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Introduction

iz Oztat’s solo exhibition Underbelly brings
together a selection of works produced by
the artist within the past ten years alongside
an (auto)biographical narrative. Since 2010,

iz Oztat has been engaged in an untimely
collaboration with Zigan (1894-1970), who
appears to the artist as a historical figure, a
ghost and an alter ego. In their collaboration,
they address official histories, artist myths, as
well as the myriad dynamics that inform art
historical canons. As part of this ongoing bocly
of work titled Every name in history is and |
is other, Oztat embraces the power of fiction
to temper life, employing methodologies that
propose multiple selves, contradicting and
fragmented narratives. The exhibition reveals
the (auto)biographical layers that inform the
creation of two chapters; Boo Boo, which
imagines the love affair between Zisan and
Vita Sackville-West that transpired in Istanbul
in 1913, and Dead Reckoning to Her Folds,
which revolves around sculptures to propose a
narrative on queer desire and immigration.

In Danube as Biography: Recduced and
Simplified, Oztat departs from a historical
depiction of the Danube on a military map
and references Zisan's journey along the river
in 1915, as she fled from Istanbul to Berlin.

The ruptured flow of the red line that spans

the gallery walls, is accompanied by a text
titled Would you miss me if | disappeared?
which chronicles the friendship and love
between two women. The work touches on the
complex connections that lie at the underbelly
of the artistic process and mother-daughter
relationships.

The chapter titled Dead Reckoning to Her
Folds correlates the struggle of making way in
the absence of guiding and anchoring reference
points to the experiences of artistic production,
falling in love as well as immigration. In these
works, Oztat locates sculpture as an object of

queer desire and problematizes the figurative
and normative depictions of the female bodly.
The artist works with feelings of desire, loss, and
longing by upholding a stark tension between
the horizontal forms she has created using soft,
permeable, and loose materials and the vertical
forms comprised of rigid elements.

Underbelly addresses the boundaries
between the public and the private. The
exhibition highlights the fictional and
conventional aspects of the narratives
that construct “the artist” figure by posing
questions about the formative effect artists’
(auto)biographies have on the manner in which
their work is experienced, interpreted, and
canonized.

Along with the text titled Would you miss
me if | disappeared? by iz Oztat, which is part
of the exhibition, the catalog includes two texts
commenting on the exhibition by drawing
attention to the continuities and methodologies
employed in the artist’s practice. In his text
titled Ripping Up the Underbelly and Looking at
the Folds of a Boundless Skin, Alper Turan digs
into the exhibition through “the fold", a notion
that guided Oztat’s process. He approaches
the relationship between surface and volume,
intimate and public, lived experience and its
materializations in the artist’s practice from
various angles. In her text titled The Weight
of History, Lara Fresko Madra takes a closer
look at the collaboration between iz Oztat and
Zisan, which has been ongoing since 2010, and
Oztat's works that center on water. She draws
attention to the complex temporality proposed
in Oztat's practice and her methodologies that
problematize official historical narratives. She
ends by focusing on the moment when the
Danube River, which the artist revisits in the
Underbelly exhibition, first appeared in the 2014
publication and exhibition titled Conducted in
Depth and Projected at Length.

Will you take me to a sunken island?
Beni batmis bir adaya géttirtir miisiin?, 1z & Ra, 2022

(From the Boo Boo series | Uf serisinden)
Pigment print on photography paper
Fotograf kagidina pigment baski, 42,5 x 65 cm



Longing | Ozlem, iz Oztat, 2021

(From the Investigations into the Etiology of a Form series)
(Bir Bicimin Nedenselligine Dair Arastirmalar serisinden)
Brass, ceramics, 2 pieces | Piring, seramik, 2 adet

170 x 65 X 65 cm, each | her biri
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Giris

iz Oztat'in Yumusak Karin baslikl kisisel
sergisi, sanatcinin son on yilda Grettigi islerden
bir seckiyi yeni isleriyle, (oto)biyografik bir
anlati esliginde bir araya getiriyor. Oztat, 2010
vilindan bu yana kendisine tarihi bir figr,
hayalet ve alter ego olarak goriinen Zisan
(1894-1970) ishirliginde resmi tarih yazimini,
sanatci mitlerini ve sanat tarihsel kanonlari
sekillendiren dinamikleri ele aliyor. Tarihteki
her isim bendir ve ben bir bagkasidir bagligl
altinda devam eden calismasinda kurmacanin
hayata yon verme gliclinli sahiplenen, cogul
benlikleri iceren, celiskili ve parcali anlatilar
Oneren yontemler benimsiyor. Sergi, Zisan ve
Vita Sackville-West'in 1913 yilinda istanbul'da
yasadiklari agki hayal eden Uf baslikl bolim
ile heykelleri merkezine alarak kuir arzu ve
gOce dair bir anlati dneren Kivrimlarina Kér
Seyir baslikli bélimun olusum slrecine dair
oto(biyografik) katmanlari gérinUr kilyor.

Zisan'in 1915 yilinda, istanbul'dan
Berlin’e kacarken Tuna nehri boyunca
yaptigi yolculuga atifla Oztat, Tuna nehrinin
askeri bir haritadaki temsilinden yola
cikarak Biyografi Olarak Tuna: indirgenmis
ve Sadelestirilmis adli yapita variyor. Galeri
duvarlari boyunca kesintiye ugrayarak akan
kirmizi gizgiye, iki kadin arasindaki dostlugu
ve aski anlatilastiran Ortadan kaybolsam
beni 6zler miydin? baslikli metin eslik ediyor.
Yapit, sanatsal tretimin ve anne-kiz iliskisinin
yumusak karninda yatan cetrefil baglara
dokunuyor.

Kivrimlarina Kér Seyir baslikli bolim,
konum ve yon belirlemeyi saglayacak referans
noktalarinin yoklugunda yol alma ¢abasini
sanatsal Uretim streci, asik olma ve gb¢
deneyimleriyle iliskilendiriyor. Heykeli, kuir
arzunun nesnesi olarak konumlandiran Oztat,
kadin bedeninin figliratif ve normatif
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temsillerini sorunsallastiriyor. Yumusak,
gecirgen, sabitlenmeyen malzemelerle

yaptigi yatay bigimler ve sert malzemelerle
olusturdugu dikey bicimler arasinda bir gerilim
yaratarak arzu, kayip ve 6zlem duygulariyla
calisiyor.

Yumusak Karin, kamusal ve mahrem
arasindaki sinirlara isaret ediyor. Sanatgilara
dair (oto)biyografik anlatilarin yapitlarinin
deneyimlenmesine, yorumlanmasina ve sanat
tarihi yazimina etkisini, “sanatc¢i” figlirtint
insa eden anlatilarin kurmaca ve basmakalip
yanlarina dikkat ¢cekerek tartismaya aciyor.

Katalogda, iz Oztat tarafindan kaleme
alinan ve serginin bir pargasi olan Ortadan
kaybolsam beni 6zler miydin? baslikli metnin
yani sira, sanatcinin pratigindeki devamliliklara
ve pratigini sekillendiren yontemlere dikkat
cekerek sergiyi yorumlayan iki metin yer
aliyor. Yumusgak Karni Desmek ve Sinirsiz Bir
Tenin Kivrimlarina Bakmak baslikh metninde
Alper Turan, Oztat'in siirecine yén veren
“kivrim” fikriyle yol alarak sergiye ntifuz ediyor.
Oztat'in pratiginde yiizey ve hacim; mahrem
ve kamusal; yasanmis deneyim ve bunun
tezahurleri arasindaki iliskilere cesitli agilardan
yaklasiyor. Lara Fresko Madra ise, Tarihin YUku
baslikli metninde, iz Oztat ve Zisan'in 2010
yilinda beri devam eden isbirligine ve Oztat'in
suyu merkezine alan yapitlarina yakindan
bakiyor. Oztat'in pratiginde dnerdigi karmasik
zamansalliga ve resmi tarih anlatilarini
sorunsallastiran yontemlere dikkat cekiyor.
Sanatcginin Yumusak Karin sergisinde tekrar
ele aldigi Tuna Nehrinin, 2014 yilinda Bir Nehir
Adasi Teskil Edebilmek adl yayinda ve sergide
ilk ortaya ciktigl ana odaklanarak metnini
tamamliyor.
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Ripping up the Unclerbelly
and
Looking at the Folcds

of a Boundless Skin
Alper Turan

A: What are you doing?
i1 am doing art.?

I. putting a body out there

Searching for linearity and coherence in

her practice, falling into the professional
deformation of a lazy curator who wants to
have a one-liner to grasp and some canons to
think with, one day, | questioned iz's material
and formal divarications.? At that time, she was
working on her homage text to Flisun Onur
and she came to where we met from Emindnti
with bags full of blue tulle to figure out Onur's
usage of them - she was to experiment with
the material, to bodily communicate with
Onur, to become her first and then the tulle
itself. iz responded to me by pointing out the
immense varieties in Flisun Onur's oeuvre
which was, with overt misogyny, compared to
g dowry chest opening and closing.” Now in
the Underbelly exhibition, iz Oztat, opens and
closes her own dowry chest. With a manifold of
materials from tulle and intestine to brass and
words on the wall; the exhibition folds, unfolds,
and refolds a body that resists a fixed narrative,

short-cut compartmentalization, a shallow
coherence. iz creates a self-referential universe
claiming and celebrating the third dimensions
that are configured within self-mythologies,
not in a self-indulgent way but while constantly
problematizing the myths of selves. Unlike her
previous exhibitions stating primarily political
proposals quoting from private practices,
Underbelly comes different. This time, not

the individual artworks, but the very act of
putting her work out there, a work growing out
of the visceral (auto)biography is a political
statement.

Despite her resistance to creating a spatial
narrative, there's a palpable tension in iz's
Underbelly, an attempt to hold the space with a
narrative. The convoluted, sporadically broken
red latitude is folded in the space and circulates
the room as a blood river, a damaged vein, a
loaded faultline. This is Danube as Biography:
Reduced and Simplified (2023); taken, reduced
and enlarged from a map view of the river
found in Zisan's archive, bringing her exile route
back to Istanbul. Zisan, who was forced to
leave Istanbul in 1915 and fled to Adakale, then
Berlin, remained as an anonymous practitioner
until her name has been pronounced by iz as
an artist to be inserted into the avant-garde
art canons. iz has been collaborating with
her beyond times and spaces in the same
materiality. Zisan, who loses herself in others
and performs others in her own body, has been
accommodated in iz's skin in the last thirteen
years, who, respectively, surrenders herself
easily to being surrounded. Folds of each other,

T I met iz at the queer tango workshop during the Istanbul Pride Week in 2011, when | felt completely free for the first time in
my life. This tango interpretation, which is performed by mixing the roles that are genderly-distributed in classical tango, by
constantly changing partners and roles. We performed as a group of 10 to 12 people during the parade. | have no memory of
dancing queer tango with iz, but she was the first person | had met whose profession was “artist”” Since then we have changed

many roles and collaborated on many levels.

2 lasked "Why don't you do a little more of what you are already doing well?" referring to formal abstractions.

® Vasif Kortun and Erden Kosova, Ofsayt ama Gol, SALT/Garanti KUltlr AS, 2014, p. 60, first published in Szene Tlirkei: Abseits,

Aber Tor!, Verlag der Buchhandlung Walther Kénig, 2004.
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iz and Zisan, both appear to each other as
historical figures, ghosts, and alter egos. Zisan
gives iz the possibility to mourn and confront
the past, iz gives Zisan a body to inhabit, to
materialize an embodiment, and to test its
limits. Abstraction of each other, they use and
hold one another when they need a public face,
when something mahrem,

g =

concrete memories, images, obstacles. Sucked
into the position of a voyeur, we read about
the visa issues that put an ocean in between
the narrator and her lover?® the narrator’s
psychoanalysis séances,® her consideration
and ultimate refusal to be a mother,” while we
circle in the exhibition space?® in the vortex of
the intimate narrative.

repressed or denied needs
to be articulated out loud.
Put intrusively in
proximity to Zisan's route
and going as far as this
red ling, is the fragmented

e = e

and scattered text piece,
Would you miss me if

I disappeared? (2023)
applied on the wall with
pencil. Written in the first-

person singular, following a
chronological line between
2018 and 2022, the text
starts like diary entries,
then comes a crescendo
of tone and texture of love

Catastrophe | Felaket, Zisan, 1923 - 2016
(From Zisan's archive | Zisan'in arsivinden)

letters sent from one source

; Against the blessings
of legibility, this text
piece complicates the
possibility of any clear-
cut comprehension

of the work itself and
the motivation behind
its making. We are left
wondering about the

TR L ———

personal background of

e

an already personally-
performative artwork.
Is this iz that we are
reading? Is this her
artistic statement

in the formofa

monologue? Is there
love at work? Love, as

Ink on paper | Kagit tizerine mlrekkep, 25 x 18 cm

addressed to an unrevealed or

unresponsive lover. These paperless letters, on
the one hand, talk about almost each and every
work in the exhibition produced in the last

four years, put them in personal contexts, and
detail their formations;* on the other hand, they
expose rises, flies, and falls of a queer love with

a concept, catalyst,
and narrative is a great abstraction and opium,
stands for every other thing that needs to be
masked to be high and out in public. Is iz using
this mask of love to convey her work through
the same vein where the love flows? iz always
generously shares textual accompaniments

4 Be it iz's personal voice or a fictional character who speaks, the letters include a great amount of insights on iz Oztat's
practice in general and individual artworks. From here on, | will be using this footnote space to repeat some lines from the

letters to illustrate and back up my arguments.

5 “The relief that comes from being overtaken by anything’ sounds like the definition of surrender to me.” from the work titled

Would you miss me if | disappeared? (2023).

¢ “Today, | started with the knife and the needles; sharp ends and the desire to scratch the surfaces.” from the work titled

Would you miss me if | disappeared? (2023).

7 Do you have any updates on the sperm waitlist?” from the work titled Would you miss me if | disappeared? (2023).

& "We both know that there is no progress in longing / loss / mourning, that they are circular...” from the work titled Would you

miss me if | disappeared? (2023).
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to her material work in various forms of zines,
letters, and books.® This time in the form of an
artwork, Would you miss me if | disappeared?
gives a solid account and testimony to
artworks in the exhibition only to render them
ambiguous while playing in the folds of fact
and fiction, public and intimate, artwork and
its making. In a state of suspension, we are left
with the dedikodu® material that wraps the
whole exhibition with the larger questions on
the artwork, its visceral process, and its public
reception.

Sharing the same wall zone but this time
only a small corner and far from the red line
and almost invisible love marks, iz exhibits
a series of abstract works at the top end of
the wall cornering the ceiling. Printed digitally,
surrounded by red lino-printed frames, these are
distilled images of swallows who intruded into
iz's temporary studio in Berlin™ upon her arrival
in the city as a fresh self-exile. Just like Zisan
and the narrator of the letters, iz immigrated
to Berlin from Istanbul, and the swallows that
came in groups for some nights in a row and
circled in her studio transiently became for
iz some symbol of free movement and an
unburdened state - she titled the abstracted
images of moving forms of swallows as
Apparitions.

From the forms of reduction (reduced
biography) to the disappearance (Would you
miss me if | disappeared?) and to an apparition
(swallows abstracted to become apparitions),
these three massless wall pieces enclosing
the exhibition exemplify the usual triangular
operations of iz; blurry-edged workings of a

lived experience, a fictional alternative, and their
epiphanies in art. One cannot say which one is
what. The simplified biography in the form of a
line and the letters following a lifespan of love,
black and white images of swallows produced
swiftly all suggest timelines in different life
cycles. And all those temporal indicators, with
their material ephemeralities (temporary wall
paint, wall text, and photocopied images)
and two-dimensionalities, create a compare
and contrast with three-dimensional objects
scattered in the exhibition space.

iz, very much intentionally, claims the third
dimension in her practice over the two. She
wants to be a ghost but still, she wants to have
a material bodly. In one letter to Bige Orer, she
speaks about her realization of how her works
shrank into two dimensions as escalating
violence on the body made it impossible to
have a presence in the public sphere.*? This led
her to run against the grain and reclaim the
volume and the depths as a queer woman and
artist in Turkey. Maybe that's why, the temporary
and flat pieces on the wall do not feel like they
exist for themselves, on the contrary, they
serve the exhibition as narrative scaffolding,
with their very temporariness and inherent
playfulness, dictating the context(s). Once the
gallery walls are painted back, what will happen
to the other artworks, the objects with volume
and depth? Will an object, which is a product
of lived experience, fictional restoration, and
artistic research, survive once these narratives
collapse? If the artworks are parts of the artist's
body, will they continue living when the body is
mutilated?

° Similarly, in the book titled Haz/Cizzz [Pleasure/Sizzle], YKY, 2020, that consists of months-long correspondences between iz
and Bige Orer, iz provides insights into her artistic research in preparation of her exhibition titled Suspended (2019).

| found it important to keep gossip in Turkish here which can be literally translated as “(she) said, (she) put” giving a material

presence to what's being said, usually in a third person.

1 jz Oztat, “Daredevil”, m-est.org, January 11, 2023, https://m-est.org/2023/01/11/daredevil/.

2 Bige Orer and iz Oztat, Haz/Cizzz [Pleasure/Sizzle], YKY, 2020, p. 84. (my translation)
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Defining public space and its protocols through
her exhibitions is a recurring mode for iz.
One may always argue if an exhibition in an
exhibition space is a public realm, and if so, how
is the public in space different from the one on
the street; but putting a statement in form out
there and taking up space is always a political
act. iz builds up artistic presentations that are
projecting her microsocieties (for example,
in collaborative works, contracts between all
parties involved are exhibited alongside the
"work"), using models of intimate interpersonal
practices (for example, in her Suspended
(2019) exhibition, she proposed consensually
negotiating the loss of agency in society with
masochist subjugation to a master), using the
exhibition platform in an exhibitionist way (for
example, she creates objects of fetishes, she
sets-up scenes of confession, she proclaims
and announces certain taboos). In Suspended,
iz exhibited within an allegory only acts and
objects of BDSM practice as the political
proposal, by leaving her personal visceral
reference out, somehow obscuring that BDSM's
political stance actually originated from its
intimate transgression. Now in her Underbelly
display, she is exhibiting the visceral details of a
queer romance while investigating the political
promises and potentials of constructing this
intimate story (independent of fact or fiction
condition) under the gaze of a public audience.
In the exhibition, there are moments of dance
and crash of public and intimate.

The loving and longing objects made out
of caring and soft materials coming from
the haptic process are interrogated on cold
psychoanalytic sofas if not behind a confession
screen and confronted with the galvanized
and raw security barriers, emptied out but still
uptight. Police on the street. Police between

the sheets. Can you really love someone softly
when there are sharp ends? Can the voice of

a broken heart be the voice of the repressed?
The one who is being violated, rendered inutile,
speechless.

Il. folding, unfolding, and scattering

Animage is calling me when | try to imagine
iz doing art in which she is sitting on a vast,
infinite skin. She tests her skin, she experiences
everything haptically, communicates with
everything through her skin, puts everything
in her envelope, and cuts it too while
scratching its surface. Skin, for Anzieu, is a
psychic envelope, where the ego is formed,
the body’s largest sensory organ, the body’s
border, limiting membrane which is always in
interaction with the world. The first boundary
an infant has to come to terms with is to
understand where the self is being contained
and separated from the other.® iz's skin is
where she internalizes things, she receives and
filters stimuli, deciphers, and records words,
things, and bodies, and eventually externalizes
them by piercing them out of her surface.
When | imagine her making art, | see her folding
the boundless skin that she has made into a flat
surface with her hands, flattening all the hills,
bringing all the hierarchies to one level, turning
everything into the skin, and every now and
then cutting it here and there. She piles the skin
on the ground and spreads it like dough. She
does not wrap it like a ball of cloth but folds it
one by one, and folds her own skin. Each layer
creates another topography, each overlapping
zone creates a new line of thinking. Folding -
as an associative image of an act - helps me
to trace the steps of iz's operation to how a
manifold of percepts, affects and concepts

2 Didier Anzieu and Naomi Segal. The Skin-ego: A New Translation by Naomi Segal, Routledge, 2018.
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Askida Adh Sahne igin Kontrat

Isbu “Askida Adli Sahne Igin Kontrat” (‘Kontrat” olarak anilacaktir), asagidaki taraflar
arasinda 25.04.2019 tarihinde akdedilmisgtir.

a. Ann Antidote ("Hilkmeden” olarak anilacaktir.)
b. Iz Oztat ("ltaat Eden” olarak anilacaktir.)
c. Ali Taptik ("Gézetleyen” olarak anilacaktir.)

isbu Kontrat'da Hikmeden, ltaat Eden ve Gézetleyen ayn ayrl “Taraf' ve birlikte
“Taraflar’ olarak anilacaktir,

Bu Kontral ile tammlanan sahne bedensel bir deneyim ortaya koyar. Taraflar, rizaya
dayall gii¢ degisiminin etik imkanlarini aragtirmak icin bir araya gelir. Gigle olan
iligkilerini kisisel hikayeleri, tarihsel baglam ve icinde yasadiklan kultirle iliskilendirerek
miizakere ederler,

Hikmeden baglar. ltaat Eden baglanir. Gézetleyen kayda gegirir.

Hikmeden, “The Strange Life of Savages” [Yabanlarin Garip Hayali] manifestosunda,
kolektif galismalarinin ortak paydasini “Glopyalar, seks-pozitif yaklasim, badlama, gok
agklilik, dayanigma ile olusturulan kolektifler, tim bilingli ve rizaya dayal hayat tarzlarn,
kimlikler ve secimlerin dzglirce ifade edilmesi” olarak tamimiar. Kontrat ile tarif edilen
baglama ve askiya alma sahnesinde kendi nzasiyla aldif Hukmeden roling, bu tavir ile
devamlilik iginde icra eder.

ltaat Eden, ifade 6zglrliginin askiya alinmasi ile deneyimledigi iradesiz bir beden
olma duyumunu araglinir, ltaat Eden'in bedeni, kendi nzasiyla Hikmeden tarafindan
sarilir, baglanir ve askiya alimir. Kefen, kundak, felis ve sansir ¢agrisimlanyla, taat
Eden'in bedenini saran parsémen sirece dahil edilir. Askiya almada felus pozisyonu
tercih edilir.

Kontrat'da dinamikleri belirlenen sahne, Gézelleyen larafindan kayda gegirilir
Gozetleyen, emegini, Iz Oztat'in Bigak Uggen (2018) isinin sanatgl kopyasi ile takas
ederek Askida adl videonun Uretimini mimkin kilar.

Kontrat ile belirlenen sahnenin kayitlanndan kurgulanan ve Hikmeden ile itaat Eden'in
orlak isi olan Askrda adl video, 3+2 (sanalg kopyalan ) olarak edisyonlanir.

Mielliflerinin fikir birligi ile onayladigi baglamlarda, retimini belifleyen kosullan igeren
bu kontrat ile birlikte gosterilir.

+ i I
iz Oztat i R Ali Taptik

Contract for The Scene Titled Suspended

Hereby "Contract for the scene Suspended” (hereinafter to be shortly referred io as the
“Contract’) has been signed between the parties on April 25, 2019,

a. Anp Antidote (hereinafler ta be shortly referred lo as the “The Dominant )
b. Iz Oztat (hereinafler 1@ be shortly referred to as the “The Submissive’)
c.-Ali Taptik (hersinafter to be shorlly referred to as the “The Voyeur’)

Hereby in this Contract, The Dominant, The Submissive, and The Voyeur will each be raferrad
to as a "Farty” and collectively, they will be referred to as “Parties”

The scene described by this Contract reveals a bedily experience. The pariigs come together to
explare the ethical possibiliies of consensual power exchange and negotiat
to power through their personal narratives, the historic and cultural contexts i

heir relationship
1 which they live in

The Dominant ties. The Submissive is tied. The Voyeur records

The Dominant. in their manifesta “The Strange Life of Savages”, defines the common
denominalor of their work as: “utopias, sex-positiveness, bondage, polyamory, salidarity,
communities, and the fres expression of all conscious and consensual lifestyles, identities and
choices.” In the bondage and suspensian scene described in the Coniract, they take on The
Dominant role to carry it out in accordance with the attitude stated above

The Submissive explores being a body without agency as freedom of expression is suspended
in the public sphere. The Submissive consents to her body being wrapped, tied, and suspended
by The Dominant. The parchment, wrapped around The Submissive's body by The Dominant, is
included in the process with the connotations of shroud, swaddle. fetish and censorship. The
fetal position is preferred in the act of suspension.

This scene—dynamics of which are defined by this Contract—is recorded by The Voyeur. The
Vayeur makes the production of the video tilled Suspended possible, by barlering their labor in
exchange for the artist's copy of |z Oztal's work Knife Triangle (2018).

The video titled Suspended, a work by The Dominant and The Submissive, is edited from the
recordings of the scene described by the Contract and is ed &

It is exhibiled alongside this Centract, which includes the conditions of its praduction, in conlexls
that are agreed upon by the authors

iz Oztat qn e e Ali Taptik

Contract for the Scene Titled “Suspended”

“Askida” Adli Sahne Icin Kontrat, iz Oztat & Ann Antidote, 2019



come together, how different temporalities
crash, how her work is always a surface carrying
and projecting long lineages and topographies
in different dimensions, how the repressed
returns, how skin transmits information and
how it dissolves and drips.

iz unfolds her parchment and goes through
previous chapters, and lives of early works: an
image from her past video can haunt a new
solo, or she can tell the background or flipside
of an already told story. Underbelly, likewise, is
a fold of Boo Boo, a body of work that seeks to
imagine the love affair between Zisan and Vita
Sackville-West, who meet in Istanbul, in 1913.
Zisan works at the photography studio where
they spend time, imagining each other in the
representations they produce, getting to know
each other’s desires, and documenting their
love. iz, for the first time, appearing as Zisan,
and Ra, in disguise of Vita, in this staged story,
“constructed their own selves in relation to
each other in the experience of love, which they
built as a field of research!® While this project
was many things at once, it was important
to see how iz was practicing, rehearsing, or
playing and ultimately exhibiting the ecstatic
experiences where she plunged herself.
Letting her body be bondaged, possessed in
Suspended, and practicing love in Boo Boo were
the aspirations to lose herself in something
larger. Much larger.

Embodying the very act of folding the
vastness of a skin-like surface, iz forms her
own Oceanic Feeling (2022) with a bulk of

blue tulle inherited from Flisun Onur and
trapped by a fishnet. Very heartbreakingly. As a
psychoanalytical concept, in Nurdan Gurbilek’s
definition, oceanic feeling is “a dream of
completeness that can be associated with (the
mother, or any figure who leaves after evoking
a sense of eternity) one’s first narcissistic
experience!*® For Freud, this aspiration to
return is called the death drive and also induces
a primordial desire to go back to an inorganic
state where there are no boundaries between
self and anything else.’” An oceanic skin.
Continuity. A continuous body. Masterpiece
and autoportrait of iz (she said so) embodying
everything iz expects from a sculpture: a form
that needs no outer structure, can’t be fixed
and can’t hold themselves,*® whose flesh is
porous, whose volume is not intimidating,
and the gesture it resonates is soft. In the
realization of its impossibility, iz cuts the ocean,
separates herself from it, folds her own share,
and asserts its volume.

For Deleuze, the fold is a conceptual
force that blurs the pushes and pulls of
subjectivity, such as interiority and exteriority,
appearance and essence, and surface and
depth. For him, fold announces that the inside
is nothing more than a fold of the outside,*®
and subjectivization, just like any topology;
is created by folding inner and outer spaces
onto each other. Deleuze borrows the fold
from the readings of Leibniz and the baroque.
For Leibniz, plurality happens only “when
bodies are understood to be folded rather than

* From the work description for Boo Boo written by iz Oztat, 2022.

= jbid.

¢ Nurdan Gurbilek, Kér Ayna, Kayip Sark: Edebiyat ve Endise, Metis Yayincilik, 2004, p.114.

7 Rebecca A. Reynolds, Freud after Bataille: Death, Dissolution and the ‘Oceanic’ Feeling, Diss. University of Essex, 2019.
18 iz Oztat, “Daredevil”, m-est.org, January 11, 2023, https://m-est.org/2023/01/11/daredevil/.

12 “Deleuze gives us Foucault's vivid illustration of this relation - the Renaissance madman, who, in being put to sea in a ship
becomes a passenger, or ‘prisoner’ in the interior of the exterior — the fold of the sea.” Simon Sullivan, “The Definition: The Fold”,
The Deleuze Dictionary, Edinburgh University Press, 2005, pp. 102-104. Also available online at https://www.simonosullivan.net/

articles/deleuze-dictionary.pdf.
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divided!?° Subject envelops the world and it
envelops the subject, we fold in the world while
the world folds into us. The whole world, one
continuous bodly; is fluid; but folded in different
ways, without any loss of continuity. Fold is
already a study concept? for iz in her recent
body of works, some of them are presented
in Underbelly. For iz, fold opens terrains to
reckon on the relationship between surface
and volume, the uncertainty of what is inside
and outside; folds have the potential to become
holes and have the curved movement from
inflection to inclusion.?? Folds also organize the
forms for her queer desire that are sometimes
haunting her, sometimes she is running after.
Dead Reckoning to Her Folds is the title
for iz's new chapter researching queer desire
through sculptural forms. In Berlin, following
Etel Adnan and Audre Lorde, whose love
for women was articulated via encounters
with sculpted female forms, iz “flounders
in the city, searching for three-dimensional
representations of the female body that
will reveal (her) own story of queer desire,
longing, and exile?® The founder of art history,
whose queer sexuality was recognized by
his contemporaries and potentially led to his
being murdered in the 18™ century, Johann
Joachim Winckelmann, after studying anatomy;
spent years observing, desiring, and depicting
Greek sculpture with blatant homoeroticism,
which asserted for the first time male nude

as an object of desire for again a (male) gaze.
His desire for the male body transformed
his writings into libidinal and somaesthetic
studies; his libidinal energy transformed the
whole art-making and its historicization. iz is
not as lucky as Winckelmann nor Etel Adnan
and Audre Lorde in finding a sculpture she can
project her desire onto, this's how she made
her own sculptures that are respectively her
libidinal and somaesthetic studies. The tiniest
fold in the exhibition is Folds of Her Absence, a
pinch of a surface taken as a souvenir, a piece
of skin ripped out of a lover, a gestural archive
of someone lost. Or iz's humble response to
grandiose public sculptures of the men she
has to expose herself in her quest for her own
muse. No meat, no flesh, no presence, just folds
of skin.

iz makes sculptures that she desires -
almost never in human resemblance - but
more like fetish objects that are removed
from the phallic economy and not in search
of a fixed object to be replaced and more as a
displacement of the sexual object from one to
another “being caught up in a metonymic chain
of equivalences!?* Skins are her fetish objects,
for example.2®

Skin is a recurring material for iz, she not
only uses her own skin to process things, but
she also uses parchment, intestine casing,
wool, and Underbelly, a proposal of self-
disembowelment itself, is her first display of

20 Gottfried Wilhelm Leibniz, A Sémtliche Schriften und Briefe (Akademie-Ausgabe), Akademie Verlag, 1923, as cited in Mogens
Loerke, “Four Things Deleuze Learned from Leibniz!” Deleuze and the Fold: A Critical Reader, 2010, pp. 25-45.

21 “Being surrounded by your folds”; “...daring to take hold of the knives hiding in our folds, digging into our I's, falling deep..;
“I am slowly detailing the conceptual bearings of the next body of work around (auto)biography / fiction, navigation, folds,
sculpture, desire, rage!”; I think about the relationship between surface and volume, the uncertainty of what is inside and
outside, folds becoming holes, the movement from inflection to inclusion..” from the work titled Would you miss me if |

disappeared? (2023).

22 From e-mail correspondence and from the work titled Would you miss me if I disappeared? (2023).
23 iz Oztat, “Daredevil”’, m-est.org, January 11, 2023, https://m-est.org/2023/01/11/daredevil/.

24 Maria Walsh, Art and Psychoanalysis, Bloomsbury Publishing, 2012, p. 39.

25 jz Oztat, "Daredevil”, m-est.org, January 11, 2023, https://m-est.org/2023/01/11/daredevil/.
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the three animal materials together. In her

text, Daredevil, she asks, “Intestine casing,

then parchment, now wool; is it always the
same animal that | am using and abusing? Am

I that animal?"2® Undeniably, BDSM practices
informed iz's aesthetics, especially masochism
corresponding to her desire to be punished,
and she reproduces tools to be used to punish
her, knives to scratch the surface of her own
skin. The first object she produced for the

Triangular Knife | Bicak Ucgen. iz Oztat, 2018
Stainless steel | Paslanmaz celik, 8 x 8 x 0.3 cm
Photograph | Fotograf: Operation Room

Suspended exhibition, Triangular Knife (2018)
epitomizes the formal motivation of her tools
for pain and pleasure, it is a form that requires
you to cut yourself as you cut out.?”

| don’t know if there is any art that can
come into existence without any pain, but iz
pries the pain loose; she opens new wounds so
that she can look into them, at the form of the
cut, the trace of blood pouring out of a wound,
the crust’s shadow or, its materiality. Speaking

28 ibid.

the language of art, practice is often used
interchangeably with the (body of) work; in a
way that an object becomes its own making,
thus whatever the practice, so to say the way
of doing things, solidifies in the thing itself. In
her body (of) work, iz practices and reworks the
pain. She calls a ghost to confront the genocide
in her body, she lets herself be rendered with no
agency, she reenacts the political domination
on her body; she dives into thousand pages long
love letters to appropriate the voice of a broken
heart, she uses needles to keep things together
but also to pierce her own skin while doing it.

In its most simplistic understanding, an
organized and negotiated “escape from self”,
masochistic fantasies consist of “becoming
someone else or un-becoming someone.?®
Self-shattering releases the tension of the
disciplinary regulations. For Bersani, masochistic
self-shattering has a destructive impact on the
ego, and the subject “momentarily plunges”
into powerlessness with “ecstatic suffering”
as constitutive of sexual pleasure in which the
self is momentarily demolished.?® Tracing the
ways in which aesthetic experience can be “a
perpetuation and replicative elaboration” of
self-shattering, Bersani looks at decomposition
of forms and antinarrative impulses that make
formal intelligibility and coherence impossible.*
Along the same lines, iz's self-scattering
through her works share the same motivation
of decomposing her selves, fragmenting them,
rendering them almost impossible to grasp;
processing every piece through her visceral and
boundless skin and redistributing her sensible, a
piece of her body.

2" Bige Orer and iz Oztat, Haz/Cizzz [Pleasure/Sizzle], YKY, 2020, p. 50. (my translation)

28 u(cf. Silverman’s discussion of Theodor Reik's Moloch fantasy in Silverman 1992, 208f.)", Volker Woltersdorff, “Masochistic
Self-shattering Between Destructiveness and Productivity”, Destruction in the Performative, Brill, 2012, p. 134.

29 Leo Bersani, The Freudian Bodly: Psychoanalysis and Art, Columbia University Press, 1986.

% Tim Dean, “Sex and the Aesthetics of Existence”, PMLA, vol. 125, no. 2, 2010, pp. 387-392.
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She asks, “Is it possible to cope with guilt by
experiencing the desire to be punished, and
to externalize the pain by feeling it in the body
when you obey voluntarily?”* Sometimes
together with Zisan, and sometimes with other
collaborators, iz's ritualistic display of self-
scattering is also a mourning practice: “Could it
be that | want to be punished to ease the pain of
events that | witnessed and could not mourn?
Do | seek pleasure by externalizing pain with
punishment, by desiring to mourn?”2

While she is searching for ways to
experience her work, giving it a third dimension,
a body, a depth - she is simultaneously
mutilating herself to pay her debt, the debt of
surviving, the debt of not being imprisoned, not
being massacred, the debt of being an artist and
making art.®®

>> ALPER TURAN (b. 1993, Ankara) is a curator and writer currently based in Berlin. His curatorial
practice draws from / responds to queer strategies, abstractions, embodied and libidinal
knowledge productions, the projects of visibility and the potentials of invisibility, and the HIV/
AIDS legacy. His research concentrates on exhibitionary moments, exhibition as intimate space
and exhibitoinism. His recent curatorial projects include Smoothing (lines into circles) (at A Tale
Of A Tub, Rotterdam, 2022); How does the body take shape under pressure? (at Queer Museum
Vienna, 2022). He is a Ph.D. student at the College of Fine Arts in Hamburg (HFBK), and an

assistant curator at Protocinema.

@ Bige Orer and iz Oztat, Haz/Cizzz [Pleasure/Sizzle], YKY, 2020, p. 75. (my translation)
%2 jbid. p. 40.

23 Speaking of the desire to be boundless, | want to close this text by acknowledging another question of boundary this text
brought up in its making. As a mentor, comrade, colleague, it is hard for me to detect where iz's words, interests, desires end and
where mine begins. It's hard to say which sentence is her bodly filtered by my bocdly, which one is my body formed by hers.
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Yumusak Karni Desmek
ve
Sinirsiz Bir Tenin

Kivrimlarina Bakmak
Alper Turan

A: Ne yapiyorsun?
i: Sanat.!

1. bir bedeni ortaya koymak

Bir glin sanat tarihsel kanonlara paralel,

tek cimlelik tanimlarla diistinme ihtiyaci
hissederek tembel bir kliratdr gibi davranma
gafletine dlstlim ve biraz da mesleki
deformasyonun etkisiyle dogrusalligin ve
butiinligiin pesine diiserek, iz'in pratigindeki
maddi ve bigimsel catallanmalari sorguladim.?
iz, bu dénemde Flisun Onur'a ithafen bir
katalog metni tzerinde calismaktaydi ve
bulusmamiza Eminodni’nden aldigl mavi tlllerle
dolu torbalarla gelmisti—metnine hayat vermek
icin Onur'un bu malzemeyi eserlerinde nasil
kullandigini anlamaya calisacak, deneyler
yaparak Onur’la bedensel bir iletisim kurarak
once Flsun'un, sonrasinda ise bir malzeme
olarak tlin mevcudiyetine niifuz etmeyi
deneyecekti. iz, mecra ve form sorguma
Onur'un sanatsal Uretimindeki catallanmis
cesitlilige dikkat cekerek cevap verdi, ve
Onur'un pratigi icin daha 6nce yapilmig olan
zaman zaman acilan ve daha sonra kapanan

bir ceyiz sandigl” benzetmesinde gomuli
kadin diismanhigini hatirlatti.® Simdi iz Oztat,
Yumusak Karin sergisiyle kendi ceyiz sandigini
aclyor ve daha sonra kapatiyor. Sergi, tllden
hayvan bagirsagina, pirincten duvarlara yazilan
kelimelere uzanan bir malzeme cesitliligiyle
katlaniyor, aciliyor ve yeniden blkUlerek

sabit bir anlatiya, kisayollar araciligiyla verili
kategorilere ve sig bir devamliliga yerlesmeye
direnen yepyeni bir beden olusturuyor. iz
kendine dair mitolojiler icinde sekillenen, ti¢
boyutlari sahiplenen ve kutlayan, kendinden
menkul bir evren yaratiyor; tstelik bunu kendine
gbmiuik ve benmerkezci bir pozisyondan

degil, kendilik mitlerini devamli olarak
sorunsallastiran bir yerden yapiyor. Mahrem
Uretim pratiklerini referanslasa da temelde
siyasi iddialar ve 6nermelerde bulunmayi
gorev edinen daha 6nceki sergilerinden farkli
olarak Yumusak Karin, bambaska bir olus
bicimi sergiliyor: Bu sefer yalnizca igler degil,
sanatc¢inin gok katmanli otobiyografisinden
cikan eserleri ortaya koyma ediminin kendisi bir
siyasi iddia tasiyor.

Uzamesal bir anlati olusturmaya direnmesine
ragmen iz'in Yumusak Karin sergisinde elle
tutulur bir gerilim, mekani anlati yoluyla
muhafaza etme tesebblsU seziliyor. Mekan
icinde kivrilarak yayilan ve ara ara kesilen
kirmizi enlem, sergi alaninin iginde strtinerek
kanlh bir nehrin akintisi, catlayivermis bir
damar ya da yUkUni almis bir fay hatti gibi
odayi gcevreliyor. Biyografi Olarak Tuna:
indirgenmis ve Sadelestirilmis (2023) adli bu
is, Tuna Nehri'nin Zisan'in arsivinde bulunan

1 izile 2011 senesinde hayatimda kendimi ilk defa gercekten &zgir hissettigim bir dénemde, istanbul Onur Haftasi sirasinda
bir kuir tango atdlyesinde tanistim. Etkinlige konu olan tango yorumu, klasik tangoda geleneksel toplumsal cinsiyete gore
dagitilmis rolleri devamli olarak degisen partnerler ve roller araciligiyla birbirine karistiriyordu. Onur yUryUst sirasinda bu dansi
on ila on iki kisiden olusan bir grup halinde icra etmistik. iz ile kuir tango yaptigimi hatirlamiyorum, ancak iz, meslegi “sanatc1”
olan tanidigim ilk kisiydi. O zamandan bu yana pek ¢ok farkli rolde birlikte calistik.

2 Sordugum soru, iz'in bigimsel soyutlamalarina istinaden “Neden zaten iyi yaptigin seyi yapmaya devam etmiyorsun?” idi.

3 Vasif Kortun ve Erden Kosova, Ofsayt ama Gol, SALT/Garanti Kiiltiir AS, 2014, s. 60. ilk yayinlanisi Tiirkei: Abseits, Aber Tor!,

Verlag der Buchhandlung Walther Kénig, 2004.

26 Yumusak Karni Desmek ve Sinirsiz Bir Tenin Kivrimlarina Bakmak

bir haritadan 6dting alinarak sadelestirilmis

ve genisletilmis gérinimuinden olusuyor ve
Zisan'in siirglin rotasini istanbul'a dogru geri
adimlarla takip ediyor. 1915'te istanbul'dan
kacarak 6nce Adakale'ye daha sonra ise Berlin'e
gitmek zorunda kalan Zisan, adi iz tarafindan
avangard sanat kanonlarina eklenmek Uizere
zikredilene kadar anonim bir sanatciydi. iz,

bir stiredir farkli zaman ve uzamlarda Zisan'la
ishirligini stirdtrtyor. Kendini bagka bedenlerde
eriterek kendi bedeninde baskalarini
canlandiran Zisan, yaklasik son on ti¢ senedir
iz'in bedenini ziyaret ediyor; buna karsilik iz

de mitemadiyen bu ¢cevrelenme duygusuna
kolayca teslim oluyor. Ayni katlanmig kivrimin
iki farkl ytizeyi olarak tasvir edebilecegimiz iz
ve Zisan birbirlerine tarihsel figlirler, hayaletler

Suspended | Askida, iz Oztat, 2019 )
Installation view | Yerlestirme goruntisu, Pi Artworks Istanbul
© Nazli Erdemirel

ve ikincil kimlikler olarak gortnUr oluyorlar.
Zisan, iz’e gegcmisin yasini tutma ve onunla
yiizlesme giicii bahsediyor, iz de karsiliginda
Zisan'a icinde ikamet edebilecegi ve maddiyat

kazanabilecegi bir beden sunarak kendi
sinirlarini test etmesine olanak sagliyor.
Karsilikli bir soyutlama stirecinde iz ve Zisan,
kamusal mevcudiyete ihtiyag duyduklari
her an, veyahut mahrem, bastiriimis ya da
mahrum birakilmis seylerin acikga ifade
kazanmasi gerektiginde birbirlerini kullaniyorlar.
Zisan soyleyemedigi seyleri iz'e soyletiyor, iz
gosteremediklerini Zisan'a gostertiyor.
Zisan'in kacis yolunu gdsteren haritaya
neredeyse mutecaviz bir yakinlikta yerleserek
bu kirmizi ¢izginin varis noktasina uzanan
cok parcali, daginik ve metinsel bir is olan
Ortadan kaybolsam beni 6zler miydin? (2023)
duvara kursun kalemle uygulanmis. Birinci
tekil sahista kaleme alinan ve 2018-2022 arasi
kronolojik hir tarihselligi takip eden metinler,
bir glinltikten alintilar gibi bashyor ancak
daha sonra metinlerin makami ve dokusu ask
mektuplarini andirarak yogunlasiyor, ilgisiz
veyahut cevapsiz bir sevgiliye hitaben yazildigi
duygusunu veren ifadelere doniisliyor. Bu
kagitsiz mektuplar bir taraftan sergide yer
alan, gectigimiz dort sene iginde Uretilmig
eserlerin her birine tek tek deginerek ve
onlari kisisel bir baglama oturtarak olusum
streclerini aciga cikariyor,* diger taraftan kuir
agkin yukseliglerini, firarlarini ve dlsuslerini
nesnel anilar, imgeler ve engeller araciligiyla
ortaya koyuyor. Derken bu mahrem anlatinin
girdabinda sergi izleyicileri roliinde mekani®
turlarken rontgenciligin cekimine kapiliyoruz
ve anlaticlyla sevgilisinin arasina koskoca bir
okyanusu koyan vize sikintilarina,® anlaticinin

4 islerde okunan iz'in kendi sesi ya da dile gelmis hayali bir karakter olsun, her sartta bu mektuplar iz Oztat'in islerinin geneline
ya da tek tek eserlere dair son derece 6nemli pek cok bilgi iceriyor. Bu noktadan sonra metindeki argtimanlarimi érneklemek ve
ispatlamak icin dipnotlarda mektuplardan bazi ctimleleri alintilayacagim.

5 sikimiz de biliyoruz ki 6zlemde / kayipta / yasta ilerleme yok, hepsi hep dénglisel..” Ortadan kaybolsam beni 6zler miydin?

(2023) baslikl yapittan.

8 “Herhangi bir sey tarafindan ele gegirilmenin rahathg|’ bana teslimiyetin tanimi gibi geliyor!” Ortadan kaybolsam beni 6zler

miydin? (2023) baglikli yapittan.
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psikanaliz seanslarina,” annelik ihtimalini
degerlendirip sonunda bunu reddedisine® sahit
oluyoruz. Okunur olmanin nimetlerini reddeden
bu metin temelli is, isin kendisine dair berrak bir
kavrayis intimalini de, Gretilmesinin ardindaki
niyetleri de daha karmasik kiliyor. Halihazirda
sahsen-performatif bir isin kisisel arka

planini merak ederken buluyoruz kendimizi.
Okudugumuz satirlarin yazari iz'in kendisi mi?
Bu metin iz'in monolog formunda sunulmus

sanatcl manifestosu mu? Yoksa tlim ipler askin
elinde mi? Bir kavram, arac ve anlati olarak

ask son derece kullaniglh bir soyutlama ve ayni
zamanda bir tlr afyon: kamusal alanda hem
kafayi bulmak hem de apacik yasamak icin
ortllmesi gereken belli bagli seylerin yerine
ikame ediyor. iz bu ask maskesini islerini de
askin icinden akip gittigi damarlar araciligyla
aktarmak icin mi kullaniyor? iz, cémert bir
tavirla iglerini siklikla dergi, mektup ve kitap

gibi metinsel eglikgiler ile beraber sunar.® Bu
sefer basli basina bir is niteligi tasiyan Ortadan
kayhbolsam beni 6zler miydin? sergideki diger
islere dair saglam bir anlati ve taniklik sunarken,
diger taraftan oyununu kurgu ve gercgekligin,
kamusal ve mahremin, sanat eseri ve Uretim
sUrecinin gecisken kivrimlarinda kurarak islerin
hepsini muglak bir yere tasiyor. Sergi alaninda
zihnen havada asili haldeyiz; izleyiciler olarak
eser, eserin ardindaki cok katmanli stirec ve

iz Oztat & Ann Antidote, 2019

Suspended | Askida
UHD video, 5'05"

topluluklar tarafindan nasil algilandigina dair
genis kapsamli sorularin icine oriilen dedikodu
malzemeleriyle de bagbasayiz.

iz, ayni duvar yiizeyini paylasan, ancak
bahsi gecen kirmizi gizgiden ve neredeyse
gorllemeyecek kadar belli belirsiz agk
isiriklarindan uzakta, tavana bitisik ufak bir
kosede bir dizi soyut is sergiliyor. Dijital baski
teknigiyle Uretilmis ve linol baskil gergevelerin
icinde yer alan bu imgeler, iz'in kendi kendini

7 “Buglin bicak ve ignelerden bahsederek basladim; keskin uglar ve ylizeyi desme arzusu.” Ortadan kaybolsam beni ézler

miydin? (2023) baslikli yapittan.

& ugperm icin yedek listedeydin, herhangi bir gelisme var mi?" Ortadan kaybolsam beni 6zler miydin? (2023) baslikli yapittan.

¢ Buna paralel bicimde, Bige Orer ile aylara yayilan uzun yazismalarini bir araya getirdikleri Haz/Cizzz (YKY, 2020) baglikli
kitapta iz, Askida (2019) sergisine hazirlik siirecindeki sanatsal arastirmalarina dair pek ¢ok aydinlatici bilgi paylagiyor.
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stirgline yolladigi Berlin'e hentiz yerlestigi sirada
atolyesine bir slire boyunca davetsiz misafirlik
eden kirlangic kuslarinin damitilmis tasvirleri.*°
iz, ayni Zisan ve yazismalarda karsilastigimiz
isimsiz anlatici gibi yakin zamanda istanbul’dan
Berlin’e gbctl—ardi ardina geceler boyunca
gruplar halinde atdlyesini ziyaret ederek
tavaninda halkalar cizen kirlangiclar da bu
slirecte iz igin hareket 6zgiirligliniin ve
yUklerinden arinmis olmanin simgesi oldu.
Kirlangiclarin ugusunu soyutlayan bu imgelerin
adl, Tezdhdirler.

indirgenmis (indirgenmis biyografi),
yok edilmis (Ortadan kaybolsam beni 6zler
miydin?) ve tezahUr etmis (kirlangiglarin
tezahtrlere soyutlanmasi) bu formlar, sergiyi
sarmalayan bu hacimsiz ti¢ duvar Ust ig, iz'in
Ucgen olusturan yontemini érneklendiriyor:
yasanmis ve sindirilmis tecrtibeler, onlarin
kurmaca alternatifleri ve sanatin sinirlarinda
vuku bulan tecelli anlari. Bu operasyonlardan
hangisinin duvardaki hangi ise tekabUl ettigini
sOylemek ise glic. DUz bir ¢izgi biciminde
kargsimiza ¢ikan sadelestiriimis yasamoykuisu
ve bir agk hikayesinin seyrini takip eden
yazismalar, cabuk jestlerle Uretilmis siyah beyaz
kirlangic tasvirleri, gesitli hayat déngulerine
ait hayat cizgileri teskil ediyor. Kargi karsiya
kaldigimiz zamansal gdstergelerin timu
ve sergi alaninda cisimlesmelerini saglayan
efemeral malzemeler (6rnegin duvardan elbet
bir glin silinecek boya, duvara kalemle yaziimis
metinler, fotokopilenmis imgeler) ve bu
cisimlerin iki boyutlulugu sergi alanina yayilimis
diger, tic boyutlu nesneler ile keskin karsitliklar
olusturuyor.

iz, son derece kasitli bir sekilde pratiginde
iki boyuttan ziyade Ui¢ boyutu benimsiyor.
Aslinda bir hayalet olmak niyetinde, ancak

gene de maddi bir bedene sahip olmak
arzusunda. Bige Orer'e bir mektubunda iz,
kamusal alanda bedenine karsi kast edilen
toplumsal siddet orani arttikga islerinin adeta
blzlserek iki boyuta rlicu ettigini farkettiginden
bahsediyor.™ Bu durum iz'i, akintiya karsi
ylzerek Turkiye'de kuir bir kadin ve sanatgi
olarak hacim ve derinlikleri sahiplenmeye
itiyor. Belki de tam olarak bu sebepten duvarda
yer alan fani ve ylizeydeki islerin kendileri icin
var olmadiklari duygusuna kapiliyoruz; tam
tersine, iclerinde barindirdiklari oyuncu tavir ve
tim gecicilikleriyle baglam(lar)a yon vererek
sergide anlatiy1 ayakta tutan bir tir iskele
gOrevi gbrlyorlar. Galeri duvarlari 6nceki haline
doéndtgiinde, bu iskele coktliglinde, sergide yer
alan, hacme ve derinlige sahip diger eserlere ne
olacak? Yasanmis bir tecrlibenin, kurgusal bir
restorasyon strecinin ve sanatsal arastirmanin
UrGnG olan bir obje, etrafindaki anlatilar ortadan
kalktiginda gene de hayatta kalacak mi? Eger
isler sanatcinin bedeninin birer parcasiysa,
bedenin kendisi tahribe ugradiginda halen
yasiyor olacaklar mi?

Reference image for Boo Boo and Screens
Beauties in the Harem, Sébah & Joaillier, 1880s
Fabrizio Casaretto Collection

Uf ve Paravanlar icin referans gérseli
Haremde Guizeller, Sébah & Joaillier, 1880'ler
Fabrizio Casaretto Koleksiyonundan

10 jz Oztat, "GOzl Kara”, SAHA, 2023, https://www.saha.org tr/saha-yazi-dizisi/m-estorg-iz-oztat.

2 Bige Orer ve iz Oztat, Haz/Cizzz, YKY, 2020, s. 84.
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Sergileri araciliglyla kamusal alani ve kendine
has protokollerini tanimlamak iz'in daha 6nce
pek cok sefer yaptigi bir sey. Sergi mekaninda
gerceklesen bir serginin esasen kamusal
alanda gerceklestigi iddiasini her zaman ortaya
atabiliriz ve eger bu dnerme gercekten dogruysa,
sergi mekanini arsinlayan ziyaretgilerin sokakta
gezen insanlardan herhangi bir farki var midir
diye de sorabiliriz; ancak bir tavra bicim
kazandirarak onu kamuda ortaya koymak ve
alanda yer isgal etmek, her hallikarda siyasi

bir edim. Bu cercevede iz, kendi idealindeki
mikrotoplumlarin yansimasi olan sanatsal
temisiller Uretiyor (Ornegin, ishirligine dayali
islerde stirece mUdahil olan taraflari kapsayan
kontratlar “ig"lerin yaninda sergileniyor) ve bu
esnada bazen mahrem kisisel iliski modellerini
kullaniyor (6rnegin, Askida (2019) sergisinde
toplumun geneline yayildigini gozlemledigi
irade kaybiyla basa cikabilmek icin, kendisine
hiikmeden birine teslim oldugu slireci rizaya
dayali bir gergevede miizakere etmesi), bazense
sergi alaninin kendisini teshirci bir tavirla
kullaniyor (6rnegin, fetiglerini objelestiriyor,
glinah ¢ikarma sahneleri diizenliyor, belli bash
tabulari dillendirerek onlari agiga ¢ikariyor).
Askida sergisinde iz, gliclinii aslinda mahrem
alandaki deneyimlerden alan BDSM pratigine
dair nesne ve edimleri bir alegori cercevesinde,
siyasi bir 8nerme olarak ortaya koymus,

ancak bu alana kendi sahsi ve arzusuna dair
referanslari konunun disinda tutmustu. Simdi
Yumusak Karin teghirinde sanatgi (gergek veya
kurmaca olugundan bagimsiz olarak) mahrem
bir hikayeyi kurgulamanin siyasi olasiliklarini ve
imkanlarini arastirarak, kuir agka dair bedende
hissedilen detaylari genis bir izleyici kitlesinin
dikkatli bakiglarinin éntine seriyor. Sergide
kamusal ve mahrem yer yer karsilikli dans
ediyor, bazense siddetle birbirine tosluyor.

Dokunsal stireclerin bir uzantisi olarak
sefkatli, yumusak malzemelerden Uretilmis
ask ve 6zlem nesneleri, glinah ¢cikarma
paravanlarinin ardinda veya son derece soguk,
psikanalitik divanlarda sorgulaniyor ve icleri
kof olsa da dimdik duran kigkirtici, dolaysiz
glivenlik bariyerleriyle 6nleri kesiliyor. Sokakta
polis. Yatakta polis. Keskin uglar s6z konusu
oldugunda birini yumusakca sevmek mimkain
ma? Kirilan bir kalbin feryadi ezilene, istismar
edileng, islevsiz ve dilsiz kilinana ses verehilir
mi?

1. katlamak, agmak, dagitmak

iz'i sanat yaparken hayal etmeye
calistigimda zihnimi ziyaret eden bir imge
var; bu gériintiide iz engin, sonsuz bir ten
Uzerinde oturuyor. Tenini sinava tabi tutarak
her seyi dokunsal olarak tecrtibe ediyor,
etrafindaki her seyle teni vasitasiyla iletisim
kuruyor ve daha sonra her seyi zarfinin icine
yerlestirerek bir yandan ytizeyini kazirken, bir
yandan onu kesiyor. Deri, Fransiz psikanalist
Anzieu'ya gore ruhani bir zarf; bedenin bu en
blylk duyusal organinin mazrufu ise ego ve
dis ceperleri, yani bedeni sinirlandiran zar,
muUtemadiyen dis dlinyayla iletisim halinde.
Yeni dogmus bir bebegin hayatta sinandigi ilk
sinir, benliginin ne ile cevrelendigi ve “Oteki”
ile nerede ayristig.22 iz'in derisi de seyleri
icsellestirmesine, dis uyaranlari iceri kabul
etmesine ve filtrelemesine, kelimeleri, seyleri,
bedenleri kaydetmesine ve son kertede
ylzeyinden cekerek cikartmasina olanak
taniyor. Onu sanat yaparken hayal etmeye
calistigimda, elleriyle diiz bir ylizey haline
getirdigi sinirsiz derisini katladigini, tim
engebeleri plrlizsiiz hale getirdigini, karsilastigl
hiyerarsileri tek diizeyde birlestirdigini, sonunda

2 Didier Anzieu ve Naomi Segal. The Skin-ego: A New Translation by Naomi Segal, Routledge, 2018.
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her seyi deriye dontstlrdigini ve bazen de
belli yerleri kestigini gdriyorum. Deriyi yerde
bir dbek haline getiriyor ve sonrasinda ayni bir
hamur gibi aciyor. Onu bir kumas gibi tortop
yapmiyor, aksine kendi derisini teker teker
kathyor. Her katman ayri bir topografya ortaya
cikariyor, her kesisen alan yeni bir distince
alani teskil ediyor. Cagrisimci bir imge olarak
katlama edimi iz'in pek cok algly1, duygulanimi
ve olguyu birlestirdigi, farkli zamansalliklari
bulusturdugu, kokli soy agaclarini ve
cografyalari farkli diizlemlerde omuzladigi ve
yansittigl faaliyetlerini kavramama ve takip
etmeme olanak sagliyor, bdylece bastiriimis
olanin dénlstine, derinin bilgiyi nasil ilettigine,
¢ozundurdtgiline ve damla damla akittigina dair
bagka bir perspektife sahip oluyorum.

iz bdylece parsémenini yere seriyor ve
hikayenin dnceki boltmlerini, erken donem
islerinin yasamlarini yeniden gdzden geciriyor:
gecmisindeki bir imge yepyeni bir kisisel sergiye
musallat olabiliyor, daha 6nce aktardigi bir
hikayenin arka planini ya da bir diger cehresini
aciga cikarabiliyor. Ayni sekilde Yumusak
Karin, Zisan ve Vita Sackville-West'in 1913'te
istanbul'da tanistiktan sonra yasadigi aski hayal
etmeyi amaclayan Uf adli bir dizi isin yeniden
katlanmis hali. Bu anlatida Zisan'in calistigi
fotograf stlidyosunda vakit gecirerek Urettikleri
temsillerde kendilerini kurgularken, birbirlerinin
arzularini taniyip asklarini belgeliyorlar.*® Bu
sahnelenen dykiide iz ilk defa Zisan olarak
tezahiir ediyor, Ra ise Vita kiligina giriyor;
"birbirleriyle iliski icinde kendi benliklerini
kurduklari ask deneyimini bir arastirma sahasi
olarak” yapilandiriyorlar* Bu proje ayni anda

2 jz Oztat'in UF (2022) baglikli is igin yazdigi agiklamadan.

* ag.e.

pek cok farkli sey olsa da, iz'in igine daldigI mest
edici tecrlibelere nasil hazirlandigini, prova
yaptigini, oynadigini ve onlari son asamada
sergiye nasil tasidigini gormek ayri bir onem
tasiyor. Askida icin bedeninin baglanmasina ve
ele gecirilmesine izin veriyor ve Uf'ta yasayan
bir aski icra etmek iz, bllyiik, cok biiyiik, hatta
engin bir seye kapilip onun iginde kaybolmak
istiyor.

iz, teni andiran bir yiizeyin enginliklerini
katlama edimini cisimlestirerek Flisun Onur'dan
kendisine miras mavi tiil 6begini bir balik
aginda tutsak ederek kendi 6zel Okyanusvari
Duygu'sunu (2022) ortaya ¢ikariyor. Psikanalitik
bir kavram olan okyanusvari duygu, Nurdan
Gurbilek'in tasviriyle, “insanin ilk narsisistik
deneyimiyle (anneyle ya da insanin iginde bir
sonsuzluk duygusu uyandirdiktan sonra ¢ekip
giden herhangi bir figtirle iliskilendirilebilecek bir
tamlik hayaliyle baglantili/*® Freud, bu geri donts
istencini dlim icgldUsu olarak nitelemisti ve
ona gore bu, ayni zamanda benlik ve diger seyler
arasinda highir sinirin bulunmadigy, inorganik
duruma ilkel bir dénus istegi uyandiriyordu.*
Okyanusvari bir ten. Devamlilik. Stiregiden bir
beden. iz'in (aktardigina gore) bu is kendisinin
basyapiti ve otoportresi, onun bir heykelden
bekledigi her seyi cisimlestiriyor: digsal bir
yaplya ihtiyac duymayan, sabitlenemeyen ve
kendini zaptetmeyen®’, eti gecirgen, hacmi
tehditkar olmayan, etrafa yumusak bir jest
yaymakla miikellef bir bigim. iz, okyanusu kesip
ayirmayi bunun imkansizhgini pekala kabul
ederek basariyor, daha sonra kendisini de ondan
ayiriyor ve kendi payini katlayarak tiim hacmini
olumluyor.

5 Nurdan Gurbilek, Kér Ayna, Kayip Sark: Edebiyat ve Endise, Metis Yayincilik, 2004, s.114.
6 Rebecca A. Reynolds, Freud after Bataille: Death, Dissolution and the ‘Oceanic’ Feeling, Tez calismasi, University of Essex,

2019.

7 iz Oztat, "Gozii Kara", SAHA, 2023, https://www.saha.org.tr/saha-yazi-dizisi/m-estorg-iz-oztat.
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Contract for the Process Titled Boo Boo

Hereby “Contract for the Process Titled Boo Boo” has been shaped in a process spanning five
months and is signed between |z and Ra on 05.20.2022, Iz and Ra will be referred to
individually as the "party” and together as the "parties”.

1n the love story, which begins as Zisan and Vita meet in a photography studio in 1913 and ends
as Vita leaves Istanbul, the parties situate themselves as Zisan and Vita, as well as iz and Ra.
They construct the experience of love between two subjects, whose assigned genders are
female, as a field of research. The site of the research is the improvisation process that takes
place in the studio. The recording of the improvisation process is edited to culminate in
artworks that are co-authored by the parties, The relationship between the parties is determined
by the consensual framework outlined below.

In the improvisation process, there is no physical contact between the parties. The interaction is
mediated by objects.

In the process, which includes negptiation of assigned roles; imitation and re-enactment of
existing representations; evocation of past experiences and unconscious associations;
exploration of sexual orientations that invent pleasure, the parties take on various and changing
roles.

In case of triggering situations for one of the parties, the process is stopped by uttering the
determined safe word,

The power dynamics formed in the process are negotiated. 1f either party aspires to a position in
which they dominate or surrender, they assume the responsihilities that come with these roles;
they provide the necessary safe space, taking into account the needs of the other party.

After the improvisation processes, the parties talk about the feelings that emerge and shoulder
them together.

The recording of the process is interpreted as artworks in various mediums necessitated by the
contexts in which they are displayed. The images approved by both parties are included in the
artworks.

The parties decide together in which contexts the works produced will be exhibited. In the event
of the death of one of the parties, artworks are disseminated in contexts deemed appropriate by
the surviving Party.

This contract accompanies the display of all artworks produced from the recordings of the
process,

In the continuation of the process, if there are other questions that have not yet surfaced and
decisions that need to be made jointly, action is taken by adhering to the principles determined
under the contract. If necessary, the scope of the contract is extended.

The parties may request that the framework determined by the contract be changed in line with
their needs.

Uf Adh Siireg igin Kontrat

Isbu “Uf Adli Siireg Igin Kontrat” bes aya yayilan bir siiregte sekillenip Iz ve Ra arasinda
20.05.2022 tarihinde akdedilmistir. Iz ve Ra ayr ayr1 “taraf” ve birlikte “taraflar” olarak
anilacaktir.

Zisan ve Vita'mn 1913 yilinda bir fotograf stiidyosunda kargilasmalan ile baglayan ve Vita’mn
[stanbul’dan ayrilmasiyla sonlanan ask hikayesinin igine taraflar, hem Zisan ve Vita hem de iz
ve Ra olarak verlesirler. Atanmug cinsiveti kadin olan iki dznenin ask deneyimini bir aragtirma
sahast olarak yapilandmirlar. Stidyoda vuku bulan dogaglama siireg, arastirmanin gergeklegtigi
alandir. Dogaclama stirecin kaydh kurgulanarak taraflarin ortak miiellifi oldugu yapitlara
diiniigiir. Taraflar arasindaki iligkiyi, olusturduklan rizaya dayali gergeve belirler.

Dogaglama siirecte, taraflar arasinda tensel temas olmaz. Etkilesime nesneler aracilik eder.
Atanan rollerin miizakeresini; var olan temsillerin taklit edilmesini ve yeniden
canlandiilmasing; gegmis deneyimlerin ve bilingdisindan ¢agnsimlarin hortlamasin; hazz icat

eden cinsel yonelimlerin aragtirlmasini igeren siiregte taraflar gesitli ve degisen roller istlenir.

Taraflardan biri igin tetikleyici durumlanin olugmas: héilinde, belirlenen giivenli kelime
soylenerek siivec durdurulur.

Siirecte olusan giic dinamikleri milzakere edilir, Taraflardan biri hitkmettigi veya teslim oldugu
bir konumlanmayi arzularsa, bu rollerle birlikte gelen sorumluluklan tistlenir; diger tarafin
ihtiyaclarim gdzeterek gerekli giivenli alani saglar.

Dogarlama siireclerin ardindan taraflar, haletiruhiyeleri tzerine konugurlar ve ortaya gikanlar
birlikte sirtlamrlar.

Siirecin kayitlar, sergilenecekleri baglamlann gerektirdigi mecralarda yapitlara diniigecek
sekilde yorumlamr. Taraflarin onayladigs gériintiiler yapatlara dahil edilir.

Uretilen yapitlarin hangi baglamlarda sergilenecegine taraflar birlikte karar verir. Taraflardan
birinin vefan halinde yapitlar, hayatta olan tarafin uygun gordiigi baglamlarda dolasima girer.

Siirecin kayitlarmdan tretilen tom yapatlarn gosterimine bu kontrat eslik eder.
Siirecin devaminda heniiz yiizeye cikmayan baska sorular ve ortak verilmesi gereken kararlar
olusursa, kontrat kapsaminda belirlenen prensiplere bagh kalarak eyleme pegilir; gerekirse

kontratin kapsami genisletilir.

Taraflar, kontrat ile belirlenen gergevenin, ihtivaclar dogrultusunda degismesini talep edebilir.

Contract for the Process Titled “Boo Boo"
“Uf" Adli Stireg Icin Kontrat, 1z & Ra, 2022



Deleuze'e gore katlanma, 6znelligin ikircikli
dogasini, drnegin i¢selligi ve digsalligl, suret
ve 0z, ylzeyi ve derinligi birbirine katan
kavramsal bir itki: Kat yeri (yani kivrim),
icerisinin yalnizca disarisinin ice katlanmis
hali oldugunu®® ilan ederek, her topoloji gibi
6znellestirmenin de i¢ ve dis uzamin birbirine
katlanmasinin sonucu oldugunu ortaya
koyuyor. Deleuze, katlanma kavramini Leibniz
ve barok okumalarindan édting almisti;
Leibniz'e gbre ise, cogulluk ancak “bedenlerin
ayrilmaktan ziyade katlandigi anlasildiginda”
gergeklesebilirdi.** Ozne diinyayi kapsiyor ve
karsiliginda diinya da 6zneyi: Biz diinyanin
icine katlanirken, diinya da bize katlaniyor.
TUm dlinya, akiskan ve slregiden tek bir
beden; ancak devamliligini yitirmeksizin, farkl
farkli katmanlardan olusuyor. Kivrim, iz'in son
senelerde Urettigi islerinde arastirmaya devam
ettigi bir kavram?° ve Yumusak Karin sergisinde
yer alan islerden bazilari da bu mesgaleye
yakindan taniklik ediyor. iz icin kivrim, ylizey
ve hacim arasindaki iliskiyi, dahasi iceride ve
digarida olanin belirsizligini kesfetmek igin
yeni alanlar agiyor; kivrimlar hem bir delige
donUstirme potansiyeli tasiyor hem de s6z
konusu déntisiim sirasinda gdzlenen buikilme
devinimi, bir kapsama ani teskil ediyor.?
Kivrimlar ayni zamanda iz'e zaman zaman
musallat olan, bazense bizzat iz'in pesinden
kostugu kuir arzuyu oérgltltyor.

Kivrimlarina Kér Seyir, iz'in kuir arzunun izini
heykel formlari araciligiyla strdigu yeni bir
seri. Berlin'de yasadigi dénemde iz, kadinlara
duyduklari aski kadin bedeninin tasvir

edildigi heykeller ile yasadiklari karsilagsmalar
Uzerinden ifade eden Etel Adnan ve Audre
Lorde'un ayak izlerini takip ederek “6zlem ve
sUrgln duygulariyla sarmalanmis bir arayista,
icinde kuir arzuya dair bir anlati uyandiracak
heykellerin” pesine distyor.?? 18. Yizyilda
sanat tarihi disiplininin temellerini atan ve kuir
kimliginin cevresi tarafindan kesfedilmesi
yUksek intimalle cinayete kurban gitmesine
sebep olan Alman sanat tarihgi Johann Joachim
Winckelmann uzun seneler boyunca anatomi
calismis, apacik homoerotik 6gelerle bezeli
olan ve ciplak erkek bedenini bir arzu objesi
olarak (erkek) bakisa ilk defa sunan Eski
Yunan heykellerini gdzlemlemis, arzulamis

ve tasvir etmisti. Winckelmann'in erkek
bedenine duydugu arzu bu alanda kaleme aldig|
yazilari libidinal ve somaestetik arastirmalara
donustlirmus, libidinal enerjisi, sanatin
Uretimini ve tarihsellesme sUrecini buttndyle
degistirmisti. iz'in arzusunu yéneltecek bir
heykel bulma konusunda ne Winckelmann, ne
de Lorde ve Adnan kadar sansli olmayisi, kendi
libidinal ve somaestetik arastirmalarinin birer
Urdin niteligi tasiyan heykelleri Gretmesine
vesile oluyor. Yumusak Karin'da yer alan

en kiclk kivrim ise Yoklugunun Kivrimlart:

& “Deleuze bize Foucault'nun bu iliskiye dair carpici anlatimini aktarir - bir geminin igine tikilan Rénesans meczubunun bir
yolcuya, veyahut dig ylizeyin i¢ ylizeyinde (denizin kivrimlari arasinda) bir mahpusa déntismesinin dykdstdir bu!” Simon
Sullivan, “The Definition: The Fold”, The Deleuze Dictionary, Edinburgh University Press, 2005, ss. 102-104. Ayrica gevrimici
erisim icin: https://www.simonosullivan.net/articles/deleuze-dictionary.pdf.

° Gottfried Wilhelm Leibniz, A Sémtliche Schriften und Briefe (Akademie-Ausgabe), Akademie Verlag, 1923, aktaran Mogens
Loerke, “Four things Deleuze learned from Leibniz!” Deleuze and the Fold: A Critical Reader, 2010, ss. 25-45.

20 mvrimlarinla gevrili olmak..”; “...kivrimlarimizda saklanan bicaklara el atma cesaretimizi, ben’lerimize dalisimizi, seninle
derinlere diismeyi.."; “..yavas yavas (oto)biyografi / kurgu, navigasyon, kivrimlar, heykel, arzu ve 6fke etrafinda sekillenecek
sUrrecin kavramsal dayanaklarini detaylandiriyorum?; “..ylizey ve hacim arasindaki iliski, neyin iceride neyin disarida oldugunun
belirsizligi, kivrimlarin deliklere déntismesi, bikilmeden icermeye dontisiim tzerine distintyorum..” Ortadan kaybolsam beni

6zler miydin? (2023) baslikli yapittan.

21 E-mail yazigsmasindan ve Ortadan kaybolsam beni 6zler miydin? (2023) baghkli yapittan.

2 jz Oztat, "Gozli Kara", SAHA, 2023, https://www.saha.org.tr/saha-yazi-dizisi/m-estorg-iz-oztat.

34 Yumusak Karni Desmek ve Sinirsiz Bir Tenin Kivrimlarina Bakmak

bir hatira olarak yerinden kopariimis bir
yuzey, sevgilinin teninden alinmis bir makas,
kaybedilen birine dair jestlel bir arsiv olarak
tanimlanabilecek bu is, ayni zamanda iz'in
kendi “ilham perisi"ni bulma yolculugunda
maruz kaldigi, erkek elinden ¢cikma heybetli
ve tantanali anit heykellere verdigi bir cevap.
Yoklugunun Kivrimlari'nda et yok, cisim yok,
varlik yok; yalnizca kivrimlardan olusan ten var.
iz, kendi arzu duydugu heykelleri tiretiyor—
neredeyse highiri insan temsili olmayan bu
formlar yerine ikameler Uretilecek kalici bir
nesneden ziyade, cinsel bir nesnenin bir
o6zneden digerine aktigi bir yer degistirme
surecinin “denklerden olusan metonimik bir
zincire takilmasi”2® olarak tanimlanabilecek,
geleneksel dikey ve fallik ekonomiden
ayristiriimis fetis nesneleri olarak karsimiza
cikiyor. Mesela deri, iz icin bir fetis nesnesi.2*
Deri, iz'in pratiginde tekrar eden bir
malzeme; bir seyleri icsellestirme slrecinde
kendi derisinin yaninda parsémen, kuru
bagirsak ve ylin de kullaniyor. Bu baglamda
Yumusak Karin sergisi buttnUyle bir kendini
desme tesebbUsu ve bahsi gecen ¢ hayvansal
malzemeyi bir arada kullandig) ilk sergi.
“Kullanarak istismar edip durdugum hayvan
hep ayni mi? O hayvan ben miyim?"2* diye
soruyor iz “Gézii Kara" baslikli metninde. BDSM
pratikleri, 6zellikle de cezalandirilma arzusuna
tekabiil eden mazosizm, iz'in estetik diinyasini
kacinilmaz bicimde renklendiriyor ve bu
cercevede cezalandirilmak ve kendi derisini
cizmek icin kullanilabilecek aletler Uretiyor.
Askida sergisi igin Urettigi ilk nesne olan

2

©

2

R

Bicak Uggen (2018), zevk ve acl icin Gretilen
bu aletlerin bicimsel amaclarini 6zetliyor: bu
is, disaridakini keserken kendini de kesmeni
gerektiriyor.?®

Sanatin hi¢ aci cekmeden ortaya
¢ikabilmesi mimkin mu bilmiyorum, ancak
iz aclyi1 cekip cikararak dzgiirlestiriyor; hatta
yepyeni yaralar aciyor Ki icine bakabilsin,
kesinin bicimini, yaradan sizan kanin seyrini,
kuruyan pihtinin gdlgesini ya da cismaniligini
inceleyebilsin. Genelgecer sanat dilinde
sanatsal pratik, eserlerin blttintyle es anlamli
olarak kullanihyor; bu sekilde kullanildiginda
bir nesne kendi olusu haline geliyor ve s6z
konusu sanatsal pratik, yani bir yapis bicimi ne
olursa olsun yapilanin igcinde yekparelesiyor.
Kendi eserlerinin bitiintinde iz, aciy! isliyor
ve yeniden yorumluyor. Bedenine gizlenmis
soykirimla ylzlesmek icin bir hayalet
cagiriyor, iradesinin askiya alinmasina izin
vererek bedeni Gizerindeki siyasi htiklimranligi
yeniden canlandiriyor; kirik bir kalbin sesinden
konusabilmek icin bin sayfalik agk mektuplarina
daliyor, bir seyleri bir arada tutabilmek icin
onlari ignelerle tutturuyor, ancak bu esnada
kendi tenini de defalarca deliyor.

Mazosist fanteziler en basit halleriyle
dikkatle dlizenlenen ve muizakere edilen
“kendinden kacig"lar olarak tanimlanabilir ve
genelde "baska biri olma, veyahut mevcut
kisi olmama”yi icerir?” Oz imha, cezalandirici
kurallarin gerilimini cdzer. Bersani'ye gore
mazosist 6z imhanin ego izerinde yikici bir
etkisi olur; kendini mazogsisme maruz birakan
kisi benligin bir anligina yok oldugu cinsel

Maria Walsh, Art and Psychoanalysis, Bloomsbury Publishing, 2012, s. 39.
iz Oztat, “G6zU Kara”, SAHA, 2023, https://www.saha.org tr/saha-yazi-dizisi/m-estorg-iz-oztat.

% age.

2 Bige Orer ve iz Oztat, Haz/Cizzz, YKY, 2020, s. 50.

27 Silverman’in Theodor Reik’s Moloch fantezisini incelemesinden (Silverman 1992, s. 208), aktaran Volker, Woltersdorff,
“"Masochistic Self-shattering Between Destructiveness and Productivity”, Destruction in the Performative, Brill, 2012, ss.

134.133-151.

35 Alper Turan



hazzin hikmu altinda, “mest edici aci’nin
yardimiyla mutlak glicstizIUgun “igine atilir#®
Estetik tecrlibelerin 6z imhaya dair “cogaltici
ve idame ettirici birer acihm” olabildigi halleri
takip ederken Bersani, okumalarinda bicimsel
okunurlugu ve akicihglimkansiz kilan bigcimsel
¢ozllmelerin ve anlati karsiti dtrttlerin pesine
diiser2® Paralel bir tavirla iz de islerine kendi
benligini bolerek paylastirirken farkli benliklerini
cOzerek ayristiriyor ve neredeyse tamamen
anlasiimaz hale getiriyor; her parcayi kendi
organik, sinirsiz teni araciliglyla igliyor ve
algilarini da, bedeninin pargalarini da yeniden
duzenliyor.

“"Cezalandirilma arzusunu yasayarak
suclulukla basa ¢gikmak, kendi rizanla itaat
ettigin durumlarda aciyi bedende hissederek
digsallastirmak mimkin mi?"*° diye soruyor
iz. Bazen Zisan'la, bazense baska isbirlikcileri
esliginde benligini bolerek paylastirdig) torensel
teshir anlary, iz icin ayni zamanda birer yas
tutma yontemi: “Taniklik ettigim ve yasini
tutamadigim olaylarin acisini hafifletmek
icin cezalandirilmak istiyor olabilir miyim?
Aclyi cezayla dissallastirarak, yas tutmayi
arzulayarak mi artlyorum hazzi?"%

iz, islerini duyumsamanin ve onlara tic
boyut, bir beden ve derinlik kazandirmanin

Turkish Bath | Hamam, iz & Ra, 2022
Pigment print on photography paper

yollarini ararken ayni zamanda bedel 6demek Fotograf kagidi Uizerine pigment baski
42,5 x 41,5 cm (framed | cerceveli)

icin de kendini tahrip ediyor; s6z konusu borg,

hayatta kalmanin, mahpus ya da katledilmis

olmamanin, bir sanat¢i olmanin ve sanat

yapmanin bedeli. >> ALPER TURAN (d. 1993, Ankara) Berlin ve istanbul'da yagayan bir kiiratér ve yazar. Kiiratoryel
pratigi, queer stratejilerden, soyutlamalardan, bedensel ve libidinal bilgi Gretimlerinden,
goruintirlik projelerinden ve gbriinmezlik potansiyellerinden, HIV/AIDS mirasindan yararlanir/
bunlara yanit verir. Doktora arastirmasi, teshir anlari, mahrem alan olarak sergi alanlari ve

Leo Bersani, The Freudian Bodly: Psychoanalysis and Art, Columbia University Press, 1986. teshircilik lizerine yogunlasiyor. Yakin tarihli kiiratdryel projeleri arasinda The Bob Dorsey Project
Tim Dean, “Sex and the Aesthetics of Existence”, PMLA, cilt. 125, say!. 2, 2010, ss. 387-392.

3 Bige Orer ve iz Oztat, Haz/Cizzz, YKY, 2020, s. 74.

n
®

w
]

(TIER, Berlin, 2022); Smoothing (lines into circles) (A Tale Of A Tub, Rotterdam, 2022); How does

. the body take shape under pressure? (Vienna Queer Museum, 2022). Hamburg Glizel Sanatlar
% a.g.e, s. 40. . . . .

. ’ ) ) ) Universitesinde (HFBK) PhD 6grencisi ve Protocinemal'da kiirator yardimecisi olarak galigiyor.

%2 Sinirsizlik arzusundan bahsetmisken, bu metnin yaziminda ortaya ¢ikan baska bir sinirsizlik sorununu beyan ederek bu

metni kapatmak istiyorum. Bir mentor, yoldas, meslektas olarak iz'in sézlerinin, ilgilerinin, arzularinin nerede bitip benimkinin
nerede basladigini tespit etmem zor. Hangi ctimlenin onun bedeninin benim bedenimden stiztilmus hali oldugunu, hangisinin
onun bedeni tarafindan sekillenmis benim bedenim oldugunu kestiremiyorum.
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The Weight of History
Lara Fresko Madra

My first encounter with iz Oztat's work took
place in the Spring of 2012 at the Macka

Sanat Galerisi (MSG). The exhibition was part
of a series of solo shows, introducing a new
generation of artists. I had missed the opening
and so had decided to attend an event that the
artist had called a Channeling Séance. Artists,
curators, and audiences of various generations
gathered on a rainy spring day at MSG's
one-of-a-kind space beneath a residential
building in Macka. The tiled walls of the gallery;
installed by the architect, Mehmet Konuralp,
were emblematic of the modernist era of its
founding and encroached upon the white-
cube aesthetic that had taken over since. This
intrusion of craft or the haunting of an era past,
we will come to see, was an apt set-up for what
was about to transpire.

Oztat thanked the crowd who had come
and proceeded to read an artistic statement
from a piece of paper. Her tone, somewhat
heightened, her language rather dated, it soon
became clear that she had been reading a
statement by the conceptualist, Flisun Onur
from 1987, which Oztat had transcribed from
the gallery’s archive of exhibition talks and
conversations. Oztat explained further that
the works in the exhibition had come about,
in large part, during her research among
such recordings. The rest of the channeling
séance would consist of listening to collages
of anonymous voices. Between each sound
collage Oztat had culled from these recordings
and arranged according to themes, such
as tradition and inheritance, modernity,
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belatedness, authenticity, participants
intervened and discussed what these voices

were saying, almost as if they were in dialogue
with people from another moment in time,
perhaps even their prior selves.

Untitled (After Claude Cahun)

Isimsiz (Claude Cahun'un ardindan), Zisan, 1928 - 2012
(From Zisan's archive | Zisan'in arsivinden)

Photo-collage | Foto-kolaj, 25 x 25 cm (framed | cerceveli)

A lack of heritage seemed to be a common
refrain among the recordings, though writing
this now sounds almost ridiculous. Indeed,
how can the capital of the Byzantine and the
Ottoman Empires, the historic, sedimented
landscapes of Anatolia and Mesopotamia have
any shortage of heritage! Instead of taking it at
face value, Oztat located within this complaint
something that had been rendered insensible
by the hegemonic order instated by modernist
nationalism. Oztat's approach to the undeniable
presence that troubled immediate sensibility
coalesced around a fictional character, Zisan,
the specter of an Armenian womxn who would
have lived almost a century before Oztat.

The experience of multiple temporalities in
this channeling séance was not limited to
simple ruptures and miscommunications
between the generation of modernists whose
voices we had access to. It also demonstrated
some overlooked continuities, particularly a
persistent absence and a sense of temporal
belatedness that could not be named or pinned
down. The exhibition itself was therefore

both an archival exploration of one of the
mainsprings of Turkey’s history of modern art
but also an assertion that the archive was not
going to be sufficient to fully grasp our relation
to aviolent past.

Zisan made an almost hidden appearance
in this exhibition through a collage that was
titled Untitled (After Claude Cahun) (1928 /
2012). The collage showed the cut off torso
of a womxn wearing a black garment with
long sleeves and shorts, holding a barbell
with a pumpkin on one end and an Ottoman
headdress on the other. On the floor of the
gallery, among other free-floating geometric
objects, was a three dimensional reproduction
of this barbell, titled, Inherited Weights (After
Zisan) (2012) from the Posthumous Production
series (2012). The dates and artist information
of the works clue the viewer into the odd,
untimely relationship that these objects are
borne out of: the collage by Zisan is dated 1928
whereas the reproduction by iz Oztat is dated
2012. This is one of the first instances in which
Oztat conjures out of the archive a fictional
encounter that cuts through time in this way.
The untimely collaboration with Zisan, ongoing
since 2010, has been central to Oztat's practice
ever since her solo exhibition at MSG and
reappears in fragments here in this exhibition
just over a decade later. It is difficult to mark

the beginnings of the untimely collaboration,
perhaps even harder to follow its non-linear
unfolding. Throughout the past decade, Oztat
has meticulously confronted the overwhelming
present through the presence of multiple pasts
and their aftermaths within it.

In A Time of One’s Own: Histories of
Feminism in Contemporary Art, Catherine
Grant argues that “the present moment
can be understood only through an intense,
embodied engagement with history This
relation is established through “a combination
of archival research and personal experience.”?
Oztat's insistent encounters with Zisan does
just that. Zisan's (auto) biography crosses
the borders and eras of empires and nations,
artistic movements. The heterochronic relation
between archival material and personal
experience thus enables short circuiting some
of the deleterious effects of modern national
historiography, if only to imagine what has been
blocked out of our sensibility.

Relations between womxn often inform
Oztat's approach to the relation between
archive and experience. In earlier works, the
relation between Claude Cahun (born Lucy
Renee Mathilde Schwob) and her stepsister
and lifelong partner Marcel Moore (born
Suzanne Malherbe) informed the relation
Oztat assembles with Zisan and her scattered
archive. In Would you miss me if | disappeared?
(2023), we find that the epistolary relationship
between Virginia Woolf and Vita Sackville-West
is distributed among Oztat's own relationships
with Zisan, as well as Ra and the addressee of
the letters penciled on the walls of the gallery.

Negotiating sisterhood, friendship,
partnership, and co-creatorship, these relations
grapple with matters of desire, creativity,

! Catherine Grant, A Time of One’s Own: Histories of Feminism in Contemporary Art, Duke University Press, 2022, p. 4.

2 ibid., p. 4.
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Zisan
19151917

Tuna'caki TOrk Adas

A Turkish (sland on the Danuse
Ahmad Emin Yaimarn "
@5

Maynakca vo
Biblicaraphy and
Wearks. Eﬁ

Zisan'la Muhavere
In Conversation with Zisan

Iz 6ztat and zisan (RACHIORED

2014

s, Zigan, 1915 - 1917

Conducted in depth and projected at length
Bir nehir adasi teskil edebilmek, 1z Oztat & Zisan, 2014
Artist's book | Sanatci kitabi

Produced with the support of Heidelberger Kunstverein and SAHA.

Heidelberger Kunstverein ve SAHA destegiyle Uretilmistir.

Danube as Biography: Reduced and Simplified
(2023), which cuts across the gallery walls in
red acrylic, carries these currents as well as the
red that often marks life in Oztat's watercolors.
The first appearance of the Danube in Oztat's
work can be found in her continued untimely
communication with Zisan in Conducted

in Depth and Projected at Length. In this
encounter, Oztat traced Zisan’s path out of

the Ottoman Empire in 1915, as she fled the
Armenian Genocide. In Danube: Reduced and
Simplified (2014) Oztat had extracted the
cartographic representation of the river from

a military map and played with its scale to

cut across the booklet that accompanied the
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installation and as well as across the gallery
space. It appeared also as the container of the
submerged island of Adakale, which inspired
Zisan's imaginary island with a silhouette
against the water that spells out both paradise
[cennet] and possessed [cinnet], in Arabo-
Persian script.

A short story attributed to Zisan titled The
Island of Paradise/Possessed, lay at the core of
Conducted in Depth. It begins:

I was moving along the
river. The burden that |
assumed would subside as
| approached the source of

the water and the violence
that I hoped | could escape,
were making themselves
felt; | was not able to avoid
the haunting voices of the
revenants.®

Written in Ottoman Turkish, Oztat presents
Zisan's short-story entitled Cezire-i Cennet/
Cinnet [Island of Paradise/Possessed] in
latinized Turkish and English, printed side by
side. The arc of the story captures a night
spent on anisland on the Danube while on
the run, formally treading a fine line between
autobiographical notes, dreamscapes, and
fiction. The initial lines establish the presence
of the spectral nagging of violence, motivating
Oztat and Zisan alike, and emphasize their
leaky presence across geographical space
as well as historical time. Therefore it is not a
simple exercise in confronting and recognizing
a painful imperial or national history but rather
its global resonances. Before the first brief
paragraph ends, the narrator stops to rest and
notices an island across the river:

When | stopped to rest, |
noticed the island in the
middle of the river. | gestured
and made a deal with a
boatman to take me to the
island.?

The first encounter of Zisan's short story
with another person on the island continues
the theme of encountering the strange other.
This first encounter exposes them to a ritual
performed by: “Breathing into a transparent

thing, extending from a pipe placed on a
copper base!”® Much like the way Oztat had
materialized the barbell in Zisan's earlier
appearance, here too we find a representation
of the object of this ritual in one of the sketches
attributed to Zisan as well as in a three-
dimensional object produced by Oztat in 2014.
The latter object, titled Conductor, also appears
in the 2023 exhibition Underbelly, and consists
of a conical copper base, and a bamboo
conduit that connects to a similarly tubular, yet
malleable and light-weight natural casing (gut)
which seems to undulate with the wind.

This ritual object, “activated with breathing,”
could be interpreted as a metaphor of oral
communication. Breathing life into script by
adding the necessary vowels to be able to
voice it is a particularity of the Arabo-Persian
script used in the Ottoman Empire and Turkey
until 1928. This parable of making sense alighs
with the early 20%" century debate surrounding
language policy in the Ottoman Empire
wherein the tension between the dominance
of the Arabo-Persian script, which depended
on the reader’s knowledge of context and
interpretation, and other scripts, which used
vowels to fix the meaning of linguistic signs
more forcefully, was a major battleground of
modernization. The narrative thus also draws
a parallel between queerness in the linguistic
realm as in its approach to the bodies, habits,
and genders of the characters populating
this fiction/island. Read in two different
languages, as it is presented by Oztat, it is worth
mentioning here that the narrator refers to each
person (and particularly her initial interlocutor
from the ritual) in the gender-neutral o, which is
available in Turkish.

3 iz Oztat, Conducted in Depth and Projected at Length, Heidelberger Kunstverein, 2014.

“ ibid.
5 QOztat, 2014, p. IV.
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and torment. In each instance, the artist’s
boundedness to another or others present
entryways into a cross-section of temporal
relations as if time were sliced up from a
different angle than we are used to. In turn,

this oblique view of time reveals different
ways of being, and diverse forms of relation
and negotiation that survive stretches of

time despite their subjugation. What Oztat's
practice with Zisan established for her was and
continues to be a ruptured boundary across
time that allows a truer relation to the past than
that provided by hegemonic historiography,
often nation-centric, patriarchal, and linear.
Oztat's work thus responds to the ontological
state of heterochronicity by attempting to
recover its sensibility.

Water Time

If her untimely collaboration with Zisan
is one strategy for doing this, another is her
relation to water. The past is often represented
in the form of a timeline of watershed
moments, temporal markers that are defined
by the primacy of an event that separates
eras, positing a before and an after as well as
a causal relation. Likewise, watersheds in the
geographic sense denote areas that separate
waters flowing to different rivers, basins, or
seas. However, as much as these partitions
carry an indexing function that enable spatial
and narrative representation, they also obscure
and dull our sensibilities to resonances across
time and space. What of those rememberings
and hauntings that exceed the linear and
evental constraints of the timeline? What of the
great many displacements that have defined
the human experience in the past centuries
that cross many watersheds to safety? If
watersheds are the conceptual separator, an
alternative container of social formation, water
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is what exceeds and connects these partitions.
Water constitutes sixty percent of our bodies,
seventy-one percent of the earth’s surface.
Itis life-sustaining to both human and non-
human life, itself animated yet not animate. It
is what runs through time and space to exceed
anthropocentric conceptions of time and the
boundaries of political formations such as
nations-states and the geographical formation
of the watershed.

In the years following 2013, Oztat set out
on several interrelated projects that followed
water ways and social formations that gathered
around them, culminating in the multi-part
installation Who Carries the Water (2015)
produced in collaboration with Fatma Belkis. She
also introduced watercolors into her practice. An
initial starting point was Sculpture for Rainwater
Harvest (2014) which consisted of an apparatus
of funnels, pipes, and a water container placed
in Sishane Park to collect rainwater. Evocative
of cisterns, an architectural and infrastructural
technology that collected, stored, and drained
rainwater, which can be placed back to the
Neolithic Levant, the installation collected 82
kilograms of rainwater over the course of 47
days. Oztat's initial watercolor series, In the
Rivers North of the Future (2014-2017) as well
as a video work Recounting Nightmares to
Running Water (2015) based on another set of
watercolors, were produced with the water Oztat
had derived from this installation. The diaristic
watercolors using blue, black, and red pigment
became central to Oztat's practice; introducing
a visual language of color, as well as the
conceptual metaphor of water to articulate the
overlapping, sedimenting, flowing, and spalshing
heterochronicity of time. After all, even as water
might seem to flow unidirectionally, it is actually
alive with many, multidirectional currents: cross-
currents, counter-currents, under-currents, and
such.

Its English translation remains true to this use
with a play on sound.

S/he introduced hirself to
me; the name was Zindik.
Without regarding me as a
stranger, s/he included me

in the moment and invited
to sit by the object that s/

he was blowing into. Seeing
my confusion, without my
asking, s/he told me that

the ritual s/he just carried
out was a tradition specific
to the ceZire, or the island.
The device that s/he called
the conductor, when placed
in the midst of butcher’s
brooms® and activated with
breathing, enables time travel
to moments, in which time
has been bent with common
willpower. For a moment, | was
under the impression that |
ended up there through this
ritual.’

The queerness of the characters populating
the island manifest not only in language, but
in the fluidity of the material as well as color.
Zisan writes: “[o]n the island, the genders are
felt as shades of blue depending on the amount
of bodily fluids. Consequently, the desire and
contact among individuals is as fluid as the
river's water!” The tension between such shaded
difference and utopian equality pervades the
way the protagonist sees the citizens of the
island: “everybody | saw was wearing similar

¢ Ruscus aculeatus, a Eurasian shrub-plant.

clothes, | was convinced that there was no
social or racial differences among the people
who lived here!®

Zisan's protagonist encounters one more
ritual during their stay on the island. This one,
performed alongside the island's community
around “the circle of eternal return,” is the
basis of the second, eponymous sketch by
Zisan, which depicts the device at the center
of this ritual and shows it hanging from the
decorative frame of a page, hooked as if with
a coil. A string lowers from a thick vertical coil
and separates into two threads, forming a
triangle attached to two points on yet another
coil, thinner and vertical, which is bent with
the weights on its two ends. Reminiscent of
Zisan's collage Inherited Weights, there are
two forms on each end of the object. One, a
pyramid-like structure, and another geometric
shape with ten facades that we can see. The
device hangs above what can only be described
as rings of water, as if a stone had been thrown
into it and its waves were emanating outwards,
manifesting the resonance of the movement
of the device above. This piece is also a formal
and conceptual precursor to Oztat's later
work with Ann Antidote in Suspended (2019),
where consensual negotiation of social, sexual,
and political relations become central to her
practice.

The story concludes as the protagonist
wakes up from her dreams the following
morning and departs on a boat once more.

Moving away with the boat, |
asked the name of the island.
It turns out that the island

is in the shape of the word

7 Oztat, 2014, p. IV. Emphasis on hirself mine, to mark that it is not a spelling mistake but rather a queer pronoun.

8 Oztat, 2014, p. VIII.

45 Lara Fresko Madra



<2 which could be read
both as cennet [paradise] or
as cinnet [possessed, mania]
and the island was named
after the script of the word.
Sounds that were believed

to be the manifestations of
existence and the letters
that represent them, play

an important role in their
esoteric knowledge that |
unfortunately could not grasp
before | left. If the cim, nun,
and te letters that constitute
the word were repeated all
together, it was possible to
protect the island from the
hegemony of the nations that
governed the shores of the
river.®

The experience of Zisan's protagonist with
the island of Paradise/Possessed cannot be
restricted to allegories of coming into language
or cultural encounter, however. They also
present the beginnings of Oztat's inquiry into
the relations between and beyond human and
coming into community. Most importantly,
perhaps, her invocation of their negotiability
opens these relations and the temporal fabric
that envelops them up to what is possible
beyond the heteronormative.

>> LARA FRESKO MADRA is an art historian, writer, and curator with a Ph.D. from Cornell University.
She is currently a postdoctoral research and teaching fellow at the Center for Human Rights and
the Arts at Bard College. Next year she will be Assistant Professor and Luma Fellow at the Center
for Curatorial Studies at Bard College.

o Oztat, 2014, p. XI. Emphasis my own.
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Conductor | NGkil, Zisan, 1915 - 2014
(From Zisan's archive | Zisan'in arsivinden)
Ink on paper | Kagit Uzerine murekkep, 25 x 18 cm

In the care of Sibel Horada & izel Levi Coskun
Sibel Horada & izel Levi Coskun himayesinde
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Tarihin Yuku
Lara Fresko Madra

iz Oztat'in isleriyle ilk karsilasmam, 2012
ilkbaharinda Macka Sanat Galerisi'nde
gerceklesti. Sergi, yeni nesil sanatcilari
tanitmayi amaclayan bir dizi kisisel sergi
arasinda yer aliyordu. Aciligi kacirdigim igin
sanatcinin Teblig Seansi adini verdigi etkinlige
katilmaya karar vermistim. Sanatcilar, kiiratorler
ve farkli kusaklardan izleyiciler, yagmurlu

bir bahar glinli Macka Sanat Galerisi'nin bir
apartmanin alt katinda yer alan kendine has
mekaninda toplanmisti. Mekanin mimar
Mehmet Konuralp tarafindan tasarlanan

bej rengi seramik karolarla kapli duvarlari,
galerinin kuruldugu modernist dénemin
semboll niteligindeydi ve gecen yillar icinde

T ————

| am not Dealing with Triangle, Square and Circle
Ucgen, Kare ve Daire ile Ugrasmiyorum, |z Oztat, 2012
Installation view | Yerlestirme gortintusti, Macka Sanat Galerisi

sergi mekanlarina hakim olan beyaz kiip
estetigine sessizce meydan okuyordu. Zanaatin
mekandaki davetsiz misafirliginin veyahut
gecmis bir devrin ugultulu yankilarinin birazdan
sahit olacagimiz olay icin son derece uygun bir
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arka plan oldugunu yakinda anlayacaktik.
Oztat galeride toplanan kalabaliga tesekkiir
etti ve elinde tuttugu kagittan sanatgi beyanini
okumaya koyuldu. Sanatginin hafif yliksek
perdeden hir sesle okudugu ve eski bir Gslupla
yazilmis metnin aslinda kavramsal sanatgi
Flisun Onur'un 1987'de yaptigi bir konusmadan
alintilandigini ve metnin Oztat tarafindan
galerinin sergi ve sanatci konusmalari
arsivinden cikarildigini kisa slre iginde
dgrenecektik. Oztat, sergide yer alan islerin
cogunun etkinlikte okuduguna benzer kayitlar
Uizerinde yaptigl arastirmalar sirasinda ortaya
ciktigini acikladi. Ruh cagirma seansinin geri
kalaninda ise isimsiz seslerden olusan bir kolaji
dinledik. Oztat'in arsivdeki ses kayitlarindan
derledigi ve gelenek, miras, modernlik, gec
kalmislik, sahicilik gibi farkli temalara gbre
siraladigi her ses kolajinin arasinda katilimcilar
araya girerek duyduklari beyanlari farkli
nesillerden insanlarla, ve hatta kendilerinin
onceki halleriyle diyaloga gecercesine tartistilar.

Buglin bdyle bir iddiayi yaziya dokmek
neredeyse glilling geliyorsa da, dinledigimiz ses
kayitlarinda sik zikredilen bir konu Turkiye'de
kultUrel mirasin eksikligiydi. Sahiden, Bizans
ve Osmanli imparatorluklarinin eski bagkenti
olan istanbul ya da tarihsel katmanlarla &rtil{
Anadolu ve Mezopotamya topraklari nasil
oluyordu da miras bakimindan mahrum
addedilebiliyordu? Oztat bu sikayetleri
sorgusuz sualsiz kabul etmektense modernist
milliyetcilik tarafindan dikte edilen egemen
dlizenin gérinmez kildigl, yliizeyin hemen
altinda gizlenen bir gercege temas etmisti:
Oztat'in seziyi ketleyip, alglyi gliclestiren bu
inkar edilemez mevcudiyete yaklagimi Zisan
adinda, sanatgidan neredeyse ylz yil dnce
yasamis Ermeni bir kadxnin hayaleti oldugu
rivayet edilen, kurmaca bir karakterde viicut
buluyordu.

Bu ruh cagirma seansinda tecriibe edilen cogul
zamansalliklar sergi mekaninda seslerine
temas ettigimiz modernist nesil arasinda
yasanan basit kopukluklar ve iletisimsizliklerle
sinirli degildi. Sesler daha 6nce gbzden kacmis
bazi tarihsel ilisiklikleri, 6zellikle de adi kolayca
konulamayan ve tanimlanamayan zamansal
bir gec kalmishgi ve sliregelen yoklugu da
aclkca ortaya seriyordu. Bu anlamda sergi,
hem Turkiye'de modern sanat tarihinin

ana kaynaklarindan biri olan Macka Sanat
Galerisi'nin arsivlerinde bir kesif gezisi hem de
son derece siddetli bir gecmisle kurdugumuz
iliskiyi kavramak icin yalnizca arsivlerin yeterli
olamayacagina dair bir hatirlatmaydi.

Zisan bu sergide isimsiz (Claude Cahun'un
Ardindan) (1928 / 2012) baglikli bir kolaj
araciliglyla neredeyse goériinmez bir varlik
gosteriyordu. Kolajda uzun kollu siyah bir
kiyafet giymis kadxnin kadraj tarafindan
kesilmis gdvdesi, bir ucunda balkabagi, diger
ucundaysa Osmanli sarigi olan bir halteri
tutar halde gortltyordu. Sergi mekaninin
zeminine birakilmis geometrik nesnelerin
yaninda, Olim Sonrasi Uretim (2012)
serisinde yer alan ve kolajda gorllen halterin
U¢ boyutlu bir kopyasi olan Miras Kalan Yiikler
(Zisan'in Ardindan) (2012) duruyordu. iglerin
basliklarindaki sanatci bilgisi ve tarihler, bu
nesnelerin icinden filizlendigi kendine has,
zamansiz iliskiye dair ipuglari barindiriyordu:
Zisan'in kolaji 1928 tarihliyken, Oztat'in elinden
cikan reprodUksiyon 2012'de Uretilmisti. S6z
konusu kolaj, Oztat'in arsivden gekip ¢ikararak
zamanin bir tlr capraz kesitini aldigl, kurmaca
bir karsilasmanin ilk 6rneklerindendi. Zisan'la
2010'dan beri devam eden bu zamansiz isbirligi,
Oztat'in Macka Sanat Galerisi'nde gergeklesen
kisisel sergisinden beri sanatcginin pratiginin

merkezinde duruyor ve buglin Yumusak

Karin sergisinde de parcalar halinde varlik
gOsteriyor. Bu zamansiz ighirliginin baslangic
noktasini kesin olarak belirlemek glicse,
seneler iginde katlanarak acilan ve dogrusal
olmayan gelisimini takip etmek daha da glic.
Oztat'in stiregelen pratigi, anin igindeki cogul
gecmislerle ve onlarin dkibetleri ile karsilasarak
icinde bulundugumuz bogucu zamanla
ylzlesmeye devam ediyor.

Kendine Ait Bir Zaman: Glincel Sanatta
Feminizmin Tarihleri kitabinda Catherine
Grant, “icinde bulundugumuz zamanla
ylizlesmenin yegane yonteminin tarihle yogun
ve cisimlesmis bir carpisma’dan’ gectigini
iddia eder; yazara gore boyle bir iliskilenme
ancak “arsivsel arastirma ve kisisel tecriibelerin
bir karisimi”? ile kurulabilir. Oztat'in Zisan'la
kurguladigi israrl karsilasmalar da tam
olarak bunu yapiyor. Zisan'in (oto)biyografisi
farkli imparatorluklarin, milletlerin ve sanat
akimlarinin sinirlarini agsarak modern milli
tarihyaziminin fena etkilerine bir tlr kisa
devre yapiyor ve algi alanimizdan zorla silinen
olasiliklari tahayytil etmeyi amacgliyor. Oztat'in
arsive ve yasanmis tecrlibelere yaklasimini
siklikla kadxnlar arasinda kurulan iligkiler
sekillendiriyor. Ornegin sanatci Claude Cahun
(dogum adi Lucy Renee Mathilde Schwob)
ve Uvey kizkardesi, ayni zamanda yasami
boyunca partneri olan Marcel Moore (dogum
adi Suzanne Malherbe) arasindaki iligki, erken
calismalarda Oztat'in arsiv ve Zisan arasinda
ordgl baga esin veriyor. Ortadan kaybolsam
beni 6zler miydin? (2023) baslikli iste ise
Virginia Woolf ve Vita Sackville-West arasinda
yazismalar Uzerinden ilerleyen mahrem
iliskinin, Oztat'in Zisan, Ra ve galeri mekaninin
duvarlarina elle yazilmis mektuplarin hitap

1 Catherine Grant, A Time of One’s Own: Histories of Feminism in Contemporary Art, Duke University Press, 2022, s. 4.

2 age,s. 4.
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ettigi kisiyle kurdugu iliskide yankilandigini
gorebilmek mumkdn.

Bu iligkiler kizkardesligi, arkadaslig|,
partnerligi ve ortak yaratimi miizakere ederken
diger taraftan arzu, yaraticilik ve istirabi da
irdeliyor. Oztat'in diger 6zne ya da éznelerle

kurdugu baglar, cogul zamansalliklara aciliyor,
bize de gecmisin bir kesitini alisageldigimizden
farkh bir mercekten sunuyor. Buna karsilik
zamana dair benimsedigi bu dolambacli
yaklasim, farkl olus bigimlerini, dahasi

yeni iliskilenme ve muizakere bicimlerini
modern ulus-devletin zaptina ragmen
varligini stirdtren kalintilariyla irdeliyor.
Oztat'in Zisan'la ortak tretimleri, zamanin
cizgisel akimini catirdatarak ve gecmisle

ulus odakli, patriyarkal ve dogrusal egemen
tarihyaziminin sundugundan ¢ok daha gercek
bir iligki kurmasini sagliyor. Bu anlamda
Oztat'in calismalari, gogul zamanin ontolojik
gercekligine, ona dair alglyi sagaltarak cevap
veriyor.

Suyun Zamani
Oztat icin bunu yapmanin bir yolu
Zisan'la olan zamansiz isbirligi ise, bir digeri

ise sanatcinin su ile kurdugu bag. Cizgisel
zaman tahayyullyle yazilan tarih, 6ncesi ve
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Who Carries the Water | Will Flow Free
Suyu Kim Tasir | Ozgiir Akacak

iz Oztat & Fatma Belkis, 2015 - 2017
Installation view, Sharjah Biennial 13
Yerlestirme gorintlsu, 13. Sharjah Bienal

sonrasi olan vakalar, ve bunlarin arasindaki
nedenselliklerle &rllUr. Benzer sekilde, su
bentleri de birbirinden farkl nehirlere, havzalara
ve denizlere dogru akan su kaynaklarini ayiran
alanlari belirler. Ancak bunlar birer gbsterge
olarak uzamsal ve anlatimsal temsillere

olanak saglasa da, diger yandan zaman ve
mekan boyunca akseden yankilara karsi
duyarliligimizi koreltir. Peki, kronolojik akisin
dogrusal ve olaylarla tanimli kisitlamalarini agsan
hatirlamalar ve musallat oluslar ne olacak? Peki
ya gectigimiz birkag ylizyilda insan yasaminin
seyrini yeniden gizen, blyuk yerinden edilmeler
ve gbcler? Eger su bentleri, tarihin bel bagladigi
vakalar gibi kavramsal birer ayrag gorevi
gorlyorsa, suyun kendisi bu ayirici yapilari
asarak birbirine baglar. Viicutlarimizin ylizde
altmisi ve dlinya ylzeyinin ylzde yetmis biri
sudan olusuyor. Su, hem insan hem de insan
olmayan (yani hayat dolu ancak canli olmayan)
varliklar icin yasamsal bir ihtiyag. Su, ulus-devlet
gibi siyasi ve su bentleri gibi cografi olusumlarin
sinirlarini, dahasi insan odakli zaman kavramini
asarak zaman ve uzam boyunca akmaya devam
eden seyin ta kendisi.

20131 takip eden senelerde Oztat su
yollarinin ve etraflarinda 6beklenen toplumsal
olusumlarin izini takip eden, birbiriyle ilintili bir
dizi proje gerceklestirir. Bu stireg, Fatma Belkis

ile Grettikleri Suyu Kim Tasir (2015) baslikli
cok parcali yerlestirme ile tamamlanir. Oztat'in
pratigine suluboyayi dahil etmesi de gene bu
dénemde gerceklesir. Yagmur suyu toplamak
Uzere Sishane Parki'na yerlestirilen, farkli
boyutlarda huni ve borularin bir su deposuna
baglandigi diizenekten olusan Yagmur Suyu
Hasadi igin Heykel (2014), suyla mesgul olan
isler agisindan bir diger erken dénem Gretimdir.
Kdkenleri Neolitik Levant dénemine uzanan

ve yagmur sularinin yer altinda toplanmasi,
muhafaza edilmesi ve dagitiimasi icin inga
edilen mimari bir altyapi tesisi olan sarniclari
andiran yerlestirme, parkta kurulu oldugu 47
giin boyunca 82 litre su toplar. Oztat Gelecegin
Kuzeyindeki Nehirlerde (2014-2017) adini
taslyan suluboya serisini ve bir diger suluboya
serisinden hareketle Uretilen Akan Suya Kabus
Anlatmak (2015) adli video isini bu yerlestirme
aracihigiyla topladigi suyu kullanilarak Gretir.
Mavi, siyah ve kirmizi pigmentlerin kullanildigi
ve glinllk niteligi tasiyan bu suluboyalar
Oztat'in pratiginde énemli bir yer tutar: hem
Uretimlerine renk Gizerinden gorsel bir dil
kazandirir hem de suyun katigsan, tortulanan,
akan ve sigrayan heterokronik yapisini ifade
eden kavramsal bir metafor gbrevi gorir. Son
kertede su tek bir yone dogru akar gibi goriinse
de esasen ters akinti, kargi akinti ve gizli akinti
gibi pek cok farkli yonde hareket eden, birden
fazla devinim ile hayat bulur.

Galeri duvarlarini kirmizi akrilik boyayla
cevreleyen Biyografi Olarak Tuna: indirgenmis
ve Sadelestirilmis (2023), tim bu akintilari
ve Oztat'in suluboyalarinda siklikla yasam
emaresi olarak gorulebilecek kirmizi rengi bir
araya getirir. Tuna Nehri, Oztat'in islerinde ilk
kez Zisan'la gerceklestirdigi Bir Nehir Adasi
Teskil Edebilmek baglikll zamansiz diyalogunda
ortaya cikar. Bu karsilasmada Oztat, Zisan'in

1915'te Osmanli imparatorlugu'ndan ve
Ermeni Soykirimi’ndan kacis yolunu takip eder.
Tuna: indirgenmis ve Sadelegtirilmis (2014)
adli isinde, Oztat nehrin kartografik temsilini
askeri haritadan koparip, galeri alanini ve
yerlestirmeye eslik eden kitapcgigi ortadan
kesecek sekilde kurgular. Anlatida Tuna Nehri
ayni zamanda Zisan'in hayali adasinin esin
kaynagi olan Adakale'nin igine battigi su
birikintisi olarak da karsimiza ¢ikar. Hayali
adanin suyun Uzerindeki sillieti, Fars-Arap
alfabesiyle yazilmis, “cennet” ve “cinnet” olarak
okunabilen kelime seklindedir.

Bir Nehir Adasi Teskil Edebilmek’in
merkezinde bulunan ve Zisan'a atfedilen,
Cezire-i Cennet/Cinnet baslikli kisa dykl soyle
baslar:

Nehir boyunca ilerliyordum.
Suyun menbaina
yaklastikca hafifleyecegini
zannettigim ylk ve
kacmakla kurtulabilecegimi
Umid ettigim siddet
kendini hissettiriyor,
gidenlerle geri gelenlerin
seslerinin tasallutundan
kurtulamiyordum.®

Zisan'in Osmanl Turkgesiyle kaleme
aldigi Cezire-i Cennet/Cinnet baslikh
bu éykiyt Oztat, Latin harfleriyle
Tirkce ve ingilizce olarak, yanyana
sunar. Oykd, stirglin yolunda Tuna Nehri
Uzerindeki adada gecirilen bir geceyi
anlatir ve bicimsel olarak otobiyografik
notlar, diissel manzaralar ve kurmaca
arasinda gidip gelir. Oykiinlin ilk satirlar
Oztat ve Zisan'in paylastigi ortak
itki olan siddetin hortlayan, fisiltil

3 iz Oztat, Bir Nehir Adasi Tegkil Edebilmek, Heidelberger Kunstverein, 2014.
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huzursuzlugunu vurgularken bu iki
figlirtin cografi mekéan kadar tarihsel
zamanda da dalgalanan varligini ortaya
koyar. Bu agidan bakildiginda, yalnizca
bir imparatorlugun ve devletin sancili
tarihiyle ylizlesmeye dair basit bir
tesebblis olmaktan ziyade, bu istirapl
tarihin dlinya gapindaki yankilarini
tespit etme amaci tasir. Anlatici daha ilk
paragraf sona ermeden dinlenmek icin
durdugunda, nehrin ortasinda bir adanin
varhgini farkeder:

Dinlenmek icin durdugumcda,
nehrin ortasindaki adayi fark
ettim. El ettigim bir kayikciyla
beni adaya gotirmesiigin
anlastim.®

Zisan'in dykustinde adada bulunan
biriyle ilk karsilasma ani, tekinsiz
otekiyle ylizlesme temasini devam
ettirir. Bu ilk karsilasmada karakterler,
"bakir ayakli bir boruya gecirilmis
kalinca bir kamistan ¢gikan saydam bir
uzvun igine mitemadiyen nefes alip
vere[rek]"® icra edilen bir ritliel objesi
araciligiyla tanisir. Zisan'in bir dnceki
zuhur edisinde Oztat'in fotografta
betimlenen halteri cisimlestirmesine
benzer bir bicimde, burada da sozu
gecen ritlelde kullanilan nesnenin
Zisan'a atfedilen eskizlerden birinde
ve Oztat'in 2014'te Urettigi (ic boyutlu
bir nesnede temsil edilir. Ndkil baglikh
bu térensel nesne, 2023'te Yumusak
Karin sergisinde de kargimiza ¢ikar ve
konik yapil bakir bir zeminin tizerinde
yukselen bambudan yapilma bir

4 ag.e.
5 Oztat, 2014, s. IV.
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borudan ve kendisine bagl, gene boru
bicimli ancak hafif ve bukulebilir, seffaf
bir malzemeden (kuru bagirsak) olusur.
Nefesle harekete gecirilen bu
torensel nesneyi, sozlu iletisime
dair bir metafor olarak yorumlamak
mUmkln. Sézclklere hayat vermek
icin onlari telaffuz etme slirecinde
gerekli sesli harfleri eklemek, Osmanli
imparatorlugu ve Tlrkiye'de 1928
kadar kullanimda olan Fars-Arap
alfabesinin kendine has bir 6zelligiydi.
Anlam verebilmeye dair bu alegori,
Osmanli imparatorlugu’'nda 20. Yiizyilin
basinda hiikiim stiren ve modernlesme
slrecinin getin miicadele alanlarindan
biri olan, okuyucunun baglami
kavrama ve yorum glicline dayanan
Fars-Arap alfabesinin hakimiyeti ve
dilsel isaretlerin anlamlarini daha
etkin bicimde yerine sabitlemekicin
sesli harfleri kullanan diger alfabeler
arasindaki gerilimden beslenen dil
sorununu buyuk dlctide yankilar.
Dolayisiyla dykinin anlatisi, bu
kurmaca/ada icindeki karakterlerin
bedenlerine, adetlerine ve cinsiyet
rollerine yaklasimi agisindan kuir
kimlikle dilbilim arasinda bir ortaklik
da tespit eder. Oztat'in matbu olarak
sundugu, iki ayri dilde okunabilen
metinde anlaticinin dykuldeki ttim
karakterlere (ve 6zellikle de ilk
karsilastigi, térendeki muhatabina)
cinsiyetsiz “0" zamiriyle hitap ettigini
de vurgulamak gerek. Oykiinln
ingilizce cevirisi ise, cinsiyetlendiriimis
zamiri bukerek kuir kullanima sadik
kalir:
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Circle of Eternal Return | Ebedi Devrén-i Dem Dairesi
Zisan, 1915 - 2014

(From Zisan's archive | Zisan'in arsivinden)

Ink on paper | Kagit Uzerine murekkep, 25 x 18 cm

In the care of Sibel Horada & izel Levi Coskun
Sibel Horada & izel Levi Coskun himayesinde
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O da kendini tanitti; ismi
Zindik imis. Beni hi¢
yadirgamadan iginde
bulundugu ana dahil edip, az
evvel Uflemekte oldugu garib
cismin dibine oturmaya davet
etti. Saskinhgimi goriince,
ben sormadan, icra ettigi
merasimin cezirelerine,

yani adalarina mahstis bir
adet oldugunu soyledi.

Nakil ismini verdigi cihaz,
tavsan kirazlarinin®arasina
yerlestirilip nefesle harekete
gectiginde, misterek iradenin
zamani buktigu anlara
seyahat etmeyi mimkin
kiliyormus. Bir 1ahza, oraya

bu merasimin neticesinde
vardigim hissine kapildim.”

Metinde ada sakini karakterlerin
kuir kimligi yalnizca dilde degil, onlari
cevreleyen maddelerin ve renklerin
akiskanhgi ile de ifade edilir. Zisan, bu
durumu soyle ifade eder: “Cezirede,
cinsiyetler viicld uséarelerinin
miktarlarina gére mainin tonlari olarak
hissedilir imis ve sahislar arasindaki
arz{ ve temas nehrin suyu kadar seyyal
imis! Renk tonlariyla ifade edilen farklar

Zisan'in anlaticisi, adada kaldigi

stire boyunca bir ritliele daha sahit olur.
Ada halki esgliginde, “ebedi devran-i dem
dairesi” etrafinda icra edilen bu toren,
Zisan'a atfedilen ikinci eskize zemin
olusturur. Torene aracilik eden nesne,
cemberin ortasinda, bir elyazmasi
sayfasinin kenar stistine dolanmis asili
halde tasvir edilir: Cizimde kalin, dikey
bir sarmaldan agagi sarkan bir sicim
ikiye ayrilarak baska bir sarmalin iki ayri
noktasina baglanir ve daha ince, dikey
bir tiggen olusturur. Ucgen bigim, iki ayri
ucundaki agirliklar tarafindan btkaldr.
Nesne, Zisan'in Miras Kalan Yiikler
eskizini akla getirecek sekilde, iki zit
kutbunda birbirinden farkl formlar tasir.
S6z konusu formlardan biri piramidvari
bir yapiyken, digeri gorebildigimiz on
vechesi bulunan geometrik bir sekilden
olusur. Cizimdeki diizenek, sanki icine
tas atilmis gibi halkalar olusturan bir
suyun Uzerinde askiya alinmis halde
tasvir edilir. Bu ig, ayni zamanda,
Oztat'in 2019 senesinde Ann Antidote
isbirligiyle gerceklestirdigi; toplumsal,
cinsel ve siyasi iliskilenmelerin rizaya
dayali bir bicimde mUizakeresinin
sanatginin pratiginde merkezi bir 6nem
kazandig1 Askida adl isin de kavramsal
ve bicimsel habercisi niteliginde.

cinnet diye de okunabilen
& kelimesi seklindeymis
ve ismini bu kelimenin
yaziligindan alirmig. Varhgin
zuhGr etmesi olarak kabul
edilen sesler ile onlari temsil
eden harflerin de, maalesef
vakif olamadan terk etmek
mech(riyyetinde kaldigim
batini alemlerinde mihim
bir yeri varmis. Kelimeyi
teskil eden cim, nun ve te
harflerini hep bir agizdan
tekerrUr ettiklerinde, nehrin
iki kiyisina hikmeden
memalikin tesiratindan
korunabiliyorlarmis.®

Ancak Zisan'in anlaticisinin Cennet/
Cinnet adasinda yasadigi tecrtbelerin,
yalnizca dile gelme ve kultlrel
karsilasma sUreclerine dair alegoriler
olarak aciklanamayacagini vurgulamak
gerekir. Bu tecruibeler ayni zamanda,
Oztat'in insanlarin arasinda ve tesinde
vuku bulan iligkilere, dahasi topluluga
katilmaya dair sorgulamalarinin
baslangic noktasina da tekabUl eder.
Belki en énemlisi, Oztat'in sézi
gecen iliskilenmelerin muzakere
edilebilirligini zikretmesi ve dolayisiyla

ve Utopyaci esitlik arasinda stiregiden OykU, sabahleyin anlaticinin rilyalarindan
gerilim, anlaticinin ada halkina bakisini
da sekillendirir: “Gordligtim herkesin
benzer kiyafetler giymesinden buradaki
insanlar arasinda ictimat ve cinst

farklarin olmadigina kanaat getirdim.®

bu karsilasmalarin ve onlari cevreleyen
coklu zamanin barindircigi olasiliklari
diismesiyle sona erer: imlemesidir.

uyanmasi ve bir kez daha kayiga binip yollara

Kayikla uzaklasirken cezirenin
ismini sordum. Megerse

>> LARA FRESKO MADRA sanat tarihi alaninda doktorasini Cornell Universitesi'nde bitirdi.
Su anda Bard College'da insan Haklari ve Sanat Programinda dgretim gérevlisi olarak calisiyor.
cezire, cennet diye de Antimiizdeki yil itibariyle yine Bard College'daki Center for Curatorial Studies'de Yardimei Dogent

ve Luma 6gretim Uyesi olarak ders vermeye devam edecek.

8 Kokina adiyla da bilinen, kirmizi meyveli bodur bir ¢ali thrQ.
7 Oztat, 2014, s. IV. [
8 Oztat, 2014, s. VIII. ° Oztat, 2014, s. XI. Vurgu bana aittir.
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Screens | Paravanlar, iz Oztat, 2022
Wood | Ahsap, 185 x 195 x 5 cm

Produced as part of the SAHA Studio program with the support of SAHA and Saint Joseph High School.
SAHA Studio programi kapsaminda SAHA ve Saint Joseph Lisesi'nin destegiyle tretilmistir.
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Orfadan kayolcam beni ézler miydin/

Vika Sackyille - West *en \/irﬁiniﬂ Woolf o
30.0%.442 %

Danube as Biography: Reduced and Simplified
Biyografi Olarak Tuna: Indirgenmis ve Sadelestirilmis, 1z Oztat, 2023

Installation abstracted from the Map Of The Danube Of Ulm To Mouth from Zisan's archive.
Zisan'in arsivindeki Ulm'dan Denize Dokuldugu Yere Tuna Haritas'ndan

soyutlanarak Uretilen yerlestirme.

Acrylic paint on wall | Duvar Uzerine akrilik boya

Dimensions variable | Degisebilir boyutlarda

Would you miss me if | disappeared?
Ortadan kaybolsam beni ézler miydin?, 1z Oztat, 2023

Pencil on wall | Duvar Uzerine kursun kalem
Dimensions variable | Degisebilir boyutlarda
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Associations (Couch)
Cagrisimlar (Divan), 1z Oztat, 2023

Kids furniture, parchment, brass cleat,
wool, sponge, wood

Cocuk mobilyasl, parsémen, piring
koc boynuzu, yun, stinger, ahsap

200 x 88 x80cm



Study of Outlines, Study of Empty Spaces, Study of Folds
(from Greek and Roman Sculpture)

Konttirlerin Eskizi, Bosluklarin Eskizi, Kivrimlarin Eskizi
(Yunan ve Roma Heykellerinden), iz Oztat, 2022

Transfer and tracing papers
Karbon ve kopya kagitlari, 30,5 x 49,5 cm, each | her biri
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From the Dead Reckoning to Her Folds series
Kivnimlarina Kér Seyir serisinden, |z Oztat, 2021 - 2023

Watercolor on paper
Kagit tzerine suluboya, 36,5 x 27,5 cm
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From the Dead Reckoning to Her Folds series
Kivrimlarina Kér Seyir serisinden, |1z Oztat, 2021 - 2023

Watercolor on paper
Kagit tzerine suluboya, 36,5 x 27,5 cm
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Folds of Her Absence
Yoklugunun Kivrimlari, 1z Oztat, 2022

Ceramics, brass cleat
Seramik, piring koc boynuzu
9Xx15x10cm



Oceanic Feeling | Okyanusvari Duygu, iz Oztat, 2022

Tulle, fishing net | TuL, ag, 90 x160 x70 cm
Produced as part of the SAHA Studio program with the support of SAHA.
SAHA Studio programi kapsaminda SAHA'nin destegi ile Uretilmistir.
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) Love Lies Bleeding
Ask Kanlar Icinde Yere Yigiliyor, 1z Oztat, 2022

Wool, Styrofoam balls, plastic chord,
carabiners, aluminum

Yun, strafor top, plastik kordon,
karabina, aliminyum

250 X 15 X 15 cm



Devour (Toy for the daughter | could not commit to) o o
Yutan (Baglilik séztinti veremedigim kiz cocugu icin oyuncak), |1z Oztat, 2022 Tempted by the Devil | Seytana Uyma, 1z Oztat, 2022

Acoustic foam, wool, wire, kids furniture Styrofoam, knife, nib, wool, cutting board
Ses yalitim stingeri, yun, tel, cocuk mobilyasi Strafor, bicak, dolma kalem ucu, yun, kesme tahtasi
80x80x65cm 42Xx18x15¢cm
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Apparitions | Tezahiirler, iz Oztat, 2022

Digital and linoleum print, Set of 20
Dijital ve linolyum baski, 20 adet, 29,5 x 21 cm, each | her biri
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