequently; 
instead art was always present in my 
life. Then I wanted to evolve on a 
different platform by incorporating 
anthropology, and to apply scientifi c 
methodology. But it wasn’t long before 
I continued from where I left off 
therefore my story is not so hilly. Even 
in primary school, I was programmed 
to be an artist. It’s just that everyone 

was hoping I would become an artist, 
and I surprised everyone by focusing 
on archives. Obviously, in order to 
explain this to the art world, I often 
gave reference to sociology and 
philosophy. I think that’s how the 
concept of “anthropologist/artist” was 
perceived (laughs). 

H. R.: Based on my experience, 
during high school and university, I 
took technically adequate/inadequate 
workshop trainings. As a result of a 
very common problem in Turkey, there 
were workshops in the curriculum 
that I could not take due to academic 
inability. Long story short, in a way, I 
was exposed –even though not fully- to 
the material. We observe that in your 
works, the fi ction, the textual part 
of the status, is rather strong. How 
do you blend the refl ection of these 
statuses on you with the technical 
aspect? How much do you get 
involved in the technical production 
stage and how much responsibility do 
you take from the technical point of 
view?

T. S.: Academic education is 
overrated if you’re not pursuing a 
really scientifi c training. Academic 
education can only establish a 
profound background if it is scientifi c, 
and that is very dependent on the 
mentality, and the school the person is 
affi liated with. For instance, it creates 
a special feeling of affi liation. In all the 
other academic educations, you are 
the actor, and you get how ever much 
you want to receive, and advance 
thereon… Especially in fi elds like art 
and philosophy, the burden is on the 
student rather than the teacher. I did 
everything I could to fulfi ll myself 

academically but in the end I was the 
decision maker. No one decided for 
me. 

If we get to plastic arts from this 
point on, there, you are not as free 
as you think you are. Because every 
context and material you work on 
have certain necessities. If you aim 
to visualize an archive consisted of 
200 thousand layers of fi lm, in the 
end of the day you cannot make a 
tower out of these. With the fi rst 
rain that comes, your tower will be 
demolished. You are entitled to act 
in accordance with the memory and 
independent necessities of the material 
you work with. For instance, if you 
attempt to fi ctionalize a fantasy 
museum like “Le Musee d’Histoire 
Naturelle de Constantinople” from 
scratch, then other responsibilities 
are activated. There are over 40 
works exhibited at the museum; it 
is an utterly different, completely 
personal plastic experience with a 
fi ve-year background. “Cemetery of 
Architects” is a whole different plastic 
experience; limestone, one of Istanbul’s 
oldest architectural elements since 
the Byzantines, was brought from the 
last quarry in the Marmara region, 
and the limestone-marble relationship 
in the architecture of the period was 
symbolically fi ctionalized afresh. It is 
of course possible to produce the same 
work from Plexiglas, but the medium 
is the relationship the artist forms with 
culture. I prefer completely different 
mediums at each of my exhibitions. 
These preferences do not disregard 
the culture, rather, are involved in the 
process distilled from the memory of 
culture production. 

H. R.: Reading about you, I saw 
that you are very interested in history, 
especially recent history. In parallel 
with the political agenda, the art scene 
in Turkey is very dynamic. You too are 
involved in some discussions. Artists 
and curators refl ect their opinions on 
the agenda. The readers are sometimes 
convinced, sometimes not. Looking at 
art history, we observe that criticism 
in the mid-20th century is very rough, 
and very infl uential at the same time 
in determining the interest shown to 
some exhibitions and the sale rates of 
some works. How do you think this 
happens? Could you elaborate on this 
as an artist and a writer?

T. S.: In the 90’s, there was a 
battlefi eld atmosphere to make space 
for artists of the following generation. 
If we owe anything to history, this is it: 
the result of the battle in those years. 
The generation in the early 2000’s 
found itself in a different battlefi eld, 
making space for the other generation. 
We’re in 2015, and the battle will keep 
on going. I just have a general intuition 
that the artist generation following 
mine has a high opinion of “avoiding 
fi re so as not to burn hands”. They 
act with the courtesy of a company 
secretary instead of an artist. When 
the fi ght with the government stops, so 
does art. I feel like they are preparing 
for their own ends. 

Today, the world and conditions 
we live in are not as malleable as the 
artists’ general stance. While the blacks 
were given all the rights during the last 
century, today they’re hunted down in 
the streets like birds. The new world 
has no west or east; we’re shaking 
with news of “betrayal of history” 

1



HUO 
IS ASKING

Huo is Asking, is an active personal blog, made out of 
interviews of five questions, five answers. Artist Huo Rf, 
by asking these questions to other artists, institutions 
or art professionals, aims to be aware of the effect and 
perception of different geographies and art fields. After 
the appearance of the Huo is Asking interview series in 
Art Unlimited, the artist expands his field, and asks his 
art related questions to not only art professionals but 
also people from different work fields and names he 

wants to put a spotlight on. 

from all over the world. Today, culture 
producers undertake a very serious 
mission, that, if they can realize.

The “criticism-sale ratio” duo that 
you mentioned in your question is 
really none of my business, as I don’t 
create with that motivation in mind. 
Yet at the end of the day you are 
face to face with your work; there’s 
good work, there’s bad work, there’s 
work that you try to fit, and those 
that fit you very well. Criticism can 
only overtake to a degree, because in 
the end, the mechanism that we call 
“human brain” works there too. To 
me the greatest determinant is history. 
If you can call a criticism that you 
wouldn’t bear hearing one day, and the 
next you think it is actually valuable, 
this means history will eventually lead 
everyone to confront themselves. 

H. R.: The story of Dr. Abdullah Bey 
is remarkable, and reading from the 
interviews you gave, very important. 
The kind that you wouldn’t hear 
about, if you weren’t to uncover until 
someone else would. At the same 
time, we encounter it in various visual 
languages via various mediums in 
your works. How did you meet Dr. 
Abdullah Bey and how did you decide 
he was a good starting point? Do you 
believe your choice or encounter is a 
coincidence?

T. S.: I can’t call it a coincidence 
since the Age of Enlightenment, and 
the currents developed thereafter, 
specifically the French Revolution 
–that I read together with the 1871 
Paris Commune- and its projection 
on the Ottomans, are some of my 
favorite topics of study. But the person 
that it all comes down to is a pure 
coincidence. I met Dr. Abdullah Bey 
when I read his name on a small brass 
plaque, in front of a small display 
where some of the 400 fossils that he 
had sent from Anatolia to Paris at the 
time were exhibited at the mineralogy 
room that I had entered by coincidence 
at the Paris Natural History Museum. 
It was written that he had died in 

Istanbul… I was then following the 
stories of the Young Turks. When they 
first went to Paris, the Young Turks 
were organizing special meetings, 
gathering at squares, and observing 
sculptures. I mean any sculptures in 
the streets of Paris, next to fountains 
for instance, not necessarily those of 
artistic value. Their purpose was to 
observe these. Because at the time, 
sculptures were banned in the public 
sphere, and this appeared to them very 
strange. 

I was so involved with the Young 
Turks that at first I thought Dr. 
Abdullah Bey was a Young Turk. 
Because I didn’t believe any other 
entrepreneur but Young Turks could 
gather fossils from Anatolia and send 
it to Paris in those years. Then the 
reality about him started to unfold, 
and I couldn’t digest his story as 
the truth unveiled. The intellectual 
dynamics that someone as important 
as Osman Hamdi had created with 
his refugee identity, had to correspond 
to something. The subject then 
became bigger than Dr. Abdullah 
Bey’s personal being, and expanded 
to the museum. The result was more 
impressive then I had imagined; 
I wasn’t sure that an exhibition 
about these early encyclopedists 
and naturalists would arouse such 
interest. I thought this was an issue 
that only I cared about, yet it wasn’t. 
Students rushed to the exhibition, 
many academies are trying to make 
an appointment to give lectures at the 
exhibition space, and I see that the 
subject was of matter to most of them. 

H. R.: Water found on Mars, the 
technological advancement process, 
USA, China, Russia, ISIS… What 
future awaits us? And could you share 
your future works, research, and 
events? 

T. S.: This is not a very suitable time 
to make manifestations about the 
future; it is a transition period, and 
we shall start by forgetting everything 
we know of, we believe in, and think 

of. If anyone can say “tomorrow such 
will happen %100”, believe me he/
she himself/herself does not believe in 
it and tries to fool you. Whatever we 
thought we knew and believed would 
happen; we saw the fall of during these 
past five years. The Great Middle East 
Project collapsed, and Arab Nightmare 
created out of the Arab Spring, European 
Union is having its most depressing 
times ever, and those actors we had high 
hopes of like China did not surprise us 
intellectually…

Where to start fictionalizing such a 
world? We should start by not losing 
hope. Because the history of the same 

men involved days of enlightenment, 
and we see that those periods were 
started following heavy pressure times. 
People always have the action-reaction 
reflex, a common reflex of all humans, 
not specific to a culture or society. 
Let’s believe in action-reaction, it will 
definitely have its effects. My own 
personal life, works, personal history, 
preferences, adoptions will be no 
different than this. There is no world 
independent of us, wherever it goes 
we will follow. At the point when we 
think we’re the strongest opposition, we 
actually give our voice to mainstream.  

2

 Tayfun Serttaş portrait, ©Artist’s courtesy

2 Resist: an American epic,fiberglass and mixed media, 

©Artist’s courtesy
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